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PREFACE

The following study deals with the medieval carol,
tracing 1its origin, form, and development through the
fifteentn century. Ultimately, the purpose of this thesis
1s to establish the poetic conventions which characterize
this most elusive and unique literary form, iIn an attempt
to offer the medieval scholar a basls from which to criti-
cally analyze and explicate individual carols.,
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director, Dr, Charles E. Walton, for his guldance and help-
- ful suggestions, and I also wish to thank my second reader,
Dr, June Morgen. Finally, I thank my perents end Dr, Gerrit
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support,

Emporia, Kansas B, S. M,

May, 1970



TABLE OF CONTENTS

CHAPTER | | PAGE
I, ORICGIN OF CAROL FORM o o o o o o o o o o o o o o 1
II. DEVELOPMENT OF CAROL TRADITION THROUGH THE
FIFTEENTH CENTURY 4 o o o o o o o o o o o o o 2l
III. SOURCE AND CHRONOLOGY OF EARLY CAROL
MANUSCRIPTS 4 o o o o o o o o o o o s & o o o 52

IV, CRITICAIL ANALYSIS OF CAROL LYRICS & ¢ o o o o o 62

- BIBLIOCRAPHY 4 4 o o o o o o o o o o o o o o o o o o » 80

APPENDIX [ ] [ ] [ ] [ ] [ ] L] L] L] [ ] [ ] L] [ ] L] L] [ ] L] [ ] [ ] L] ® ® [ ] [ ] 86



CHAPTER T
ORIGIN OF CAROL FORM

The carol, & poetic form flourishing in the later
Middle Ages, 1s recognized by critics as an important
literary genre; however, though many atteﬁpts have been made
to define this highly elusive term, most scholars have con-
cluded thelr investigations wlth only general statements

concerning its form, origin, and raison d'€tre. These

general definitions and theories afe the singular basis for
determining the original and exact application of the term,
carol. Establishing & specific compendium of this seemingly
unique literary form involves a careful examination of &
composite definition, an investigation of literary allusions
to the practice of caroling, and a pursuit of available
theories of development centering around the chanson de
carole, an 0l1ld French round dance,

A treatment of the carol genre is included in a wide
varlety of scholarly studies dealing with medieval lyries,
and aﬁtempts to define the term are as various as the stud-
ies of poetics themselves. Scholars like Lewls have relied
on edjectives in their definitions. ULewis defines the carol
as an early religious lyrical verse that exemplifies incom-
parable purity and blends innocence with experience,

Christian doctrines with pagan notions, and Latin 1dioms



with collogulel Mlddle English.1 Speirs amplifies Lewls?
attempt, explaining that the carol 1s a conscious and
rational form whilch also considers the irrational area of
experience, or the unconscious.2 Dearmer, as well, utilizes
an adjectival approach, for ", . . carols are songs with a
religious impulse that are simple, hilarious, popular, and
modern,"3 Less flattering 1s Moore's description, which
insists that the carols are ", . . tedlously devotional,
commonplace, [énd] scabrous. . o o"}+ The vagueness of such
.definitions is Justifiable with the realization that medle-
§a1 men of letters recorded no legitimaete definition of &
poetic lyric they so often employed,

‘ However, less cursory scholarly attempts reliéve the
term of 1ts indefinite obscurity. For example, Baskervill

cltes several medieval expressions which he believes were

used interchangeably with carol, including round, roundel,

ballet, and ballad.S Pound supports Baskervill with a pro-

posal that the ballad and religious carol are related types

l¢, pay Lewis (ed,), English Lyric Poems 1500-1900,
p. 11,

2Jonn Spelrs, Medieval Fnglish Poetry, ppe 34-35.

3Percy Dearmer (ed.), Oxford Book of Carols, p. 1.

barthur K. Moore, The Secular Lyric in Middle English,

p. 3k.

SCharles Read Baskervill, The Ellzabethan Jig and
Related Song Drama, p. 10, ‘
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of poetry,6 citing medieval musical scholars, Young and Ker,
both of whom link the ballad and carol in form and origin.7
Pound explains that ballads and carols were associated with
medieval dance-songs, claiming that when the term, carol,
initlally appeared in English, it designated most particu-
larly a dance-song of spring and love.8 Rickert also
descrlbes 1ts range of topical inclusion: "In literary
value the carols range from gems of religious inspiration
to jogglng tavern ditties."? Concerned only with the reli-
glous aspects of the carol tradition, Miller expleins these
| lyrics In terms of the relatlon of early dance-song origin
to later liturgical form and content, stating that the carol
", . . embodies a highly integrated complex of idea . . &
[gnd] i1s a true expression of one aspect of medleval
English, . . M0 yhile these statements concern themselves
with speclflc observatlons, they still fall to offer a
definitive explanation,

Tﬁrning to partlculars, Chambers, Greene, Robbins,

and Hsrrlson have also advanced definitions, each similarly

6Louise Pound, Postlc Origins and the Ballad, p. 172.

7Ibida I ppo 37'380
8Ibid., p. 169.

9Edith Rickert (ed.), Ancient English Christmas
Carols, p. xxvii,

10catharine K, Miller, "The Early English Carol,"
Renalssance News, IIT (1950), 6l. :
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confining his explanation to the essential elements of carol
form, Chambers 1iimits the term, carol, ", . . to short
poems, furnigshed with & burden and intended for singing."ll
Greene asserts that the term, carol, before 1550, denoted
"e « o« & s0ng on any subject, composed of uniform stanzas
and provided with a burden.,"l2 Harrison adds that the
burden ", . . was sung at the beginning and after each
verse, In some cases, the verses ended with a recurring
line, called refrain as distinct from the self-contained
burden,"13 Bukofzer also relies uﬁon Greene's definition,
the most wildely accepted standard, Robbins distinguishes
the carol from other Middle English lyrics, noting the
repcated burden, and proves thls repetition by citing at
least one hundred texts where the burden 1s actually indi-
cated after each stanza.lu Each of these definitions
stresses the form of the carols with its distinguishing
characteristic repetition and alternation of stanzas and

burdens,

llsir E, K, Chambers and Frank Sidgwick (eds.), Early
English Lyrics Amorous, Divine, Moral, and Trivial, p. 291.

12Richard L. Greens (ed.), Early English Carols,
p. xx1iii,

13ppank Harrison, Music in Medieval Britiasn, p. L417.

4R, K, Robbins, "Burdens in Carols," MIN, LVII
(January, 1942), 17.
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However, another facet involved in the definition of
carol is the etymology of the word. Most scholars support
the theory that the English carol developed from the chanson
de carole, a dance~song and 01d French round dance which
entalled a choral section, & burden, and solo stanzas.l5
Accordingly, Skeat defines carol as

a kind of song; originally a dance; 0ld French:
carole, originally a sort of dance; later carolle,
a sort of dance wherein many dance together also,

carroll, or Christmas song. « «

In greater detail, The Oxford English Dictionary presents

this compendious, all-embracing definition:

I. A ring~dance, and derived sense,

1. A ring-dance with accompaniment of song;? a ring
of men or women holding hands and moving round in
dancing step.

b, Diversion or merry-making of which such dances
formed 8 leading feature,

2. A song; originally, that to which they danced.
Now usually, a song of a Jjoyous strain; often
transf, to the Joyous warbling of birds,

3. 8. A song or hymn of religious joy.

b, esp. A song or hymn of joy sung at Christmas
in celebration of the Nativity. Rarely applied
to hymns on certaln other festal occesions,

II. A ring, and related senses,
he A ring or circle, e.g. of standing stones,
5. A small enclosure or 'study' in a cloister.
b. Carol-window: ? a bay-window,
6. A chain,
7. Conmb. and attrib,., as carol-song, carol-wise;
‘carol-chanting,

Thus, while in modern times carol has coms especlally to

mean "a Christmas song or hymn," the contexts in which the

15¥oore, op. cit., p. 157,



medieval scholar views this lyrical form must be those of
"a ring dance" and "a song."

First, one may examine existing evidence which dis-
closes that the carols were sung in relationship to the
dance., Their musical quality is proved partially by the
content of the lyrics themselves, because the words often
invite the listener to Join in the singing. For example:
"Wassaill, wassayll, wasseaill, Syng we/In worshipe of
Cristes netivite."l® Another carol asserts: "Can I not
syng but hoy,/Whan the joly sheperd made so mych joy."1l7
- Also is found: '"Now synge we with angells,/ 'Glorias in
excelcis, 1"18 Finally:

Swet Jhesus
Is cum to us,
This good tym of Chrystmas;
Vherefor with prays
Syng we always,
tWelsum, owr Messyas,l9
Rickert cltes one early thirteenth-century carol, entitled

"Segnors, Ore Entendez a Nus," as proof that carcls were

indeed sung even as early as the reign of King John:

16Richard L. Greene (ed.), A Selection of English
Carols, p. 66,

171b1d., p. 69.
181v1¢,, p. 102.

191bid., p. 7h.



accompanied by a folk dance, the songs were originélly a
part of a pagan custbm.eo
Once 1t 1= established that the earliest carol form
is linked wilth song, 1t may further be proved that the carol
is, iIndeed, linked with dance. Beaskervill points out that
scholsrs commonly acceptvthe idea that thé song and festive
dance are closely united,2l Speirs observes that carols are
animated in movement, thus indicating the influenée of the
dance.,22 TFor example, the round dance entaiied dancing hand
in hand, and séveral extant carols‘express this procedure,
One such carol states:
Honnd by honnd we schille ous teake,
And Joye and blisse shulle we make,
For the devel of ele man hagt forsake,
And Godes sone ys maked oure make .23
Thus, "honnd by honnd" immedistely reveals the influence of
the dance,
Musicologlsts, as well as literary scholars, have
noticed the close relationship between the carcl and the

dance form. For example, Block notes that, in the begin-

ning, carcls were songs accompanylng pagan round dancing.au

20Rickert, op. clt., p. xii.
21538}{5‘1‘\7111, ODe Cito, Pe 9.
22gpeirs, op. cit., p. 52,

23Greene (ed.), Selecticn of English Carols, p. 59.

2lKje11 Bloek, The World of Music, I, 250.

—————an . s



As music critics, men such as Smith, Nicholson, Stainer,
Fuller-Maitland, and Rockstro, have studled several extant
musical manuscripts which contain polyphonic carols in a
most archaic form dating as early sas 1230.25 Among other
pleces appearing in one famous vellum roll of carols, is

the well-known "Agincourt Song."26 Several vellum rolls are
avallable for musical reseesrch, and have aided such scholars
as Bauer In an explanation of the carol form., Bauer states
that the carols were accompanied by a dance form, and spe-
'cifically refers to the estample, a dance accompanied with
music played by a trio of bagpipe, bombard (large oboe), and
trumpet,27 Indéed, an early preserved muslical form 1s the
estemple, which appears to be linked with singing, iﬁstru-
nental music, and dances.28 However, it has not been
established to what extent the estampie form represents the

vocal and instrumental, nor how widely 1t is linked with

25Rickert cites the following sources as religble
scholarship in the field of medieval music; however, because
of the technical nature of the material, 1t 1s not utilized
in this purely literary approach: J,. Stafford Smith, 01ld
English Songs, 1780; Nicholson and Stainer, Early Bodleian
Musicg Fuller-Naitland end Rockstro, English Carols of the
Fifteenth Century, 1891,

26Manfred F, Bukofzer, Studies in Medicvel and
Renalssance Music, p. 96.

27M2rion Bauer and Ethel R, Peyser, Music through the
Ages De 162,

28Lloyd Hibberd, "Estample and Stantipes," Speculum,
XIX (April, 194)), 222.




dance or instrumental solo work.29. The Scopevof this song-
dance form may never be fully revealed, for although the

oldest preserved estample rusical text, Kalenda maya (ca.

1200) has been studied, and while both art and literature
present a wide evidence of instruments from the twelfth to
the sixteenth centuries having been brought Into England by
Crusaders from the Orient,‘almost no documents of purely
instrumentel music during the Middle Ages exist, because
virtually no medievalists, with the exception of a few iso-
' lated clergy, were trained in musicsl notation,30 Thus,
ﬁhile scholars are faced with reports of music accompanyiné
the dance-song, there 1s little proof avalilable in the form
of actual music manuscripts. |
Although musical documentation, then, is slight,
scholars have established that the origin of the carol wsas

in the chanson de carole., The usual carole form, as

revealed in medieval literature and ss pictured in anclent
paintings, includes dancers in a circle or in an open 1line
Joined in hands; these dancers sing, and thelr movements
match theilr song as a lesder, the coryphee or vorsanger,
sings the staenzas in alternation with the whole company that

sings the chorus or burden,3l Both the movemsnts and the

29Loc. cit,

———

30Loc. cit.

3lgreene (ed.), A Selection of English Cearols, p. T.
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words depend upon the 1lmportant element of repetition.32
Avallable for modern study are several representations of
the song-dance by medieval artists. One such artistic
representation is among a collection in the British Museum
(MS. Royal 20, A. xvii) labeled "La Karole,"33 This paint-
ing deplcts a mixture of men and women in circular formation
Jolned by hands. Interestingly, they appear to be on a
stage-1like structure, and two small children accompany them
with two musical instruments--a drum and a bagpipe--which
may Indicate a relation to the estém ie, drama, or musical
presentations. In contrast, there 1s a painting from the
collection located at Bodlelan Library (MS. Douce 93, f.
28r, Lower Rhineland, fifteenth century) that plctures "The
Carole of the Shepherd at the Nativity."3l Unlike the first
painting, the carollers here are nen, shepherds as 1t were,
and the setting is predominately pastoral--=a érassy glade
framed in leaves surrounds the shepherds who are linked
hand 1in hand, This picture presents a more complete image
of the carol as a dance and song, for present sre both a

musician playing a horn and a leader who appears to be

32pound, op. cit., p. 65.

33p reproduction of this painting appeoars as the
frontispiece of Greene's Early English Carols,

3h‘Reproduced as tha frontisplece to Greene's A
Selection ¢f English Carols.,
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directing the group with arm gestures. These two paintings
exemplify the carol form as revealed through medieval art,

Literary evidence also furthers the scholar's knowl-
edge of the carol as it existed in medieval times. The
first strong evidence that the carol was a round dance-song
containing a burden comes from the well-known legend of the
fallen carollers of Kolbigk, Saxony. Although Robert of
Brunne has popularized the story, the first short summary 1is
found in Goscelin's Latin version.3% The monk of Wilton and
of St. Augustine'!s Canterbury records the situation in Life
Qﬁ St. Edith, through the narrator, Theodoric, a pilgrim and
caroller, In summary, Theodoric explains that in 1020,
Christmas Eve, he along wlth eleven other dancers, gathered
in front of the church of S%, Magnus in Kolbigk, and
"o « + joined hands and danced in the churchyard. . . M36

Their leader, Gerleuus, sang:

Equltabat Bouo per siluam frondosam;
Ducebat sibi Mersuindem fcrmosam:
Quid stamus: Cur non 1imus?

The priest ordered them to cease, andé when they did not, he
cursed them with the wrath of God, His curse prevented then

from breaking their circle, and they danced for a whole

35Greene (ed.), A Selection of English Carols, p. 12.

—

36Quoted by Greene, Ibid., p. 5, from Andre Wilmart,
"La Legende de Ste Edith en prose a% par le moine Gescelin,"
Analecta Bollandiana, LVI (1938), 265-307.
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year. The Priest's daughter Ava was among the dancers, and
when her brother attempted to pull her from the circle, he
tore her arm from her body. Not until the next Christmas
Eve was the curse lifted at which time Ava died, followed by
her father in death. The other dancers slept for three deys
within the church, but the agitation of their 1limbs still
marked them,

In Brunne's popular version of the story, similar

events occur. Again, one 1s told that the leader led

Wybp hem to karolle be cherce aboute.

Beuune ordeyned here karollyng:

Gerlew endyted what bey shuld syng,

bys ys pe karolle bat bey sunge,

As tellebp be Latyn tunge:

'Equitabat Beuo per silvuam frondosam,

Ducebat secum Merswyndam formosam,

Quid starms? cur non imus?!'37
Both forms of the story indicate that the "karolle" was
sung, ancd both indicate that the participants danced in a
circle, The Life of St. Edith is important for two reasons,
First it exemplifies that by 1080, the English audience
could understand the text of the carol, and next, 1t dis-
plays the carol form es being divided into stanza and

turden.38 The tale also presents a negative attitude of

the clergy towards participation in caroling, an attitude

3TKenneth Sisam (ed.), Fourteenth Century Verse and
Prose, p. S.

38Greene (ed.), A Selection of English Carols, p. 6.
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that eventually will have an important influence upon the
developﬁent of this genre., The stress upon the sinful

- nature of dancing seems to correlate wlith Robertson's cbser-

vation that Brunne's Handlyng Synne resembles a gulde book

ugsed In confesslon, polnting out that it includes command-
ments, the seven sins and sin of sacrllege, a list of
sacraments, end the various "points" and "graces" of
shrift,39 This medieval work presents, then, not only a
description of an evidently popular pastime, the dance-song
carol, but also theologically admonishes man's participation
in such sport,

Unlike Brunne's attitude toward the carol, Dgnte
describes the galty of the performance., Dante uses fhe
cerol to designate both singing and dancing when, 1in
Paradiso (Canto XXIV), he writes:

E come cerchl in tempra dtorincli
Si giren si che 11 primo, a chi pon mente
Quleto pare, e ltultimo che voll:
Cosi quelle carole differente-mente danzando, della
sua richezze
M1 si facean stimar, celoci e lente, (1l, 13-18)
Translated:
As wheels in the smooth workings of a clock

Turn so that the first seems motlionless to him
¥Who watches 1t, and the last seems to fly,

39p. w. Robertson, "The Cultural Tradition of
Hendlyng Synne," Speculum, XXII (April, 1947), 167-168,
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So these carols, dancing to distinctive

Measures of great velocity or slowness,

Ensbled me to estimate their riches, (11, 13-18)40
He emphasizes, here, the circulsr movement of the ring-dance
in metaphoric terms, comparing its rhythm and repetitlous
qualities to clockwork, He Indicates that the dance was
accompanied ", . o With a song that was so heavenly that/
My fancy cannot retell it to me" (1l. 23-24), His use of
carol 1In reference to song and dance is just one of several

literary allusions the scholar may vilew,

A third allusion to the carol occurs in Sir Gawasin

and the Green Knight, Both within the court of King Arthur

eand in the castle of the Green Knight, carols are performed
on festive occasions., At ", . . Camylot vpon Krystmésse

e o o" the gay knights ". . . kayred to pe court caroles to
make" (1. 13).4t1 Both nerry-making and dancing were a part
of these activities, A more specific reférence is made to
caroling as dancing and singing, later on in the eplsode in
Arthur's court, when the festivities are described: "Wel
bycormmes such craft vpon Christmasse,/Laykyng of enterludez,
to la3e and to syng,/Among pise kynde caroles of kny3tez
(11, 471~ 73) .42 Later, when Gawain visits the palace of

4LOpante Alighieri, The Divine Comedy, III, "Paradise,"

pP. 95.

415, R. R. Tolkien, and E. V, Gordon (eds,), Sir
Galwaln and the Green Knicht, p. 2. ‘

421v1d., p. 1.
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the Knight, carols are mentioned for a third time, but here
only dancing is referred to, and a reference to singing is
omitfed. "per wer gestes to go vpon be gray morne,/Forby
wonderly bay woke, and be wyn dronken,/Daunsed ful drely
wyth dere carolez" (11, 1024-1026) .43 A fourth allusion to
the carol appears in the third section of‘this tale, wherein
the reader 1is fold, "And syben he mace hym as mery among be
fre ladyes,/With compych caroles and alle kynnes loye,/As
neuer he did bot pat daye, to be dark ny t, ﬁith blys" (11.
1885-1888).&& The only reference fo the carol that indi-

cetes singing but no dancing, within Sir Gawain and the

Green Knight, occurs in 11, 1648-1657, Here, there 1s

singing sround the table once agaln at Christmas:

benne bay teldet tablez trestes alofte,

Kesten clopez upon; clere ly3t penne

Waekned bi wo3lex, waxen torches;

Seggez sette and serued in sale al gboute;
Much glasm and gle glent vp berinne

Aboute pe fyre vpon flet, and on fele wyse

At be soper and after, mony ebel songez,

As coundutes of Krystmasse and carolesz newe
With al be manerly merbpe pat mon may of tel&e,
And ever oure luflych kny3t pe lady bisyde, 5

This passage indicetes, then, that the carols, though

written so that they could be utilized 2s part of a dance,

bU31via., p. 29.
Wirvig4., p. 52
L5Tbid., p. 46,
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were at times sung without actually performing the accom-
panying dance. |

Chaucer also slludes to the carol on several occa-
slons, Pound believes that the carols mentioned by Chaucer
may have been in the form of the ", . . ballade, or roundel,
or 'virelai,' or some type of art lyric, with fixed refrain
or regular occurrence; for such lyrics were used for
dancing.“u6 Chaucer collectively refers to song and dance
with the term carol, An extensive description of caroling

appears in The Romaunt of the Rose, for the narrator comes

upon folk which seem to him like angels as they are "faire,"
"fresh," and "fethered bright" (11, 7&0-7&2).u7 Then, he
continues:

This folk, of which I telle you soo,

Upon a karole wenten thoo,

A lady karolede hem that hyghte ‘

Gladnesse, [the] blissful and the 1ighte; (11, 743-746)48
Indicating, then, & happy, "blissful" scene, Chaucer, like
Dante, presents a "heavenly" impression. He continues his
description and the "lady" to whom he earlier referred

appears to be the leader, for none sang ", « « half so wel

and semely, --" (1., 548)., He stresses, also, the use of

W6pound, op. cit., p. 48,

W7Georfrey Chaucer, The Romaunt of the Rose, p. 572.

ugggg. cit, (A1l line references following in this
paragraph are contained within pp. 572-573 -of this
reference.)
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refrains or "refreynynge." The activlity of these ". . .
myghtest e ¢ o karoles sen;/And folk daunce and mery ben,"
(11, 759-760) takes place "upon the grene gras springyng"
(1. 762), and present are flutists: "There myghtist thou
see these flowtours,/Mynstrales, and eke jogelours" (11,
763-76l1)s While the beginning of this deécription stresses
singing, it soon becomes evident that the term, karoles, is
meant to include both song and dance, for, when the narrator
is invited to unite, "Come, and if it 1lyke yéu/To dauncen,
daunceth with us now" (11, 801-802), he joins: "And I,
withoute tarryng,/Wente‘into the karolyng" (11, 803-80L4).
He, then, describes each karoller, indicating their position
as linked by hands. Chaucer's description of the carol is
important, for 1t is one of the earliest and most complete
descriptions available.

Other early examples of the dance song have been

cited by literary scholars. For example, Pound quotes

Fabyan from Concordance of Histories, (1516), in which

Fabyan describes the celebration of the Victory of the Scots
at Bannockburn. Fabyan actually quotes the song which
appears below:

Maydens of Englonde, sore may ye morne,

For ycur lemmans ye have loste at Bann:. :kisborne!
Withh a hewe a lowe.

What wenyth the Kynge of Englonde

So socn to have wonne Scotlonde:
With a runby lowe. U9

Ll'gpound’ OPe _C_:_t_tng Pe ,-Lgo
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According to Pound, Fabyan reports that it ", . . was after
many day sung in dances, in caroles of the maildens and min-
strels of Scotland,"50 Certainly, one may recognize the
characteristic repetition and rhythmetic quality found in
dance songs of this period. However, Marléwe refers to the
same song in Edward II (II. 1i) as = "jig."51 Thus, this
literary allusion to carol seems less reliable than those to
be found in Dante, Gawain, and Chaucer, Early Greek litera-
ture also dlscloses a similar dance-song called the Molpé,
which utilizes a bard and a chorus and is danced around the
éltar.s2 Each of these references definitely seems to sub-
stantiate the 1dea of a song and dance relationship encom-
passed by the term, ggggl.‘

Once scholars established that the origin of the

carol was the chanson de carole, they were further able to

establish that the verses were often improvised by the
leader as the chain dancers kept time in place, and revolved
to the left during the chorus,53 This evidence 1s seen both
in literary passages, such as those cited from Brunne, and

also through the painting of the medieval period. Chambers

50Loc. cit.
51Baskervill, op. cit., p. 13.

v 52Greecne (ed.), A Selection of English Carols, p. T.

53Log. cit.
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describeyg the leader's role and, then, deplcts the group
", « o who listen and beat time until the recurring moments
when they get the signal to strike in with some rehearsed or
familiar bunden."su Furthermore, he states that the origi-
nal form possibly was made of ", . . single lines of tex}t
alternating the burden."55 Later, he thinks that the
stanzas lncreased iIn length, and one line was rhymed with
the burden. A close examination of several extant carols
further reveals their form. During the Middle Ages, the
term, carol, definitely indicated a poem with repeated
burdens, The form of the carols displays many vafiations,
but a popular form stands out and 1is easily recognizable,
because the usual carol 1s distinguished by stanzas alter-
nating with repeated burdens, These burdens are repeated
after every stanza, which may be proved by examining extant
texts, where the burden 1s actually indicated after each
stanza,56 The following carol displays this indication of
repetition of the burden:
" 'Kyrie, so kyrie,!
Jankyn syngyt merie,
With saleyson,!
As I went on Yol Day 1in owre prosessyon,

Knew I joly Jankyn be his mery ton.
[Kyrieleyson.]

SuChambers, op. clt., p. 260,
. 55Ibid., p. 265.

S6r, H, Robbins, "Burden in Ca“ols," MLN, LVII
(January, 19&2), 17.
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Jankyn began the 0ffys on the Yol Day,
And yyt me thynkyt it dos me good, so merie gan he say,
['Kyrieleyson,. V] _
Jankyn red the Pystyl ful fayre and ful wel,
And yyt me thinkyt 1t dos me good, as evere have I sel,
Kyrieleyson + «
Each stanza repeats the same melody while the burden also
repeats a melody, and 1t is interesting to note that these
two melodles are sometlimes related, but need not be.58
Further, the cantilena is the Latin counterpart of the carol
and has the same form of a leading burden alternated with
uniform stanzas, producing two strains of music.59v The
- repetenda or processional hymn 1s closely related to the
carol, and the cantilena especially parallels the carol,
for both have a burden/stanza form, and both are performed
responsorially.60

The poetlc form of the typical carol is further

recognlzed by the rhyme scheme, The couplet burden rhymes
with the fourth line of an a 8 & b stanza, consisting of
four measures per line,61 The following excerpt from a

fifteenth-century carol exemplifies thils form, because the

5TGreens (ed,), A Selection of English Carols, PPe
166-167,

581bid., pe 7.
59Bukofzer, on. cit., p. 1h9.'
60Loc. cit.

61lGreene (ed.,), & Selection of English Carols, p. 1.
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burden, a rhymed couplet ending in "Jherusalem" and |
"Bedlam," rhymes with the fcurth line of the following
stanza, "Jerusalem,"

Illuminare Jherusalen;

The duke aperyth in Bedlam,
Hys slgne ys a ster bryth
That shyneth over hym wyth lyght'
Yt ys nought come bott of hys myth;

Illuminare Jerusalen,

This carol also follows the pattern of tetrameter, because

it has the typical four fect employed in eacﬁ verse line of
the stanza,

The following sixteenth-century carol also exempli-
fies the standard carol, conforming both to the rhyme scheme
and rhythm pattern: |

Caput april refero,
Resonens laudes Domino,

The boris hed in hondes I brynge,
With garlondes gay and byrdes syngynge;
I pray you all, helpe me to synge,
Qui estis in convivio,63
Robbins notes that the extant carols written before these
examples asre less typical in form., Thus, he thinks that the

carols dating before 11,25, are especilally atypical.éh

621b14d., p. 90.
631bid., p. 91.

6Lg, H, Robbins, "Early Rudimentsary Caro]," MLR, LIV
(April, 1959), 220.
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Chambers explains that the metrical structure of the
carols displays a varlety of forms, but the most common
", o« o consists of a triplet upon a single rhyme, followed
by a cauda which 1s linked by a second rhyme to one or more
1ines of the burden."65 This same metrical arrangement 1s
apparent 1n many twelfth-and thirteenth-century French
caroles and appears to be an Intermediate phase coming
between the rather elaborate rondel and the less complicated

chanson d'histolre, which also utilizes a mono-rhymed

couplet followed by & refrain on a second rhyme, sans tran-

~ sitional 1ink.%6 This form parallels most effectively the

responsorial method of dance-song between leader and chorus,
because the changed rhyme of the cauda is a c¢lue for the
chorus to break in with thelr burden,®T Occasionally, a
complete cauda 1s repeated from one stanza to the next, and
thus 1t actually results in a
e o« o second or inner burden, The burden or “fote"
1tself remalns a characteristic of the carols, long
after both the dance accompaniment and the strict

divislion of 1lines between leader and chorus have been
forgotten,

6SChambers, ope cit., pe 29,

'66Loc. cit.
Troc. cit.

6 82:::; Se

Q
e
ct
L ]

|



23
Thus, the burden or refrain remains the most stable element
of the carol,b9 '

Through an exhaustive compilation of all existing
Information and theories concerning the exact meaning of the
English term, carol, as applled in the Middle Ages, then,
one concludes that scholars have only a mbst general basis
from which to determine its origin and form., However,

" medieval art, literature, and music all seem to prove the
validity of stating that the genre directly évolved from a
French source, both in terms of the etymological development
of the word chanson de carole, which in 0ld French meant a
song~dance, and in terms of the French performance of this
art; the carol refers to a popular song and ring-dance per-
formed at festivals; and the carol form, without fail, was

COmposed of a burden-and-stanza alternated pattern,

69pound, op. cite, pPe 77



CHAPTER II

DEVELOPMENT OF CAROL TRADITION THROUGH

THE FIFTEENTH CENTURY

Although é cbmposite definition of the medieval
English carol appears acceptable to a majority of scholars,
this agreement ceases when scholars attempt to trace the
carol's early development. While some scholars theorize
that the carol originates in the music of the £olk, 70 others
support the assumption that 1t evolves through the auspices
6f the Church clergy.71 A third group asserts that the
carol is linked with the early Mystery-plays.l/2 Still
others relate the carol and ballsd traditions,’3 Beéause
the carol is definitely involved in each of these areas of
medieval literary development, one has difficulty in deter-
mining its true origin. In other words, carol development
involves & folk-song origin as well as a church-related
lyric. These two original sources are, then; sub jected to

corruption by the layman and asre eventually reworked by the

70Lewis, op. cit., p. 11,

TlRobbins, "Middle English Carols as Processional
Hymns," SP, LVI (1959), 560, -

72y111iam Phillips, Jr. (ed.), Carols Their Origin,
Music, end Connection with Mystery Plays, p. 2l.

73pavid c. Fouler, A Llterary History of the Popular
Ballsd, p. 20,
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clergy. Although this theory has not been verbalized by
any carol scholar, it seems most plausible, for each‘major
area of development supported by various-literary critics
should logically fit into the whole historical scope of the
medieval carol genre,

Most medieval lyrics are the products of the trouvére,
or minstrel, who represents one phase of the developing
artistic, self-conscious poet,’4 Thus, it is natural that
scholars have attempted to prove that the casrol genre origi-
nates in thils tradition. Therefore, slthough the carol 1s
_intimately attached to the Church, 1t is also credited to a
minstrel origin; however, while chronicles mention the
wandering singers, there 1s lecking a discussion of their
repertoires.75 The trouvégg song and minstrels developed
from the folk-song but were not recorded, and so their
primitive features are not preserved.76 At any rate, the
performer or\joqlar and the composer or trobador had a
definite role in circulating early lyrics.?7 Primitive
elements of the cerol eppear to be the result of an earlier

influence than the Church, for the amorous caroles of

Thuchambers and Sigwick, op. cit., p. 259.
75Moore, op. c¢it., p. 156.
76Chambers and Sidgulck, op. cit., p. 259.

TTH., J. Chaytor, From Script to Print, p. 115,
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twelfth-century France in a fused dance-song welconme in
rhythmic praise the arrival of summer and winter.as an
instinctive emoticnal expression common to folk-songs evi-
dences 1tself.’8 Chambers describes the origin of such
lyrics as emotion punctuated with

e o external rhythms of folk-activities which occupy
the limbs and leave the spirit free to brood or to
exult; rhythms of labour, In the pull of the car, the
swing of the sickle or flail, the rock of the cradle
e « o Or rhythms of play, when the nervous energies,
released from the ordinary claims, are dlverted into
unremunerative chennels, and under the rare stimulus of
meat and wine and the 1dle feet of the chorus, group
around the altar of sacrifice or the fruit-laden tree,
break into the uplifting of the dance,’9

Many early carols exenplify the varlous elements described
by Chambers. First of all, the rhythm end circular motion
of the song-deance would, indeed, allow the participants the
freedom to "brood or to exult," In fact, there are carols
thaet depend on thils very theme, Contemplating death, for
example, one carols broods ". . . our endyng . o o" and
asks, "how shvld I bot I thogth on myn endyng day?/ « o o
qwhen that I am ded and closyd in clay" (11, 1-3).80
"Rhythms of lsbour" are also present in carols, and one such

lyric is narrated by & hunter:

78¢hanters and Sigwick, op. clt.,.p. 293.
79Loc. elt,

80Greene (ed.), Early English Carocls, p. 252,
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As T walked by a forest side,

I met with a Ffoster; he bad me abide,
At a2 place wher he me sett
He bad me, what tyme an hart I met,
That I should lett slyppe and say, 'Go bett!!
With 'Hey, go bet! Hay, go bett! Hay,

go bett! How!!

We shall have game and sport ynow (1l. 1-8) .81

He has captured even the dlalogue of the event, Similarly,
the "rock of the cradle" is represented in a lullaby carol:

'Lullay, lullay, la, 1lullsy,
Mi dere moder, lullay.'
Als I ley vpon 2 nith,
Alone in my longging,
Me thouthe I saw a wonder sith,
A malden child rokking (11, 1—6).82

Also captured here 1s the rocking rhythm of the described
activity. The phrase, "stimulus of meat and wine," brings
to mind the often alluded to carol, "Bring Us Home Good Ale:"
Brynge vs home good ele, ser; brynge
vs home good ale,
And for owre dere Lady love, brynge
vs home good ale.,
Brynge vs home no wetyn brede, for
that ys full of braund,
Nothyr no ry brede, for that ys of that
sanme,
But [brynge vs home good ale] (11, 1-9),83
Here, the repetitious quality and the alternation of burden
and chorus or refrain 1s clearly evident, and thus 1% may

be appropriately lmagined as the lyrics of folk-song.

811v14., p. 287.
821p14., p. 103.

8311b14., p. 286.
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Twelfth-century France also utillzed work dances, or
chansons de tolle, which, rather than being danced, were
sung by women as they tolled on thelr neédle-work.sh Per-
haps, the English carol alsc found such use,

Further proof of early carols linked with folk-song
is slight., Fowler alludes to the "Corpus Christi Carol" in
an attempt to support this theory and points out that the
carol contains internal refrain. Thus, it exemplifies a
form which fits the minstrel quatrien and therefore, dis-
plays the possibility of a ", . . . direct transfer of such
~ & folk melody to the narrative stanzas of late medieval

minstrelsy 85 Another carol cited in support of this theory
lis the "Cherry-Tree Carol," which also has characteristics

of folk--poetry.86 Finally, carols are often grouped with

folk-songs because they offer such & grest contrast to the
more ecclesiastical types of medieval religious lyrics;
ebsent 1s the pessimism, the affinity for morality, aend the

obsession with personal sin to be found in Anglo-Saxon work, 87

The work of the minstrels from the sixth to sixteenth

century represents the fusing of Latin and Teutonic elements,

8Lichambers and Sidgwick, op. cit., p. 266.'
85pavia c. Fowler, op. cit., p. 12.
86Lewis, op,., c¢it., p. 11,

87chambers . and Sidgwick, op. cit., p. 29.
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inheriting the Roman tradition of mimi and the German tradi-
tion of §923.88 As they developed thelr art, they moved
from communal rondes performed at festivals by groups of
young people, to the heroic song voiced by both folk and
professional singers sas éarly as the eleventh cehtury.89
When the minstrel repertory reached the Eﬁropean medieval
court, it provided entertainment of great versatility,
elthough 1t lecked in decorum,90 The minstrels were of

several types. Tombeors, tombesteres or tumbleres were

acrobats, whose antlcs were not very distinct from dancers,

called saltatores.91 Jugglers, or Jjouers des costeax, were

also present as well as the mimes who presented puppet or
marionette shows, and a description of these minstrels may
be found on the pay-sheet of Edward I's Whitsuntide Feast,
and other similar records,92 Chambers, in his lengthy dis-
cussion concerning the history of the minstrel genre,
specifically concludes that 1t may be taken for granted that
the dences or ", . . the chansons, in their innumerable

varieties, caught up from the folk-song, or devised by

880hambers, Medieval Stage, I, 25,

BQEEEQ., p. 26,

90Chaytor, op. cit., pe. 11lh,
91lChambers, ope. cit., pe 71l.
92Loc. cit.



Provencal ingenuity, were largely in the mouths of the
‘minstrels. o o #"93 |

The theory that the chansons and ultimately the
carole began a&s part of the minstrel tradition is sensible,
but incomplete; because, just as 1t 1s possible for one to
trace the similaritigs of the carol genre to the folk-song,
i1t is slso feasible for one to link further the carolts
development with the Church., The carol genre must, then,
be studled in terms of 1its earliest correlation with the
.clergy's influence and involvement 1in its development. The
Very fact that many extant carols include Latin phrases,
indicates that the development of the carol ". . o includes
more than the 1dyllic picture of maidens dancing in fhe
dailsy fields, and that a place is claimed by the clolstered
scriptorium and the flag-stoned choir."gu Early scholars
dismissed the lmportance of these Latin pﬁrases which are
in the idiom of Church ritual, but a modern trend points
toward an examination of any hint that may reveal the
carol's earliest beginnings. Certainly, there must be a
relaticnship between the carol and the Latin literature of
the Middle Ages,

Some scholars view the Latin phrases found in carols

as proof of a clerical influence upon carols. For exanple,

931bid., p. 73.

YhGreene (ede), Early Enzlish Carols, p. 1lx.
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Bukofzer asserts that authors obviously enjoyed weaving
Latin phrases into the lyrics, in some cases going fo such
extremes, that the sense was sacrificed in favor of a strong
emphaslis upon Latin quotations.95 Further, Rickert bases
her theory that early carols and hymns are closely related,
by cilting as proof the carol's rellance on Latin phrases.96
In fasct, she goes so far as to assert that béth hymns and

early carols were probably written by clerics,97 Although

the carols were not part of the liturgy, they are present in
otherwise liturgical manuscripts indicating that it 1s possi-
~ ble they were used as optional insertions into the 1iturgy;98
Also used as an argument that the carols and hymns developed
initilally from the same source 1s the fact that many early
carols appear to be based uvpon hymn form, utilizing four
lines and three beats.99

Robbins in a related but more specific theory argues
that the carols were written by church suthors and composed
‘to be sung in church processions, and he cites &s his sup-

port the fact that 80% of the extant carols indeed seem to

95Bukofzer, ope cit., p. 150,
96Rickert, ope. cit., p. xvi,
9TLoc.. cit. |

98Bukofzer, op. cit., p. 148,

99Rickert, op. cite, p. xvi,
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havé this function.l00 He believes that the carols come
from the traditlonal Latin processional hymn., Support of
his theory 1s found in Miller's findings that the religious
and didactic carols of the Ritson Manuscript exhibit the
stylistic stralts of conductl, used as processional misic, 101
However, Greene disagrees with this possible origin or
purpose of the medleval carol, He explains that the proces-

sional hymns were actually marked as ad processionem and

points to the absence of such a marking on ahy extant
carol,102 He further argues that the usual processlional
hymn was patterned afte: the Latin classical quantitative

metre such as the Salve festa dies, whilich never displays the

line of four-beat accent displayed by the traditional carol
form.103 (@reene concludes that the cerol was not a pro-
cessional hyrm and also believes that the most likely place
within church ritual for the carol to be utilized was prob-
ably in the benediction porticn of the Christmas service.
Howevcr} he readily admits that the extant manuscripts‘do
not redlly indicate such a refercnce even 1f their content

does appear to be appropriate.loh

10Cr, H, Robbins, "Middle English Carols as Proces-
sional Hymns," SP, LVI (1959), 560,

10ic, K. Miller, cp. cite, p. 6l

102Greene (ed.), Sélectiog of English Carols, p. Lh.

.

10310¢, clt,
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Regardless, the theory that the carol seems to have
been influenced by the Church 1is acceptable and established,
Further loglcal proof of this assertion lies in the practice
of the early Church to incorporate into the service a respon-
sory exchange between priest and congregation in the form of
liturgical dialogue. Also utilized were éxchanges be tween
priest and chorus, or between the leader and a group of
followers, similar in effect to the alternation of burden
and stanza found in the carol, Thus, it is ﬁossible to
imagine the csarol form as having béen utilized in Church
liturgy., At any rate, these most dramatically orientated
" dilalogues were elaborated upon, until, at last, they outgrew
the Church service and were separately performed in the
churchyard, and, thus, the Mystery-play drama emerged,

A popular theory supports the idea that in the begin-
ning, carols were sung between scenes of the Mystery-plays

as Intermezzi,l05 Perhaps, then, a tradition beginning with

- the minstrels, developed further when utilized in medieval
drama. Baskervill asserts that the country jig and carol
developed concomitantly, and he believes the

o ¢« o country jig In various types first appeared on the
stage as part of the general vogue of song and dance in
the thestre. The fact that 1t was a relief element
would ascccunt in part for the spirited tone, the coarse
humor; and the narrative interest which prevailed over

IOSPhillipS, _Q_Eo Citc, Ps ZLI-O



3k

the lyriec quality that had assoclated the word with
‘carol,' 'roundelay,! and 'catch,'106

Phillips theorizes that the carol became so In demand that
eventually it served as competlition to the acting scenes,
‘and by the thirteenth and fourteenth centurles, singing and
playing were Incorporated with the musicians leading the
actors,107 At times, the procession stepped down into the
audience, and all the actors would march through the town
singing the carols, often joined by members of the audi-

. ence,108 Thus, the carol eventually became a separate
activity disconnected from the dramé itself.,

It 1s evident that the possibility of such an associ-
ation is strong, for the treatment of themes in the Mystery-
Ipiays and the carols seems to be ", , ., but two phases of.
the same tendency towards the pobularization of religion."lo9
In pursulng this development, one must kéep certain general
points in mind. First, the medieval Mystery-play deals with
the spiritual mystery of Christ's resurrection and 1its
ultimate salvation for man, The carols sing of thls same
"mystery." Secondly, the Mystery-plays dramatize in cycles

the stories of the 0ld Testament%, leading up to the promise

106Baskervill, op. c¢lt., p. 95.
107pn111ips, ope. cit., p. 25.
108rowler, op., cit., p. 12.

109R1ickert, oo. cit., p. xvi,
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of redemption; in so doing, they could most easily incor-
porate the lyrics of the carol which often enumerate the
very same events, typlcally involving initially the Crea-
tion, the Fall of man, and the Flood, and eventually through
the use of forty-eight cycles, concluding with the Nativity,
Crucifixion, and Harrowing of Hell., There is also a third
practical consideration., The Mystery-plays were performed
in direct relation to the two greatest festivals of the
Church: Whitsuntide and Corpus Christi, The folk performed
at these two festivals, and the tradition of men of various
occupations presenting the perts of similar characters in
the dramatized events will never cease to-fescinate the
modern scholar, Importantly, then, one sees here in =&
direct connection between the folk and the drama; indeed,
this relationship may well answer the question of how folk-
songs became so directly involved in the drama, In this
respect, it is necessary to note that these carols were

eventually sung on stage during a performance, as exempli-

fied in the Second Shepherd's Play (Wakefield Cycle, ca.

1385) and by the Pageant of the Shearman and Taileors (Coven-

try Cycle).110 Rickert points out that

« ¢ » the carols as a class are strongly dramatic,
easpeclally the annunclation and shepherd carols and
Jullabies; the last two groups indeed in their realis-
tic details &nd homely treatment, are strongly

11010c, cit.
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'suggestive of scenes in the reli%ious drama, to which
they may owe their inspiration,lll

Similarly, Chambers notices a tendency of the carols to
objectify simllar ideas, and, thus, he too, believes that
"they are the lyrical counterpart of the miracle

plays. « « o"112 He even asserts that these carols reflect
the influence of an attempt to visualize, through dramatic
representation, the Biblical scenes and charadters of
Nativity and Passion.,ll3 Certainly, the carols offer an
interpretation of these Biblical accounts in terms of the
soul of man and for this reasén outline Christ's life and

’ crucifixion, at times seeming mystical in nature.llli 1In
fact, the subjects of carols parallel the source of festal
days at which time Records of the Revels Office indicate
that the plays were increased in number; these include the
days of Christmas, emphasizing St, Stephen's Day, Dec. 203
St. John the Apostles, Dec. 27; Holy Innocent, Dec. 28; New
Year's Day, Jen., 13 Twelfth Night, Jan. 6; Candlemas, Feb,

2, and Shrovetide,115 The carols, then, present religious

1111pig., p. xvii,

112Chambers and Sidgwick, op. cit., p. 295.
113.1_,99_. cit,

1liRickert, op. cit., p. xviii,

115p, P, Wilson and G. R. Hunter, The English Drama

.]'_):L_8¢5-.]:_S.§51 j< 163 L
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themes colnciding with the themes of the Mystery-play.
They still retain, however, the "homespun" and "proverbial
phrases” end "wisdom" contemplated philosophically by the
folk.116 This retention indicates that the carol develop-
ment must be traced beyond the source of Mystery-play
performance, |

If one theorlizes that the development of the carol
was concomitant of both tﬁe folk and church, merging in the
Mystery~play cycles, he may further conjectufe that once
the carol became an established paft of the drama, it became
an entertainment 1n its own right, detached 1tself from
dramatic performances, and once again found itself 1n the
hands of minstrels and the folk, One may assume, then, that
at this point in development, 1t became corrupt in the eyes
of the Church and thus eventually would have been rewritten
by the clergy. Rickert supports this theory vaguely, point-
ing cut that drama developed within the Church, outgrew 1its
boundaries, and then, as 1t continued to develop outside of
the Church, moved back teward its seculer character that had
originally caused 1t to be banned.ll7 Similarly, carols
grew from Latin hymms of festivals and developed beyond

their model, eventually included In the same manuscript with

116chambers and Sidgwick, op. cit., p. 295.

117Rickert, op. cite, pP. XV,

pheine
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pagan songs.ll8 Rickert, hoﬁever, does not suggest that
these carols had ever origlnated from pagan or folk sources.,
Regardlegs, at the mercy of peasants, the carol's develop-
ment parallels closely that of & simllar genre, the ballad.

The basic relafionship between carol and ballad
results because orliginally both genres were associated with
dancing.119 Thus, in terms of the fclk-song tradition, many
scholars have investigated the influences of the carol and
ballad traditions upon one another, Scholars agree that the

carol appeared before the ballad,l20 In fact, Fowler even

- belleves that certaln stages of balladry were influenced by
the carol,l2l However, it is difficult to date medieval
ballads desplte a careful Interpretation of the texts in
terms of history, linguistics, and character style,1l22
Further problems of scholarshlp arise because there 1s a
pauclty of extant ballads spanning the Mliddle Ages to the
present.l23 Thersfore, any conclusions drawn about the

carol and ballad relationshlp are general in nature.

118_&9_9-. cit,

119Ph111ips, op. cite, pe 12,
120Pound, op. cite, p. 4b.
12lpowler, op. clt., p. 20,

122Richard L., Greene, "The Traditional Survival of
Two Medieval Carols," ELH, VII (1940), 223.

1231vi4., p. 224,
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Nevertheless, a complete study of the carol must Include
such a discussion, both in terms of the similarities and the
differences of these two genres.,

In the fourteenth century, the term, ballad, referred
to a French aft lyric that relied on a rigid form; the name
was sometimes applied to a dance-song, that was slso labeled
the carol.l2lk In this perjod when bsllad meent a dance-
song, its meaning was not linked with a narrative lyrid.125
Pound explains that "balled 1s derived from ballasre, to
dance, and historically 1t means dancing song; it i1s associ-
ated etymologically with ballet, a form of dance.126 Thus,
the medievel ballad is associated with dance songs of the
Middle Ages, and In the nineteenth century, dictionaries
st111 define the ballad es a "dance song."127

While the ballad and carcl have a common origin in
the dance-song, there are seversl specific differences
pointed out by Greene. For exemple, the ballad 1s narrative
in nature, dispiaying an objectivity, having an Interest
only in the tele, not in the emotional effect upon narrétor
or eudience.128- In contrast, while the carol may be

12uPound, op. cit., p. U45.

12510c, cit,.
1261p14,, p. b1
1271bid., p. 36.

128Greene (ed.), Early Enzlish-CarQAE, p. x1lix,
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slightly objective.and at times borders on narrative,
nelther of these tralts is essential to the usual carol
forn.,129 Secondly, the bsllad form is totally the product
of oral transmission, whlle the carcl for 1its inceptlon
relies only partially upon this source.130

Finally, the metrical form of each genre indicates
that the two forms evolved from slightly different types of
ring-dances, becasuse the burden/stanzas arrangement is dis-
similar.13l The carol relies upon an indepeﬁdent burden,
separate from the stanza, with an alternation of stanzas and
burdens; for the balled, in contrast, the burden 1s not an
essential part and, when 1t 1s utilized, 1s alternated
between the lines of the stanzas,132

Similar to the carols, the early ballads were mostly
sanonyrious 133 Also, the first printing houses had the most
casual of stendards.l34} Thus, establishing chrenology, the
determination of authorship, and source of ballads before

1500, 1s almost an impossibility. Greene published the

129Loc. cit.
130Loc. cit.
1311bid., p. 1.
132Loc. oit.
133Lewis, op. cit., p. 11,

13hGreene, "The Troditionel Survival of Two Medieval
Carols," ELH, VIT (1940), 230,
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following list, supposedly chronologicael order, and its
brevity reveals the futility of the search. The numbers
follow the Child printing numbers:

23  "Judas" (probebly thirteenth-century lyric)
"Riddles Wisely Expounded"

22 "St. Stephen and Herod"

115 "Robin end Gandelyn"

119 "Robin Hood and the Monk"

121 "Robin Hood and the Potter"

117 "A Gest of Robyn Hode"

111 "Crow and Pie"

116 "Adam Bell, Clim of the Clough and William of

Cloudesly"

161 "The Battle of Otterbarn"

162 "The Hunting of the Cheviot"

168  "Flodden Field"135

STk TN Th 3Rk

Therefore, one assumes that the cerol and ballad were most
closely related after the carol left the Mystery-play stage.
This period was probably advantageous for the development of
the ballad genre, also, ;
While it 1s established that one may Jjustifiably
relate the ballad and csasrol genre developnents, it is with-
out scholarly warrant that some have attempted to prove that
the carol and the French noel are products of the same
source, for the carol is neither cderived from nor related to
the noel, Aside from the fact that the French noel deals
only with Christmas, while the English carol deals with
other topics, and that the French noel appesred later than

the first carols, the noel utilizes a long stanza unlike the

1351bid.,; p. 223.
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carol seldom uses the burden and refrain.l136 Although some
scholars have attenpted to prove that the French noel and

_English carol are related, they have failed, beceuse inter-
nal evidence offers no valid basis for such conclusions.
Once the carol was again an art of the folk, the
religious themes inherent from the influence of the Church
and Mystery-plays became further entangled with pagen
notions, Many lyrics are extant that exemplify this mingled
form, Hence, it 1is evident that the cerols were very much a
part of festive occasions, usually Church holidays, and the
folk caroled of both pious events and merry-meking. For
this reason, in an era in which the Church was struggling
against pagan traditions, carols met with Church disép—
proval,l37 Church history displays repeatedly a repression
of similar events, and as early as LO8 plays were forbidden
on Lord's Day and other solemn festivals; in }25 plays were
suppressed on the Nativity and Church feast days; 578 saw
the repression of disgulsings on these same days; and in 61)
"filthy plays" were condemned on the Kalends of January,138
Several records of denunciation by the Church against the

song and dances indicate that the carols were connected with

136Greene (ed.), Selection of English Carols, p. k.
13TRickers, op. cit., p. xiv.
1381b14., p. xv.
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pegan rites and dances.139 The Church condemned the pagan
manifestations of the folk memory untouched by religlous
dogma within the carols; this condemmation is exemplified by
the attitudes displayed in the "Dancers of Kolbigk,"l40 1In
fect, the Church considered the secular carol an undesirable
mutation of the dance-song that religious men had been
attempting to suppress by substitution of devotional songs
for the profanity of the carols, thus promoting ". . . reli-
glosity with the Devil's own merry instrument,"l4l The
Church's prcblem was, of course, magnified by the fact thaf
~ Church festivals usually prompted the merry-making. As Rick-
ert explsins, ", . . undoubtedly the feast of Yule . . . was
celebrated with a blending of riot and sacrifice. . o o"1L2
Because the Church was opposed to dancing, the carols were
doubly evil--both for their lyrics, and for their activity.
Therefore, while the bawdy pagan carols were very popular
with the folk of the country, they were equally unpopular
with the Church fathers, and there are many records of an
ecclesiastical denunciation of the dancing and singing in

the open churchyard area.1u3 For example, a handbook

139sir E. K. Chambers, The Franciscans and the Cawe,
V, 2, Introduction, "Some Aspects of Medieval Lyric," 288,

14OMoore, Op. cite, pPo T

11pid., p. 158.

142R1ckert, op. cit., p. xiv,

i 3Greene (ed.), Selectlon of English Carols, p. 10.
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written for missionaries in the elighth century, entitled

Dicta Abbatis Pirmlnii, reads, in translation, as follows:

e o » flee wicked and lecherous songs, dancings, and
leapings as the arrows of the Devil, nor should you dare
to perform them at the churches themselves, nor in your
own houses, nor In the open spaces, nor in any other
place, because this 1s a remnant of pagan custom,llill
The date of this remonstration further stfengthens the view
that, originally, the carol as a dance was not a church-
orientated art.

Though few of the.most contemptible éérols have
remained untampered with the censofship of the church, some
have survived., One such example, number 383 of the Gonville
& Calus College, Cambridge Manuscript, sings of a holy day
celebration end describes in minute detall the activities of
a young blade, Jack by name, and hls female friend., This
carol describes the merry-making of the day, iﬁcluding wilad
drinking and frivolous love, both typical folk activities,
although condemned by the Church., As Jack and his girl
finish "a sonday atte the ale-schoch. . . " the young lady
informs the listeners:

Sone he wolle take me be the hond,
And he wolle legge me on the lond,

Thet al my buttockus ben of sond,
Opon this hye holydsay.

1&hQuoted by Greene (ed.), Selection of English
Cerols, from L, Gougaud, "La Danse dans les egleses
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In he pult, and out he drow,
And ever ye lay on hym y-low:
'By Godus deth, thou dest me wow
Upon this hey holyday!!
Sone my wombe began to swelle
As greth as a belle;
Durst Y nat my dame telle
Wat me betydde this holiday.lh5
The Church Fathers were disturbed by such lyrles, for these
carols were sacrilege committed against Church holidays,
For this reason, there arose a movement to censor and
rewrite the popular cerols, promoting plous subjects rather
than the bawdy escapades>of Jack and hils woman,

The traditional Christian carols now preserved were
made Christian, although their structure remains similar to
the earlier traditional pagan carole or ring-dance.lll-6 It
1s velieved that the Franciscans probably helped transform
the profane carols into an acceptable Christian form,147
Although the task was difficult, the Franciscans succeeded
in substituting religious 1dioms,llU8 wWhile similar move-
ments were in progress in France and Italy, friar Nicholas

Bozon began incorporating vernacular stanzaic verses wlthin

his sermons in England, and thus the Friar-poets began using

WU56reene (ed.), ope cit., p. 163,

1h60hambers, The Franciscans and The Cawe, V,ii, 288,
1L|'7 Loc., _C_.:‘:_;t_ °

1u8Greene (ed.), Selection of Engllish Csrols, p. 12.
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the carol in a religious manner,ll9 As a part of their reli-
glous stress, they emphaslzed Christ's infancy as they sought
to lure the folk and certain clergy and nuns away from the
attractive convivial dance.lso The initial impulse for the
sacred carol, then, may be scribed to the Franciscans,151

The earliest devotional polyphony written in the ver-
nacular came with Franciscan preaching in England. Some
have suggested the Franciscan Bishop of Kilkenny, Blshop
Richard de ladreded's Latln poems, "Red Book of Ossory"
written from 1317 to 1360, substituted for the secular songs

being sung by minor clergy. These were especially written
for Christmas, Clrcumcision, and Epiphany.lS2 During these
celebrations, thls music was rather freely chosen as substi-
tutes for the Benedicamus.l53 Carcls which appear to have
arisen through this process include the "Agincourt Carol™

which has the refrain-line, Deo gratias (entitled Dec gratis

Anglia).lsh The movement initiated by the Franciscans weas

continued in other communities and substitutes for the

1u9£93g., p. 13.

1501p14., p. 15.

lslﬁarrison, op. cit., p. L417.
152000, oit.

15310¢. cit.

'15uLoc. cit,
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Benedicamus were used at Christmas, and on other times of
national worship and thanksgiving.155

The Frenclscan movement has been fhe basis of much
scholarly study, and although the approximately six carols
from "The Red Book of Ossory" have been most carefﬁlly exanm=-
ined, Robbins mentiong that this particular source has
probably been given more attention that is justified.156
Other Franciscen friars left manuscripts, also. For exan-
ple, the fifteenth-century collections of manuscripfs of
Friar Herebert and Frisr Crimestone indicate that the Fran-
clscans were instrumental in developing the form of the
carol utilized for religious purposes. Robbins, who
stresses that the Church initiated carols, believes Herebert
scught as his source for religlious carols not the medieval
dance-songs, but instead the Latin processional hymns.ls?
If, indeed, Friar Herebert did translate from a Latin
source, he conforms to the Latin form, for hls translations
represent an exact and precise carol form with & burden and
fixed stanze elternated, that would algo fit the original

Latin purpose of responsory liturgy.158 Herebert's Latin

155L0c. cit.

156Robbins, "Frier Herebert and the Carol," Anglia,
LXXv (1957), 19L.

1571b1d., p. 195. -
1581pid,, p. 196.
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"translations preserve the original metrics and, therefore,
are easily sung to the same music, as exemplified by

Improperia or Reproaches of gg;;§§.159 These translations,

then, further prove the relationship of the cerol to respon-
‘soriagl church hymns during a later portion of the carol's
development., Herebert!s translations therefore suggest the
pattern of the production of the carol utilized in church
processions,
Robbin's study of Frilar Herebert's translations is
helpful, however, only if one views these translations as
a part of a later development of the carol genre, Robbins
states:
Since the English carol does not appear in any numbers
until the middle of the fifteenth century, by which time
there is very little evidence of secular scngs which
could have been used for dancing, and since at least
ninety percent of the carcls ere ecclesiastical, it may
well be that the example of the Latin processional hymns
was declsive iIn sparking the growtn of the English
carols, 160
This statement appears to be legitimate if one applies it to
the later carols, for Robblns defines the carol only in
terms of its form (e.g., elternated burden and staﬁza);
however, 1f he means to imply that the earliest carols were

"sparked in growth" by Latin processional hymns, one must

disagree, for that explanation would totally dismiss the

159T0c. cit.

16071v1d., p. 198,
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bfolk-song influence, Furthermore, the very fact that few /
early secular carols were recorded indicates that they were
in the hands of the 1lliterate folk rather than in the con-
.trol of the learned clergy. Also, as Harrison notes, '"there
1s a considerable number of 'moral' and convivial carols
which could not have been introduced Into a service., . . 161

He belleves that, while the conductus was losing its hold as

a festal substitute for the Benedicamug, polyphonic carols

appeared, and concludes, therefore, that it 1s probable that
" the sacred carol in the fifteenth century replaced the

Benedicamus at festivals.l62 Moreover, by the late fif=-

teenth century and early sixteenth century, the carol was
different, for then, its style and subject favored Péssion
of Our Lord and was subjective and plous.193 It did not
appear as part of a ritual, but was found instead In the
court, used as part of late medieval devofions.léu
Finally, one sees that the clergy definitely had =
meaningful influence upon the development of the carol aé
they attempted to compose and rewrlte carcls to fit the

needs of the Church service and devotional worship, One

161Harrison, op. cit., p. 418,
1621bid., p. 416,
1631bid., p. 419.

16h10c, cit.
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rmust mention further complication in the development of the
genre, however, because there was a supposed assoclation of |
the carol and ring-dance wilth witchcraft;lé5 The witches |
traditionally danced in a ring using the carol, but in a
black magic style, facing outwards in their circle and
moving to the left rather than to the right.166 Because of
this relation of the carols with the activities of.witches,
the friars felt an even stronger need to reform the carol
tradition., One nctes that records indicating that during
the witch trials, the accused wiltch often admitted to
carolling, are numerous.167

"In conclusion, one may trace the development of the
carol from 1ts origins which concomitantly links with the
French carole dance-song and with the medieval Church
responsorial liturgy, to its mingling and uniting of folk
and Church forms and traditions in the Mystery-play cycles,
to a phase vhere it once again fell iInto the hands of folk
ané lost much of its religlous meaning, and finally to the
Franciscan friars whc attempted to rework the lyrics to fit
their religious purposes. Although it is impossible to date

ths earliest beginnings of the genre, one may assume that

165¢christina Hale, Witchcraft in England, p. 31l.
16621‘_9_-0_0 cit,.
16TRobert Pitcairn, Criminal Trials, pp. 245-246.
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the scope of the development just described had been accom-
plished by the fifteenth century. For by the end of the
fifteenth century, carols were lessening in popularity, as
Instrumental muslc replaced song and social dance.l68 In
that century of transition, the threads of the future Tudor
period are woven, but not in the works of'Lydgate and hils
followers., Instead, it is ", . . the popular ballads, the
mystery cycles, the carols, and the conversational and
devotional prose that lay the groundwork and'establish the
patterns for the sixteenth century;"l69 But sixteenth-
century lyrical form is a separate area of scholarship, and,
thus, the study of the development of the carol genre may

be concluded, -

168Baskervill, ope. cit.;, p. 9.

169055611 Hope Robbins,; Historlcal Poems of the
XIVth and XVth Centuries, p., xlvi,




CHAPTER III

SOURCE AND CHRONOLOGY OF EARLY

CAROL MANUSCRIPTS

Sufficient evidence is available to establish the
source of the carol genre and its development, concomitant
of both folk-song and church origin; however, further schol-
arly information ebout thils highly elusive genre is slight,
and conjecture is heavy, for as literary critics attempt to
analyze the content and form of the carol, their study is
thuwarted by fragmented, undated, and corrupt manuscripts.
The carols to date have been collected, grouped according to
general content, and dated roughly by century.17o Aé one
approaches 1Initially the entlre collection of extant carols,
he will find en understanding of the general chronological
order of the lyrics to be helpful; howevaf, establishing of
specific chronology is virtually impossible, Thus, one must
utilize the few factual dates available and corrolate these
with the corrupt texts 1n order to make ultimately any sort
of a critical analysis of the carol lyrics,

The attermpts of scholars to arrange the carols chron-
ologically musat rely on oftentimes only slightly related

factors, Fo¢r example, it 1s an established fect that in

1705¢e Appendix for a complete listing of all extant
collections,
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1504, William Cornish was paid for the "setting of" a
Christmas carol, end this fact helps deterhine a date of
early publishing practices.171 However, there is no way of
one's knowing whether or not Cornish furnished both lyries
and music, or just the musicasl staff; therefore, this iso-
lated date i1s limited in 1its usefulness. Most of the
manuscripts inclusivé of carols originated in the fifteenth
and sixteenth centuries between the reigns of Henry VI and
Henry VIII, although some may have originated during the
" time of Henry IV and Richard II, or even Edward III.172
Such dating correlates closely with the fourteenth-century
English middle-class movement toward democracy and the
replacement of Latin and French with the vernacular.173
However, since many carol writers embellished their lyriecs
with lines of Latin, even these valuable dates are limited,
accounting only for printing and not for 6rig1nal writing,

Although there are many early printings and manu-
scripts of carols, it is unusual to find a carol with an
established early date ", . . in any modern source, oral,

written, or printed.“17h Several critics offer hints toward

171Rickert, op. eit., p. xvii.
172Tb1d., p. xvi. |
173Loc. cit.

174Richard L. Greene, "The Traditional Survival of
Two Medieval Carols," ELH, VII (1940), 224.
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correct dating of carols, although none isvable to be exact-
ing. Rickert explains that, in an era when ", . . authorship
was rarely looked upon as a private right, . . " 1t becomes
most difficult to discern original sources, not to mention

dating of the lyricel pieces.l75 For instance, the Easter
carol, "And I Mankind," is credited to John Gwynneth, but it

is obvious that he actually asdapted this lyric from an older
love-song, retaining the amorous refrain, "My love that
mourneth for me,"176 Thus, the original source remains both
' unsigned and undated. The same situation presents itself
when one studles Pygott's "Quid petis, O Fili," which also
stems from an earlier song.177 Furthermore, Chambers and
Sidgwick are most general in thelr chronologizing, aﬁd
explain that few carols remain that would date from the
twelfth to thirteenth century in their entirety.178 Assum-
ing that many carols were secular in naturé and in the hands
of folk-singers, it seems plausible that there are, indeed,
few manuscripts, for the illiterate folk kept alive their
art by voice, not writing. In fect, because of the oral

tradition of transmission, carols of the people appear In

175Rickert, op. cit., p. xviii,
176Loc. cit.
177L0c. cit,

178¢hambers and Sidgwick, op. clt., p. 265,
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variations, and stanzas are often given in diverse order,
some added or deleted, the sense at times garbled, and whole
lines misquoted.l79 Moore groups the se&ular lyrics Into
two ma jor categories but deals only with those dating from
the time of Chaucer to the Renalssance, thus omlitting the
elusive carols of earlier pericds, His two kinds of extant
secular lyrics include both the amorous c&mplaint, exempli-
fled by Lydgate's seemingly artificial lyriecs, and the semi-
popular carol, created to be recited and sung.l80 oOn the 1
other hand, Speirs and Pound turn to "Sumer is Icumen in,"!
the well-¥nown English Cuckco Song of the 1200's, for early
dating. Spelrs explains that, while it is not a carol or
dance-song, 1t does welcome spring and 1is a part-song, thus
appearing to have evolved from the same reaction as carols
that were danced in the springtime.l8l He implies, there-
fore, that carols with similar "springtime reactions" may
also be of the 1200's, Pound, as well, places "Sumef is
Icumen in" in the thirteenth century because of its anima-
tion, movement, and welcoming of spring.l82 Similarly,

Greene classifies "Judas" as a lyric of a thirteenth-century

179Rickert, op. cit., p. xix.
180Moore, op. cit., p. 16,
1818peirs,'gg. cit., p. 53,

182P0u“3d’ -O_E. Cit., pl bf-gi
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origin;183 In attempting to clarify historical events of
the fourteenth and fifteenth centuries, Robblins zlso turns
to the carol lyrics, believing that the poems of this era
offer he}p in historical research because they confirm and
amplify the chronicles end also add ancillary details,18U
For example, a carol about the execution of Archbishop
Scrope offers ons such description in 1its conclusion,
because 1t begins by describing the Bishop Scrope once wise,
but now dead, a man who faced death with courage.185 The
carol reveals that he asked forgivenessland, then, commanded,
", e o gyff me fyve strokys with thy hende,/And than my
wayes bou latt me wende/To hevyns blys that lastys ay."186
Obviously, such carols may be quite accurately dated; for
they follow a specific historicz2l event., This carol was,
therefore, written after 140), the year of Scrope's selzure
by Westmorland,187 Similarly, the unexpeéted vietory at
Agincourt became the theme of many verses in both the ballad

form and the carol form, not because winning over France

' 183Greene, "Traditlonal Survival of Two Medleval
Carols," ELH, VII (1940), 223.

184R, H. Robbins, Historical Poems of the XIVth and
XVth Centuries, p. xX. )

1851bid., p. 90.
186LOC . EL’E.

1871bid., p. 295.
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brought any reccgnizable military or financial gains, but
because 1t was one of the steps toward uniting England with
the Xing, bringing aﬁout the disintegration of Feudalism,188
Hence, the "Agincourt Carol," dated 1415, ". . o is part of
England's heritage and deservedly popular,"189

At any rate, one finds it most difficult to calcu-
late the specific chronology of the carols and, therefore,
must examine the extant collections in general terms,
Greene has made the most complete collection'of extant
carols, drawing from various early‘manuscripts, and Robbins
has added twenty¥seven more carols and fragments to Greene's
total, making epproximately 509 carols avallable for\sPudy
and possible explication.lgo 0f these five hundred carols
vritten from 1300 to 1550, only one hundred ere secular in
content, and'just two of these survived in use after 1600,
including No., 132 "Boar's Head Carol," and Ne, 322 "Corpus
Christl Carol,"l91 (Collecting these extant carols was an
immense task in itself, and ploneer work in this area of

scholarship was done by Ritson, Anclent Songs and Ballads,

1881p1d., p. xlvi,
1891bid., p. xix.

190%, H, Robbins, "Middle English Carol Corpus: Some
Additions," MLN, LXXIV (March, 1959), 198,

191Greene, "Traditional Survival of Two Medieval
Carols," ELH, vii (1940), 22k.
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1790; Wright in Percy Society Publications; and Sandys,

Christmas Carols, 1833, and Christmastide, 1852.192

One of the earliest actual composition dates for
carols belongs to a collection of verse composed by John
Awdlay, & blind chaplein of Haghmon, in Shropshire., This
volume, a collection of carols written to be used in con-
Junction with the Christmas season, was partiaelly composed
in 126, although some were obviously written at an even
earlier date.l193 The cerds of the deaf and blind Awdlay
| clearly indicate that the form was at least established by
1&26. One ‘carol even mentions the genre by name: "I pray
you, sirs, both more and less,/Sing these carols in
Christemas."19h In addition, these carols represent.the
form as influenced by the clergy as opposed to those linked
directly to the dance-song. The cerols of the Sloan manu-
seript, written from 1350 to 1,00 and for fhe following one
hundred years after Awdlay's, are similar to Awdlay's carols
and equally plentiful.195 Carols are also scattered among
many manuscripts, including music-books from the Dunstable

school, and by the end of the fifteenth century, appear in-

lngiCkeI't, 2Eo Citn’ Pe xxiv,.
193Chambers and Sidgwick, op. cit., p. 291,
194Rickert, op. clt., p. xiii,

195Chambers and Sidguick, op. cit., p. 291,
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a similar collection to that of the Sloane manuscript some
fifty years later.196 Another early collection is the
Selden B, 26 Manuscript, which Padelford-thinks must have
been written between 115 and 1575. The wide span of possi-
ble composition dates, here, 1s indicative of the great
disagreement scholars hold, for there is no conclusive proof
as to composition date, 197 This manuscript includes a col-
lection of carols, moral songs, and drinking songs, written
in the Southern dialect, and the songs appear to havé been
copled down in monaéteries by several hards.198  Another
important collecticn of carols was undertaken by Franciscan
James Ryman in approximstely 149);., These anonymous carols
", + « chiefly serve to show how savourless a thing popular
poetry can become in the edapting hands of & pious and
unimsginative ecclesiestic."199 fThe first available collec-
tion of Christmas carols was later printed by Wynkyn de
Worde in 1521,200 Awdlay's poems and others continued to be

included in such collections, In 1526, Richard Hill from

196Loc. cit,.

197Trraderick Morgan Padelford, "Englicsh Songs in
Manuscript Seldon B, 26," Anglia, XXVI (1912), 83-85,

1981bi4., p. 79.
199Cchambers and Sidgwick, op. cit., p. 292.

2003ir Paul Harvey (ed.), The Oxford Companion to
English Litersature, p. 110,
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London purchased some carols slong with other seculasr and
religious poetry and placed them in his commonplace book,.201
Skelton and men of music from the court éf Henry VIII

printed books of Christmas Carolles that still exist in

fragmented state; these were produced es late as the reign
of Elizabeth as recorded by the London stationers, and
.Awdlay's poens survived in both H1ill's book and the music
books,202 Thus, the manuscripts, which were gathered much
later into various extensive collections, ere extant today
because of the activity of Awdlay, Ryman, and Hill,

Greene's text, Early English Cerols, contalning all

available carol texts, offers a compendious variety of secu-
lar snd religious carols, both pagan and Christian in
thematic approach. His collection includes many well-known
manuscripts, ibcluding the esrliest printed carols in the
works of Wynkny de Worde, October 1C, 1530 (British Museumn,
London);‘w1lliam Ceopland [?] c. 1550, (Bodleian Library,
Oxford); and Worde, 1521, (Bodlelan Library, Oxford). All
of these appear reproduced in facsimile by Reed iIn Christmas

Carols Printed in the Sixteenth Century, 1932, Because The

Farly English Carols 1is considered by all scholars to be the

mo: . standard and complete collection of all avellable

——

20lchambers and Sidgwick, op. cit., p. 292,

2021,0c, cit,
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manuscript sources, Creene's edition must be that source
to which the scholar turns when attempting a ecritical anal-

ysis of actugl lyrics., ‘ -



CHAPTER IV
CRITICAL ANALYSIS OF CAROL LYRICS

The explication of carol texis remains a neglected
area of medieval scholarship, lacking continulty, regulsa-
tion, and a systematic epproach, A few critics have
ettempted to justify vague critical analysis of isolated
pleces, but they have unsuccessfully endeavored to initiate
& system of explication. An examination of these proposed
systems exposes the fact that critical analysis of carol
lyrics 1is a valid activity which could ultimately lead to a
fuller understanding and appreciation of the genre, and it
offers an unexhausted area of medleval study for the pursult
of modern scholers, Only by combining and expanding exist-
ing methods of explication will the scholar ever clear the
obscurity that still surrcunds the carol genre of the
Middle Ages.

The first and most obvious Step In the procedure of
eanalyzing the total canon of carocls is to group the carols
under various general labels according to form and/or conw
tent, as one organizes them for further study. For exaﬁple,
Greene arranges his collection by separating the carols
according to their purposes or ﬁse. Therefore, all "carols
of advent" are placed together, some are sectioned under the

title of "nmativity," while others are classed as "carols of
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St. Stephen;" in all, Greecne has contrived thirty-six such
categories, Similarly, Phillips also categorizes his carols,
However, these classificastions innately necessitate the
separation of consideration for content and form which a
more general system of classification might prevent. If;
instead, one classifies the carols according to origin--
i.e., folk-song or Church--the consideration of content and
form may remain united, Within these highly general cate-~
gories, one may then more specifically analyie particular
carols in terms of both theme and iyrical techniques in an
attempt to discover a set of poetic conventions common to
carols of each origin. In this way, one may separate the
purely oral-formalaic techniques of the folk-song carols
from the more complicated and sophisticated lyrics of
church clerics,

Separasting into two distinct groups the secular
carols and religious lyrics is a monumental task, for many
overlap., The overlapping, however, probably is the result
of a merging of the two origins and, thus, strongly supports
the theory of carol .development as presented in Chapter II,
bécause, while some carols seem obviously to be church-
related in every detaill and others to be totally secular,
still & third group represent the cerol united in form
either through early drama or eventual Franclscan attempts

to rewrite psgsn-orientated lyrics. For exaemple, three
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exlisting carols thematically dealing ﬁith the season of
advent represent three phases of carol development., Each
Is credited to the sixteenth century, and each sings of the
advent; yet, each utllizes & most distinct form, unlike the
approach of the other two., "O Radix Jesse" is the first of
these, its original manuscrlpt providing a musical setting
for two or three volces, drawing 1lts content from the third

Advent Antiphon,203 The burden 1is composed entirely in

Latin, obviously exposing 1t as a product of the clergy,
the only sixteenth-century men who would be equipped to
éompose or to do scribal work in the language., Both the
music and lyrics display a complexity of structure, leading
one to believe that the burden 1s of a learned source: "O
radix Jesse, supplecis/Te nos inuocamus;/Veni vt nos
livberes/Quem iam expectamus™ (11, l-h).204 These words echo
well the preachings of the priest, and one may lmagine
easlily the prlest and a cholr member; or sevesral choir mem-
bers, alternating this burden wlth the three stanzas 1n
English, The first verse beging: "O of Jesse thou holy
rote," immediately recognizable as a supplication, féf it
centinues, "That to the pepill arte syker merke,/We calle

to the; be thou oure bote,/In the that we gronde all oure

203@preene (ed.), Early English Carcls, p. 352.

20l 1p14d,, p. 3.
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werk" (1l. 9-12)., Words such as prayse, suffice, vertu,

delyvere godeness, and graunte ows blisse all are vocabulary

of the clergy (1ll. 13-20),

In contrast to this advent carol, a second 1s much
less formal in structure and vocabulary. The exuberance of
1ts burden suggests a more informal perfofmance, perhaps
even a folk-song dance in the churchyard, as 1t personifies
Advent and exclaimg, "Farewell, Advent, and have good daye!/

Chrystmas 1is come; nowe go thy wey" (1ll. 1-2),205 This

carol 1s fragmentary, a fact perhaps Indicating that the
seribe could not recall its ending, a common result of oral
transmission., Expressions, such as "Get the hence!" and
"What doest thou here?" (l. 3), are much less sophisticated
than those iIn the first carol, Also, sbsent here 1s the
Latin phraseology utilized so often by the clergy. Repeti-
tion is alsoc employed most obviously, snother technique
absent from the first. Thus, ons finds "Thou hast," "Thou
Makest," "Thou tekest," and "Thou dwellest" initiating the
next four lines (11, LO7), end evident, too, 1is the eternal
rhyme present In oral pleces. These two carolsgs, then, seem
to represent two different traditions, both the religlous
and the seculer,

A third carol, "Now have gud day," however, unites

the two forms, partaking of the exuberance of the second

2051bid., p. S.
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and of the relligious terminology of the first. Its burden,
"Now have gud day,/now have gud day!/I am Chrystmas, and now
I go my way (11, 1-2)206 repeats the words of the burden
in the secular carol; "and have good daye!" (l. 1). Person-
ification of Christmas here represented by the narrator 1s
a device which seems to imply a possible dramatic represen-
tation, Perhaps, thls carcl was utilized as part of a
Mystery-play or as a play within the courts., The audience
appears to consist of "ang and knight," "baron," and "lady"
'(;l. 7-8). The religious days of "Halowtyde till Candylmas"
are stressed, and "Lent" is in the near-future; to these
relligious strains, however, the folk ", . . make mery in
this hall" (1. 20), end "gud cher" (1, 31) is plentiful.
Within this third carol, then, one finds a mingling of pagan
and Christian elements, secular and religious componentse.

One approach to a critical analysié of the form
Involves the separate study of the burden section of each
carol. Greene uses such & method, explaining that the
burdens ", . . have an intrinsic interest which is not
wholly dependent on thelr importance for the structure of
the pileces wnhich they accompany."207 He justifies 1solating

the burden for study because of its "quasi-independent

206;9;g., pp. 96-97. /
2071bid,, p. exxxiii,
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character."208 His study reveals that oftentimes, burdens
were added to lyrics, and sometimes the same burden or a line
of a burden was appended to several différent carols,209
Some burdens appear to have been borrowed from earlier secu-
lar dance~songs, while others are framed in strict and
formal Latin and highly religious in nesture, Thus, the
burdens are as various as the carols themselves and offer
further proof of several original sources, However, Greene's
study of the burdens does not expose any further startling
new information.,

Several other critical approaches have been adopted
as carols have been surveyed critically, but their analysis
has not reached the heights that one would hope for, end
criticism is most limited,210 Stevick, who has reviewed
several such surveys, Jjustifisbly finds fault with each,

Moore in The Seculsr Lyric in Middle English has ordered the

poems historically in terms of stages of development,
including embryo, immature lyric, and art lyric; however,
since his remerks rely on hypothesizing, he fails, because

he Invents ad hoc hypotheses to explain composition,

208Loc. cit,

e

2ogIbid., pP. CcXxxvi,

210r, D. Stevick, "Criticism of Middle English
Lyrics," MP, LXIV (November, 1966), 103-10l.
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resorting to fiction--not criticism.2ll Another scholar,

George Kane in Middle English Literature, deals with the

special problems presented in Middle English lyrical verse
including 1its dialects, anonymous texts, 1llusive ideas, and
sceant facts about the genre.2l2 But, once again, he only

~ hints and mlislesds, for his assertions abéut thelr excel;
lence are ed hominem, and although he sets up a relatively
sound system for comparing and evaluating the lyrics, he
often reverses his legitimate procedure.213 ~Stevick asserts
that, rather than guessing about tﬁe poet's 1magination, one
should investigate the poem's structure and execution; for
example, one might note the metrical structure in relation
to the linguistic structure.2llt He points out that 8 criti-
cal approach which merely infers qualities of artistic
imagination and creactivity is an untrustworthy evaluation
and leads to no satisfactcry explication of s poem, Stevick,
then, suggests that the most valid critical approach to the
study of the carol genre 1is through careful examination of
form and style and especislly the aspect of "formulzsic"

expression.zls According to Stevick, en analyslis of carol

2111pid,, p. 104
2121vid., p. 105,
213L0c. cit.

21LTpid., p. 106.
215}.?1;@.'3 Pe 113,
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lyrics must include a discussion of the ", . . limited
varlability of the four-stress line in rhymed Middle English
verse."216 This sssertation suggests inspection of fhyme,
variability of short lines, devices of organization, corre-
lation of the short lines and the unity of the stanza,
‘clichés and rhyme tags, and the complexity of associations,
Thus, 1t is feirly evident why Middle English lyrics have
been neglected! Not only is the language complex and the
development sporadic, but there remains also.the uncertainty
of valid critical procedurs,

« o+ o how to talk about the poems instead of the (anony-

mous) poets, how to treat the texts as texts rather than

as relics mercly to be preserved and venerated, how to

analyze the structuring of expression . . . more deeply

than for tropes, rhyme schemes, and metrical feet.21$
Stevick offers a challenge, then, to the critics for enaly-
sis of formn,

A secular carol, entitled "The Braggart and His
Basslard," excmplifies a Turden utilizing four stresses in
both lines.'

Prénegérd, prénegérd!

Thus bére I myn baseldrd (1l. 1-2).218

Also evident are the oral transmission slements of

2161&53.” p. 11,
2171pi4., p. 117.
" 2181v14., p. 279,
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alliteration (Prenegard, prenegard) (bere baselard); repeti-

tion (Prenegard, prenegard); and sing-song rhythm, There-

fore, the burden's cry of "Beware, bewaré/Thus bear I my
dagger" represents e secular folk-song variety of the carol
which especilally employs techniques typical of oral lyrics.
Most medieval dance-songs were lyrical rather than epic,219
but the chanson de carole may have at one time been narra-
tive, because, although the remaining refralns seem to be
lyrical, some fragments exist that relate the adventures of
popular people.220 "The Braggart and His Baselard" appears
to fall into this latter category, as 1t narrates the
persona's bravery and courage with his "baselard." Alliter-
atively, he summons all to listen to him with "Lestinit,
lordynges, I you beseke , o " (l. 3) in the first stanza
and, then, proceeds to describe his dagger, emrloying the
use of color as well as further alliteration. Also, found
in this stanza is a stress on the folk value of pride:

Myn baselard haght a schede of red

And & clene loket of led;

Me thinkit I may bere vp myn hed,

For I bere myn baselard, (11, 7-10)

Evident, too, 1s the rhyme scheme, b b b a, the final line

rhyming with the burden couplet. The fcllowing stanza con-

tinues the description of the narrator's bravery, weaving

219pound, op. cit., p. B1.

220Chambers and Sidgwlck, cp. clt., p. 226,
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into the larmbic tetrameter rhythm and repetitious lyric the
inebristed state of his courage:

My baselard héght a wrethin hafte;
Quan I am ful of ale cawte,
It 1s gret dred of manslawtte,
For then I bere myn baselard, (11, 11-1k)

.The drematic monologue 1s, by this point in the lyrics, the.
stablished structure, and excltement builds with each suc-~
ceeding stanza gs the narrator nears the climax of his tale.

Explaining that the dagger in a "sylver schape" gives hinm
such prestige that he ", , . may bothe gaspe and gape" (11,
15-16), he "yede vp in the strete" (1. 23) with his baselard
vhich is "fayre rasour, scharp and schene" (l. 20)., "Fair
es a razcer" represents e typical carol convention cf employ-

/

ing contemporary clichés. Other eclichéds in this lyric may

" "

include "gaspe and gape, rmyn flych beger to gwake" (1,
28), and "brokyn tc the panne" (1, 32)., Also, these kinds
of phrases show the use of exsgzeratlon, After the persona'ls
escape from the "cartere" where "there [he] left [his]
baselard," (l. 30), the comic element 1s strong, end the
last stanza offers the nerrator (who may well have been a
minstrel or acter) a comically dramatic ending, probably
reclted wilth exaggerated gestures:

Quan I cam ferght onto myn darme,

Myn hed wsas brokyn to the panne;
Che seyde I was a praty manne

And wel cowde bere myn baselard (11. 31-34).

These elght stanzas, thus suggest a most Interesting folk
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variety of the carol genre, utilizing oral techniques of
repetition, rhyme, rhythm, alliteration, éliehés; and
dramatic devices,

Unlike the "Braggart and His Baselard," other carols
reveal a religious orientation., One such lyric with s
distinctive Trinitarian theme, by James Rymen, 1492, 1s
entitled "To the Trinity." This lyric exemplifies Ryman's
tendency towards repetitious verse,221 The first obvious
distinction between Ryman's carol and the secular lyric lies
" within the structure of the burden, for while both are repe-
titious, the first was much the more natural, Ryman's
"0,0,0,0,0,0,0,0 / O Deus sine termine (11, 1-2)222 pepre-
sents perfect metrical lambic tetrameter--so perfect; in
fact, that 1t is suverficiesl in comparison to the more
spontaneous "Prenegard, prenegard." The burden Ryman has
constructed is onomatopoeic which 1s a tyﬁical character-
istlic of the carol burden. The reason for this figure of
speech ﬁay only be conjectured, but carols directly spring-
Ing from the dance-song probably utilized this sound effect
to sccompany thelir dancing. Ryman, attempting to capture
this oual tradition, therefore, turned to a sound proper for

liturgical purposes, adding to it a perfect line of Latin,

221creene (ed,), Early English Carcls, p. LO4.

2227p1d., p. 199.
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which he repeats at the conclusion of every stanza. His
stanzas, evidently written tc be performed within the church
service, are filled with traditional Latin phraseology uti-
lized by the clergy, and these phrases seem to feplace the
clichés of the first carol. Another difference lies in his
all eight stanzas. Another general technique is his
repeated use of the letter "O" to initiate 211 but three
lines of the first six stanzas and the burden, In oral
transmission, such repetition was necessary as a meeans of
éiding memory. Here, however, 1t becomes so obvious that
it adds to the artificielity of the lyric. It does, how-
ever, symbolically represent God's infinity, the subject of
the poem,223 1In enumeration, Ryman praises God's greatness,
and this adoration becomes somewhat mystlcal in nature, for
God's "wisdome and endeles myght," (1. 135 created day and
night and "heven and erthe rounde like an 0" (1, 12)., Reli-
glous phrases ere plentiful, and, in fact, are strung
together, unified ty the preciseness of the short four-
stress lines,

0 Prince of Peas, 0 Heven King,
0 fynall ender of oure woo,
0, whose kingdomes hath non ending,

O Deus sine termino. (1li. 19-22)

This poem, written in confession of mants sinful nature,

2231p1d,, p. LOl.



T4
pleads for promised salvation iIn religious terms, referring
to Good Friday, but 1t was not necessarily written for this
particular Church day. Although 1t employs the techniques
of repetition, onomatopoeia, alliteration, and rhythm simi-
lar to the folk-song cerol, it differs iIn its use of rhyme,
clichds, and seems to indicate an attempt-at symbolism, It
is, then, more sophisticated In its style, yet more artifi-
cial; The best of these carols

e o o are rather elaborate in structure énd artificial
in treatment, even extravagesnt, as for example, "A
blessed bird, as I you say." The worst carols of this
class are scarcely distinguishable from those of popu-
lar origin.22L
The carcls of most worth, then, are those that utilize the
best of each type and combine or unite the Christian with
the pagan, the religlous with the secular,

A poem whose lyrics fuse in this way 1s "I Syng of a
Mayden," devised in the tradition of the Cult of the Virgin,
& popular movement of the medleval period influencing the
literature of 1ts time., Essentually, it inveclved the prais-
ing, worshipping, and exulting of the Holy Mother Mary; and
eventually the purity of womanhood, and was related to the
also popular practice of courtly love. Thus 1t is, that

many carols pralsing the Holy Mother of Jesus were composed,

Some wers provably wrlitten by the Franciscans as they

22lRickert, op. clt., p. xix.
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'imposea their plety, while others resulted from the Mystery-
play cycles, Similarly, each carol spéaks of the Holy.
Virgin most reverently, calling upon the folk to worship
her purity. "In the carols, as in the miracle plays, the
personality of the Virgin 1is hung about with a tender
humanity."225 Most of these pre-Reformation carols are
macaronic, and many utilize both Latin and English.226 The
burden or refraln of the following carol is written in
Latin, and is accompanied by stanzas written In Middle
. English, exemplifylng this typlcal alternation of the two
languasges as follows:
Ecce quod natura
Mutat suas lura:
Virgo parit pura
Dei Filium,
Beholde and see how that nature
Chaunglith here lawe: a mayden pure
Shalle bere a chield, (thus selth Scirture)
Jhesus, oure Savyour,
The "mayden pure" 1s often referred to in symbolic language
es a rose, a lily, or a bird.228 por example:
Ther 1s no rose of swych vertu
As 1s the rose that bar Jhesu:
The 1s nor rose of swych vertu

As 1s the rose that bar Jhesu:
Allelyua.

225Chambers and Sidgwiék, op. cit., p. 296,
226?h1111p3, LD "-Zg_tl_;o, Pe 26.
227greens (ed.), Selection of English Carols, p. 67.

228ph1111ps, op. cit., pp. 27-28.



76
For in this rose conteynyd was
Heven and erthe in 1lytyl space,
Res miranda,
Be that rose we may weel see
That he 1s God in personys thre,
Pari forma.
The aungelys sungyn the sheperdes to:
'Gloria in excelces Deo.!
Gaudeamus,
Leve we al this wordly merther:
And folwe we this joyful berthe;
Transeamus .~
Carols releting to spring, feasts, and the many church
holidays often seermed to partake of the exultatlon of the
purity of Mary. "I syng of a Maiden" is in this tradition
and seems to exenpllify the best of both secular and reli-
glous carol techniques, Since i1ts handling of the virgin
i1s so similar to the Mystery-play approach, 1t is highly
possible that this fifteenth-century carol may have been
utilized in the drama., The poem may be viewed in terms of
1ts complex puns, connotation of images, and the profound
meaning of the virginity of Mary.230 Before examining these
various postic techniques in depth, one must have before him
the lyrics in their entirety:
I sing of s maiden
That 1s makeless;

King of =21l kings
To her Son she. chzs,.

229%Gresne (ed.), Selection of Englich Carols, p. 107.

_ 2303, Manning, "I Synz of a Myden," PMLA,. LXXV
(1960), 12,
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He came all so still

Where His mother was,
As dew In April

That falleth on the grass.
He came 211 so still

To His mother's bower,
As dew in April

That felleth on the flower,
He came all so still

Where His mother lay,
As dew in April

That falleth on the spray.
Mother and maiden

Was never none but she;
Well may such a ladg

Godés mother be,231

Metaphorically, this carol 1s filled with rich images. For
example, "Dew in April" is used to describe Christ and the
virgin's conception of the savior, Deuw suggests a fresh,
innocsent, pure, and natural refreshnent, nourishment, hope,
growth, and restoration to the grass and, consequently,
through symbol, the salvation of man., Furthermore, April
.implies spring, the beginning of a new cycle of growth in
nature, a8 birth and initiation., Hence, thls spring dew
becomeé a form of baptism es well as of Immaculate Concep-
tion, 'As tﬁe dew falls on flower end spray or leafy |
follage, the typical usage of nature and flower to represent
the virgin Mary is employed. In Middle English, the word

cul: of the virgln material,

231RiCkePt, _9_9. .9..:}12" Pe 60
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Coupled with rich imagery, 1is the gophisticated use
of puns, In medleval lyrics, puns are used for more than
the effect of startling the reader, for they present the
relation of things in real order,232 These carol lyrics,
through puns, present the continulty of the philosophy of
the Chain of Being as they serve to link God with Mary and
proceed downward to the dew and finally flowers. The
phrase, "to her Son," yokes Son of God with the source of
all 1light, the sun, elucidating the all-powerful concept of
Christ, as well as the relation of God to the universe, |
Another pun lies wilthin the word matchless which describes
Mary, indicating that she 1s above all other women, and also
that no mate could possible match her other than dod;

Speaking of mother's bower suggests, through pun, bowels or

womb, Falleth also 1s iIn the tradition of punning, for it
seems to suggest the contrast between man;s Fall because of
woman, and the purlty cf Mary., Through both complex puns
and the connotastion of the imegery the profound meaning of
Mary'!s virginity 1s evident. Alsc evldent 1s the combined
techniques of both church and folk poetic practices.  The
idess, language, and repetition 211 strengthen this theory
of merging forms, .
Finally, only through fextual explication of both

form end cortent combined will the carol lyric gain the

232P'Ianning, _O“E. _C_E_-EQJ po 12.
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fuller understanding to which it 1s deserving. One must
discern the carol's original development in terms of church
or folk, the resulting influence upcn thé technigues
eriplcyed, and the systematical comparing and contrasting of
these various methods; Carols are first recognized by their
burden and staenza pattern, but offer to literary scholsrship
much more, for carols represent a lyrical form which 1s at
times mest sophisticated in use of oral techniques inecluding
repetition, rhyme, rhythm, alliteration, clichés, puns, sand
dramatic devices; In those carols wvhich mingle the Chris-
tlan and pagan, the religlous and secular, is found meta-
phor, rich imagery, and a literary tradition that can be
eppreclated only 1f each 1s viewed and analyzed as & single
creation and work of art, Only through such sn approach
will the experlence of this most elusive type of poetry
ever affect the scholar and lay-reader of carols as it was

meant to,
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AVATLABLE

APPENDIX

EXTANT MANUSCRIPT SOURCES OF CAROLS

Principal Contents

Manuscript Location Scribal Data Important for Carol
and Date Scholar
Cotton Titus A, London: Several French and Italian
XXVI British hands Hymns and Songs
Centt. XVI, Museum
XVIT
Cotton Vespa- London: Several Carols Nos. 95 s,
- sian A, XXV British hands 1}72; English Songs
Centt., XV, XVI Museum end Verses, Theo-
logical materlals,
Egerton 613 London: Several Carol No., 191 Ba.;
Centt, XIII, British hands Norman-French mate-
XIiv, Xv Muceum rial; English poems
including "Somer is
Comen,"
Harley 275 London: Several Religious prose in-
Cent, XV British hands cluding Rolle, St,.
Museum Bernard, Innocent
ITI, and Origin,
Harley 591 London: Ssveral Carols Nos. 125 C,
Centt, XV, British hands 122 B; Welsh prov-
XVI, XVII Museum erobs; Poems of XV
Century,
Harley 1317 London: One hand Carol No., Lb62,
Centt, XV (lest British
half), XvVI Museum
(first helf)
Harley 2253 London: Two hands Carol No, ll.0;
Cent, XIV (1lst British French and English
half) Museum prose snd poetry,

and songs,
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‘Principal Contents

Manuseript Location Secribal Data Important for Carol
and Date Scholar
Harley 2330 London: Carol in Carol No, 149 c.
Cent., XV British one hand
_ Museum
Harley 2380 London: Two hands Carol No, 146 B;
Cent., XV British other English .
Museum poems.,
Harley 429] London: Two hands  Carols Nos, 103 B,
Centt, XV (2nd British 343, 396,
half), XVI Museum
(1st half)
Harley 5396 London: Several Carols Nos. 36b
Centt. XII, XV British hands (signed Wylyam
Museum northe of Yorke),
80’ 13680
Harley 7358 London: One hand Carol No, 3952;
Cent. XIV (1lst British List of Saint's
half) Museunm days; Carol No,
155b,
Herley 7578 London: Carols in  Carol No., 445;
Centt, Xv, XVI, British one hand part-book of songs.
XVIII Museum
Lansdowne 379 London: Carols in  Carol Nos. 43, 94.
Centt, XVI (1lst British one hand
half), XVII Museum
Royal 17 B. London: Carol in Mandeville's Trav-
XLIII British separate els; Romance Sir
Cent, . XV Museum hand (e, Gowgnter; Carol No,
1500) 270,
Royel 17 B. London: Cerol in Commonplace book;
XLVII British XV cent, Carol No, 393,
Cent, XV (mid) Museum hand ' '
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-Prinecipal Contents

Manuscript Location Scribal Data Important for Carol
and Date Scholar
Royal 20 A.I1. London: Several Carols Nos. 27B,
Cent, XV (1lst British hands 167,
half) Museum
Royal Appendix London: Carols 1in Carols Nos. 150D,
Sg British one hand )19, U58; other
Cent, XVI (1s% Museum English songs by
quarter) Cornysh, Parker,
Cooper, Drake, and
anonymous composers.
Sloane 1584 London: John Carol No. lli6.
Cent, XV British Gysborn
Museumnm
Sloane 2593 London: One hand Carols Nos. 7B,8b
Cent., XV (1st British 16,2%,25,271&,26,65,
half)., Entire Museum 864,87,114a,1228,
'MS, printed by 123B,124A,1254,1,4 3,
Wright, Thomas, 1 5b,1héa,1570,168,
Songs & Carols, 169,175¢,1801r,1854,
Publications of 188,231,23,C,235,
Warton Club, iv 242,312,315-17,320,
(London, 1856), 329,336,339,341,
3552,356a,357,363,
363,368, 361,383-5,
390,392,395b,103,
405,416,417,457,and
other English songs.
Addit, 5465 London: One hand Carols Nos., 1lh6A,
"The Fairfax " British 165,2632,264,32-1,
Ms," Museum 436,46l 3 other Eng-
Cent., XVI (1lst 1lish songs and
quarter)

_composers! names,
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Principal Contents

Menuseript Location Scribal Data Important for Carol
and Date Scholsar
Addit., 5665 London: 8 hands--  Carols Nos. 1,2,6,
"The Ritson British carols all 13,1lc,3le,57-9,85,
MS, " Museum in second 89,91A & B,96,99,
Cent, XVI (1st of hands 103a,d, end €,109-
quarter) 11,116,118,1314,
133,186,259,277,
306,307,330,337¢c,
348, 35L,3598,367,
375,387,435; other
English songs.
Addit, 5666 London: Carols in  Carol Nos, 151B,
Cent, XV (1lst British one hand  viii,, 144.
half) Muzeun
Adadit, 14997 London: Carols in  Carol No, 10 with
Centt, XV, XVI British one hand date of 1500,

(1=t half) Museun ‘
Addit. 17492 London: Several Poems by Sir Thomas
"The Devon- British hends Wiet and contenmpo-
shire Ms." Museun raries, including

Cent. XVI (1st carols Nos, U467,
half) 1,684,
Addit, 18752 London: Several Carol No, L68B;
. British hands English poetry cf
Museum XVI Century.
Addit, 19046 London: John Carol No. 430,
Cent, XV British Jones of
Museum Carmarthen
Addit, 2§542 London: Joseph Carol No, 260
Cent, XIX British Hunter (copled from regis-
Museum ter of writssmal MS
in vellum of age of
Edward II),
Addit, 31042 London: Robert Carol No. [27.
Cent, XV(mid) British Thornton

Museun
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Principal Contents

Padelford, sce
bibliography
entry]

Manuscript Location Scribal Data Important for Carol
and Date Scholar
Addit. 31922 London: 3 hands Carols Nos. };37,
Cent. XVI British LL8,463,465,L466,
(1st half) Museun
Addit. L0166 London: Single Carols Nos, 26,121,
(c3) British hand
Cent, XV Museum
I.7.Records of London: Carol in Carol No, 438,
- Coronations College one hend
end Other of Arns ‘
- Ceremonles
Centt., XVI,
XVII
Lambeth 306 London: Several Carols Nos,. }01B,
Centt., XV, XVI Lambeth hands 429; Courtly and
Place religious poetry.
Chancery London: Single Carol Nos. 3b6c,
Miscellanea Public hand - 11lhe.,
c. 1400 Record ‘
Office
Hale 135 London: Carol in Carocl No. 450,
Centt, XIV Lincoln's separete
(late) XIV Inn hand
(early)
20 London: Carol in Carol No. 1l12b,
Centt, XIV, Westmin- separate
XV ster hand
Abbey
Arch, Selden Oxford: Ten hands  Carols Nos. 5,1lhb,
B, 26 Bodleian ‘ 18v,29,30,312a,32-l,
Centt., VIII, Library 69,73,117¢,176,179,
XV, XVII, 182,1858,190, 2318,
[Printed by 2352,3372, 3353,

359Ab,,26ba; Eng-
lish, Latin, French
part-songs and
entiphons,



Appendix continued

92

Menuscript

"Principal Contents

Location Scribal Data Important for Carol
and Date Scholzar
Ashmole 189 Oxford: Unknown English songs and
Cent. XV Bodleian hand and Carols Nos, 86B,
Library Richard 333,
Coscumb
Ashmole 1379 - Oxford: Carol in Carol No, 170.
c. 1500 Bodleien separate
Library hand
Ashmole 1393 Oxford: Carols in Carol Nos, 354,
Cent. XV Bodleian - one hand 191A,
Library
Bodley 26 Oxford: Carols in  Carol No., 12 (in a
Centt. XIII, Bodlelan one hand sermon on the locks
XIv Library on the heart of a
sinner and their
keys.)
Douce 302 Oxford: Carols in Carols Nos. TA,97,
Cent. XV (1st Bodleian 3 hands 102,108,113,117a,
half) Library 122A,1724,177,2300,
272,310,311, 31l,
324-8,347,369, 397,
398,411,412,,,28;
other English poems
--all-by John
Awdlay.
Eng. Poet.e.Il. Oxford: Two hands Carols Nos, 8a,21E,
Cent, XV (2nd Bodleian 31b,37-41,h2a,ll:,
half), Print- Library 79A2,86C,93,103Ab,
ed by Wright, 104,115,1258b,13L,
Thomas, Songs 137,138,140,1}5a,
& Carols, Percy 1508,1514,157B,
Publications, 175A,180A,18Lé,206,
xx1ii (Tondon), 232B,2374,233B,
1847. 239a,d,261,282,
309a,332,334,337D,
340, 342, 344,356,
358,370a,371,382,

38639388’38933399b,
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"Principal Contents

Manuscript Locetion Scribal Data Important for Carol
and Date Scholar
401AbL,}024a,100,1106,
407,409,410, L41L,
[y19ab, 4 22a,423,439;
Latin & Eng. songs.
Laud Misc, Oxford: Carol in Poems by John Lyd-
683 Bodleian one hand gate including
Centt, XV, Library carols Nos, 203b,
XVII 152v,
Rawlinson C, Oxford: Csrol in Carol No., 15; Medi-
506 Bodlelan one hand cal information.
Cent, XV Library
(1st halr)
Addit. A.106 Oxford: Several Carol No, 147 in
Cent, XV (2nd Bodlelan hands hand "B;" medical
helf), fly- Library and sclentlfic
leaves, XIII Treatlses,
Commonplace Oxford: John Hyde Miscellaneous;
Book of Balliol Carols Nos. 11,20,
Richard Hill College 21a,27C,35B,5-52,

Cent, XVI (1s%
half)

77-78,79Ab,100,
1024¢,105,11lid,120,
122C,123a,126,131Db,
132A,136B,1%1,1500,
1524,153,158,162,
163a2,166,172b,1758,
178,183,1378,230=,
232C,233,23LD,237B,
238A,239C,2h0,2h1,
273,319,321,3224,
331v, 345, 346,350,
351,355b,359Aa,361,
370b,372-h,386b,
389b,399a,1014a,
1,02b,,08,1,10a,,13,
ﬁl9Aa,u20,u2l,u2ha,
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Manuscript
and Date

Location Scrival Data

Principal Contents
Importent for Carol
Scholer .

Ee'o IO 120
14,90-1500

Ff.I.é
Cent, XV
(2nd halfr)

FfoScuB
Cent, XV

(2nd half)

I1.h.II
Centt, XIV,
XV

Addit, 5943

Cent. XV {1st

guarter)

233
Cent. XV
(2nd half)

Cambridge: Three
Unlversity hands
Library

Cambridge: Several
University hands
Library

Cambrlcge:
University
Library

Two hands

Cambriage: Single
Universlty hand
Library

Cambridge: One hand A
University

Library

Cambridge: Cerol in
Corpus separate
Christi hand c,

College 1500

English songs and
translations of
hymns by James
Ryman, a Franciscan,
Carols Nos, 3, 21D,
Carols by Ryman:
Nos. 53-6,61-3,
65-7,70-2,7L-6,814,
82,8,,88,92,127-30,
154,156,159,160,
174,189,192-205,
207-212,21L-29,
2&33:b:2u%‘55s257:
258,262,267-9,275,
276,279-81,283-305,
318,352,353, 360,

English poetry;
Carols Nos. 442,
}469; also works of
Chaucer, Gower,
Hoccleve and Burgh,

Carol No, 565 Tale
of Robin Hood,

Carol No, 36a,

Carols Nos,., 180v,
1119d,151¢, 3,494,451;

menoranda,

Carol No, 1l7sa.
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Principal Contents

Manuscript Location Scribal Data Important for Carol
and Date SChdlar

383 Cambridge: 2 hands Letters; French

Cent. XV (mid) Gonville & songs in carol-form;
Caius Carols Nos. 1lllb,
College 1874,418,441,452,

153,455,170, App.,
, ' No, ii.
S. 54.(259.) Cambridge: I hands Pocket-book of
Cent. XV (2nd St. John's carols in original

helf)., Print- College
ed by Janes,
- M.,R., and

Macaulay, G.D.,
"Fifteenth

Century Carols

& Other Pleces,"

B.1ll .39, Cambridge: Several
Cent. XIII Trinlty hands
: College
0.2.53. Cembridge: Several
Centt, XV, XVI Trinity hands;
Commonplace College carol in
Book separate
: hsnd (c,
1500)
0.3.58. Cambridge: One hand
Cent, XV (1st Trinity with
holf), Print- College masic

ed by Fuller
Maitland, J.A,
& Rockstro,
W.S., English
erols of 15
Cent, London:
1891,

form., Carcls Nos,
83,90,125Ba,139,
12a,1,488,1,9b,
232A,266,27],313,
i6§,391,39h,u00,

? ®

Latin verses; French
poetry; English

Religious poetry;

carol No., 191Bb;
ballad ¢f Judas,

Cerol No. 379;
Latin verses,

Carols Nos., 17b,
18a,19,21C,22,98,
10342,117b,173,
23444,235b,338p,
L26b,



Appendix continued

96

‘Principal Contents

Manuscript . i}
Location Scribal Data Importent for Carol
and Date Scholer
0.7.31, Cambridge: Carocl in Breviary, Cerol No.
Centt. XV, Trinity separate 380z end b,
XVI College hand
0.9.38., Cambridge: Carols in  English poems;
Centt, XV, Trinity one hand Carol Nos. 161b,
XVl College 331a,
R.li,20, Cembridge: One hand-- Mandeville!s Trav-
Cent. XV Trinity 2nd hslf els in English;
College - of cent, poems; carols Nos,
181’ J.l,.250
R.1l.26. Cembridge: One hand Latin religious
Cent, XV Trinity works; Carol No,.
(1st half) College 377,
Christ Church Canterbury: Carol No. )3,
Letters, vo. Cathedral
11, No. 173 Library
Cent, XVI
(1st helf)
Christ Church Canterbury: Carol No. Whl,
Letters, vo, Cathedrzal
ii, No. 174 Library
Cent, XVI
(1st half)
18932 Manchester: Carols in Rolle; Carols Nos,
Cent., XV John single 161a, 308; Latin
Rylands hand verses,
Library
Bridguater Bridgwater, Carols in  Carols Nos. llsa,
Corporation Somerset: separate 362,
Munirents, 123 Town Hell hand

Cent, XV
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Principal Contents

Manuseript Locetion Scribal Data Important for Carol
and Date Scholar
Advocates Edinburgh: Johan de Latin and English
18.7.21. Naticnal Grimestone religious poetry;
Cent, XV Library of carols Nos, 1l}9a,
(2nd half) Seotlend 155a,157D,271.
Advocates Edinburgh: John Carols Nos,., 23a,
19.3.1. National Hawghton 378,150 (snother
Cent. XV Library of hand); Eng. reli-
(2nd halr) Scotland gious poetry; Latin
hymns with -musie,
D.t.18. Dublin: Carol & French religious
Centt, XIII, Trinity political poems; Latin hymns;
XV College songs 1n English verse;

HM. 147
Cent, XV

Brome MS,
Cent, XV
(2nd half)

Porkington 10
Cent, XV (3rd
quarter)

same hand

San Marino, Carol 1n

California: seperate
Henry E, hand
Huntington

Library and

Art Gallery

Privately 3 -hands
owned MS, Carol in
The Hon, same hand
Mrs. R, gs poetry
Dougles

HEamilton,

Oakley House
Diss, Norfolk

Lord Harlech, Several
Brogyntyn, hands
Oswestry

Carol No, 11.310

Cerol No. 9 (ce.
1500).

Verse; legal forms;
Lydgate fragments;
Carol No, 239 b.

Treaties on misc,
sub jects; English
postry; Carols Nos,
12h5.135,1520,323.
335.
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Principal Contents
Important for Carol
Scholar

Manuscript

and Date

Helmingham Lord Tolle-

Hall LJ.l.7. mache,

Cent. XIV Helmingham
Hall,
Suffolk

Helmingham Lord Tolle-

Hall LJ.1.10, mache,

Centt, XV, XVI Helmingham

: Hell,

Suffolk

Several
hands;
carol and
sermon in
same hand

Carol in
XVI hand
(1.st half)

Theologlical Latin
prose; English
verses; Carol No,
12b.

Carol No, 95b,

NOTE: Information for this chart was compiled from
the Bibliographical data found in Greene, Early English

Carols, pp. 325-350.




