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FOREWORD

The heart of Northumbria is the country of the river Tyne.
It’s a curious land apart, and its people are proud that
they’re distinct from all other Englishmen and that their
speechways are often incomprehensible to strangers. More-
over, it is the only part of England with a local music-dialect
in which certain of its melodies are distinct from the tunes
of any other region. Nor is the folk song of this area all of a
piece; it is as varied as the landscape itself.

To an unusual degree, the repertory of Northumbrian
song has in its make-up seemingly conflicting characteristics
of feudal loftiness, rustic tranquillity, and proletarian gusto;
classical ballad, country song and urban industrial lyrie.
The clash showed itself already in the earliest printed col-
lections of northeastern song at the end of the eighteenth
century when such pieces as ‘‘The colliers’ rant’’ were
appearing along side ‘‘Chevy Chase’’ in the compilations of
vinegary Joseph Ritson.! It shows even clearer in John Bell’s
Rhymes of the Northern Bards, subtitled A Curious Collec-
tion of Old and New Songs and Poems Peculiar to the
Counties of Newcastle upon Tyne, Northumberland and
Durham, an important book of 334 pages published in four
hundred copies in 1812. And in Northumbrian Minstrelsy,
the unity of wild variances that make up the body of north-
eastern song is displayed in full power.

1 Noteworthy among Ritson’s collections of northeastern song are

The Bishopric Garland or Durham Minstrell (1784) and The North-
umberland Garland or Newcastle Nightingale (1793).
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Northumbrian Minstrelsy, under the editorship of John
Collingwood Bruce and John Stokoe, was published in 1882,
but its foundations were laid in 1855 when the Society of
Antiquaries of Newcastle upon Tyne appointed a committee
‘““to protect and preserve the ancient melodies of North-
umberland.’’ Robert White, John Clerevaulx Fenwick and
William Kell comprised the Committee, with Bruce, one of
the Society’s secretaries, as member ex officio. White, the
ebullient son of a farmer, born near the gipsy village of
Yetholm, worked in the counting house of a Newcastle brass
foundry all his adult life, but his heart was in the country-
side and he wrote copiously for local newspapers on matters
of neighborhood legend, story and song. Probably the amass-
ing of the songs that ultimately appeared in the Minstrelsy
was mainly White’s responsibility, for his colleagues, the
lawyer Fenwick (son of a lay-preacher called John the Bap-
tist on account of his fiery zeal) and Kell, the Town Clerk of
Gateshead, were both more interested in pipe-music. Through
correspondence with collectors and pipers, by the acquisition
of manuseript tune-books and already-printed compilations
of texts and melodies, the Committee began to draw together
a grand body of ballads, songs and bagpipe tunes local to,
or at least current in, the counties of Northumberland and
Durham. The publications of Ritson and Bell were a first
handy source of texts, and Bell’s Rhymes in particular
contains the words of many songs subsequently used in the
Minstrelsy. Moreover, the Ancient Melodies Committee was
fortunate in that a certain number of local tunes, with or
without their accompanying words, were available in print
for them to use as a foundation for their labors.

Collections of distinetive Tyneside tunes had begun to be
printed very soon after the first publication of characteristic
northeastern texts. At the outset of the nineteenth century
John Peacock’s Favourite Collection of Tunes with Varia-
tions Adapted for the Northumberland Small Pipes, Violin
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or Flute was published. Peacock was one of the last of the
Newecastle Town Waits (musicians employed by the muniei-
pality), and by all accounts an outstanding performer on
the small-pipes. There were some who thought the picaresque
old jailbird Jamie Allan, onetime court musician to the Bey
of Tunis (according to his own account), was the better
piper ; but a note in the minutes (November 17, 1857) of the
Ancient Melodies Committee guotes William Green, a dis-
tinguished old professional, as saying that Peacock was the
best player he ever heard in his life, whereas ‘‘Jamie Allan
was a wild player, he was neither first, second nor third.”’
Peacock’s Favourite Collection contains fifty folk tunes, a
high proportion of them local Northumbrian melodies
later incorporated into the Minstrelsy, including ‘‘Bobby
Shaftoe,”’ ‘‘The bonny pit laddie,”” ‘‘Cuckold come out o’
the Amrey,”” and ‘‘Wylam away.”’

In 1815 or thereabout a tall-shaped book containing ‘‘24
Original Airs peculiar to the Counties of Durham and
Northumberland’’ was published in London at the rather stiff
price, for those days, of fifteen shillings. Its title was 4
Selection of the most popular Melodies of the Tyne and the
Wear, and it was edited and piano-harmonized by Robert
Topliff, a blind musician reared if not born in Sunderland,
Co. Durham. At the time he put his selection together,
Topliff was employed as church-organist in London, but the
influence of the northeastern small-pipes was heavy on him
and in his piano settings he overlaid his melodies with such
a profusion of bagpipe ornaments that sometimes the contour
of the tune is hard to discover. Among the melodies that
Topliff introduced to the wider world are ‘‘Ca’ Hawkie,”’
““The colliers’ rant’’ (for some reason not included in the
Minstrelsy), ‘‘Dol-li-a,”’ ‘‘Elsie Marley,”’ and other now
familiar and loved pieces from his native locality. Against
his original intention, and probably at the insistence of
expatriate Northumbrian gentlemen nostalgic in their
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‘‘Babylonish exile’’ in London, Topliff included the words
of some of the songs at the back of his volume, along with
a valuable and—considering it was written by a blind man—
astonishingly vivid account of the ritual sword-dance as
practiced by coal-miners (even today, the sword- or rapper-
dance is still strong in the North-east).

These early printed compilations provided an introduction,
however perfunctory, to the peculiarities of northeastern
melody. Meanwhile, and throughout the first half of the
nineteenth century, other song-collectors were busy in the
countryside with their manuseript notebooks. Busiest of all
was John Bell, whose Rhymes of the Northern Bards already
has been referred to. Bell is an important figure in the story
of Northumbrian Minstrelsy, though he was dead before it
appeared and gets little mention from its editors. He was
born in Newecastle in 1783, and even in his boyhood was a
passionate collector of curiosities. At twenty, he opened a
bookshop on the Neweastle Quay and not long after he began
circularizing the local gentry, suggesting the formation of a
society to preserve and study local reliecs including the
Roman Wall. He got little encouragement till one of his
circulars reached the aged Duke of Northumberland who
persuaded members of his household to interest themselves.
The idea obtained soecial prestige and was taken up, and the
Society of Antiquaries of Newecastle upon Tyne was formed
in 1813. Nearly seventy years later, this Society was to be
responsible for the publication of Northumbrian Minstrelsy.

Bell collected everything—coins, snuffboxes, broadsides,
handbills, even printed tobacco-papers. A visitor to his house
found rooms crammed with fly-sheets concerning concerts,
plays, Jack-in-the-Greens, Maid Marians, prizefights, bull-
baitings, hangings, drownings, shootings, stabbings, dying
speeches and last confessions (one of these said to be printed
on a piece of the hanged man’s skin). His Rhymes of the
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Northern Bards was a compilation of texts only, without
tunes, but when gathering material for it he had collected
at least a hundred melodies, either supplied from friends or
notated directly by himself. These melodies are written out,
mostly in Bell’s own clear hand, in a manuseript book now
residing in Newecastle’s dour Black Gate Museum (the mu-
seum is dour, not so the very obliging young woman who is
its Warden). It’s an imposing compilation, that hefty tune-
book of Bell’s, and, in the view of the foremost commentator
on northeastern folk song, it ‘‘seems to have been the main
source for at any rate the songs, as distinet from the ballads
and pipe tunes in Northumbrian Minstrelsy.”’? To Bell’s
collecting we owe such champion pieces of Tyneside song as
““Buy broom buzzems,’’ ‘‘Bonny at morn,’”’ ‘‘A, U, hinny
burd,’’ and ‘‘Here’s the tender coming,’’ while among fine
songs lying unpublished in his manuseript is a set of ‘‘The
foggy dew’’ in which, by arrangement, a friend garbed as
a ghost (the ‘‘bogle bo’’) frightens the girl into the young
man'’s bed.

Another notable collector was James Telfer (1800-1862),
a descendant of the Jamie Telfer of Fair Dodhead who gave
his name to a ballad in Scott’s Minstrelsy of the Scotiish
Border. As a young man, Telfer followed his father’s calling
of shepherd, but he had a passion for poetry and books—
he read all Hogg’s poems while minding sheep on the hill-
sides and already in his twenties he was writing stories and
sketches for the Newcastle Magazine. Through these he suc-
ceeded in attracting the attention of Sir Walter Scott. In the
lonely Border country, schools for the children of shepherds
and farmers were few, and Telfer, stout, asthmatic and lame,
preferred after a while to abandon the rigours of sheep-

2Frank Rutherford: ¢‘The Collecting and Publishing of North-

umbrian Folk Song’’ in Archaeologia Aeliana, 4th series, vol. XLII,
1964. The present essay owes much to this excellent study.
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herding and to open a little private school, an ‘‘adventure
school’’ as such were called in those days, attached to his
cottage at Saughtree near the head of Liddesdale. In the
1840’s he noted down a number of song-texts in his neighbor-
hood on both sides of the border,® and some ten years later
he re-visited the same localities with a musically-literate
friend to recover the tunes. In a letter to his friend Robert
White (of the Ancient Melodies Committee), he explains the
provenance of his collection of ‘‘genuine Border tunes’’ taken
down ‘‘from the mouths of the common people in . . . Teviot-
dale, Redesdale and North Tynedale.’”” He says:

The notation is not mine (I have as you know
no theoretical knowledge of music). The tunes were
noted many of them at my express request by Mr.
Oliver of Langraw. I got Robert Hutton and others
to sing or whistle certain of them, when Mr. Oliver
noted them down. Others he noted from his own
taste. I had the collection made two years ago, with
a view of offering it on the acceptance of His Grace
the Duke of Northumberland during his autumnal
sojourn at Kielder Castle.

However, it seems the Duke didn’t arrive at Kielder then,
and it was not until November 1857 that Telfer diffidently
presented his little manuscript book containing 49 tunes, each
one surrounded with a charming naive ornamental margin.
The occasion was a meeting when the Ancient Melodies Com-
mittee presented a report of their work to the Duke and
Duchess at Alnwick Castle. Telfer’s tune-book was pre-
sented to the Duke, who passed it to the Duchess, who ‘‘in the
most handsome manner’’ promptly handed it back to the

3 Telfer did not always leave these as he received them, but set his

literary hand to work on some. Notably ‘‘The death of Parcy Reed’’
was much re-worked by him.
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Committee. Among Telfer’s tunes that eventually found their
way into the Minstrelsy are those of ‘‘The laidly worm,”
“‘Rue and thyme,’’ ‘‘The miller and his sons,’”’ ‘‘Binnorie or
The cruel sisters,”’” ‘‘The keach i’ the creel,’”’ but his manu-
seript book contains several valuable pieces that were passed
over by the Minstrelsy editors, including a fine Aeolian tune
to ‘‘The mermaid,”’ ‘‘The shepherd and the lady,’’ ‘‘The
Duke of Athol’s nurse,”’ and ‘‘Father, father, build me
a boat.”’

At this Alnwick meeting, the Duke announced his in-
tention of offering prizes of £10 and £5 for the two best
collections of ‘‘ancient Northumbrian musie in score.”’ Ad-
vertising the Competition, the Committee announced its
intention to keep prominently in view the purity of the sets
submitted and the number of hitherto unpublished tunes
supplied. This came from a local singer, Thomas Hepple of
Kirkwhelpington, and comprised a number of valuable songs
described by Hepple as ‘‘some old ballads as I have had off
by ear since boyhood.”’ Some of Hepple’s songs, including
the good Dorian version of ‘‘ Whittingham Fair,’’ were taken
into the Minstrelsy, but again several excellent items were
inexplicably overlooked. Hepple also put the Ancient Melo-
dies Committee in touch with his cousin, the piper John
Baty of Wark, who was persuaded to part with a grand
tune-book in his possession. This, bound between thick
leather covers, contains 557 pipe tunes written in brown ink
by one William Vickers in 1770 and seemingly represents
Vickers’s own repertory. A high-grade repertory it is too,
with early sets of ‘‘My lad’s ower bonny for the coal trade,”’
“‘The bonny pit laddie,”’ ‘‘Doon the waggon way,’”’ ‘‘Show
me the way to Wallington,’’ as well as more general pieces
such as ‘‘The whores’ march,’’” ‘‘The banks of Claudy,’’ and
“‘The four drunken maidens.’”” But as far as can be seen,
only the tune of ‘‘Newburn lads’’ found its way from this
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manuseript into the Minstrelsy and now the collection of
rare and wonderful melody that the humble eighteenth
century piper wrote out in his dashing hand lies gathering
dust in a Black Gate cupboard. We know that John Stokoe
had copied out a large number of Vickers’ tunes, presumably
intending to use them in the Minstrelsy. One wonders
whether the Rev. J. Collingwood Bruce may not have been
influential in the rejection of good stuff from such humble
sources as Hepple and Baty/Vickers?

Bruce, a pillar of society in Victorian Newecastle, a head-
master, a Moderator of the Synod of the Presbyterian
Church, a founder of the Y.M.C.A., a workhouse guardian,
was a respected antiquary whose book on the history of the
Roman Wall was a classic in its day. The lustre that he gave
to the Ancient Melodies Committee reflected rather from his
prestige than from his song-scholarship which derives almost
entirely from the thoughts and findings of his colleagues. His
portrait shows a slim, handsome, rather saturnine figure with
dark brows and white whiskers, one elbow elegantly propped
against a chipped stone pillar, his body classically swathed
in several folds of a checkered shawl. He was a haughty man,
of exacting academic standards, and not .over-generous to
those who, in his opinion, didn’t measure up to those stand-
ards. We recall that, though old John Bell had provided the
greater proportion of the songs in the Minstrelsy, Bruce gave
him precious little credit, referring to him loftily as ‘‘not
a highly educated man.’’ Nor, for all his great experience,
was Bell chosen as one of the Ancient Melodies Committee of
1855 (the fact that he was well-advanced in years by this
time may have influenced the decision). Incidentally, the
worthy Hepple gets no acknowledgment at all in the pages
of the Minstrelsy.

Among others providing material to the Committee were
Thomas Doubleday and Robert Bewick. Doubleday, the
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collector of ‘‘Captain Bover’’ among other excellent and
characteristic melodies, was by trade a soap-boiler and manu-
facturer of vitriol, by inclination a dramatist specializing
in vast tragedies of ancient Rome, and by political convie-
tion a stubborn Radical (on one occasion only the fall of
the government saved him from arrest for sedition). As
early as 1821, Doubleday had already printed some North-
umbrian tunes in an article contributed to Blackwood’s
Magazine, and he recorded some of his best melodies from
singers in the streets of Newecastle, a town full of lower-class
music during a great part of the nineteenth century. Robert
Bewick, son of the admired engraver, was an enthusiastic
performer on the Northumbrian small-pipes, and his manu-
seript tune-book of some sixty melodies yielded several fine
pieces for the Minstrelsy, the splendid ‘‘Sir John Fenwick”’
among them.

These then were the main sources, printed or in manu-
seript, of Northumbrian Minstrelsy, though other compila-
tions such as James Henry Dixon’s Ancient Poems, Ballads
and Songs of the Peasantry of England (1846) and the
erratic Joseph Crawhall’s Tunes for the Northumbrian small
pipes, violin or flute (1877) were also used to a limited
extent. There seems to have been little, if any, field-collecting
expressly for the Ancient Melodies Committee, if we except
a few casual notations from Stokoe and one or two melodies
(including ‘‘The brave Earl Brand’’) taken down from the
singing of Robert White’s sister, Mrs. Andrews. Even the
Telfer-Oliver trips about the countryside were undertaken
primarily in the hope of pleasing the Duke of Northumber-
land rather than for the sake of the Committee.

In 1857, two years after the formation of the Committee,
we find them apologizing to the Duke for their slowness in
publishing what they have found. A report in Kell’s hand
partly runs:
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Why we have not published. We feel that consid-
erable discussion may be expected on the publication
of our report. I desire to afford as little oppor-
tunity for hostile criticism as may be, because we
have not printed proofs of ancient title which may
be produced by those who have adopted our melo-
dies, for while both in Scotland and the South of
England many of our melodies have been adapted
to Ballads and printed, we have but the fireside
remembrances which have come down from genera-
tion to generation. The late Dr. Ions [Mus.Doc.]
kindly offered his assistance [as music editor] and
at the time of his death a few months ago he had the
following questions before him: Shall the melodies
be printed with simple airs only or with the varia-
tions hitherto printed and played by pipers? Shall
we merely give the air or add a pianoforte accom-
paniment? Had the latter question been decided in
the Affirmative, the Doctor was willing to write the
accompaniments.,

So the Committee feared they might publish as ‘‘North-
umbrian’’ some tunes that other regions might claim as
theirs; that is, their concern was for melodies that could be
guaranteed ‘‘made in Northumbria’’ and not merely current
there. Modern folklorists, who know what a will-o’-the-wisp
chase is the search for the local origin of tunes, may smile
at the cares of the earnest antiquaries. For all that, their
thoughts moved in interesting ways: in envisaging a publi-
cation of melody-lines without accompaniment they looked
forward to present-day practice in serious folk song editing;
and in considering the reproduction of tunes with varia-
tions—though indeed this was old practice from the days of
Oswald and other editors of fiddle tune-books—their concern
was not dissimilar to that of the most advanced students of
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our own time who feel that the reproduction of a single
melody-strophe tells us too little about the tune, and who
insist on transcribing the whole musical piece to display its
vagaries however minute, since after all—and this is par-
ticularly true of pipers’ performances—'‘folk musie is an
art of variation par excellence.”’

It seems these cares were too heavy for the Committee.
Formal resolutions were taken that the tunes be got ready
for publication, but nothing was done. Kell died in 1862,
White in 1870. Fenwick removed his law practice to London.
Meanwhile, John Stokoe had been appointed to the Commit-
tee. He was a well-known figure in Newcastle musical life,
a judge at many choral competitions, a pleasant writer on
local songs—on this theme he contributed weekly articles to
the Newcastle Courant (1878-81) and later wrote several
pieces on the same subject for the Weekly Chronicle (1887-
91). He was a serviceable small-pipes player and provided
the ‘‘live’’ illustrations to the lectures on northeastern bal-
lads and music given by Collingwood Bruce to the New-
castle Literary and Philosophical Society in 1877-9. There
seems no doubt that it was mainly due to Stokoe’s energy
that the Committee’s loose papers were sifted, the material
put in some order, and the final selection made so that at
last, in 1882, Northumbrian Minstrelsy appeared.

As it happened, the questions that so bothered the old
Committee were solved in what now seems the wisest way.
That is, the tunes are presented in the form that folk song
students today find handiest, with melody-line only, unaec-
companied; also, in some cases, traditional variations are
added to the pipe-tunes. Northumbrian Minstrelsy was the
first collection of English folk song to employ the modern
practice of printing the air unacecompanied, and perhaps it
only happened because Stokoe didn’t feel equal to the task
of harmonizing the tunes. Almost in apology, eleven years
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later, he edited what is substantially a piano-set version of
the Minstrelsy songs with some additional pieces, as Songs
and Ballads of Northern England. For this he prevailed on
a Newecastle organist, Samuel Reay, to provide the accom-
paniments, and very disappointing they are; the Minstrelsy,
more modest, remains by far the more valuable book.

What an astonishing treasure-cave it is! If the ballads
such as ‘‘Hughie the Graeme,”’ ‘“‘Jock o’ the Syde,”’ and
Telfer’s fine tunes for ‘‘The laidly worm’’ and ‘‘Binnorie”’
first catch the eye, they are not necessarily the most impres-
sive pieces. Indeed, the ballad texts have in some instances
suffered in the editing, for interesting oral versions of the
words have been overlooked in favor of texts doctored by
literary hands or abstracted from already-printed works.
In the main, the songs have escaped with much less alteration
possibly because they were considered less important than
the ballads and so little effort was made to ‘‘dress them fine.”’
Much more than the ballads, the songs show the peculiar
flavor of Northumbria in both words and tune, and though
Whittaker considered ‘‘Binnorie’’ to be ‘‘unquestionably
the most lovely melody associated with- the north of Eng-
land,’’* many will prefer tunes more distinctly local in
character such as ‘‘Bonny at morn’’ and the remarkably
un-vocal but wholly delightful ‘‘ Elsie Marley’’ and ‘‘Shew’s
the way to Wallington’’ with its nimble leaps and its pro-
fusion of augmented fourths. Whittaker tells of a German
musician confronted with the latter song, who asked incred-
ulously: ‘““Do you really tell me that the peasants in your
district sing these songs?’’ Whittaker asked him why he
doubted it. The German answered: ‘‘If your peasants can
sing such songs they must be the most musical race in the
world.”” Whittaker’s reply was: ‘“Who told you they
weren’t$’’

4 W. Gillies Whittaker: ‘‘The Folk-Music of North-eastern England’’
in Collected Essays (London, 1940).
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0dd, difficult and delectable such tunes are, with their
seesawing sixths and octaves and what has been called their
‘‘dongdonging’’ between tonic and supertonic chords (the
turn of the ‘‘Bonny at Morn’’ tune shows these features
well but they are present in scores of melodies typical of
the Northeast). It’s ecommonly supposed that these were
originally pipe-tunes, made on the instrument, but more
probably the great part were songs first, taken over and
changed by pipers, and then reverting to vocal use again
with a short improvised set of dance-words added, often of
trivial or cryptic kind. In many a pipe-tune a forgotten
song is hidden, its original shape masked by the odd leaps
and curious chord-shifts due to questions of fingering or
peculiarities of bagpipe construction.

The instrument had wide use, being at home among hill-
shepherds and colliers and in the ducal castle even in modern
times ; formerly it had its military uses too, and old William
Green, the Morpeth piper, wrote in 1857 to the Ancient
Melodies Committee :

I never knew any other Pipes but the Northum-
berland small Pipes used in the Regiment. The late
Mr. Cant who kept the Blue Bell publick house
at Newcastle and a person whose name was Graham
play’d the small Pipes in the American War, then
in the French war one Lamshaw and myself whose
nephew I succeeded as piper to his Grace’s the
old Duke of N.

Green was emphatic that the large bagpipe of Scottish kind
had little favor in the Northeast, compared with the small-
pipes. For all that, the Northumbrian pipes remained little
known outside their native moors, meadows and coalfields.
When William Green visited Edinburgh early in the nine-
teenth ecentury he found the small-pipes unknown there, and
after he had been playing at a promenade concert at which
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the fiddler Neil Gow led his famous band, Gow came to
Green’s lodgings early next morning full of curiosity to
see what strange instrument the piper had been playing
the night before. Half a century later the small-pipes were
no better known. In 1856 William Kell attended a meeting
of the Archaeological Society of Edinburgh, and Robert
Chambers, the distinguished editor of old Scottish song,
entertained the guests by singing and playing some of the
ballads he had printed. Says Kell:

I got into conversation with him and I must say
that to a man of such general information and who
had confessedly devoted so much attention to this
particular subject, I could not conceal my surprise
that he did not know the Northumbrian pipes and
airs, nor did I meet with any there who did.

The small-pipes, often elegant instruments with silver,
ebony and ivory parts, are blown not by mouth but by bellows
held between the right arm and the body, similar to the
French musette. They began to take the form we know dur-
ing the early part of the eighteenth century. The drones are
usually three, the smallest tuned to g’, the largest to g an
octave below, and the medium one to d’ between the two Gs.
Originally the chanter was limited to a basic tone-row of
one major or mixolydian octave from g’ to g”, and some-
times this series was not complete, lacking the seventh step,
so that the tonal resources of the instrument made a major
hexachord with an isolated upper octave note. Most of the
early pipe-tunes are major in character because only skilled
pipers could play minor thirds; and the curious emphasis on
the alternation of tonic and supertonic chords arises from
the fact that, having only an octave compass, the instrument
was not readily apt for complete arpeggios based on the
dominant. Early on, both chanter and drones were open-
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ended but during the eighteenth century stopped ends were
fitted that made the music of the small-pipes vastly different
from that of the Scottish pipe, for now players could cut
off any note at will—instead of the sound being continuous—
and a fast light staccato became possible. Then in the open-
ing years of the nineteenth century John Peacock added
four keys to his chanter—probably borrowing the idea from
Ireland where the bellows-blown wuillean pipes had been
fitted with keys as early as 1770. The effect of Peacock’s
invention was to extend the compass downwards by a fourth,
upwards by a major second. So any pipe tunes with a range
of more than an octave, and based on tonic-dominant alterna-
tion rather than tonic-supertonic, are likely to be of nine-
teenth century composition, or later. Subsequently the num-
ber of keys was increased up to as many as fourteen—in a
rather freakish chromatic model—but modern sets of small-
pipes usually have six keys. Incidentally, the instrument,
whose life was dwindling in the early years of the present
century, has experienced a considerable revival since the
end of World War II both in the countryside and in the
towns. The tunes in Northumbrian Minstrelsy form the basis
and often the extent of the modern pipers’ repertory.

It is inevitable that a folk song collection of the Minsirel-
sy’s early date should fall short here and there of the severe
standards of modern scholarship. After all, so do most
modern collections. Musicians, especially Whittaker, have
criticized the Minstrelsy for more serious lapses than print-
ing a melody upside down, as with ‘‘Coffee and tea, or
Jamie Allan’s fancy’’ on p. 164. In a few instances the
modal character of a tune has been altered to please conven-
tional Vietorian ears, or for some reason a fine version has
been passed over in favor of an inferior but sleeker set of
the same air. This happened for instance with ‘O I hae
seen the roses blaw,’’ where Hepple’s grand Mixolydian tune
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was cast aside in favor of an agreeable but artificial version
of mild drawing-room quality. Here is Hepple's tune:

Among other evidences of the modernizing editor’s hand
is the intrusive B natural in the last bar of ‘‘Sair fyel’d,
hinny’’ which has been inserted for the sake of pathos; but
on the whole the tunes in the Minstrelsy have been little
tampered with and the collection reflects the northeastern
tradition with fine realism.

As with the tunes, the texts don’t always measure up to
modern editorial standards. A few pieces have been re-
rendered in literary fashion—we have referred to Telfer’s
brushing-up of ‘‘Parcy Reed’’—but remakes of this kind
are easy to spot and would deceive no one. A few texts have
been lifted from books and spliced to tunes collected locally.
Also there has been some bowdlerization, of which a few
examples will suffice. In the manusecript version of ‘‘Ca’
Hawkie through the water,”’ as collected by John Bell, ap-
pears a stanza the Minstrelsy editors preferred to ignore:

‘One shall go to make the bed,
Two and two shall lie tegither.
If there is not room enough
One shall lie upon anither.’

[ xx]

FOREWORD

The last verse of this song, as originally noted, ran:

‘Now, young maids, my counsel take,
Since that it can be no better;
Take your Hawkie to the bull,
And safely drive her through the watter.’

““Adam Buckham O (It’s doon the lang stairs)’’ has lost a
pungent verse :

Adam gat the lass wi’ bairn;
That will never do.
If he dinna marry her
The kitty gars him rue.
(kitty = jail ; to gar = to make, to cause)

The werds sung to ‘‘Peacock’s Fancy’’ are omitted entirely
as being ‘‘better adapted to the tastes of a ruder age than
of the present time.’” Our own being a ‘‘ruder age’’ than that
of Bruce and Stokoe, we can accept the words without a
blush. The song was called ‘‘Footy,”’ an amorous term of
obvious French derivation :

Fra Benton Bank to Benton town

There’s not a pitman’s raw, (= row of houses)
So when ye get to the Moor Gate,

Play footy again the wa’.

The wife went down to Moor Lonnin
And let her basket fa’,

For when she got to the Moor Gate
She play’d footy again the wa’.

Then hie footy and how footy,
And footy again the wa’,

And when ye get to the Moor Gate,
Play footy again the wa’.

[xxi]
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The stoby road’s a stoby place

And some o’ the stots are law,

But still there’s some that’s high enough
For footy again the wa’.

Wapping Square’s a bonny place,
The houses are but sma’,

But in them yet there’s room enough
For footy again the wa’.

The lady did not like the house,
The air in it was raw,

Twas sweeter far out at Moor Gate
For footy again the wa’.

Then hie footy and how footy,
And footy again’ the wa’,

And when ye get to the Moor Gate,
Play footy again the wa’.

Let us be tolerant of the pruderies and prejudices of our
Victorian editors. Beside the weight of the Minstrelsy’s
virtues, its defects are as a feather. The songs and tunes of
this quite modest nineteenth century volume do what no
other distinguished collection of English folk song does:
they look back on the rural feudal past but also they look
forward to the urban industrial present. It’s of some interest
that a variant of the splendid Dorian tune of ‘‘ The mode o’
wooing’’ was used by striking union colliers to carry the text
of ‘“The blackleg miners,’’ one of the fiercest militant songs
of British labor. But more than that, if some pieces evoke
the ring of steel weapons on armor, others reach out to the
very doors of the northeastern music hall to join such
deathless anthems as ‘‘Blaydon Races’’ and ‘‘Cushie Butter-
field.”’

A. L. Lrovp
February, 1965
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INTRODUCTION.

IN early times each nation had a music of its own. The
music of any people is necessarily influenced by its character
and history. The inhabitants of the district lying between the
Firth of Forth and the Humber having sprung originally from
the same race, or combination of races, have a style of music
which is peculiar to themselves. But though the music of the
Scottish Lowlands has a general resemblance to that of North-
umberland, a delicate ear can observe a difference between the
melodies originating North and South of the Tweed. Thisis
probably owing to the fact that for several centuries the two
districts formed parts of two kingdoms.*

The musical instrument most in vogue in ancient North-
umbria, as well as elsewhere, was the bagpipes. This is a very
ancient and extensively diffused instrument. It is generally
supposed that the dulcimer mentioned in Daniel, chap. 111, v. 5,
is the bagpipe. We seem to have got it from the Romans. It
is certain that the Emperor Nero played upon this instrument.
(Suetonius, Nero, ¢. LIV.) A small bronze figure of a bagpiper
was discovered some years ago in the Roman station of Rich-
borough, Kent. At Stanwix, near Carlisle, which was one of
the stations on the Roman Wall, a Roman sculpture still exists

* Mr. Doubleday, in a letter on “ Ancient Northumberland Music,” which
was published in 1857, and addressed to His Grace the Duke of Northumber-
land, says that not omly is “ the music peculiar to the County of Northumber-
land itself,” but that it is “a music full of peculiarities.” He says further :—
“Few in number as the graver airs of Northumberland are, their simple beauty
is such as to make us regret that more have not been handed down to us.
Some few of them embody an expression as pure and high as music can possibly
eonvey.”
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exhibiting a performer playing upon the pipes. This instrument
seems to have been in common use, even in the South of
England, in the Middle Ages. Chaucer, in his Canterbury
Tales, thus describes the miller :—

% A baggepipe cowde he blowe and sowne,
And wherewithal he brought us out of towne.”
THE PROLOGUE, 567-8.

Two species of bagpipes have been in use in Northumberland—
the large pipes and the small. The large pipes differed in
nothing from the Highland bagpipes, and they were used in
the early part of this century by the piper who was attached to
the Northumberland Militia. Of late they have gone quite out
of use. The small pipes differ not only in size but in construc-
tion from the large. They are, so far as is known, peculiar to
Northumberland, and they are still in use in the rural and
colliery districts. The Earls and Dukes of Northumberland
have always had among their retainers one or more pipers, who
are called upon to perform at the riding of boundaries, the
opening of fairs, and other occasions of state ceremonial.

In a paper read before the Society of Antiquaries of
Newcastle, by Mr. J. C. Fenwick, in 1857, and published in
the Archelogia ALliana, vol. 1L, p. 9, N.8., the construction of
the two instruments is thus described :—

«Both the Highland and Northumbrian pipes are wind
instruments. In all instruments of these kinds the receptacle
for the wind is a bag* They all possess drones and

* This bag used formerly to consist of the stomach of a sheep or the bladder
of some larger animal, well greased. Whether the wind proceeded from the
mouth or a pair of bellows, the bag formed a reservoir for it, from which it
could be forced by the pressure of the arm into the chanter and drones of the
instrument, irrespective of the intermittent action of the lungs or bellows.

The writer has in his possession a pair of bagpipes from the North of Afriea;
the bog is the skin of a young gazelle, decorated with the horns of the same
animal. It is inflated by the mouth, and the mouth-piece is made of the leg-

bone of a flamingo.
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a chanter. Each drone and chanter is furnished with a
‘reed ;* and the wind, in passing through the drones and
chanter, produces the music which these instruments afford.
The chanter gives us the ‘melody’ of the tune performed; the
drones supply us with the accompanying ‘harmony.’ In all
bagpipes this harmony is unvarying, and is that of the key
note, or tonic harmony. In the Highland pipes the wind is
supplied by the breath of the performer. This instrument is
furnished with three drones. The first, and lowest in tone,
produces the note A above gamut G; the second and third
produce the note A, which is the octave above.

“The chanters of the Scotch pipes are what are called
‘plain chanters’ Their compass is nine notes, which range
from G upon the second line of the treble clef to the A, which is
the ninth above. The chanter is open at the end, and
produces, when the performer’s fingers cover all the keys, the
lowest note or G.

“Turning now to the Northumbrian small-pipes, we
observe that its construction differs from that of the Scotch in
the supply of wind being provided by means of bellows
instead of by the breath of the piper.

“The drones of the instrument as originally constructed
are three in number. The smaller of them produces the note
G; which is the note upon the second line in the treble clef.
The largest drone sounds the octave below; and the third
gives the note D, which is placed between the two G’s.

“ Another point in which the construction of the Nor-
thumbrian pipes differs from that of the Highland arises from
the chanter being closed at the end, instead of open; so that
when all the eight notes with which this chanter is provided
are covered by the fingers of the performer, no sound is

*The “reed,” as it is techmically called, is a piece of split straw or reed,
which produces a tremulous sound as the wind is forced through it.
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produced. The eight notes which the chanter is capable of
sounding are those which compose the treble octave in the
key G.*

“ Qur Northumbrian pipe music being generally composed
for social amusement, is written most frequently in triple and
compound triple time.

“ A peculiarity in the music of the Northumberland pipes
arises from the fact of the chanter being closed at the end,
which enables the performer to play in the way musicians call
staccato, and prevents the otherwise inevitable slurring of the
notes. It is astonishing what execution some performers on
this instrument will display. One peculiarity of pipe music is
the ease with which variations may be introduced into it.
The performer, ever and anon reverting to the air, indulges in
variations prompted by his own genius.”

For chamber music the small-pipes are perhaps superior
to every other instrument of the same class.

The Northumberland pipes were probably used in early
times as an accompaniment to the voice in the recitation of
the old ballads which formed so large a part of the floating
literature of the Middle Ages, the compass of the original
instrument being nearly equal to that of the human voice.

The tunes adapted to the pipes were either intended as
accompaniments of ballads descriptive of warlike scenes, of
war cries intended to summon the retainers of a chieftain to
the field, of pieces descriptive of the adventures of knights
errant, and of ladies over whom they threw their protecting
shield, or those of a domestic character. The ballads and songs

*Modern makers of the small pipes have given additional drones to the
instrument, and additional keys. They now often “ possess a full chromatic
scale from A below middle C to B in alto, comprising every intermediate sharp
and flat, or twenty-six notes. Our pipers have thus been enabled to perform
melodies which were not composed for the bagpipes, and which are totally
unsuited for them.”
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-were recited in the halls of the nobility, and at fairs and
harvest homes, and occasions of public festivity.

As these ballads and songs were not, for the most part,
reduced to writing, but were allowed to float in the memories
of succeeding generations, very many of them have been lost.
This is particularly the case with those of a graver sort. The
long exemption which this country has enjoyed from the
suffering and excitement of war has led to the disuse of
ballads of a warlike character. Songs and melodies of a
lighter description have met with a better fate, though many,
even of these, which were the delight of our grandparents, ave
now lost for ever.

The first attempt made to preserve the tunes adapted to
the Northumberland pipes dates from the beginning of this
century. A little prior to the year 1805, Messrs. Peacock and
Wright published in Newcastle a work entitled “ A Favourite
Collection of Tunes, with Variations, adapted for the Northum-
berland Small-pipes, Violin, or Flute.” This collection chiefly
consists of Northumberland airs, but it also embraces some
which are confessedly Scotch. It is now exceedingly scarce.

In 1812, Mr. John Bell, long librarian to the Society of
Antiquaries of Newcastle-upon-Tyne, edited a work, entitled
“ Rhymes of Northern Bards, being a Curious Collection of
Old and New Songs and Poems peculiar to the Counties of
Newecastle-upon-Tyne, Northumberland, and Durham.” A
copy of this book cannot now be readily procured.

Little of a local nature has since been done to preserve the
ancient melodies and poetry of Northumbria.

Algernon, the fourth Duke of Northumberland, who was
the patron of the Society of Antiquaries of Newcastle-upon-
Tyne, and who did so much to elucidate the Pre-historic and
Roman periods of our Northumbrian history, expressed a desire
that the Society would turn its attention to the collection and
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preservation of the old music and poetry of the North of
England. Accordingly, at the anniversary meeting of the
Society, February, 1855, the following motion was carried :—
“ That a Committee, consisting of Mr. Robert White, Mr. J. C.
Fenwick, and Mr. Kell, be appointed to collect the ancient
melodies of Northumberland.” At a subsequent meeting, Mr.
John Stokoe, who edits the musical portion of this publication,
was added to the Committee.

The Committee set to work with great diligence and zeal,
under the leadership of Mr. Kell, Town Clerk of Gateshead,
and succeeded in gathering a considerable number of melodies
together, which, without this effort, would soon have been
altogether lost. Of several others the names survived, but the
tunes could not be recalled. The effort to collect ballads and
songs not already in print was less successful. Mr. Robert
White, himself a poet of no mean order, and entering
thoroughly into the spirit of the inquiry, addressed himself
to this branch of the subject, but, as he himself confessed,
with small success. The inquiry was being made half a
century too late. Even pieces such as “Shew me the Way to
Wallington ” and “ Sir John Fenwick’s the flower amang them,”
which must have been familiar to every Northumbrian half a
century ago, are, it is feared, irrevocably lost.

On the 19th November, 1857, the Committee, though not
ready to publish any portion of the product of their labours,
presented a report of their proceedings to their Graces the
Duke and Duchess of Northumberland at Alnwick Castle.
His Grace congratulated the Committee upon the success of
their labours as far as they had gone, and encouraged them to
proceed.

At a meeting of the Committee on the 9th October, 1858,
the following resolution was come to:—“That some airs be
prepared for printing as soon as may be—the best sets.”

INTRODUCTION. Ix.

Unhappily, the Committee proceeded no further. Death
thinned its ranks. The late Dr. Ions, whose talents as a
musician are well kuown, and who had agreed to assist the
Comumittee in preparing the pieces selected for the press, was
first carried off. Early in the year 1862, Mr. Kell, who was
the soul of the Committee, was seized with a painful and
incurable disease. Writing to Mr. White, under the date of
Marclh, 1862, he says: “ As the state of my health precludes
all hope of my prosecuting the search for ancient Northum-
brian music, I shall feel wmuch obliged if you will have the
kindness to present to the Newcastle Society of Antiquaries
a set ¢f Northumbrian pipes, with the original one octave
chanter; and a perfect copy of Peacock’s book, of which I
have recently hecome possessed. Every scrap of pipe music
which I have is in a drawer in my breakfast room. I did
hope to live to arrange the pieces, and have a fair copy made

but of that there is now no prospect.” Mr. Kell
died in June that year. Mr. White, in carrying out Mr. Kell’s
wishes, presented to the Society the instrument and the papers
referred to, accompanied by an able paper of his own upou
“Northumberland Music.” The music which had been
collected, and all the correspondence and documents relating
to it were, through Mr. White’s care, properly arranged and
placed in the archives of the Society. In the vear 1870 Mr.
White also died.

The writer of this Introduction, who, as Secretary of
the Newcastle Society of Antiquaries, had attended all the
meetings of the Melodies Comwmittee, thinking it a pity that
its labours should not in some form be made publie,
adventured in 1877 to give a lecture before the Literary and
Philosophical Society of Newcastle upon our Northumbrian
Ballads and Music, drawing his information chiefly from the
stores referred to. The lecture being favourably received,
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second and a third followed in succeeding years. The love
for the music of the small-pipes was to some extent revived.
To encourage the growing taste, Mr. Crawhall, to whom the
writer is indebted for much assistance in the preparation of
his lectures, published a small collection of Pipe Music.
Players upon the pipes were invited to compete in the Town
Hall of Newcastle, and prizes were given to the best per-
formers. This meeting was very successful, and it has heen
repeated for five successive years. As one result of the
revived taste for our ancient melodies, the proprietors of the
Neweastle Courant commenced at the close of 1878 to publish
weekly one or more airs up to nearly the close of 1881, under
the editorship of Mr. Stokoe.

The time seemed now to have arrived when the Society of
Antiquaries of Newcastle might ‘with advantage proceed with
the publication of the stores which had been acquired by its
own Committee and by others; and accordingly, at the
anniversary meeting in 1881, a resolution was come to
authorizing the Senior Secretary and Mr. Stokoe to print a
work upon the Ancient Melodies of Northumbria. In accord-
ance with this resolution, the present volwme is now placed in
the hands of its members.

CONTENTS.

PART 1.

BALLADS AND SONGS OF NORTHUMBRIA, TOGETHER WITH THE MELODIES

TO WHICH THEY WERE SUNG.

PART IL

SONG AND DANCE TUNES ADAPTED TO THE NORTHUMBERLAND

SMALL-PIPES, TOGETHER WITH OTHER POPULAR Locar MELODIES.
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PART I.—BALLADS AND SONGS,

CHEVY CHASE.

Crevy CHasE.—The heroic old ballad of Chevy Chase has for
centuries maintained its popularity in England more firmly and
perhaps more universally than any other ballad of the ancient
English minstrels. The flower of chivalry, Sir Philip Sidney, de-
clares in his Defence of Poetry: “I never heard the old song of
Percy and Douglas that I found not my heart moved more than with
a trumpet ; and yet it is sung but by some blind crowder, with no
rougher voice than rude style ; which, being so evil-apparelled in the
dust and cobweb. of that uncivil age, what would it look trimmed in
the gorgeous eloquence of Pindare.” Ben Jonson declared that he
would rather have been the author of it than of all his works ; and
in the last century, when Dr. Johnson so bitterly ridiculed Bishop
Percy for collecting his “Reliques of Ancient Poetry”—a labour for
which later generations thank him—* Chevy Chase” found an able
apologist in Addison, who devoted two papers in the Spectator to
analysing its beauties.

Numerous quotations from plays and other writings could be
made to show that as early as the seventeenth century the ballad
was popular and very much sung, despite its length.

There are three melodies, each with claims movre or less genuine
which may be considered as the original tune of the ballad. The first
of these was given by Joseph Ritson in his English Songs, vol. iii.,
page 315, as “Chevy Chase,” and it is sometimes called so in the
‘Dance Books published about 1700, Probably the older name of

B
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this tune is “ Flying Fame,” or “ When Flying Fame,” to which a
large number of ballads have been written.
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The next was published by the lute Dr. Rimbault, in his “ Music
to Percy’s Reliques,” as the true Chevy Chase melody. It appears
in a manuseript music book now in the Fitzwilliam Museum, Cam-
bridge, generally known as ¢ Queen Elizabeth’s Virginal Book,”
although it can never have been the property of that Queen. It is
written throughout in one handwriting, and in that writing are dates
of 1603, 1605, and 1612. The title given to the tune in that book
is “In Peascod Time” (.. peascod time, when field peas are
gathered). It was extremely popular towards the end of the six-
teenth century, and the early printed copies of Chevy Chase direct it
to be sung to “In Peascod Time.”

The third and last air, which we give below with the words of
the old ballad, is the tune which has been identified with and sung
and played to Chevy Chase by all Northumberland minstrels and
pipers without exception from time immemorial; and the earliest
copies of the ballad, printed on broadsheets (with music) about the
commencement of last century, give this as the tune. It is
difficult, if not impossible, at this late date to adjust the conflicting
claims to priority of these tunes, as they all date from about
the same period ; and Chevy Chase is not the only instance where
two of these very tunes have been used for one ballad. Mr.
Chappell points out that, in “Pills to Purge Melancholy,” 1707,
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the ballads of “Henry V. at the Battle of Agincourt,” “ The Lady
Isabella’s Tragedy,” and a song by Sir John Birkenhead are printed
to this air, the last-named seeming to be a parody on “ The Fire on
London Bridge.” According to the old ballads, “The Battle of
Agincourt” should be sung to “Flying Fame,” “ The Lady Isabella’s
Tragedy ” to ““ Peascod Time,” and “The Fire on London Bridge” to
“Chevy Chase.” Mr. Chappell supposes this confusion to have
arisen from Chevy Chase being sung to all three tunes; and he gives
other instances of similar entanglements. The three tunes have for
this reason been all included in this collection, although tradition
and popular favour only recognise this last air as the true Chevy
Chase.

In some of the old tune-books this last air is called “ Now Ponder
Well,” or “The Children in the Wood,” from that favourite old ballad
having been sung to it.

Slowly and smoothly.

]
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The following is the ballad as given by Bishop Percy in his
“Reliques of Ancient English Poetry.” He thinks that it cannot
be assigned to a lower period than the reign of Henry VI.

L—THE ANCIENT BALLAD OF CHEVY-CHASE,

THE FIRSTE FIT.

The Persé owt of Northombarlande,
And a vowe to God mayd he,

That he wolde hunte in the mountayns
Off Chyviat within dayes thre.

In the mauger of doughtd Doglas,
And all that cver with him be,

The fattiste hartes in all Cheviat

He sayd he wold kill, and carry them away :
Be my feth, sayd the dougheti Doglas agayn,

I wyll let that hontyng yf that I may.
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Then the Persé owt of Bamborowe cam,
With him a myghtye meany ;

With fifteen hundrith archares bold ;
The wear chosen out of shyars thre.

This begane on a Monday at morn
In Cheviat the hillys so hee;

The chyld may rue that ys unborn,
It was the mor pitté.

The dryvars thorowe the woodss went
For to reas the dear;

Bomen bickarte uppone the bent
With ther browd arars cleare.

Then the wyld thorowe the woodés went
On every syde shear ;

Grea-hondes thorowe the greves glent
For to kyll thear the dear.

The[y] begane in Chyviat the hyls above
Yerly on a Monynday ;

Be that it drewe to the oware off none
A hondrith fat hartes ded ther lay.

The[y] blewe a mort uppone the bent,
The{y] semblyd on sydis shear;

To the quyrry then the Persé went
To se the bryttlynge off the deare.

He sayd, “It was the Duglas promys
This day to meet me hear;

But I wyste he wold faylle verament :”
A gret oth the Persé swear.

At the laste a squyar of Northombelonde
Lokyde at his hand full ny,

He was war ath the doughetie Doglas comynge ;
With him a mightd meany.

Both with spear, [byll], and brande:
Yt was a myghti sight to se.

Hardyar men both off hart nar hande
Wear not in Christiant®.

The[y] wear twenty hondrith spearmen good
Withouten any fayle ;

The[y] wear borne along be the watter a Twyde,
Yth bowndes of Tividale,

CHEVY CHASE.

“ Leave off the brytlyng of the dear,” he sayde,
‘““ And to your bowys look ye tayk good heed ;
For never sithe ye wear on your mothars borne
Had ye never so mickle need.”

The dougheti Dogglas on a stede
He rode att his men beforne ;

His armor glytteryde as dyd a glede ;
A bolder barne was never born.

“Tell me [what] men ye are,” he says,
“Or whos men that ye be:

Who gave youe leave to hunt in this

Chyviat chays in the spyt of me %"

The first mane that ever him an answear mayd,
Yt it was the good lord Persd:
“We wyll not tell the what men we ar,” he sayd,
“ Nor whos men that we be ;
But we wyll hount hear in this chays
In spite of thyne, and of the.

The fattiste hartes in all Chyviat
We have kyld, and cast to carry them a-way.”
“Be my troth,” sayd the doughtd Dogglas agayn,
““Ther-for the ton of us shall de this day.”
Then sayd the doughts Doglas
Unto the Lord Perse :
“To kyll all thes giltless men,
A-las ! it wear great pitte.

But, Persg, thowe art a lord of lande,
I am a yerle callyd within my contre ;
Let all our men uppone a parti stande ;
And do the battell of the and of me.”

‘“ Nowe Christes cors on his crowne,” sayd the lord Persg,
“ Who-soever ther-to says nay.
Be my troth, dought? Doglas,” he says,
“ Thow shalt never se that day ;

Nethar in Ynglonde, Skottlonde, nar France,
Nor for no man of a woman born,

But and fortune be my chance,
I dar met him on man for on,”

Then bespayke a squyar off Northombarlonde,
Ric. Wytharynton was his nam ;
¢TIt shall never be told in Sothe-Ynglonde,” he says,
To Kyng'Herry the fourth for sham,
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I wat youe byn great lordes twaw,
I am a poor squyar of lande ;

I wyll never se my captayne fyght on a fylde,
And stande my-selffe, and looke on,

But whyll I may my weppone welde,
I wyll not [fayl] both harte and hande.”

That day, that day, that dredfull day :
The first fit here I fynde. ]
And youe wyll here any mor athe hountyng athe Chyviat,
Yet ys ther mor behynde.

THE SECOND FIT.
The Yngglishe men hade ther bowys yebent,
Ther hartes were good yenoughe ;
The first of arros that the[y] shote off,
Seven skore spear-men the sloughe.

Yet bydys the yerle Doglas uppon the bent,
A captayne good yenoughe,

And that was sene verament,
For he wrought hom both woo and wouche.

The Dogglas pertyd his ost in thre,
Lyke a cheffe cheften off pride,

With suar speares off myghtte tre
The[y] cum in on every syde.

Thrughe our Yngglishe archery
Gave many a wounde full wyde ;

Many a doughete the garde to dy,
‘Which ganyde them no pryde.

The Yngglyshe men let thear bowys be,
And pulde owt brandes that wer bryght;
It was a hevy syght to se
Bryght swordes on basnites lyght.

Thorowe ryche male, and myne-ye-ple
Many sterne the stroke downe streght :
Many a freyke, that was full frec,
Ther undar foot dyd lyght.
At last the Duglas and the Persé met,
Lyk to captayns of myght and mayne ;
The swapte togethar tyll the[y] both swat
With swordes, that wear of fyn myllan.
Thes worthe freckys for to fyght
Ther-to the wear full fayne,
Tyll the bloode owte off thear basnetes sprente,
As ever dyd heal or rayne.

CHEVY CHASE.

“Holde the, Persg,” sayd the Doglas,
“ And i'fe