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INTRODUCTION

The heroic era of ballad research extended to the second half of the
19th century, but its last reverberations were heard as late as the first
twenty or twenty-five years of this century. During that period our knowl-
edge was continually extended by the absorption of new material and
new viewpoints; theories were born and later collapsed; the European
(and American) ballad field showed its interconnections ever more clearly;
and research was a process of continuous development.

Yet within the last thirty years the impetus seems to have died away.
True, new material is still being assembled, and in this the American and
eastern Huropean fields have particularly ample results to show in published
work and in manuscripts in archives. But the specimens coming to light do
not alter the general picture already formed: rather do they consolidate the
outlines of the types already known, and at the most offer opportunities to
modify points of detail.

In the field of theory conditions are similar. The classical old compara-
tive research is being continued in the works of northern folklorists, and on
a particularly large scale in the volumes of the German comprehensive edi-
tion ‘“Deutsche Volkslieder mit ihren Melodien”. But not even there have
results come to light to turn the flow of ballad research into new channels.
It is characteristic of the position that recently two monographs of book
length (KEMPPINEN, NYGARD) have appeared, both dealing with one of the
most widely-diffused ballads (CHILD 4, Anna Molndar), yet notwithstanding
the huge amount of new material the final conclusions reached are nothing
but repetitions of what had been concluded from the earlier summaries
(D. Vlr., CHILD). :

For some time most folklorists have been seeking new ways of elucidat-
ing ballad problems. It is as though the results of comparisons were regarded
as closed, or were not sufficiently trusted. Fresh results are expected rather
from an examination of the traditional life of the ballad, of its modern
development, and from the aesthetic or statistical analysis of the assembled
material (e.g. ROBERTS, HYMAN, etc.). Yet however fruitful such an ap-
proach may be in dealing with other ethnographical phenomena, particularly
those of the primitive societies, the results obtained from it in ballad re-
search so far have been very poor. For the ballad is a mediaeval genre; what
we are witnessing today is merely its final expiry, in which we cannot recog-
nize its once flourishing life. Consequently, most of the conclusions we can
draw from the evidence of the last 150 years may mislead us as regards the
essentials of this form of art.



In such a situation the treasure-house of Hungarian ballads has a partic-
ular significance. Owing to the Hungarians’ position among the other pec-
ples and to their mediaeval history, the Hungarian material conceals within
itself many connections which throw new light on important aspects of the
history, spread and theory of the genre. Unfortunately, it is precisely this
material which is least known in the international literature. In his time
CriLp was surprisingly well-versed in the Hungarian material available
at the end of the century; since then, however, it is plain that the general
knowledge of the Hungarian ballad has hardly advanced at all. Even in the

monumental Hast Huropean comparative studies in the D. Vlr. only the .

specimens to be found in CHILD, GRAGGER and ABAFI-AIGNER have been
dealt with. The specialists content themselves with a survey of the extensive
Slav field, perhaps amplified with the rather archaic material of the Rou-
manian, Albanian, Lithuanian and Modern Greek territories, obviously
believing that when neglecting one little central spot in eastern Europe—
Hungary —they will not err much in drawing their conclusions.

It is true that Hungarian research has not offered information which
might have led experts abroad to take a different view. The most recent
large-scale comprehensive work (OrRTUTAY) appeared in the mid-thirties,
and fresh results have not come to light since then. Moreover, ORTUTAY
regarded it as his chief task to discuss Hungarian ballads from the most
up-to-date viewpoints of the international literature, which had until then
been rather neglected in Hungarian research, and he did not stress the com-
parative problems. In the circumstances of the time he may have regarded
that research as the best elaborated, for of course it was then hardly ten
years since Rébert GRAGGER’s book had appeared, summarizing in German
the results of his own and his predecessors’ considerable work for readers in
Hungary and other countries. In that work was assembled a mass of results
obtained by such investigators as Agost Grmcuss, Pal Gyurar, Lajos
ABAFI-ATGNER, Hugé MEerrzL [the founder of the Osszehasonlits Irodalom-
torténett Lapok (Acta Comparationis Litterarum Universarum )], Antal Heg-
MANN (editor of Hthnologische Mitteilungen aus Ungarn), Gyula SEBESTYEN,
Rébert GRAGGER, Jdnos BeErzE Nacy, Béla VikAr, Sdndor Sorymossy,
Elemér Mo6r and Jénos HontI; and the next generation (OrTUTAY, Er-
zsébet DAxNos and the writer) inherited their work as something which
generally held good, even though modifications and refinements might still
be applied to it. j

On closer examination, however, it emerged that this research was
somewhat incomplete and one-sided. Only in the Germanic field —German,
English and Danish —was it more or less complete; its enquiries into the peo-
ples of the Romance countries were very sketchy, while the folk poetry of
Eastern Europe was almost entirely left out of the comparisons. So it came
about that not even Hungarian experts could clearly see the position of the
Magyar ballads, or the important international problems they involved.

~ When all this became clear and the possibility of new coherences took
form before the author’s eyes, he was compelled to conduct the work of
comparison anew, on broad lines, and afterwards to reconsider some of the
decisive questions of theory and history of the ballad. For the new prelimi-
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nary results offered a prospect of using them as a basis for attempting—
from a social-historical approach —a more precise definition of the essential
character, development and diffusion of the ballad.

In the following pages we give first the preliminary results, which served
as a starting point for the later deductions, then we turn to the theoret-
ical questions—in part making a historical assessment of my own compara-
tive results, in part taking advantage of evidence afforded by the European
material and research. Thus the present work is divided as follows: the first
three chapters contain the most important results of comparative research,
Chapter I on the originally French stratum in Hungarian ballads, II on
the heroic epic elements surviving in them, and III on a ballad requiring a
particularly complicated documentation, the “Walled-up Wife” (Kelemen
the Mason); while Chapter IV summarizes the conclusions to be drawn on
the genre and its history.

All these four chapters have already appeared as separate papers in
the Hungarian ethnographical periodicals, while II and IIT have appeared
in German, too, as indicated in the Bibliography. The first chapter was also
sent in manuscript translation to some distinguished ballad experts.
In answer, the author received much supplementary material, advice and
other help, including criticism, all of which have been made use of for
improving the work. For help of this nature the author owes grateful
thanks to the following: the late Prof. Walter ANDERsON (Kiel), D. M.
Bavrasaov (Petrozavodsk), Dr. Marius BARBEAU (Ottawa), Prof. Samuel
Baup-Bovy (Geneva), Dr. Erik Darn (Copenhagen), P. V. LiNnTUur (Ungvér-
Uzhgorod), Roger Pinox (Liége), Dr. Hinrich Stuts (Miinster), Dr. Georgios
SPYRIDAKIS (Athens), Prof. Archer TayLOR (Berkeley).

At the same time the author wishes to express thanks to the late
Prof. Erich SEEMANN and the Deutsches Volksliedarchiv for the bursary given
and the material put at his disposal, which enabled him to supplement his ap-
paratus. In addition, he wishes once again to thank his colleagues Lajos BogrAr,
Tiva Kopp, D. Hapzis, Mrs. K. SzaB6 and I. Borsay whose continuous
diligent efforts helped so much in the examination of the Portuguese and
Spanish and the Modern Greek and Roumanian material.
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CHAPTER I

THE ORIGINALLY FRENCH STRATUM IN
HUNGARIAN BALLADS

Comparative research in Hungary has not solved the question of the origin
of our ballads, nor has it offered any clues. For the most part investigators
here have contented themselves with pointing out more or less similar ver-
sions of some ballads among various European peoples, thereby estab-
lishing that these ballads were integral parts of European ballad poetry.
When, occasionally, they went on from there to hazard a further assumption,
it was limited, apart from a few southern Slav derivations and some adven-
turous Finno-Ugrian parallels, to borrowings from the neighbouring Ger-
man speakers. This assumption is of course acceptable practically without
detailed proofs, and any other assumption seems from the start unlikely.

But not only did they not know the origin of our ballads: very often
they were also unaware of how extensive the European spread of related
ballads was. This was in many cases the consequence of the fact that not
even the Hungarian variants were known in their entirety, so that many
details necessary for establishing the relationships escaped their attention.
Another reason was the one-sidedness in favour of the Germanic nations,
compared with the Romance peoples, as regards full published editions of
their ballads: whereas the German, English and Danish material is available
to the student in well-arranged comprehensive editions, containing in addi-
tion the results of considerable philological and comparative researches,
the French, Spanish, Portuguese and in part the Italian material is scattered
in countless collections, difficult of access—in Hungary largely quite un-
available. DoNcIEUX’s attempt at a summary was only half finished, and
his ‘archetypes” and lists of variants are no substitute for the texts them-

‘selves, whose various details, not included in the ‘archetypes’, might afford

much material for comparisons.

Thus it is precisely the French parallels with our ballads that we know
the least about, and yet, as we shall see, they and their Portuguese, Spanish
and Italian fellows represent the most decisive links between our ballads
and European folk poetry. 4

It should be pointed out at the outset that this connection can be ascrib-
ed to the French settlers in Hungary in mediaeval times and to the very
lively French—Walloon—Hungarian contacts over a certain period in that
age. These contacts support very valuable chronological, historical and
other theoretical deductions.

. In the following pages we shall show the French parallels with twenty-
one Hungarian ballads or ballad fragments, of which only two were hitherto-
known to our researchers. To these, however, they attached no significance,
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but studied their variants among several other peoples. The others were not
hitherto known to either Hungarian or foreign experts.

In no ballad to be treated below does the list of variants, particularly
the foreign ones, claim to be complete. Unfortunately, a considerable
portion of the existing publications was unobtainable in Budapest, and
with manuscript collections I was even less fortunate. Nor can I claim to
have dealt with all the Hungarian manuscript material; nevertheless some
70—809, of it is available to me, and in the case of most of the old ballads
the entire material. Only the first records are listed. However, for the infor-
mation of readers abroad we give, after the titles, the variants in collections
known abroad, some containing translations.

THE GIRL WHO SET OUT WITH THE SOLDIERS (e.g. ORTUTAY,
1936-48 No. 43.)*

HUNGARIAN:
1. MSZ 6343 Vajdakamards (Vaida Camérag), Kolozs C. 2. Ethn. 1902, 274
Jobbagytelke, Maros-Torda C. 3. Nyr 7, 190 Kardcsonfalva, Marosszék. 4. SzNd
No. 66, Lengyelfalva, Udvarhely C. 5. MF 473b Lengyelfalva. 6-7. MNGY IIT,
20 and 22. 8. BARTOK No. 5, Kadicsfalva, Udvarhely C. (fragment). 9. MNGY I,
176, Udvarhelyszék. (Not to be used: EA 2379, 43 Békés; data copied from
collections.)

FR ENCH: “L’anneau de la fille tuée.’
1. Wallonia ITI, 47. 1895, Vottem, Belgium. 2. Rorraxp IIT, No. 184, Uchaud
Gard. 3-7. MILLTEN 1906 248 —53A —E Nivernais. 8-10. ROSSAT 1917 5A — C
Valais, Switzerland. 11. Romama 10, 205 Chamaliéres. 12. D’HARcOURT No. 23
(fragment) Canada. 13. BARBEAU 1962 Rossignol, 371 Canada. 14. ARBAUD I,
120 Provence.

ITALIAN
1-7. NigrA 12A —G Piedmont 8. FErrARO 1870 Monferrini No. 13.

Bibliography: ORTUTAY (1936) without comparative notes. Sonymossy (1937) lists
it among the 19th century outlaw songs because of ‘‘a deliberate embellishment of
the sanguinary story, a certain sensation-seeking’ ‘“which characterizes the taste
of a new, decadent era’. DANOs (1938): ‘“We know of no foreign parellel to it.
It developed in Hungary in the 17th eentury ” Cs-VArGcyAs (1954) without
comparative notes.

* Authors presented by one work in the Bibliography are referred to in the text
. without making mention of the year of publication. — The years of publication are
indicated in the bibliographical surveys heading the chapters on the ballad types, in
order to give a view of the chronological development of the relevant research. —
The abbreviations used in the list of variants, as well as in the bibliographical refer-
ences, are explained under the References. — The variants marked with asterisks
are known to the author from references in other sources. Those marked with + have
become known to him through the copied samples of the DVA.

A substantial proportion of the Hungarian place-names occurring have changed
as a consequence of changes in state frontiers and systems. In the case of the majority
of smaller places we were unable to establish the present names, since official lists
showing such double names were not at our disposal. We were therefore forced to
keep the name-forms given by the collectors and, as a guidance, the former county
names. Where it has been possible to establish the present place-names we have added
these as well. (See Map IV.) ;
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The story runs: Pretty Anna Bir6 espies three ‘heyducks’ (foot-soldiers)
in front of her home, who know her sweetheart, and offer to take her to him.
In spite of bad omens and her mother’s warning, the girl sets out after
putting on her prettiest dress, taking money and her rings as well. At a
certain point along the road they sit down to rest under a rose or briar bush.
Here the tragedy begins. ‘“Then the eldest heyduck spoke up: Let’s kill
pretty Anna Bir6. Then the second heyduck spoke up: I've nothing against
it, and we should gain. Then the youngest heyduck spoke up: Let’s not kill
the poor girl, let her come with us.” “If you won’t kill her, we’ll kill you,
t00.”” The girl begs for her life, and offers her valuables. ‘“Then the second
heyduck spoke up: We have your money, and we have you, too!”. They
kill her, take her clothes and valuables, and according to one variant, cover
her up with handfuls of herbage under the bush. Most variants then con-
tinue the tale with the robbers meeting the girl’s sweetheart, who recognizes
the stolen property; one variant (7.) relates how they go to an inn and ask
the innkeeper’s wife to bring them wine, offering to pay with clothing or
money. The innkeeper’s wife asks where they got all that fine clothing.
The eldest heyduck says “My pretty little sister has died, and this was her
clothing.” The youngest one cries ‘“T'hey killed pretty Anna Bird, and this
was her clothing !’ The girl’s sweetheart hears this and asks to be led to
where the girl’s body lies, and there kills himself by leaning on his own sword..

A fragmentary variant from the Mez&ség (Cimpia, in the N. of Tran-
sylvania) (1.) continues the story after the murder, in prose, as follows:
““He buried her, and went home to the other young men. One of them recog-
nized the rings as having belonged to his sweetheart. He asked them to lead
him to the pit where the girl was buried”, and so on (the closing formula is
again in verse). A single Hungarian variant closes the meeting with the
suicide as elsewhere, but with the young man first handing the robbers over
to the magistrate.

The French versions relate the tale with complete uniformity. Three
young men are returning from a campaign in Spain (sometimes they are
officers or robbers). In a distance they see a young, dark-haired girl stroll-
ing. “Where are you going for the night, little dark girl, you cannot stay in
the forest alone.” “Young men, do not touch me, and I will give you my
golden ring.” “Give us your golden ring, and your false heart, too; you shall
perish, here in the forest.” The youngest of the three says ‘“Let us not do
that, for we shall be punished; her blood will cry to God for vengeance, and
we shall suffer all the tortures I”’ When they have killed her, they take coun-
sel together as to where they should bury her. “Let us bury her here in the
shade, in the scent of the violets.” Next they discuss where to go to eat. They
go to an inn, where the girl’s father is the innkeeper. ‘“‘Innkeeper, will you
give us three honest young men lodging ¢’ “Why not, when I give it to so
many others?”’ They eat their meal, but when they want to pay, the young-
est takes out his purse, and the golden ring falls out and rolls away. The
innkeeper hastens to pick it up, recognizes it as his daughter’s, and asks
where they got it. The eldest replies that they did not buy it, but found it
near the church. The innkeeper, however, demands that they produce his
daughter, dead or alive. The youngest answers “Your daughter is not far
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from here, covered with pretty leaves in the greenwood.” They are thrown
into prison, and after choice tortures executed.

The Hungarian text differs only at the beginning and end from the tale
told above: the girl does not meet the murderers by chance, but through
wanting to go to her sweetheart, and for that reason risks the danger, which
deepens the tragedy psychologically; consequently, the development at the
end also had to be changed: not her father, but her sweetheart recognizes
her property, and, following the standard ballad pattern, he dies over the
body of his loved one. Otherwise there is agreement on every point. Three
soldiers—three heyducks; before the murder the girl offers her valuables in
both versions, to which the murderers reply identically in the two ballads;

the youngest takes pity on her, but in vain; they bury her under a bush or -

leaves; the guilty men are recognized in an inn by the girl’s stolen posses-
sions, in one case identically with the French version: by her ring; the eldest
denies it in both versions, and it'is the youngest in both ballads who admits
everything and shows where the murder was committed.

This last motive is also useful in demonstrating that the Hungarian
text stands between the French and the Italian, for the part played by the
youngest murderer is strongly emphasized in both the French and the
Hungarian. In the Italian version, however, it is he who kills the girl,
-although in more than half the variants there is no mention of him. Other-
wise the Italian variants closely follow the French; NiagraA calls them reflec-
tions of it. Thus, on the evidence of this essential motive, the Hungarian
version is linked to the French and not to the secondary, Italian version.

On the evidence of the texts we must regard the French, and not the

Hungarian, as the earlier version, for the French ballad consistently con-
tains the motive of the recognition by the ring, while only one Hungarian
variant has it. The French is similarly uniform in that every variant has the
victim’s father, the innkeeper, discovering the crime. Only one Hungarian
inn scene is known, in which the innkeeper’s wife and the girl’s sweetheart
together discover the crime; in the others the three murderers simply meet
her lover, and there is no mention of an inn. This points to the modifications
" having taken place in Hungary, because it is unlikely that the general and
intelligible French version would have developed from the two rare and
threadbare motives in the Hungarian. The reverse is, however, often found:
the people who take over the ready-made material transform it, yet are
unable to free themselves entirely from the original, and what is retained is
left, incomprehensible and threadbare, among the new elements in the
modified version.

THE TWO CAPTIVES (e.g. ORTUTAY 193648 No. 42.) A very rare
Hungarian ballad.

HUNGARTAN
1. Ethn 1908, 43 Csfkmadaras 2. Cs-VArGvAs No. 76 Gyergydalfalu (Yoseni) 3.
KAirmAny Szeged 11 No. 2 Szajén, Torontdl C. 4. MCSB No. 7 Pustina, Moldavia
5-7. MSz 6442, 6453 —4 Lécped (Lespesi), Moldavia 8. Faracd 1965, 249
Récsila (Racila), Moldavia ~ :
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FRENCH :
1-7. Mitrren 1906, 164 —9A, A var., B, C, C var., D, E Nivernais.

SLOVAK

1. 8L Sp. I, 149, No. 399 = Hordx (1958) No. 28, Zélyom (Zvolenska) C. 2.
KoredAny No. 6 St. Pazova 3. SL’P 1T No. 476 Kokava (fragment). 4. KoLr.AR
No. 57 5. MepVECZKY 1923, No. 3* 6. Vara§rax No. 86* 7. EA 3659, 2 (Hungar-
ian translation) Lipto C.? : )

MORAVIAN —POLISH —UKRAINIAN

1. SuSiL No. 2339 + var. Francovs Lhota 2. KorBErG 1857, Piesni No. 33
3. Gorovarsky II, 701 No. 3 Carpathian Ukraine

Bibliography: GRAGGER (1927), ORTUTAY (1936—48), OS-VARGYAS (1954), no
comparative notes. . g

The text runs: (1.) Two fine captives were taken: one was Jénos Biré
the other Kata Biré. “Look back, dear sister, are not the Turks and thé
Tartars coming ¢ They will cut me to pieces, and carry you away. Get down
little sister, into the gully, and there pray to God for victory to my two
arms, and strength to my shield.” God helped him, and only one man was
left to tell the tale. “Come up, little sister, out of the gully, and let us go
home.” When they reached the gate of their father’s house, he said ‘“Little
sister, go into our father’s house, and ask for lodging, if only for the night
if only by the door I’ “Lady, lady, my noble lady, give us lodging, if 0n13;
for the night, if only by the door! We have just come from Turkey, I am
here with my dear brother, who is badly wounded !” “Go away, beggar, go
away, for I cannot bear the stench of a beggar!” So the poor girl ran out
into the yard, and there she found her father. <O sir, sir, noble sir | Give us
lodging, even if only for the night, even if only in the stable ! We have just
come from Turkey, etc.” “Maybe, maybe, poor prisoner-girl”. “Sister, dear
sister, listen to me: At the first cock-crow I shall fall ill, at the second cock-
crow I shall expire, at the third cock-crow I shall pass from this world.”
“Brother, dear brother, sweet brother! So we have been to Turkey, returned
to our father’s house, and asked our dear mother for lodging, and she re-
plied: Go away, beggar . . . etc.” The serving-lad hears this, and tells the lady
of the house. Then the noble lady ran swiftly to open the door, and said:
“If only I had known that you were my son and daughter, I would not only
have given. you lodging by the door, but I would have clasped you both to
my breast.” And with that she embraced her son and he died.

The beginning of 2. differs: The two children of Gyorgy Jénos were
stolen away by the Tartars, his handsome son and daughter, carried away as
prisoners ! They locked up her young brother! Her brother begged her:
“Sister, sister, Madam Erzsék, get hold of the key to the prison and let me
out, and let us set off for our home, Ijjfa,lu, in Barassé !”

And so it happens. Here they tell their mother they are her children
but she does not believe it: :
: “GO_ away, go away, my fancy lady, do not distress my soul! I have
just buried my little one, and you have reminded me of it. In 3. the only
deviation is that it is the servant who takes pity on the couple. :
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The variants of the similarly rare French ballad are with one exception
identical in content. A young man and his sister return from the wars, or
sometimes “‘from the garrison”. The girl sings a song “about Napoleon”. In
one variant, however, a young man has his sister dressed as a page, and is on
his way home with her from the barracks, after the war. These incongruous
incomprehensible elements, the barracks, page and girl reveal that we are
dealing with a recent modernization of an old story. ‘‘Sister, dear sister”,
says the boy, “Quieten your voice and your beautiful song: your voice will
be heard for ten miles around. Here, in the midst of the forest there are many
robbers; if they hear you, sister, they will carry you off.” Hardly has he said
these words, before they enter the wood, and see the robbers: fifty of them
sitting on the greensward. Their chief demands the pretty girl for the night,
but the boy will not allow it, at which he gets a dagger in his side. ‘““Sister,
sweet sister, give me your kerchief, bind up my side. My love for you is
costing me my life.” When they reach the valley, they stop at their father’s
house and ask for lodging like two poor strangers. Their mother replies: “O
no, children, we cannot give anyone lodging, the whole house is full. Go on
down into the village, you will get lodging there.” Their elder sister says:
“Mother, give these poor people lodging, someone of yours is wandering
abroad in the fields, and you cannot know who will give them lodging !”
“If you were not my daughter, going to be married to-day, I would hit you
in the face. You have reminded me of my sorrow and anguish.” Six variants
finish here with this.

The seventh variant, half sung, half spoken, carries the thread of events
further, after slightly different preliminaries. ‘“The mother finally agrees to
give them lodging in the stable’” writes the collector of the version. “The
boy dies at once. His sister laments: Where shall I get a shroud, shall T wrap

him in my apron ¢ O, if only I were in my home, in my chest there are many

fine linen sheets, I would cover my dear brother, Andin ! The mother over-
hears this, and recognizes her children.”

From the return with the wounded brother onward the agreement is
complete. But only hazy details in the French correspond to its beginning.
Yet there, too, it can be seen that in the original there was some flight con-
nected with soldiers and war, much as in the Hungarian ballad. On the other
hand the meeting with robbers and the curious song by the girl are to be
found in another Hungarian ballad, which we shall see in the next parallel
to be drawn.

Among the Slovak and Moravian neighbours the beginning of the story
is amplified. The brother and sister are stolen away on Whit Saturday. The
girl is carried off in a carriage, the boy tied behind the coach. She is treated
well, but he is thrown into prison. He asks his sister not to forget him, but
for seven years she does not think of him, then she remembers him and goes
to release him. The Moravians amplify this: twice she fails to find him, but
succeeds at the third attempt. His legs are buried in the earth up to the knee,
and mice make their home in his hair. They set off for home. On the other
hand the battle and the wounding are missing. Here, too, the mother gives
them no lodging, not even in the barn, nor yet bread or water. In one text
the boy dies at the first cock-crow. The girl laments him: why did he not
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die on Turkish soil, instead of in his mother’s house. This is heard by the
mother’s little son (Slovak 2.) or the neighbour’s wife (Moravian). Here,
too, the story ends with the mother’s lament. .

Among our neighbours the battle and the wounding are missing, never-
theless the young man has to die of his wounds; they try to account for this
by recounting the girl’s happy fate and the boy’s long sufferings in prison.
(The Hungarian ballad may have given the inspiration for this with the
liberation scene in 2.) It is, however, characteristic that the preliminary
account becomes more and more detailed in the variants, and finally the
original story is left out entirely: the thirty alexandrines of the Slovak 4.
and the Ukrainian 3. finish with the girl calling a priest to her dying broth-
er in prison. This process is found countless times in borrowings, and would
alone be sufficient, even without the French parallel, to show that the
Slovak—Moravian variants were taken over from the Hungarian. This is
confirmed, too, by the melody of the Moravian ballad: it is undoubtedly a
borrowing from the Hungarian (cf. VARGYAS 1959).

However, before we close this question, let us see how the missing mo-
tives in the French ballad fared in eastern Europe.

THE KNIGHT AND THE LADY

HUNGARIAN

1. KeriéNvi Magyardéese (Ciresoaia) Szolnok-Doboka C. 2. Faracé 1965, 98
ibidem. (I understand that the Kolozsvér (Cluj) Section of the Institutul de Folc-

lor also preserves several variants from the same area, but I have not so far
seen them.)

ROUMANIAN

1. MARIENESCU, 12 Hétszeg, Hunyad C. 2. Arexics, 79 Lagerdorf, Temes C.
(bilingual, Rumanian —Hungarian) 3. TocrLEscu 1/2 No. 1247 Stroesti, Gorjiu
C. 4. TroDORESCU, 633 5. ALECSANDRI, 97.

BULGARIAN

1. Srorn 1931, Sredna No. 373 Gledatsi, Gabrovsko 2. Dozox No. 34 3. MIL:&DI-
Novt 161 4. Stornov 1924, 461 5. ibid. 462 6. SEaPRAREV 11T No. 336 7. ibid.
IV No. 1259 Debrsko 8. ibid. No. 853 9. Storx 1939, Trakija No. 324 Omurcha,
Chorlensko 10. STorx 1934, Rodopski No. 78 Shiroka-Laka, Dyovlensko 11. SbNU
14, 80 No. 11 12.CuErELAROV SbNU 26 No. 99 13. SbNU 12, 46 Pirdopsko,
Smolsko 14. SbNU 40, 388 No. 12 Ivanovtsi, Kamenitsa 15. SONU 41, 406 Pro-
gorolets, Lomsko 16. VATEv SbNU 43, 84 No. 31 17. ibid. 306 No. 140 Vrbnitsa
18. Tvanov 1949, 153 No. 150 19. TsrtsErrova, 119 No. 204 20. Izv. Etn. Muz.
IV, 89 No. 2 21-23. Tva~Nov 1936, Nos. 53 —55

SERBO-CROAT]
. 1. Probpayovi¢ No. 170 Medumurje 2. Zeaxec 1950 Hrvatske No. 375 Medu-

murje 3. Zeanec Hrvatske, note to No. 375, neighbourhood of Karlovac (ibid.

ref. to 4 other variants from Croatia) 5. Porsanmy I, 69 No. XXV near Pula 6.
Vuiéié, 29 = Vuk

2 Vargyas: Researches 17



FRENCH
1-7. See under The Two Captives.

Partial variants:
UKRAINTAN
1. Gorovarsky II,-599 No. 35 2. ibid. 700 No. 2 Carpathian Ukraine.

This Hungarian ballad has not been investigated by anyone yet. Its
text runs as follows: “The Knight set off, the Knight with the Lady, along
the old way through the forest. Said the Knight to the Lady: “O Lady, sing
a song!” “I will not sing, I sing so loud: it will be heard by the Zen
Thieves” . .. .

Here we see fen thieves; in the French the song can be heard for
ten miles. '

“Phey will carry me off, and kill you. The Knight turned and slapped her

face at once, whereat the Lady began to sing her sad song. The ten thieves
heard it. Said the youngest: Fellows, I know not what I heard, whether a
voice singing, a trumpet, or a fiddle. Come, and let us bar their way. They
barred the way, carried off the Lady, and killed the Knight.”
: Afterwards the questions of the youngest thief establish that the girl is
his own sister, but nobody could now remember how the story ended; it had
become uncertain, along with the fable-like continuation, which it seems is
a latter substitution, probably from a widely distributed northern Slav
ballad (see LiNTUR 1959, 20 and LINTUR 1963, 14—15).

Our text, as can be seen, preserves various details of the French parallel
to the Two Captives, but changed and obscured in various ways. ‘

One such change is, for example, the substitution of two lovers for the
brother and sister. The latter relationship connects the robber and the girl
secondarily, and has given a different direction to the tale. The person is
changed in relation to the song, too: in the French the young man forewarns
the girl, in the Hungarian the Lady cautions the Knight, whose pride is

thus injured (as is seen more clearly in the variants among our neighbouring -

peoples), and that is why he (in the Hungarian text) constrains the girl with
such unusual roughness. :

Among the neighbouring peoples we find this element with the same
alterations, but in uniform and complete tales, related with epic details, and
combined with other elements. In the versions found among all three peo-
ples, the story begins with the husband wanting to visit his parents-in-law —
for the first time since the wedding—and the wife prepares what he will
need on the journey. (There is, however, a version among ‘each of the three
peoples in which they are merely walking on the hills.) It is during this that
~ the request is made for a song, and the woman is reluctant, not merely

because of the robbers, but chiefly because of their leader, her former sweet-
heart, who asked in vain for her hand in marriage. (I should point out
that in the French, too, the robber knows the young man, and calls him by
name when he demands his sister for the night.) ‘Sing, Vida, do not fear,
the Shako’d Captain is my name. You shall see my sword "’ says the hero of
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the Rumanian song. (2.) The song, too, is extraordinary here: “If I start to
sing, the great forests will echo, the slender trees will bow, streams will be
troubled and meadows dry up”. (Rumanian 2.) Among the southern Slavs
the woman sings “with two voices from one mouth”. The robbers prick up
their ears, as in the Hungarian: Comrades, is that the drums beating? Or
is it the music of a violin ¢” . . . ““It is not the beating of a drum, nor yet the
sound of music; it is Vida’s sweet voice.” Hereupon follows the fight with
the robbers, in which several versions have developed. The Captain and the
robber chieftain find themselves evenly matched, and the woman’s help
decides the outcome, or the robber leader persuades her by his promises to
intervene. In most cases she helps the robber and they tie up her husband,
who, however, fortunately escapes and kills both his enemy and his wife—
the latter either on the spot or at home. The punishment is sometimes, as
in the Hungarian story of the faithless wife who is burned, and in several
Balkan tales, burning to death. In a few of the variants the wife keeps faith
and frees the husband from captivity. :

This story is a lengthy epic poem with considerable detail. In compari-
son, the single, fragmentary Hungarian ballad, with its threadbare story
and its word-for-word agreement here and there (and indeed on the basis
of the agreement between its ending and that of other Slav ballads), seems
at first sight to be a borrowing. The French ballad, however, puts the matter
into a different light. There can be no question of the independent develop-
ment, both among the French and in eastern Europe, of such a peculiar
motif as the conceptually unreal and stylized singing in the forest, and the
anxiety and then the actual meeting with the robbers. The only question is
simply: in what order we should picture the borrowing. Did the ballad come
to Hungary with the mediaeval settlers and then split into two, the larger
part remaining in the Two Captives, while the smaller, altered yet charac-
teristic elements entered into the Knight and the Lady; and did these two
separate ballads then go on further, one to the north, to the Slovaks, the
other southward to the southern Slavs and the Rumanians? Or did the re-
verse happen: was there one tale in the Balkans and another among the Slo-
vaks and Moravians; did the Hungarians take over these two distant tales
and the French settlers acquire them from the Hungarians, to unite them
into one tale and spread it in their former home country, France?

I believe the latter picture the less likely, even if we do not take into
account that in the Slovak there are plain signs of the Hungarian origin of
the T'wo Captives. At the same time we must realize that the southern Slav
tale of the wife who helps the adversary is in essentials identical with the
Russian Ivan Godinovich bylina (see ProPP, 126—), in which, however,
the details agreeing with the Hungarian and the French are unknown, and
the Russian form better conforms to the genre-requirements and whole
spirit of the heroic poem. The details under discussion may well, therefore,
be a subsequent absorption into the southern Slav song, and probably went
from there to the Rumanian. But the more archaic tradition of our southern
neighbours then maintained the elements which reached them from Hunga-
ry for a longer period, while among the French and even the Hungarians
only rare and threadbare variants were preserved. ;

: )
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We should observe that the word ‘“Kegyes’ (here translated as ‘Lady’)
is an expression used in our mediaeval codex-literature for “lover’” and to
be found at its latest in the literature of the seventeenth century. (E.g.
“... sem atyja, anyja, sem ifji kegyese ... érvendetosségot hozhatnak
vala az § szivébe.” Exemplum mirabile. Mezry 1957, 190. Sdndor Eckhardt
drew my attention to its occurrence in the sixteenth and seventeenth cen-
turies.)

THE BRIDE DRAGGED TO DEATH

HUNGARIAN

1. BEA 2299, 82 Orség 2. MNGY VIII, 177 Resznek, Zala C. 3. Nyr 13, 239 ibidem
4. Ethn 1910, 208 ibid. 5. Ethn 1910, Gdborjahdza, Zala C. 6. EA 2774, 91 Der-
gecs, Zala C. 7. Pt No. 494 Tér6kkoppény, Somogy C. 8. MF 2573 ibidem 9.
BN, 147 Sésd, Baranya C. 10. Nyr 16, 479 Bdnk, Né6grdad, C. 11. Nyr 32, 459
Szentpdl, Arad C. 12. EA 3595, 4 Mosdds, Somogy C.

FRENCH :
1. WeckERLIN 1887 Ancienne, 303 (from 1763) 2. Havupt, 99 (from 1799) 3.
DavensoN No. 2 4. BEAUREPAIRE, 167 Avranchin, Normandy 5. LEGRAND, 376
néar Caen 6. DmcoMBE No. 91 Tle-et-Vilaine 7. Gagnow, 158 = D’HARCOURT
No. 4 Canada 8. BArBEAU 1962, Rossignol, 133 Canada (Reconstruction) 9.
MizrieNn 1906, 183 (prose) Nivernais 10. ArBaup II, 82 Provence. See also
Doxcieux No. 15 (reconstruction) ibidem 7 variants listed (among them some
unknown to me).

ITALITAN
1-4. NigraA No. 6 A —D Piedmont 5. FErRrRARO 1870, Monf. No. 9.

Bibliography : SEBESTYEN in MNGY VIII, 553 —7 (1906), without comp. notes.
Moér (1925): beginning from the German Graf Friedrich, with the addition of
the Hungarian “dragging to death’”. GRAGGER (1926) agrees with ModRr, German
minstrels brought it to Hungary. ORTUTAY3 (1948) agrees with Mo6r and GRAG-
GER. DANOs 1938 agrees with GRAGGER, adduces a Ruthenian variant, further,
E —B 3 (incorrect), 107, DgF 38 (incorrect), WARRENS vol. 4 Norwegian 10, 108
(incorrect), MrzriEN 1893, 97 (Russian, incorrect); all this refers to the beginning
—not dealt with here —of the Hungarian ballad. Dicr-Kélm. Hagy. I, No. 4,
note (1952): agrees with Mo6r and OrRTUTAY. Cs-VARGYAS (1954), 464: of Hun-
garian origin, with versions distantly related to its beginning in German-speaking
areas. [ABAFI Figyel6 (1885), 27 is concerned only with the beginning of the
Hungarian ballad, not dealt with here.]

- The story runs: A mother gives her daughter’s hand in marriage
against her will to a suitor the girl does not love. When the bridal procession
calls for her, and the groom greets her as his betrothed, she refuses to ac-
knowledge him as her fiancé.

“Good morning, good morning, my beautiful betrothed!”’ “Good morning,
young Master Rdkéci!”’ (Another variant: ‘““You are not my betrothed, you
my murderous slayer !’’)

“Then he picks her up, ties her to his horse’s tail, and drags her through
bush and through briar.” “Go slowly, go slowly, young Master Réakéci, my
red boots swim to the heels with blood !” ‘““Then he snatches her up, and
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shortens the stirrup, and drags her through bush and through briar.”
“Go slowly . . . etc. My fine silken gown is half covered with blood.”

And finally:

“Go slowly, go slowly, my handsome betrothed! My golden garland is
covered with bleod I Then he snatches her up into his arms: “What would
you eat, what would you drink, my beautiful betrothed ?”’ “I wish neither
to eat nor to drink, but only to lie in bed.” “What would you eat, what
would you drink, my beautiful betrothed ?”” ‘“The wing of a cheche bird from
my mother’s table, white wine from my father’s window.”

(In another variant she asks for the tender wing of a jay.)

“Open your gate, mother, open your garden gate, make up a gay death-
bed for me !”

Elemér Mo6Rr, dealing with the Hungarian ballad, ascribed German
origin to the beginning, the story of the girl married against her will, which
lives on in Hungary in many different forms, but considered the second part,
the fiendish revenge, as a Hungarian development. Yet it is precisely this
part that is to be found in a very famous old French ballad, which appears
in the collections with the title “Les anneaux de Marianson’’. The story runs
as follows: Marianson’s admirer has a copy of her ring made in her husband’s
absence, and used this to make him jealous. Furious, the husband gallops
‘home, and when his wife shows him her new-born baby, he dashes it on the
ground. From here, 5. goes on: “He seized her by the hair, and tied her to
his horse’s tail, dragging her from Paris to Saint Denis. Not a hedge, not a
wild rose along the way but caught her blood.” ‘“My handsome Rer?aud, my
sweetheart, let us stay a little I”” “And if T stop, I do it not for you, but for
my horse, which is tired out. Say, harlot, where are your three rings ?” (The
mistake comes to light.) “My Marianson, noble lady, what shall I give you
to make you well? Is it bread, is it wine you need, a silken or a linen sheet 2”’
In 10.: “I will kill a chicken, a goose and capons to make my Marianson well
again.” “I want neither bread nor wine, neither silk nor linen sheet. Only a
needle and thread are needed, and a fine linen for a shroud.”

The agreement in the text is unmistakable, even though the story itself
shows great divergences. Starting from the point at issue, the Hungarian
ballad agrees to some extent with the French in every motif (only the con-
struction deviates somewhat: it is more ballad-like). The tying to the horse’s
tail, the dragging from bush to briar, then the plea to stop—the three-degree
Hungarian intensification gives it unusually fension—the stop, at which it
transpires that the torture was unnecessary (in the Hungarian it is here
that it becomes unnecessary, because the girl’s resistance is broken; at all
events it is here that the man begins trying to save her from death); the
question as to what she will eat or drink, even the offer of a table-bird is the
same, except that the Hungarian is more stylized; and finally the woman’s
last words on death. It is obvious that the part related is the essence of the
ballad, which the Hungarians introduced with the story of the “‘Girl Married
Aga}qst her Wish”, developed in many different ways, in other words they
justified that essence with the anger of the rejected suitor, while the French
brought in the revenge of the husband who thought he had been deceived.
Both developments are psychologically effective, and of equal poetic merit.
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The question of which was the prior is to be decided, not on that basis,
but by the fact that the French ballad is a separate, homogeneous type,
while in the Hungarian the part which agrees is only one continuation of
a story developed in four different ways. The girl given in marriage to a
strange man, against her will, either wishes to die, bids farewell to her
home and dies as.soon as the groom comes to fetch her; or she dies on the
way, in the bridal procession, or even decides at this stage that she likes
the bridegroom, but is now unable to avoid death which she had wished
for; in Moldavian variants she is simply incapable of doing anything to
prevent being carried away by force. If, beside these variants—which

sometimes coincide even in their formulae —the fairly divergent fifth version

had arisen on Hungarian soil, it would be difficult to imagine why only
this one solution had reached France, and why the element which is missing
from it —the forced marriage—happens to be the most generally found in
Hungary, and why it acquired in France such a different and new motivation.
If, on the other hand, it was the French version which was brought to
Hungary, then the development is easier to explain: what was considered
the essence of it, leaving out the beginning, was merged into the favourite
Hungarian tale. (Another possible assumption is that the tale of the “Girl
Married Against her Wish” also derives from a now unknown French
ballad, and the Hungarians amalgamated the two French texts, which,
as experience shows, often happens in the history of borrowings. For

the origin of the “Girl Married Against her Wish” is not by any means

cleared up.)

The French masterpiece is not known anywhere else, except in Piedmont,
where, moreover, the French name was preserved —in the form of Marian-
sun—together with the French place-names (the rival seeks the husband
from Lyons to Paris). The only deviation is in the more detailed opening
and the slightly different formulation of the punishment. For in the Italian
the wife, tied to the horse’s tail, is dragged twice round the castle. “In
every stream and on every bush, Mariansun’s blood flowed.” (The bush
has remained, with less justification.) ‘““The lady groans: O why do you so
torture me ? What have your pretty little son and your wife done to you,
that you should send me to my death ?”’ And the closing runs: “I can never
get well again, because I shall not see my little son alive again. I want
to die with him !’ At this the husband kills himself with the words: ‘“Because
of a treacherous tongue the three of us must die!” This deviation, which
appears uniformly in the Piedmont variants, draws a certain boundary
between the Italian and Hungarian variants. Those = details are missing
from which the Hungarian text developed: the equivalents to the dragging
through bush and briar, the phrases “slow down, my handsome betrothed”,
“what would you eat, what would you drink” and the short ending
“mother, make my gay death-bed”. On the evidence of these the Hungar-
ian ballad can therefore have reached our country only from the French.
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THREE ORPHANS (e. g. BARTOK 1924, No. 26, ORTUTAY 193648,
No. 15.) \

HUNGARIAN

Of the 95 texts at my disposal 38 are from Hungary and Czechoslovakia, while
57 are Transylvanian, Moldavian or Bukovinan. ;

FRENCH

(I use 1—13 through courtesy of Mr. R. Pinon who sent copies of them to me.)
1. SEnNY —P1NoN, 33 — note II, 154 —4n, Chession-Loreé, Belgium 2. La Cor-
beille Wallonne de la Gazette de Charleroi No. du 2 II 1934 Perwez, Brabant
Belgium 3. Wallonia XXI, 262 No. 16, 1913 4. Manuscript Stave, Belgium 5.
Manuscript, Cour-sur-Heure, Belgium 6. Manuscript, Mariembourg, Damp-
rémy, Belgium 7. Manuseript, Janioulx, Belgium 8. Manuscript, Leuze-Long-
champs, Belgium 9. La Corbeille Wallonne de la Gazette de Charleroi No du 21
XII 1933 Couillet, Belgium 10-12. Manuscripts Charleroi, Chatelet, Courcelles
Belgium 13. Le Messager de Sciences Historiques 1944, 340 near Namur, Belgium
14. PuymalgrE 1885 Folk-lore, 117 = Rorraxp IIT 178c Walloon, Metz 15.
Rorranp IIT No. 178 near Paris 16-17. BARBEAU 1962 Rossignol 269, 273
Canada 18. DEcoMBE No. 99 Ile-et-Vilaine 1%. Rorraxp IIT 178b Cher 20-23.
Mrtriexn 1906; 50 —53A —D Nivernais 24-27. Rossat 1917 II, 10 —13A —D
Switzerland 28-30. SmiTH Romania 1875, 108 —118 Haute Loire 31. RorLLAND
IIT 178d Gard 32. ArBaUD I, 73 = PuyMAIGRE 1885 Folk-lore, 118 33-34.
TiersoT 1903 Alpes, 96 35. SEBrroT 1892, 232" (fragment) Haute Bretagne.

ITALIAN
1. N1gra No. 39 Piedmont 2. FErrarRO 1870 Monf. No. 22.

FLEMISH, DUTCH

1. CanTELoUBE 1V, 15 Flanders, France 2. LOOTENS-FEYS'NO. 55 = PUYMAIGRE
1885 Folk-lore, 114 3. CousseMAKER No. 58*% = PuvyMAIGRE 1885 Folk-lore,
1056 = E —B No. 202¢ 4. E —B 202d.

GERMAN

E —B 202A —B (for compilation of further published material see there and/or
SEEMANN 1951 Nos. 79 —80). The DVA has about 110 variants in three types.

DANISH (SWEDISH)

DgF No. 89 (= Orrix II No. 7 rewritten.) Further material and foreign con-
nections DgF III, 860.

SLOVAK

1. Horix 1958 No. 44 = MepvECKY 1906 Detva, 256 2-3. MepvECKY 1906
Detva, 257 I —IT 4. Sb. sl. n. p. I No. 31 5. Koum¢ANy No. 61 Pilis, Pest C. 6—7.
KorudAny Nos. 62 —3 Ristiovee and Sdg 8. DoBSINsKY 1874 No. 14+ 9. DOBSINSKY
Prostondrodny I, 89* 1¢. Sb. sl. n. p. II, 91 No. 13 11. Slov. Sp. I No. 226 Turec
12. Ibidem No. 188 Buda 13-15. BARTOx 1959, 45a —b, 61b Grlica, Gemerska
(Gomor) C., Valaskd, Zvolenska (Zélyom) C., Kostolné Moravee, Hontianska
(Hont) C.

- MORAVIAN

1-5. Susin Nos. 159/337 —341 near Pfibor and Brno.
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CZECH

1. Horas No. 1+ 2. ErRBEN 1864, 467 No. 2+ 3. ErRBEN 1842 No. 1* 4. ERBEN
1852 No. 1* 5. ERBEN manuscript (see HOrRAK 1917) 6. SwoBoDA, 9+ 7. WALDAT
No. 1.

POLISH

1. Koreere 1871 —84 Lud 17 No. 14 2-7. ibidem 18 No. 347*, 19 No. 446*, -

21 Nos. 181 —3+, 22 No. 293* 8. Pavrt No. 3+ 9. Kozrowskr No. 23*% 10-14.
Korsere 1885 Mazowsze I No. 355,* IIT Nos. 563 —5%, IV No. 438%, i

UKRAINIAN

1-2. Gorovacky IIT/1, 272 —177 Nos. 4 —5 3-4. KorLBERG 1882 —89 Pokucie
IT Nos. 358 —9 5. LinTURr 1959, 83 Carpathian Ukraine. (Hor4Ax 1917 gives 7
further variants.)

BYELO-RUSSTAN :
1. SeEIN I/1 No. 518+ 2-4. ibid. Nos. 516, 517, 519* 5. Karsxy, 328+.

LITHUANIAN
See SEEMANN 1951 Nos. 79 —80.

SERBIAN —CROATIAN —SLOVENE %
1. Kurerac No. 306 northwest Transdanubia 2. ibid. No. 486 ibid. 3. Ze¢anuc
1924 Medumurje No. 109 4. Idem. 1950 Hrvatske No. 333 near Zagreb 5-11.
idem 1950 —52 Zagorje Nos. 98, 345a, 346ab, 511, 512a, 516b 12. HNP I No. 28
Susak 13. HNP V No. 44 Srijan 14. BLAZINGIC, 94+ (relevance doubtful) 15-22.
StrExELS I Nos. 344 —351 Prekmurje, Medumurje and Slovenia.

BULGARIAN

1. Sror~y 1928 Timok No. 1641 = A —V No. 66 2-4. ibidem 1642 —3 No. 3638
5. BURORESHLIEV No. 233 6-16. Storn 1931 Sredna Nos. 1620 —30 17-18.
TsITsELKOVA 74, No. 81 19. Ivanov No. 72+ 20. ARNauDOV 1930 No. 8 21-25.
SbNU 42 Ivanov Nos. 61 —2, 64—5, 72 26. SbNU 42 Marionov No. 20 27.
SbNU 16 —17 Materialy, 94, No. 11.

Bibliography : GrEGUSS 1865/1886: reference to Danish and Norwegian form
without giving place. HaraszTr 1896: a French variant with parallel Hungarian.
Horix 1917: detailed comparison of Slav variants with mentions of German,
Danish and Piedmontese variants (French only from reference, one Hungarian
on basis of German translation); origin Polish. ORTUTAY 1936 and DAnos 1938
(= OrruTAY) quote HARAszTI, distant Roumanian variant and, in WARRENS’
translation a Dutch; DANoS regards the Dutch as of Hungarian origin. ENTWISTLE
1939, 83 —4: Danish, Swedish, Faroese, Icelandic, Italian and German variants
¢“from Northern mythology‘‘. SEEMANN 1951: review of Lithuanian and northern
Slav variants in connection with German. Cs—VaARrGyas 1954: Danish, Norwegian
variants.

The text runs: Three orphans are walking along, the Virgin Mary

asks them: Where are you going, you three orphans? Stop, and I will
give you a golden switch. Strike the graveyard with it. “Rise up, rise up,
O mother dear, because our mourning clothes are torn!” “I cannot rise,
my dear son, my sinews have rotted, my arms and my legs; my blood has
run from me, and my soul, too, has left me.” “Mother, give me the key
to your coffin, let me open up your coffin and kiss your hands and feet I’
“There is a young wife walking the earth, with painted cheeks: she is now
to be your stepmother, and she will dress you. When she dresses you, your
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backs will be covered with blood; when she gives you bread, your tears
will fall. O God, look sometimes on the orphan, let him not have to take
to tramping, begging from door to door, pitied at one and beaten at an-
other . ..” Teker6patak, Csik C. Ethn 1908, 109 = Cs—VArGYASs No. 100 =
(shortened) B No. 26 = Pt No. 137.

A rarer variant is the following from Szeged [Kalm. Alf. 5 (b)]:

(Starting in verse) Three orphans went to the churchyard gate, to
their mother’s grave. There stood the Virgin Mary: ‘“Here are three
switches, beat the churchyard, your mother’s grave’”’. ‘“Rise up, rise
up, dear mother ! Mend our clothes for us, comb our hair! Our mourning
clothes have worn to rags.” ‘I cannot rise, my sons, my bones have fallen
apart, my sinews are snapped, my eyes are sunk. You have a stepmother
to look after you!” “A stepmother is only a stepmother, not like a real
mother: iron her comb, and iron the food she gives, and iron the towel
she dries us with. When she combs our hair, there is blood running down
onto our heels.” Their mother rose up and came to the edge of the grave;
she mended their clothes and combed their hair: “Now, my sons, you must
go home; your stepmother will ask who combed your hair and who mended
your clothes. Say: A kind neighbour woman combed our hair and mended
our clothes !’ : ,

The tale goes on in prose: The stepmother went there and scolded her
for combing their hair. The next time they went, they said their real mother
had mended their clothes. When they went the third time, their mother
said: My sons, when you go home, do not come here again, because the
Blessed Virgin Mary has allowed me to rise three times, but not more.
And tell your stepmother that your real mother combed your hair and
mended your clothes. The stepmother went to the graveyard and scolded
the dead woman for having combed their hair. And then one day she dis-
appeared ...” :

In a few Transylvanian and Moldavian variants the following part
appears, usually right at the beginning, in the part about going into exile:

“The eldest orphan said: Let us go into exile: a long way away, to
Moldavia. Said the youngest orphan: Let us not go into exile a long way
away, to Moldavia. Kill me instead, take out my heart and my liver, wrap
itin fine lawn, put it in a green chest, take it to Brassé and put it on the iron
gate: let it be a warning to every orphan who has no mother.” MNGY
III1, 78.

Hungarian research has overlooked two types to be found in the large
ERK-BOEME summary, as well as the numerous French variants, in spite
of the translation referred to. In order to demonstrate the degree of relation-
ship, we will give first the Danish poem, then the French ones, the Dutch
and the German. ;

We can quote OLRIK’s text, which blends elements from different
variants: ;
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THE MOTHER UNDER THE MOULD

Sir Bjérn rode up by land and lea,
He wedded a maid so fair to see.
He wedded the maiden Solverlad.
(Soft words ensnare so many a soul.)
He wedded the lady Sélverlad,
Sorrowful was she and seldom glad.
They dwelt together eight years and more.
Seven fair babes to him she bore.
Death walked abroad through all the land.
Then died that lady, the lily-wand.
Sir Bjorn went faring far and wide,
And wooed another to be his bride.
Home to his garth did the train repair.
And his bairnies went forth to greet them there.
They kissed her cloak of the scarlet fine.
«“Now be thou welcome, sweet mother mine
And with her foot she thrust them away.
«Are these the first faces that meet me today ?”’
Sir Bjorn he gave her purple and pall,
To love and cherish his children small.
Sir Bjorn gave her the gold so red,
But she let the bairnies starve for bread.
She took from them the bolsters of blue,
And straw for their bed was all their due.
Oh, sorely the bairnies wailed and wept,
Till they wakened their mother where she slept,
‘Late it was on Sabbath e’en,
When souls should rest from toil and tene.
To Heaven’s hall she took her way,
Leave from Jesus Christ to pray;
«To Middle Earth would I go full fain,
And speak with my bairnies once again !”’
“Yea, thou mayst go and do no wrong,
But see thou tarry not over-long.”
From her grave she rose once more,
Her coffin on her back she bore.
To the house in haste she hied,
" Her eldest daughter stood there beside.
“And do I see thee, daughter mine? :
How fares it with brothers and sisters thine?”
«Goodsooth, thou art not mother mine,
Wan is thy cheek as the white moonshine !”’
Into the chamber she took her way,
To see the bed where her bairnies lay.
Into the bed she looked, and saw
That her bairnies lay in the barren straw.
Down she sat all on her chair,
She combed and plaited their golden hair.
The smallest on her lap she set,
And wept till her eyes with blood were wet. -
She went her way by stair and loft,
Till she found Sir Bjérn a-sleeping so soft:
All with her coffin she smote the door,
“Rise up and speak with thy wife once more !”’
“No tryst have I set tonight, T ween,
None enter my chamber so late at e’en.”
¢Now wake proud Blidelil,
That treateth my bairns so ill !
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I brought thee a dower of gold so red,

And thou lettest my bairnies starve for bread.

I brought to thy homestead bolsters of blue,

And straw for their bed is all their due,

And if I come to thee once again,

Then shall Blidelil die in dule and pain,

‘When thou hearest the watch-hounds howl so high,
Thou shalt know the dead are drawing nigh.

Now doth the black cock crow,

And to my grave I go.” *

Scarce to her grave had she gone anew,

‘When her bairns were laid ’mid the bolsters blue.
Blidelil plaited their locks so bright,

She pleased and played with them from morn till night.
‘Whene’er she heard the watch-hounds bay,

With the red, red gold did the bairnies play.

It will be seen that the parallel is a rather distant one, although there
is undoubtedly some connection between the two ballads. The most striking
thing is that the Danish is much longer than the Hungarian, although I
have omitted the refrain and the line-repetitions. I must, however, observe
that OLRIK frequently merged the elements from several variants. The
longest Danish text—DgF 89A—consists of 46 verses, each of two long
lines and one line refrain. ; :

If we now jump over at once to the French, which has developed very .
uniformly, we see a much closer relationship. Let us take a very wide-
spread variant from the Paris area (18.):

I know a plaintive song (complainte) about three children, whose
mother died and their father married again. He took a bad wife, who beat
the children. The youngest asked for a piece of bread. He was floored by
a kick in the stomach. The eldest picked him up: “Get up, dear brother !
Come, both of you, and let us go to the graveyard to find our mother.”
On the way they meet with our Lord Jesus Christ. “Where are you going
to, three little angels?” “We are going to the graveyard to look for our
mother.” “Do not weep, you three little angels.” “Rise up, poor soul,
from Paradise ! I will let you live fifteen years (elsewhere: seven) for bring-
ing up your children.” Came the fifteenth year. She began to weep. The
children asked her: “Why are you weeping ¢’ “I must go back to the grave-
yard today.” ‘“Do not weep, mother, we will go with you.”

Instead of Jesus it is often Saint Michael, Peter, or John who helps,
and even, among the Walloons of northern France (Departement du Nord,
see Flemish 1. French 14.) the dear Virgin Mary. If to this we add that
one southern French variant has: “Touch the woman’s grave’’: (34.),
then it is clear that there is a very close connection. In some Walloon and
northern French variants (5., 13-14., 16-17.) the mother emerges from
the grave and instructs the children how to behave, and if their stepmother
asks who taught them, they must say their mother, rotting in the grave.
Among other Flemings from France (Flemish 1.) they say, after their mother
has risen and suckled the youngest “O mother, we are very hungry, get
up and come begging with us.” “Children, how can I get up, my body is

- locked in the ground, what you see is my soul.” In German variants from
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France—Lorraine and Moselle—(see PuyMAIGRE 1885. Folk-lore IIIa)
there is no meeting with the sainted. The eldest says to the youngest:
Let us three little children go and find our mother. When they reach the
graveyard and their mother’s grave, they say “O mother, dear mother,
if only we could be with you I”’ ““You cannot be with me, children, my bones.
are so heavily weighed down with soil.” Then an angel comes down from
Heaven and brings a chair for the mother, so that she can sit on it to teach
the children how to take off their caps when they meet people. And if they
are asked who taught them this, they are to say their mother, deep in the
grave. Thus here, as in the Hungarian, the mother does not rise again, and
yet the tale mixes variants of the resurrection among the details of its
telling. The mother also emphasizes her helplessness, just as in the Hun-
arian.
< In order to see the relation between the French and Hungarian ballads
clearly, we must examine the variants in the entire German- -speaking

" area. We can leave E—B 202b out of account, because it .is a translation

by Chamisso from the Lithuanian (see SEEMANN 1951 No. 79) which was
later popularized again in several places with several different musical set-
tings. E—B does not give the most generally known text which; beginning
“Hin Kind, noch klein und zart Zur arme Wasse ward”, is extant nearly every-
where in German-speaking areas. (The DVA material includes 58 variants
from the Rhine provinces to Dobruja and Volhynia. For printed variants
see SEEMANN 1951 No. 80.) This, too, is a translation, in this case from
the Czech, by J. Wenzig. A third form tells of a girl, weeping by her mother’s
grave whom death carries off. (The 34 variants in the DVA are also from
a fairly wide area.) Since this form is different in essentials from our ballad,
and the first two are of literary origin, we shall leave them out of consider-
ation.

Thus we are left with the German version from France given by Puy-
MAIGRE (quoted above), which follows the northern French and Walloon
texts, together with its paler copy (there are two orphans in this case, the
grave opens, their mother actually rises and gives them a basket, telhng
them to go and beg with it); this variant appears, in addition to the Rhine
province, here and there in Kurhessen, Pomerania and Grenzmark (DVA
gives 13 variants); and further E—B 202a — MuINERT, 89 from the Kuh-
lindchen area of Czechoslovakia, which SEEMANN describes as unique, and
derives it from SUSIL No. 159/339. A third type is extant in Gottschee among
the Slovenes, which is a copy of the southern Slav variants. For the moment
all we need realize is that it deviates from both of the German text-types
referred to. In addition to these there are texts of undoubtedly later origin
(perhaps from broadsides)—BVA 1026 from Breitenfeld and Der Pott,
Berlin 1936, 73 (I am indebted to my Berlin colleague Doris STOOKMANN
for these two notes) which appear to be recastings of MEINERT, 89.

Thus there is no general German type characteristic of the entire lan-

guage area, which we might regard as a link between the French—Walloon
and the Hungarian versions, but there are spots, isolated from one another,
along the linguistic frontiers, into which the different variants obviously
filtered from the French and the western Slavs.
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We have still to consider N1grA’s Piedmont variants, which are, like

the Italian ballads in general, southern reflections of the French concept.
Since while agreeing in other details, they lack the motif of meeting with
the sainted characters (and this is the most striking detail of the French-—

Hungarian relationship), it is not they that are to be connected with the
Hungarian, but the northern French and Walloon texts.

Let us now return to the Hungarian ballad. In not quite one-fifth
of our variants the Virgin Mary plays a part. Leaving out of account those
fragments in which it cannot be ascertained whether she figured or not,
she is missing from about 809%,. These are in general shorter texts, and in very
many of them the same formula—about the three switches—occurs
which Mary uses in speaking to the orphans in the other texts, only without
a speaker to say it. Such a thing can be regarded as erosion, like everything
else that turns a concrete position, a person, into something abstract and
impersonal. The texts from the western counties, which are fairly uniform
and have no mention of Mary, seem quite like summaries. We should observe

that many Hungarian variants may have referred to Mary in earlier times,

to judge by the Moravian-Polish forms in which she figures, and which
could have acquired this motif only from the Hungarian variants now
without it.

Only five variants in the Szeged region have been preserved with

the mother actually rising, tending her children, and giving them advice

on how to reply if their stepmother questions them. Of these only one
has kept the idea of her having permission to stay with her children only
for a certain time. Only Transylvanian and/or Moldavian variants —twelve
discovered so far —have kept the role of the youngest orphan and his con-
versation with his older brother, within the framework of a motif which
we shall meet later (on page 34), and which occurs in other Hungarian
ballads.

From the Hungarian version, then, we can establish the following

sequence of developments: the Hungarian ballad once contained all the

motifs in the French, except that the realistic details of the children’s
ill-treatment (kicking in the stomach) were replaced by stylized pictures:
“when she combs our hair, there is blood on our heels” and so on, and it
starts with the children’s wanderings and their lament, while the step-
mother’s role is accordingly put in further on. The motif earliest dropped

was the mother’s actual rising and her attentions to her children, and

particularly the time-limit set for her. On the other hand, the great number
of variants in which the mother says she cannot rise, and their appearance
in northern French and Walloon areas, warn us to be prepared for the paral-
lel existence of the two solutions in Hungary, too. Later the ballad lost the

figure of the Virgin Mary and the episode with the youngest and eldest

orphan, preserved in an altered form, only by the Transylvanian area.
At the end of the development we find the sketchy forms, without Mary,
in the western counties where ouly the ill-treatment, in its Hungarian ver-
sion, and the mother’s words, remain of all the essential elements. A form
like this then passed into the eastern half of the German-speaking areas,
via the Czechs.

29



On the basis of the foregoing we can clarify the relation between the
French and Hungarian texts. An apparent argument for the priority of
the Hungarian is the inverted order of relation, which is more effective than
the simple representation (we shall see that those who take it over for the
most part break up the sequence into the natural order, so that this is not
necessarily a characteristic of originality); secondly, the Hungarian de-
scription of the stepmother’s brutality, which is distinctly more poetical
than the French; and thirdly that in the Hungarian versions the heavenly
figure is uniformly the Virgin Mary, while with the French it may be Jesus,
or Saint Michael, or more rarely some other saint or the Virgin Mary.

In favour of French priority, however, is the fact that over most
of that linguistic territory the tale is uniform in having the mother rise
from the grave and tend her children for a limited time. The antiquity of
this element is also proved by the markedly epic Danish formulation, in
which the mother also rises from the grave and helps the children in some way.
This can be explained only as a modified borrowing of the French ballad.

The second way of developing the story—the mother speaking but
not rising from the grave—is in itself just as good as, and indeed poetically
stronger than the first. But in the northern French—Walloon—Alsatian area
the second occurs scattered among the first, while the entire French area
has the first uniformly, so that we can only regard the Walloon form as
a secondary renewal. Hence we must see the Hungarian, too, as secondary,
in which similarly the two developments are found side by side, with
the French version rare and the Walloon preponderant. There is no doubt
that they were the origin of the Hungarian ballad, and where it differs
from them we are dealing with later modifications by Hungarians.

Thus it was the French who spread the ballad of the Three Orphans
to the Italians, Flemings, Dutch, the neighbouring Germans and the Danes,
as well as—through their settlers—to the distant Hungarians.

, Since the possibility of German or Italian intermediaries is thus ruled
out, it is plain that the western and eastern variant areas, independent of
each other, can have been related to each other only via the French settlers
in Hungary, and thus the Slav variants could have originated only in the
Hungarian. Nevertheless, let us take a quick look at the eastern HEuropean
forms, too, and deduce from the texts themselves their relations one to
another.

Among the Slovak forms there are hardly two that are uniform.
The only common feature is that it is not three orphan boys who appear
in them, but one girl. This at once takes them further away from the
French-Hungarian common concept. In some variants the girl asks her
mother to make her bridal garland (Slovak 2., 4., 12., 15.), to let her marry,
and in some there is no mention of a stepmother (3., 4., 11., 15.). Elsewhere
she says: Get up, get up, mother dear (1., 7.), and complains that the
stepmother throws bread to her roughly, beats her when she washes her
(L., 2., 14.), and that when she combs the girl’s hair, blood flows (5., 14.).
Sometimes there is the amplification that the stepmother treats her own
child differently (2.). The motif of striking the grave also appears (9.,
10., 13.), and in one text three times: the first time, the earth shakes, at

’
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the second, blood flows, and at the third, the mother speaks (5.). There

-is a recurrence of the detail in which she refers her daughter to the step-

mother (‘“you have a new mother” 14.), and even of the mother’s words
about her impotence: ‘“Dear child, I should be happy if I could rise, but
I am buried deep beneath the earth.” (8.). There are, however; new elements:
an angel takes the girl up into Heaven, and a devil carries the stepmother
into Hell (5., 10., 14.); in 9. her father, mother, brother and sister all die; her
stepmother gives her a stone instead of bread; and she strikes the grave
with a switch given her by a beggar, but she calls only her mother forth.

However, these elements do not figure together, as in the Hurgarian,
but one here and one there, or at most two, appear among lyrical lines,
and sometimes none is present; and for this reason the texts are shorter
than the Hungarian average. But they all include the mother’s answer
to the orphan’s complaint. On the other hand, with the exception of 13.
there is no mention of their meeting with Mary, whereas this occurs in
the Moravian texts. The whole beginning of the latter is more reminiscent
of the Hungarian ballad than are the Slovak versions: the orphan girl
goes to visit her mother; she meets an old man; this is sometimes the Lord
God (in Slovak 13. Jesus); in other cases the girl goes direct to the grave-
digger; the old man asks where she is going to, shows her her mother’s
grave, and advises her to break off a switch and strike the graveyard.
At this the mother speaks from the grave: Who is knocking on my grave ?
(Thus Slovak 13. too). From here onwards the texts agree with the similar
parts of the Slovak texts. Then appears the blood flowing after combing,
washing with beating; sometimes this is further developed with such details
as “When it is dinner-time, she sends us to draw water; when it is supper-
time, ‘she sends us outside the door” and similar things. Here, too, angels
carry the child to Heaven, while devils take the stepmother to Hell. At
the end of one variant there is a knock at the door; the orphan hurries to
open the door, but only hears a voice scolding the father, and then his
head is torn off, while the stepmother is dragged off to Hell.

The Czechs follow the Moravian texts with various degrees of deviation.
A wider deviation from the Moravian is that the orphan draws a comparison
between the treatments accorded to her by her mother and stepmother.
We do not find in them the meeting with the heavenly being or the striking
of the grave. By contrast the ending is amplified: the child goes home from
the grave and dies there, or the mother rises from the grave and kills the
stepmother. ;

In the Polish texts, too, occur the poetic lines: “When she combs our
hair, our blood flows” and it even reaches the Lithuanians, and, similarly
to the Slovak texts, there is a mention of how the stepmother changes
their clothes (see the texts of several Hungarian variants ‘“When she dresses
you, your backs . . .”), and the meeting with Jesus occurs, too, with the ad-
vice to break a switch and strike the graveyard with it. Finally two angels
come for her and carry her up into Heaven, while the Devil takes the step-
mother to Hell. ey

The Ukrainian version goes into great detail about the punishment,
and here the child does in fact die.
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The Lithuanian ballad is a borrowed version of the Polish, while
among the Byelo-Russians only the debris of the common tale is to be found.

In Polish and Ukrainian areas the carriers were singing beggars, and
consequently their versions end with long moralizations.

The main deviation from the French—-Hungarian in the northern version
is that one girl takes the place of the three boys (N.B.: the Hungarian
does not say specifically that the orphans are boys), and that at the end
appears the punishment or the transport to Heaven. At the same time,
as we have seen, the more remote the version from the Hungarian, the
fewer the details agreeing with the French. But the variants follow the
inverted order of events of the Hungarian ballad, and begin with the orphan
looking for the mother’s grave. Thus these peoples could have received
this ballad only from Hungary by the following routes: the Slovaks and
the Moravians, perhaps separately, directly from Hungary, the Slovaks
perhaps later, hence the variant elements filtering in at the same time from
the other neighbouring peoples also appear; it seems to have gone on from
the Moravians northward to the Poles and Lithuanians, and westward
to the Czechs and on to the neighbouring Germans.

In connection with the motif of the meeting with the heavenly beings
SEEMANN (1951) quotes HORAK’s view that it was of Polish origin, and
that Moravian and Croat pilgrims may have heard it in Czestochowa and
carried it elsewhere. This view ignores the Hungarian and French corre-
spondences.

In the south, among the Croats and Slovenes we meet texts of a differ-
ent character, very similar among themselves, with only the first two
deviating. Tt is striking that these two are from a small dialect-area and
yet are fairly different one from the other, (and a form has also turned up
from this area which agrees with the rest). In 1. there is nothing of the epic
details of the texts we have dealt with so far: in a single long complaint
the orphan says the mother’s mouth, in the earth, is unable to speak, and
that her hair has dissolved in the black soil, and bewails the stepmother’s
wicked ill-treatment (here we do not hear the familiar phrases about blood

~ gushing out in the wake of the comb or the other motifs which appear

with it). The mother speaks and entrusts the orphan to God’s keeping. But
in 2. there is again word of three orphans, who meet Saint Peter, and he
shows them their mother’s grave. There is no word of a switch, or of the
other details, but the dead mother begs her sons, in the order of their age,
to raise her head, body, and legs; however, they cannot, for her head has
become a white stone, her body black earth, her legs two tree-trunks.
We must regard these two variants in the knowledge of the entire variant
series as a dim reflection of the common story, in which the process of erosion
has worked longest on the original material. It is in any case striking to
see how far they are separated from the neighbouring Transdanubian
Hungarian variants.

Other, western Transdanubian, Croatian and Slovene variants  are
closer to each other, and in all of them we find the characteristic traits
of the market-singers. The majority of them begin with market-place

appeal for attention: ‘“Posludajte vi ljudi (or: kristjami), Kak Zene tak ¢
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muzi, Sto se jeste zgodilo U ’noj zemlji MadzZarskoj!” [9. “Listen, you people
(or: Christians), ‘both men and women, to what happened on Hungarian
soil I”” See also 4-6., 12., 16-20]. They mostly refer to Hungary in this
formula, very rarely to ‘“‘Croatia’ or ‘“‘our country”. This indicates that
their singers acquired the story from their Hungarian colleagues (or perhaps
directly from the Hungarian ballad). Since the collector added the note
to several variants that they were obtained from blind beggars, or were
“plind men’s songs” (3—4., 12.), there can be no question but that they
originate from market-singers. Further evidence of this, moreover, is the
lengthy closing moralization. All of these elements are well known from
Lajos TakAcs’s excellent description, as well as the way in which both
the market-place singers and the blind singers get their material from each
other. One of his informants owns that he most frequently told the<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>