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Folklife news: societies & organisations
trac, Music Traditions Wales ®
The folk development organisation for Wales, which works to promote our traditional music, dance and song at home and beyond.
It is funded by the Arts Council of Wales and the Welsh Government. www.trac.cymru
Free online resources:
• Traditions: Articles on Wales’ iconic instruments & song traditions according to the experts. https://resources.trac.wales/traditions
• A Collection of Welsh Folk Songs with the help of Arfon Gwilym, one of our major tradition bearers: videos, soundfiles, dots, and
words. https://songs.trac.wales
• Tunes: get playing videos, soundfiles, and dots. https://resources.trac.wales/tunes
trac organises Gwerin Gwallgo, a residential Folk Weekend for 11-18s [see our Festivals & Workshops Diary]
See trac website, https://trac.wales, for news, directory, listings, resources, and on Facebook, at facebook.com/traccymruwales, where
you will find videos, details of online gigs, etc.
® trac, Music Traditions Wales, trac<at>trac.cymru, 01446 748 556, https://trac.wales
The Traditional Song Forum (TSF) ® A national organisation dedicated to the promotion, performance and publication of traditional
folk song in the UK. The Traditional Song Forum has organised successful talks on Zoom, more are planned. These talks are very popular, now
attracting international visitors, currently limited to 100 places; so if interested, see www.tradsong.org sooner rather than later. This website
is a gateway to a number of useful resources for those interested in researching or performing traditional folk songs. There is a newsletter to sign
up to. Latest details on www.tradsong.org
All enquiries to ® Martin Graebe (TSF Secretary), martin.graebe@btinternet.com
The Folklore Society ® Office address: The Folklore Society, 50 Fitzroy Street, London W1T 5BT, 0203 915 3034. Our Folklore
Society Library and Archives are still at University College London Library and Special Collections, and publicly available for
consultation. Many of our books can be loaned by Folklore Society members.
See website for details of the following conferences: ❖ Sat 4 - Sun 5th Sept. The Sky in Legend and Tradition, The 15th
Legendary Weekend of The Folklore Society. Medieval Hall, Cathedral Close, Salisbury SP1 2EY
Contact us: thefolkloresociety@gmail.com, 0203 915 3034. www.folklore-society.com

The Roots of
Welsh Border Morris
by the late Dave Jones,
1988, revised 1995;
ISBN No. 0 9526285 0 3.

£5 by post from:
Mrs. A. J. Jones,
Millfield, Golden Valley,
Bishops Frome,
Worcs WR6 5BN
01885 490323;
email
chatter@anniej.me

TUNELINES:
A Toponymic Tour of
Wales And Beyond
by Helen Adam
Spiral bound, 65 pages.
£12 plus P&P from the
website www.tunelines.com,
there is a buy now button on
the homepage.
“We have played lots of
the music; they are indeed
gorgeous arrangements”
- Rob Bradshaw,
Llantwit Major Tune Club /
Clwb Alawon Llanilltud Fawr
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by Ian Pittaway
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In recent years, a story about a detail in Jheronimus Bosch’s painting of 1495–1505, The
Garden of Earthly Delights, has been repeatedly told: that a sinner on the hell panel of the
triptych has real music painted on his bottom, only recently discovered. Periodically, articles
and videos reappear on social media with a performance of the same attempt to make sense
of it, created by Amelia Hamrick in 2014. Is this oft-repeated butt music credible?

The claim: Bosch’s “Gregorian notation”
In 2013, a Humanities class at Oklahoma Christian University studied The Garden of Earthly
Delights, painted 1495–1505 by Jheronimus Bosch (c. 1450–1516) of The Netherlands. One
student attending was Amelia Hamrick. In February 2014 she decided to interpret what she
took to be genuine music painted on the bottom cheeks of one of Bosch’s sinners in hell. She
posted it on her Tumblr page on 11th February 2014.
The ‘music’ has no clef and, without a clef, notes have no definite pitch. She explained on her
Tumblr page that she “decided to transcribe it into modern notation, assuming the second
line of the staff is C, as is common for chants of this era”. Her short post with soundfile was
picked up immediately by the press. In a video recorded for The Oklahoman only 3 days after
her post, she explained that she “found a guy’s rear end with music written on it in Gregorian
notation”, the system of square notes used for Gregorian chant. “As far as we know,” she said,
“nobody’s ever actually tried to play this before, and so it hasn’t been heard in 500 years.”
To account for it not sounding very musical, she explained, “I think the painter, Jheronimus
Bosch, was just putting notes on there. It doesn’t sound like, it’s not a very good Gregorian
chant, really. I think he may have just been faking it. But if it does actually sound like some
other piece, that would be really interesting, and it’s definitely something to look into, to see
if it resembles any other existing work that we know of.”
Two weeks later, she was interviewed by CNN. Her analysis of The Garden of Earthly Delights
was: “It’s kind of like a 500 year old Where’s Waldo? poster”. By then, her page and musical
interpretation had became an internet and media sensation.
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Below: The whole of Jheronimus Bosch’s triptych, The Garden of Earthly Delights. The left panel is the sixth day of creation, before Original Sin
brought about the Fall; the central panel is humanity revelling in their sins; and the right panel is the payment for those sins in hell.

4 claims examined
Claim 1: Amelia Hamrick ‘discovered’ the butt music
In their story of April 2014, Edmond Outlook asked, “is it true that Amelia is the first to ever play Bosch’s song?” To answer, they quoted Oklahoma
Christian University music professor, John Fletcher: “This is a well-documented painting. I thought someone might come forward with doctorial
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Claim 2: The pitch of the ‘music’
In the square notation of Gregorian chant, pitch is clearly indicated but note duration and therefore rhythm is not. Amelia Hamrick’s interpretation
of Bosch’s ‘butt music’ is based on her assumption that it is Gregorian chant and that “the second line of the staff [from the top] is C, as is common
for chants of this era”. This interpretation is false for three reasons: an assumption about the type of clef; an assumption about the position of the
clef; and an assumption about the type of notation. Let’s examine these in turn.
First, the assumption about the type of clef. Musical pitch was indicated by either a C clef, an F clef or, by the time of Bosch’s painting in c. 1500, a G
clef. This means Amelia’s assumption of a C rather than an F or G clef is unreliable, so on this basis pitch cannot be determined.

The second error is the assumption about the position of the clef. Whereas in modern music we have a standard staff or stave of five lines with a
fixed treble clef – a G clef – always indicating G on the second line up, the staff in Bosch’s day had a variable number of lines, most commonly four,
and the C, F or G clef could appear on any line – indeed, sometimes the clef changed position within a single piece of music. This variability was used
to maintain a principle of written music: the type of clef, the position of the clef, and the number of lines on a staff were all used to keep the melody
within the range of the staff, so the clef type, clef position and number of lines depended on the pitch and range of the melody. In modern music,
with a fixed clef and fixed number of staff lines, notes above and below the staff have ledger lines to indicate their pitch, a device neither available
nor necessary for writers of square notation.
Continues over page

FolkliFe traditions Journal 68, sep 2021

The excerpts above are from a book of Gregorian chant held by the Miller Nichols Library, University of Missouri-Kansas City, compiled from
plainchant manuscripts of the 10th to the 16th century. We see four line staves ruled in red: top left, Kyrie with an F clef on the second line up; top
right, Alleluia with a C clef on the second line down (where Amelia Hamrick wrongly assumed all C clefs would be); at the bottom, an antiphon with
an F clef on the second line down, moving to the second line up on the second stave.
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It isn’t true. Previous attempts to interpret the ‘butt music’ include a track on a Vox Vulgaris album, The Shape of Medieval Music to Come, in 2011; a
track on an Atrium Musicae album, Codex Gluteo, in 1978; and Laurinda S. Dixon, Professor in the Department of Art and Music Histories, Syracuse
University, posted an angry response to Amelia Hamrick in June 2015 on the Edmond Outlook webpage reporting the story. “To Amelia Hamrick: You
are not the first to transcribe the “butt music” of Bosch’s Garden of Earthly Delights, which you have taken credit for in the media and on the web.
As you perhaps know, J. Lenneberg, ‘Bosch’s Garden of Earthly Delights: Some Musicological Considerations’, Gazette des Beaux-Arts (1961), and
myself, Laurinda Dixon, Alchemical Imagery in Bosch’s Garden of Delights (UMI: 1981), both transcribed it, and also noted the “devil’s interval” and
various other satanic compositional devices. Your “discovery” has been common knowledge among art historians for over 50 years. Either you did
not do your research, or you plagiarized our work. Unacceptable in either case …” Edmond Outlook have now removed Professor Dixon’s comment
from their page.

FolkliFe TradiTions

research, but interestingly, nothing has surfaced in the weeks since this has been publicised”. If this is an accurate quote it is odd, as it suggests that a
music professor would take a claim by a student on trust that no one in 500 years had previously noticed or commented on the ‘butt music’, making
a statement to the effect that he has not investigated this himself, and apparently not helped her develop her academic rigour by examining papers
on the subject for which she claims originality, instead expecting someone to voluntarily emerge as a result of publicity in the non-academic, nonspecialist popular press. It appears that neither the music professor of Oklahoma Christian University, nor Amelia Hamrick, nor the reporting press
checked Bosch scholarship to date or, more critically, consulted a specialist in early music notation. Therefore Edmond Outlook spoke for them all in
stating that Amelia “can certainly take credit for bringing this posterior story to the forefront”.
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The modern myth of Bosch’s butt music
by Ian Pittaway
Claim 3: This is Gregorian notation
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The third reason that the interpretation of this ‘music’ as Gregorian chant is false is the most basic: it isn’t Gregorian chant. Even a cursory
comparison of the ‘music’ in the painting with real chant notation shows that they are different.

Top: Square Gregorian notation from the Miller Nichols chant book. Bottom: Faux music notation in Bosch’s Garden of Earthly Delights, on the
sinner’s backside and in the book beneath the lute, with notes shown as strokes, not the squares and diamonds of Gregorian notation.
This doesn’t mean that Bosch painted Gregorian notation badly, or that he painted an imaginary form of music: this is an imitation of Strichnotation.
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Strichnotation – stroke notation – is an imprecise form of written music with a staff which gives an indication of the pitch of notes relative to
one another, but no indication of the actual pitch, which makes any interpretation guesswork. This, then, is not a system of notation, as it is not
systematic: it is an aide-mémoire for singers who already know the melody, used in several sources in Bosch’s lifetime and in his region of the world.

Above: Strichnotation from folio 28r of the Gruuthuse manuscript, Bruges, Flemish Belgium, c. 1395 – c. 1410. Below: Bosch’s imitation of
Strichnotation in his Garden of Earthly Delights.
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The correction of suppositions about the assumed type of clef, its assumed position and assumed type of notation reveal the impossibility of
determining pitch in this imitation of music, which in turn raises the question of Laurinda Dixon’s claim, cited above, to have “noted the “devil’s
interval” and various other satanic compositional devices” in this painting. The devil’s interval or diabolus in musica – devil in music – is now the
colloquial name for a tritone, the interval of three whole tones, a diminished fifth or augmented fourth, which occurs in the interval B–f or f–b.

The idea of the devil in music as a term Bosch would have understood is therefore not only a misapprehension, it is an anachronism. Yet still this
modern error has crept into reference works. The Oxford Dictionary of Music, for example, perpetuates the diabolus mythology by stating that
“in medieval times its use was prohibited.” It wasn’t: it wasn’t even an idea then. In his Micrologus, c. 1026, Guido of Arezzo included B flat as the
only accidental in the otherwise natural notes of the medieval gamut or range of notes, and the use of a flattened B against an F smoothes the
harmonic interval and removes the tritone, but any notion that this was because it was considered Satanic is a modern fantasy. For example, Pérotin
(fl. c. 1200), part of the influential Notre Dame school of polyphony, used a deliberate tritone in the opening notes of his three voice Alleluya / Posui
adiutorium. There are numerous instances of tritone skips in Gregorian chant.
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There is as much modern mythology about diabolus in musica as there is about Bosch’s butt music. There is no evidence for the term before the early
18th century, and even then it did not apply exclusively to the tritone. In his Harmonologia musica, 1702, German composer Andreas Werckmeister
used diabolus in musica to mean both the tritone and semitone clashes, such as between the same note with and without an accidental, e.g. F natural
against F sharp, and “mi contra fa”, the clash between the third and fourth degrees of a major scale, e.g. E against F in C major. Werckmeister cites
diabolus in musica as a term used by “the old authorities”, but he gives no evidence or reference for this vague assertion. In the early 18th century,
then, diabolus in musica simply meant intervals played together which grate on the ear. Vague references to “the ancients” are not verifiable and can
therefore be dismissed. There is no evidence of the term or the concept of diabolus in musica before 1702.

FolkliFe TradiTions

It was common practice in medieval manuscripts and in renaissance prints to establish the relationship between words and music in the first verse,
each syllable underneath its respective note or notes. Since the first verse clarified this relationship, the words of verse two onwards were typically
written or printed as a block, separate from the music. As we see above, it is not the case that Bosch’s ‘music’ is separate from the song words, but
that words are completely absent. Furthermore, the ‘notes’ are placed randomly, some directly above others, and the last line on the sinner’s bottom
is a three line staff. This means that just as we can clearly establish that this is not Gregorian chant, it is not real Strichnotation, either.

To summarise, Laurinda Dixon’s assertion that she “noted the “devil’s interval” and various other satanic compositional devices” in the ‘butt music’
is predicated on:
1. the pitch of the notes being identifiable, to identify the tritone – they’re not;
2. the painted backside having real music on it – it doesn’t;
3. there being such a thing as the devil’s interval in c. 1500, known to Bosch and employed by him in his painting – there wasn’t.

Claim 4: Bosch’s painting is like Where’s Waldo?

It follows that, in this cherry-picking of a detail out
of context, no care is taken over comprehending the
meaning of the ‘music’ in its historical framework. The
lack of contextual understanding is summed up in Amelia
Hamrick’s analysis of the painting: “It’s kind of like a 500
year old Where’s Waldo? poster.”
The complete version of this article can be found at
https://earlymusicmuse.com/bosch1/, with two further
articles exploring music and its meaning in the whole of
The Garden of Earthly Delights and in the complete works
of Jheronimus Bosch.

Ian Pittaway © 2021
Early Music Muse: musings on medieval, renaissance
and traditional music, https://earlymusicmuse.com,
is a site is written by Ian Pittaway, singer and player
of medieval, renaissance and early baroque music on
period instruments – harp, lute, bray harp, cittern,
gittern, citole, etc. – and traditional/folk music on
modern guitars in various tunings.
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In all the articles, in all the regular rounds of online
activity perpetuating the modern myth of Bosch’s ‘butt
music’, the adjacent music book under the lute is ignored.
My impression is that this isn’t of interest because it isn’t
‘funny’ and is therefore disregarded, whereas ‘butt music’
apparently has comedic value. Not only is the ‘music’ in
the book ignored, the fact that Bosch painted the same
kind of faux Strichnotation in three other works – his
paintings The Haywain and The Last Judgment, and his
drawing, The Singers in the Egg – is either ignored or
unknown by the repeaters of the mythology.
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Part 2. As Joseph was a-Walking
As mentioned in part 1, the Cherry Tree Carol is often a compendium (should I say confusion) of three separate themes. The Oxford Book of Carols
publishes the three adjacently, each with its own tune, both in the 1928 (1) edn, pp. 144-6 and the New Oxford Book, 1992(2), pp. 440-45. Their
source for the words, Hone 1823(3) pp 90-93, gives the words of all 3 parts as a continuous whole. His compendium was derived from “various
copies ... printed at different places”.
John Partridge’s (see Part 1) 7th verse comes from the second song, a simple but beautiful example of which was collected by CJ Sharp from
Charles Smith at Coates, on 10 April 1911.(4) See glostrad.com(5) for more details and to hear a performance.

As Joseph was a-Walking

Charles Smith, Coates, Glos & Mrs E E Rort, Cobham, Surrey

Sharp noted a more complete set of verses from Smith’s sister, Mrs E E Rort, of Cobham, Surrey.
1. As Joseph was a-walking,
He heard an angel sing:
This very night shall Christ be born,
The Angels’ Lord and King
2. His birthplace shall be neither
In housen or in hall,
But in a wooden manger rude,
Laid in the oxen’s stall.

3. His clothing shall be neither
In purple or in pall,
But in the linen white and fair
That unseen baby’s all.

4. As Joseph was a-walking
Thus did the angels sing:
This very night shall Christ be born,
Our glorious Lord and King.
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The following very complete version of the 1st and 2nd parts was sung by Mrs Herbert, at Withington, Herefordshire, in Sept 1908. It was collected
by Ella M Leather. (6,7) The words and tune are noted separately.

The Cherry Tree Carol

Mrs Herbert, Withington, Herefordshire

1.

2.

3.

4.

5.

Now Joseph was an old man
An old man was he.
He married sweet Mary,
The Queen of Galilee
And as they were walking
In garden so sweet,
Maid Mary spied cherries
Hanging over yon tree.
Then Mary said to Joseph
With lips that were so sweet
Will you pluck those cherries. Joseph
For my child so sweet? (to eat?)
Oh, then replied Joseph
With words so unkind,
I shall pluck no cherries Mary
For to give to thy child.
Then Mary said to cherry tree
Bow down to my knee,
That I may pluck cherries
By the one, two and three.

6.

Oh then the very uttermost branch
Hung down to her knee.
Now you may see Joseph
These cherries were meant for me.
7. Oh eat your cherries Mary
Oh eat your cherries now
Oh eat your cherries Mary
That hang upon the bough.
8. As Joseph was a sleeping,
He heard angels sing
This night there shall be borned
A heavenly King.
9. He neither shall be borned
In a palace nor in a hall
But in an oxen’s stable
That stands at Bethal.
10. He neither shall be rocked
In silver nor gold,
But in a wooden cradle
That rocks upon the mould.

11. He neither shall be christened
In milk or in wine
But in pure water,
That flows at Beth’s [Bethal?] side.
12. He neither shall be clothed
In purple nor gold,
But in pure white linen
That wear babies all.
13. Mary took her baby,
She dressed him so sweet
And laid him in a manger
‘Twas there for to sleep.
14. And as he lay sleeping
She heard angels sing:
God bless our dear Saviour
Our heavenly King.
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The Cherry Tree Carol - Part 2, by Charles Menteith
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A recently restored mosaic of an angel at
the Church of the Nativity in Bethlehem.
Photo: Nasser Nasser, Associated Press.
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The above version has no mention of the father, and Mary speaks to the tree, rather than Christ
himself. Verses 8 to12 are typical of the second song, except that Joseph walking has changed to sleeping.
The charming last two verses seem to be an unusual addition.
The second song is set when Mary started labour. To quote the, probably 2nd century, Protoevangelium
of James:(8) “And he [Joseph] found a cave there, and led her into it; and leaving his two sons beside
her, he went out to seek a widwife (sic) in the district of Bethlehem. And I Joseph was walking, and was
not walking; and I looked up into the sky, and saw the sky astonished; and I looked up to the pole of the
heavens, and saw it standing, and the birds of the air keeping still... the faces of all were looking upwards.”
According to the text, he soon finds a midwife “coming down from the hill country”. But when they get
to Mary, the child has already been born. The midwife’s observations in this text are the first expression
of the doctrine of the perpetual virginity of Mary(9), still official in the Catholic and Orthodox Churches.
As is evident from the quotation, the writer believed Joseph was a widower when he married Mary, with
children from his first wife.
A later possible precursor is in the Coventry Nativity Play of the Company of Shearmen and Tailors, one
of only two parts of the Coventry Mystery Plays (10) which were copied in the 19th century. The original
manuscript, with all the other parts, is now lost. The play(11) recounts the visit of the shepherds, bearing
gifts of a pipe (perhaps a flute), hat and mittens. They are followed by two prophets one of whom states:
“Neither in halls, nor yet in bowers,
Born would he not be,
Neither in castles, nor yet in towers,
That seemly were to see,
At his Father’s will,
The prophecy to fulfil,
Betwixt an ox and an ass,
Jesu this king born he was;
Heaven he bring us till!” (to)
Incidentally, early tradition places the birthplace of Christ in a cave, not a stable. After the Roman
Empire adopted christianity, St. Helena went to Bethlehem in 325-326. She was shown the cave
traditionally considered to be the birthplace of Jesus. Soon after his mother’s visit, the emperor
Constantine commissioned the Church of the Nativity, or Basilica of the Nativity,(12) which was
built over the cave. It is the oldest site continuously used as a place of worship in Christianity, and
the basilica is the oldest major church in the Holy Land.
References
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❖ The Cherry Tree Carol - Part 1 appeared in May 2021 Folklife Traditions Journal, pp 6-7.
❖ The Cherry Tree Carol - Part 3 is in this issue of the Journal, pp 10-11.
Obituary – John Shaw
The traditional folk song scene in the Bristol area, and the mountain dulcimer world more widely, lost one of its most
significant, eclectic and distinctive performers with the passing of John Shaw on 29th June aged 77.
John moved to Bristol in 1968 with his wife, Angela, to pursue their careers in social work. John quickly developed a
large and varied repertoire of mainly British but also American traditional songs and gained a reputation for interpreting
them in his own particular style. John also began researching into Bristol’s musical heritage which resulted in 1982 in
the production of a book, recording and stage show, ‘Alongside Bristol Quay’. He also became interested in the life and
repertoire of Joseph Elliot from Todber and he recorded a number of his songs on an album, ‘Songs of a Dorset Fisherman’
The ‘electric folk’ movement was taking off and John, Angela and friends formed the group ‘Elecampane’ with him
playing bass. The group quickly moved into what became known as ‘folk theatre’. During the recording of their first LP,
‘When God’s on the Water’, John purchased his first mountain dulcimer This instrument was to become a passion for the
rest of his life. It is probably in his playing of it and its use for the accompaniment of his singing that he is best known. His
wide repertoire, best illustrated in his own personal recordings, ‘Hourglass’, ‘Regional Curiosity’ and ‘Says Plato’ and on collaborations with the
singer/ songwriter, Alan Kirkpatrick, was unique. He was a one-time Chair of the UK Nonsuch Dulcimer Society.
John was also a founder member of the Bristol Shantymen, played bass with the celidh band ‘Jig Mad Wolf’, was the musical director of the West
Gallery Group ‘Called To Be Saints’ and the unacknowledged leader of ‘The Hotwells Howlers’, a group that specialises in researching local and
seasonal songs and staging multimedia folk productions. Another sideline was as a Punch and Judy man and he co-wrote Elecampane’s LP and
stageshow, ‘The Further Adventures of Mr Punch’.
John was a ’one-off’. A kind, gentle, modest, generous and considerate man, a loving husband to Angela, father to Cathy and Rosie and grandfather
to Jim and Holly; the world is a lesser place without him.
Dave Byrne
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John Partridge’s verses 8 & 9 (see part 1) belong to yet another thread in which the young
Christ makes various predictions to St. Mary.
There is a long tradition in Christianity of venerating and painting the Mother, Mary, and
Child, Jesus(1). This really started after the Council of Ephesus in 431, which confirmed the
status of Mary as “Theotokos” or God-bearer. The first reliably dated icons of the Mother and
Child are at St. Catherine’s Monastery in Sinai, and are from the 6th century. According to the
tradition of the Orthodox Church, the first such work was painted by St. Luke the evangelist,
and is now at the Ivrion monastery at Mt Athos in Greece.(2) The original has been covered
with gold leaf except for the faces, so nothing else can be seen. The accompanying illustration
is of a copy in Russia. Typically, Mary looks at the viewer, with her hand directing the viewer’s
thoughts or prayers to Christ.
Legend also ascribes to St. Luke the “Black Madonna” at Częstochowa in Poland. St. Helena
is said to have brought it from Jerusalem to Constantinople. Art historians, more prosaically
ascribe it to Byzantium between the 6th and 9th centuries. It is credited with enabling a
small Polish defending force to save Częstochowa from the invading Swedish army in 1655.
Similarly, the Virgin of Vladimir, a 12th century Byzantine icon, also ascribed by some to St.
Luke, saved Moscow from capture by Timur. It was brought there for that purpose in 1395.
A number of late mediaeval carols describe conversations between Mary and Jesus. They
have been collected and annotated by RL Greene.(3) His no. 146, p.59 includes this fairly
typical verse:
‘My Moder dere, Amend your chere, And now be still;
Thus for to lye, It is sothely My Fadirs will.
Derision, Gret passion Infinytly, infunitely
As it is fownd, Many a wownd, Suffyr shall I.
On Calvery, That is so hye, Ther shall I be,
Man to restore, Naylid full sore, Uppon a tre.’
I particularly like Mary’s comment about Gabriel in this next extract.(4)
[5] ‘My hondes, moder, that ye may see,
Shall be nayled unto a tree;
My fete allso fast shall be;
Men shall wepe that shall se this’
[6] ‘A, dere Son, hard is my happe,
To see my child that sokid my pappe,
His hondes, his fete, that I did wrappe,
Be so naylid, that never did amisse.”
[7] ‘A, dere moder, yet shall a spere
My hart in sonder all to-tere;
No wondre yf I carefull were
And wepe full sore to thynk on this.’
[8] ‘ A, dere Son, shall I se this?
Thou art my child, and I thy moder, ywis.
Whan Gabryell called me “full of grace”,
He told me nothyng of this.’
[9] ‘A, dere moder, thorow myn here
To thrust in thornes they will not spare;
Alas, moder, I am full of care
That ye shall see this hevynes.’

Icon from Sinai:
Mary, Christ, saints & angels, 6th century.

Russian copy of Our Lady of Ivrion from Mt. Athos

The following carol was published by William Sandys in his Christmas Carols Ancient and Modern, (1833)(5) pp 122-3:

GLORIA TIBI DOMINE
There is a Child born of our blessed Virgin;
I heard a Maid lullaby to sing:
Peace my dear Child of thy weeping,
For thou shalt be our Heavenly King.
Now sing we, and now sing we,
To the Gloria tibi Domine.
O Mother! O Mother! your wishes are nought:
It is not for me such carols are wrought:
Such carols were never by woman thought
To the Gloria tibi Domine.
Now sing we, &c.
O my dear Son, why sayest thou so?
Thou art my son, I have no moe (sic);
When Gabriel begot thee, full of grace,
Thou needest not tell me of this case.
Now sing we, &c.

O, they will thrust, Mother, my head from my hair,
With a crown of thorns they will me not spare,
And with sharp spears my heart will tear
To the Gloria tibi Domine.
Now sing we, &c.
O come you here, Mother, and you shall see
My hands and my feet nailed to the rood tree,
And my feet, Mother are fastned (sic) thereby,
A vile sight, Mother, for you to see.
Now sing we, and now sing we,
To the Gloria tibi Domine.
And now sing we more or less,
And welcome be this merry Christmas.
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The Cherry Tree Carol, Jim Thomas, Camborne

3. And Mary said to Joseph
In words meek and mild: “
Pick me some cherries, Joseph,
For I am with child.”
Then Joseph spoke to Mary
In words so unkind:
“Let him pick thee cherries, Mary,
Who brought thee with child.”
4. Then Jesus spoke unto the tree
From within his mother’s womb:
“Bow down, sweet cherry tree,
For my mother to have some.”
Then the highest branches bent as low
As Mother Mary’s knee;
And she picked of the cherries
By one, two and three

5. Then Mary had a young son
Which she dandled on her knee;
And she said to her fair child:
“What will this world be?”
“This world” he said “is no other
Than the stones in the street;
But the sun moon and stars
Shall sail under thy feet.
6. “And I must not be rocked
In silver nor gold,
But in a wood cradle
That rock on the ground
And I must not be clothed
In purple nor pall;
But be clothed in fine linen,
The child is your own.”

Predictions vary widely. Gavin Greig noted from “a lady on Donside”(7):
“It’s black darkness, Mother, And that you may see;
The sons of Jerusalem They’ll all worship me.
It’s on the first Friday They’ll crucify me;
And on the next Friday Great rejoicing you’ll see
The sun and moon dancing To the glory of me.”
And our old friend John Partridge sang:
“The moon it shall be darkened and be burst into blood,
And this world set on fire by the vengeance of God.”
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1. When Joseph was an old man,
An old man was he,
He married our Mary,
The Queen of Galilee.
And when he had wedded her
And at home had her brought,
Mary proved to be with child,
But Joseph knew her not.
2. Then Joseph and Mary
Was a-walking in the grove,
They saw cherries and berries
As red as any rose.
When Joseph and Mary
Was in the garden green,
They saw cherries and berries
That was fit to be seen.
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An interesting version comes from Jim Thomas of Camborne, Cornwall(6), noted by Cecil Sharp, one of a number of versions noted in the
Camborne area, probably reflecting the fact that both CJ Sharp and JM Carpenter collected there.
Verse 5 is typical of the third element of the cycle, with Mary asking Christ to predict the future. But the words in part 6 are typical of the
second element.
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Sandys’ next carol, pp 123-5, is JOSEPH WAS AN OLD MAN. Nine “cherry tree” verses are followed by:
10. Then Mary took her Babe
And sat him on her knee,
Saying, My dear Son, tell me
What this world will be.
11. O, I shall be as dead, Mother,
As the stones in the wall;
O, the stones in the streets, Mother,
Shall mourn for me all.
12. Upon Easter-day. Mother,
My uprising shall be;
O, the sun and the moon, Mother,
Shall both rise with me.

