ANGLO-SAXON HEARPAN: THEIR TERMINOLOGY, TECHNIQUE, TUNING
AND REPERTORY OF VERSE 850-1066

Thesis submitted for the Degree of Doctor of Philosophy

by

Christopher Page
University of York

Centre for Medieval Studies

May 1881



CONTENTS

Page
INTRODUCTION 3
- CHAPTER 1 Hearpan: terminology
(pictorial sources) /3
CHAPTER 2 Hearpan: terminology
(written sources) 121
CHAPTER 3 Hearpan: techniques and tunings 165
CHAPTER 4 A Tenth-century harpist and his

repertory: Dunstan of Canterbury 211

‘CHAPTER 5 Hearpan and OE éc;iptural poetry 243
CHAPTER 6 Hearpan and 0OE songs 273
CONCLUSIONS 324
BIBLIOGRAPHY 332
PLATES

MUSICAL EXAMPLES



ACKNOWLEDGEMENTS

For the opportunity to discuss the musicological
and organological aspects of this thesis I am grateful
to Dr. David Fallows, Dr. Richard Rastall, DOr. Anthony
Baines, Professor Joseph Smits van Waesberghe, Dr. Rupert
Bruce-Mitford, Professor Hugo Steger, Dr. Mary Remnant,
Dr. John Caldwell, Professor Howard Mayer Brown, lLewls Jones,
Dr. Ephraim Segerman, Nicholas Sandon, Andrew Wathey,
Laurence Wright, Anthony Pryer, and Jeremy Montagu.

For guidance on the literary side I owe an immense
debt of gratitude to Professor Elizabeth Salter and to
Professor Derek Pearsall. I cannot imagine how I would
have proceeded without their enthusiasm, their interest
in all the medieval arts, and their boundless intellectual

energy.

My wife, Régine, I cannot begin to thank.

iii



For Elizabeth



ABSTRACT

This thesis is an attempt to clarify our under-
standing of the terminology, techniques, tuning and
repertory of the Anglo-Saxon lyre and harp. The im-
portant literary issues traditionally associated with
these instruments - including oralcy and literacy 1in
versemaking, problems of function, delivery ana
presentation of poetry - have been deliberately
assimilated to a new approach to the study of medieval
instruments., This approach may be simply defined: a
determination to pursue the question of instrumentalists’
repertory into the poetry manuscripts without being
obstructed by the musicologist’'s reluctance to deal with

materials preserved without musical notation, and whilst

refusing to share the litsrary historian’s reluctance
to associate lettered poetry with the world of performance.

Chapters 1 and 2 establish the meaning of Aearpe
during the period under consideration. The conclusion
is reached that betwesn c¢850 and ¢1050 in the West Saxon
and Kentish areas where much OE postry must have been
circulating in written copies Ahearpe denoted a lyre and
a pillar-harp, the latter meaning becoming increasingly
dominant as the millennium was reached.

Chapter 3 gives an account of the technique and
tuning of these instruments based on literary and
iconographical evidence. This is the first attempt fo
understand the capacities of the late Anglo-Saxon pillar-

harp and lyre and to characterise their music.



Chapter 4 examines the svidance relating to the
musical and poetic interssts of St. Dunstan (d.888),
the only Anglo-Saxon hearpe player whose activities can
be documented. The date and locale of his activities
allow us to conclude that his eithara quam lingua
paterna hearpam vocamus was a pillar-harp. By comparing
the accounts of his playing I shall argue that Dunstan
performed pagan vernacular songs derived partly from oral,
and partly from written tradition.

Chapter 5 widens the enquiry to embrace the Junius
manuscript of OE poetry, viewed in the light of the
Beowulf poet's refersesnce to hearpe-accompanied scriptural
narrative in Heoroct. It will be argued that marks in
Genesis B, formerly assumed to be accent marks, are
actually traces of virgae taken from contemporary chant
notation, descending from an earlier copy marked up for
singing.

Chapter 6 is a theoretical excursus inspired by a
remarkably circumstantial account of vernacular song
accompanied by the hearpe in Eadmer's Vita Saneti Dunstant.
It is designed to clarify the ways in which OE poems can
be considered as songs. Taking in latsr traditions of
vernacular and Latin song, the chapter attempts to

ascertain what is actually implied by any claim that an

UE poem was sung.



INTRODUCTION

I shall first then inform my readers, whose ideas
of our Anglo-Saxon forefathers may have been
formed from the perusal of popular historians,
that the Anglo-Saxons previously to their arrival
in England possessed an Epic Poem. From this

Poem we may learn that music was a most favourite
amusement of our ancestors, and was perpetually
called in to aid the festivities of the banquet
hall. On these occasions the voice was generally
accompanied by the harp, and of the nature of this

accompaniment I shall have occasion hereafter to
speak.

Francis Wackerbath (1837)1

When Wackerbath wrote these lines the first scholarly

edition of Beowulf had just appeared.z Thorpe's
pioneering editions of the Junius manuscript (1832) and

the Vercelli Book (1836) were still new.3 The Exeter Book

1 Wackerbath, Anglo-Saxons, pp. 2-3. ackerba S 1nterss
in Anglo-Saxon music was partly inspired by a desire to
expose the errors of Nineteenth century church musicians
whilst emphasising what Englishmen had achieved in a
remote era. Such practical purpose for Anglo-Saxon
erudition recalls the Sixteenth century pionesrs in
the field, who turned to early English legal and eccles-
iastical documents with reform in mind.

2 G.J. Thorkelin's edition (De Danorum rebus gestis...,
Havniae, 1815) ranks as the editio princeps, but the
edition by J.M. Kemble (The Anglo-Saxon Poems of Beowulf...,
London, 1833) stands as the 'first real edition' according
to Klaeber (Beowulf, cxxvi). Wackerbath knew Kemble's
edition and was greatly impressed - even inspired - by

it (Anglo-Saxons, p. 3).

3 A complete text of the Junius manuscript had been published
by Franciscus Junius the Younger in 1655, but the

edition by B, Thorpe (Caedmon's Metrical Paraphrase of Parts of
The Holy Seripture , London, 1832) is the first modern text.
Thorpe's edition of ths Vercelli Book appeared in an appendix

to Mr. Cooper's Report on Rymer's Foedera, printed in London,
1836, and published theres in 1868.
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had yet to find an editor. Thus the importance of the
harp to 01d English studies was realised as soon as the
literary monuments began to arouse interest. Wacksrbath's
Musie and the Anglo-Saxons appearsed in the middle of a
decade that saw all the major monuments of OE verse put
into print, mostly for the first time. So it was that
an illustrated account of pre-Conquest musical instrumsnts
was put before a public that had yet to be offaerea
editions of The Wanderer, Christ, and other major OE poems.
This thesis is an attempt to enrich our knowledge
of two Anglo-Saxon plucked instruments, the lyrs and the
harp, and to elucidate the repertory of verse associated

with them, by establishing a cross-fertilisation between

literary history, musicology and organology. Thess three

disciplines have been developed largsely indspendently
of one another, and this is mirrored in the range of
materials with which each one deals. Yet they share a

commaon concern in the problem of repsrtory: who performed

what, and with what?

THis relationship emerges clearly enough if we compars
the previous studiss in our fisld undertaken by literary
historians (principally Wrenn and Bessinger) with ths
most sophisticated study of mediesval instruments yet

written: Werner Bachmann's The Origins of Bowing.

All these authors ars concerned with the physical propertiss

of their chosen instruments, their performing capacities,

4 Bachmann, Origins, passim. For an sxamination of the
contributions by Wrenn and Bessinger see below, p.367.
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their repertory, and the social position of their players
(a reflection of the status of the instruments). Indeed,
there is so much common ground that I discerned two
possible ways of writing this thesis: on the model of
Wrenn and Bessinger, a literary study absorbing musical

and organoclogical material where necessary; on the model
oF/Bachmann, an organological study in which exhaustive
enquiry into verse repertory is crucial to adequate
historical description.

I have adopted the sescond course. The simplest reason
for my decision is that no adequate account of the basic
source material sxists. An almost total neglect of the
nictorial sources, short-sighted use of glossary evidence
and literary texts, terminological muddles and ignorance

of the full range of sources available has led to a

eross accumulation of error that demanded to be cleared
away. To perform this task special expertise in medieval
organology was required; having a significant commitment
to that subject I was unable to let matters rest.

Yet there is a more complex reason for my dscision
to make the instruments the centre of enquiry and to
absorb the literary issues into them. This thesis is the
first in what I trust may be a series of attempts to
view areas of English poetry through the technical history
of instruments and their repertory. O0One of the principal
innovations of thisg approach is the determination to
nursus questions of instrumentalist's repsertory into the
poetry manuscripts, refusing to be obstructed, on the one

hand, by the musicologist's reluctance to deal with



material lacking musical notation, and refusing to be
discouraged, on the other, by the literary historian's
frequent unwillingness to associate lsttered postry with
the world of performance. The value of the approach
lies in the way it directs interest to the mass of
miscellaneous socurce material upon which this conception
of instruments rests, much of which sheds light on
instrumentalists' involvement with literary genres, as
we shall ses.

Since this approach demands some knowledge of

medisval music, early instruments,and the range of

b
source material proper to sach, I have decided to assimilate

i1t to the kind of comprehensive and rigorous organoclogy
that Bachmann and others have developed. According to

this approach, an instrument is not simply an object or
nolse makery it is a social organism with its own
terminology, symbolism, social function, and involvemsant

in the arts of poetry and song. In other words, an
instrument is a potent force, and to write a proper account
of it is to undertake an enquiry that becomes absorbent,
drawing upon many differsnt areas of investigation. It

is within this framework that I have assimilated traditional
questions about 0ld English verse and the harp to
organological study. By this adjustment I have integrated
the much-needed study of sources pertaining to the
instruments with the literary snquiry, for my conception

of instrument history demands both types of invaestigation.



This new approach also has an important musicological
application. To put the matter at its simplest, many
scholars are increasingly wary about assuming that
musical remains traditionally associated with instrumental
playing were actually so performed. Thus Van der Werf
has recently proposed that troubadour and trouvere
chansons were not habitually - or even generally - performed
to instrumental accompaniment,S though this has long been
the traditional position. This is only aones of a number
of similar cases. It would seem that many long-accepted
views concerning instrumental participation in medieval
music have yet to be substantiated. It is also time to
emphasise that the svidence for instrumental involvement
in the delivery  of narrative verse is abundant (we shall
sample some of it below), and that a fresh look at the
whole question of whether medieval lettered narrative
postry was performed in any way is long overdue.

This reference to 'lettered’' poetry serves to sharpen
our focus further. I have deliberately established ths
field of enquiry within datelinas surprisingly lats for
the subject matter. That is because this thesis is about
a continuing instrument-culture;y it is not concerned with
ancient Germanic phenomena. It is my contention that the
performance of songs about heroes to instrumental
accompanimant endured throughbut the Middle Agaes, and was
5 Werf, Troubadours, p. 19. For similar reservations

about the Franch polyphonic chanson of the Fourteenth
century see Page, 'Machaut's Pupil'’.



in no way confined to the 'Heroic Age'. The issue of
whether OE narrative poems were so performed rests less
upon our ability to demonstrate that a Germanic tradition
survived after the migration, as upon our recognition that
the Germanic tradition is but one manifestation of a
performing art with an immense and diversified history
lasting to the Fifteenth century and beyond. The advent
of lettered poetry is only an obstruction to our reasoning -
and signs of ancient tradition intact are only a boost -
1f we believe that the reconstruction of very early,
Germanic techniques is the goal of our enquiry. If we

put aside the quest for Tsutonic antiquities and approach
the art of Ninth and Tenth century Anglo-Saxon singers

as an aspect of the mixed and many-sided song-culturs of
Europe, looking forward to better documented central
medieval practices as well as baﬁkwards to vague and remote
Teutonic ones, then the picturs we find is not at all

what we encounter in previous studiss of the subject. We
have decipherable sources of liturgical and non-liturgical
Latin monody at our disposal, together with treatises on
musical techniques and, from traditions that date back

to the Norman Conquest, English words with music., Thers
are scattered but telling insights into the techniques

and tunings of instruments and the activities of lsttered
players such as Dunstan and Tuotilo of St. Gall. We no
longer seem to be looking sxclusively northwards. We

have something to learn from ths traditions nurtured in

the south at St. Gall, in central Europe at St. Martial,



in the north at St. Amand. OQOur materials are drawn
from the rich traditions of litsrary and musical
activity undertaken by the internaticnal lettersd
community of the West.

To accomplish this shift of focus I have chosen to
open the enquiry in the second half of the Ninth century.
This is the period that saw the AKlfredian reforms of learn-
ing and when the earliest literary materials which I
discuss in detail (Genesis B) were probably compiled. I
shall argue that the cultural milieu established by these
reforms 18 crucial to our knowledge of accompanied
verse delivery in Ninth century England. It is also the
Ninth century that has left us the earliest depiction of
a pillar harp that we have (plate?20 ), from the Utrecht
Psalter.° By the end of the Tenth century this instrument

had supplanted the lyre as the token of King David, a

- development that can scarcely have lsss than a century
of history behind it. I shall be closely concerned with
this instrument in Chapters 1-5.

The terminus ad quem of this study, the year of the
battle of Hastings, is insvitably a somewhat arbitrary
one. I am not strictly concerned with the instrument-

culture of Norman England, and when I draw upon post-
conquest source material (as in Chapter 6 with Eadmser's
account of Dunstan's minstrelsy) it is in the hope of
shedding a retrospective light on to the practices of

b Folio 83n Further on this manuscript see below p. 101,
It is not certain that the instrument on the far-right is a
pillar-harp, since the dark line where the pillar should be may
be a string. Howsver, no other instrument in the U trecht
Psalter appears to have this clear 'shoulder’'between the soundbox
and stringarm (though ths example on Folio 48r is close), and I
incline to the view that we are dealing here with a pillar-harmp.
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the pre-Norman era.

THE ISSUES FOR INVESTIGATION

Our investigation into the plucked instrument-culture
later Anglo-Saxon England will embrace the following main
areas: |
1« The terminology of the instruments
2. Their tunings and techniques
3. Their repertory of music and verse
These issues incorporate many different arsas of
investigation, yet at this point it will be helpful to
have a very brief exposition of the first two, which
embrace technical matters of organology. The third issus
deservas far fuller treatment in this introduction since
it is by far the most complex and controversial, and we
are obliged to locate our investigation in the context

of a large and diversified literaturs.

TERMINOLOGY

The terminology of medieval instruments has long been

a vexing concern. Countless invastigators have thrown

up their hands at what they perceive to be the confusion
of medieval usage. The following remarks by Marcuse

arg typical of many:

/ Marcuse, Survey, p. 370.
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As the Latin terms for antique and obsolete or
obsolescent instruments continued to be used,
their significance was gradually lost and the
old word was bestowed on a new instrument or on
one whose name was unknown...and, with the
introduction of vernacular terms or of new

instruments, confusion was compounded.

The fundamental mistake which Marcuse makes is to
assume that the sources are confused because they are
confusing. What we miss in this and so many related
expositions is a patience with the different terminological
traditions, and a readiness to disentangle their many
layers according to date, provenance, and popular or
learned influence.

The investigation presented here rests upon a
collation of all the available pictorial and literary
material with, it is hoped, a sensitivity to the register
of words in terms of the literary tradition to which thsy
belong. The objective is to detsrmine what hearpe meant
between 850 and 1066 by examining the range of instruments
and words known, and by attempting to unravel the layers

of each body of material.

8 GSee below p. 121F,
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TUNING

Almost no work has been done on the tuning of medieval
stringed instruments; a glance at the standard surveys of
Montagu, Munrow, Marcuse and others shows that very little
information is availabls.

This situation has arisen - in part - because written
sources have been neglected. It is obvious that a
drawing of an instrument cannot reveal any information
about tuning unless pitch letters are written upon the
strings. We do not find such drawings until late in the
Fourteenth centuryjo so we must rely on textual evidence.
Yet while the study of visual materials has long besan
fundamental in medisval organology, the systematic

investigation of written evidence is a relatively new

departure. The tenor of much research segems to be embodied

in what Curt Sachs, a leading authority on the history of

instruments, wrote in ‘1‘5‘:’451[31:1’I

Investigation of medieval instruments is dependent
principally on the interpretation of contemporary

art works. The contribution of literary sources is
comparatively small.

3 For these works see the bibliography. None of thess
authors has anything to say about the tuning of the
plucked.lyre. In contrast, the statement that the harp
was tuned diatonically in the Middle Ages is frequently
made (e.g. by Montagu, Instruments, p. 33), but invariably
without supporting evidencs.

10 For an edition of the earliest known such material sse
Page, 'Fourteenth Century Instruments’,

11 Sachs, Instruments, p. 260.
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In recent years an attempt has been made (principally
by German scholars) to remedy this neglsct of the written
evidence;12 but the matter of tuning has been largely
overlooked. As a result, maost medieval instruments havs
yet to be characterised in terms of their capacities as
noisemakers. To undertake this work here for the harp
and the lyre it was necessary to search for all the
avallable evidence for the tuning of open-stringed
instruments. The method adopted was to collate all the
available testimonies in the hope of reconstructing
traditions whose coherence may permit deductions about
earlier periods. In the event materials were found that
lay within the datelines of this thesis, and whose content

is confirmed by examination of notational systems and

scales assoclated with instruments.

TECHNIQUES

Detailed study of the playing-techniques of medieval
instruments is relatively new.13 As we shall ses, their
~elucidation is partly a matter of common sense supported
by an understanding of artistic conventions and an
acqualntance with reconstructions. It is doubtful, for
example, whether specialist knowledge is needed to deduce

that the lyre shown in plate 2 could not be played in the

12 ces the studies by Steger, Bachmann and Seebass listed
in the Bibliography.

13 By far the most sophisticated exposition yet undertaken

(dedicated to bowed instruments) may be found in
Bachmann, Origins, passim.
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manner depicted; yet any attempt to explain why the
artist has taken liberties with reality, or to conjecture
what the genuine holding position may have bseen requirss
an understanding of Eighth-century English artistic
procedures and some experience with reconstructions.

The investigation undertaken here reaches fresh
conclusions which rest upon a description of the available
pictorial materials which, it is hoped, is fuller and
more accurate than any hitherto presented, together with
a fresh investigation of the textual sources which some
previous investigators seem almost to have buried under

a thick crust of error.

REPERTORY

The preceding sections have been set out with deliberate
brevity. This is because thse sdbjects covered there are
new and therefore the quantity of significant literature
that they have called forth is small. However, when ws
turn to the problem of repertory, we are at large with
our interest in the relation of organology and literary
history in the strsam of a very large literaturs, much of
which perpetuates assumptions that must be examined at
once before we may procesd. In comparison with the
problems surrounding the manner in which 0l1d English poems
were composed, delivered and received, and with the
complexities of literate and i1lliterate mentalities, of
integrity in song-traditions and of chronology, the

terminology, tuning and technique of harp and lyrs seem

14



positively routine matters resting upon a very limited
amount of evidence that can be described and interpreted
up to a point and no further - a state of affairs that
ylelds ons kind of certainty. We must now turn to
examine this large field before we attempt to make an

entr'y-

The Datelines of the Enquiry

During the period covered by this thesis literate
skills were exercised by the clergy, and the higher
nobility were coming to rely increasingly upon written
materials to discharge their social functions. 1In s
penetrating discussion of literacy and illitéeracy in the
Middle Ages Bauml has argued that in drawing distinctions

between oral tradition and literacy14

1t 1s sssential to define one's terms: distinctions
must be drawn betwesn the processes and constituents
of composition, dissemination, reception. . .
[differences] in genre dictating differences in
expectation, length, compositional techniques, and
types of performance...

In his discussion Bauml distinpguishes several
important concepts that relate to OE versse. The remote

origins of Germanic poetry clearly belong to a time when

14 Bduml, 'Medieval Literacy’, p. 246, n., 23. Another

survey of medieval literacy, Clanchy, Memory, incorporates
many polnts that find a parallel in this thesis., Sge

especially p. 7f on the inavitable prejudice of scholarship
against illiteracy.

15



the members of a tribal social elite needed "oral
tradition, and particularly oral narrative, for the
knowledge necessary to execute their social functions in
a culturally acceptable manner}ﬂB while the development
of lettered verse implies a shift of audience and
purpose-.'1

A narrative from the oral tradition which assumes

written form.,..changes its public: it makes 1its

appeal, in part, to a stratum of socisty different
from that which neither has, nor requires, access
to literacy for the psrformance of its social
functions.

It is with this shift of cultural condition that we
shall be concerned. We shall ask whether the contexts
established by social dependence upon the new written
skills necessarily affected the character, or the concept,
of performance. The issue is not a simple one, for the
subtle uses of literacy that Bauml distinguishes in his
study equip us to ask many further questions. In the
extract quoted above he argues that when the oral
heritage comes into contact with a lettersd culture, it
makes its appeal 'in part' to a new social stratum. The
qualifying phrase hints at the complications that present

themsslves when we examine Bauml's proposition. Fresh

questions emerge from it., What, for examplse, ars we to

make of lettered verse serving the needs of preachesrs
and homilists and thus directed to a largely illiterate
audience, though it may spring from the most lucubrious

methods of composition and may also serve for the
J1lOs P X »
18 ibidl pn 244""5i
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entertainment of monastic listeners? How did experience
of accompanied performances in which texts might be
modified in non-verbal ways by "vocal inflection, gesture,
stance or appearance” affect perception of texts that
were privately read? How did different types of
performing styles - some perhaps traditional, others

perhaps innovatory - serve to characterise texts and

distinguish different genres of writing?

Definitions of Terms

Definition of terms is essential here, especially as
ill-defined and protean concepts abound in the literature
on our subject. What follows rests upon the contention
that the prevailing association of instruments with
oralcy and improvised verse-making 1s a relic of an era
when oral-formulaic theory commanded more support amongst
Anglo-Saxonists than at present. Only when we confuse
performance with concepts in what Pearsall provocatively
calls 'the proliferating fantasy of 'oral-formulaic'
theory'j7 does the learned and lettersd provenance of

most extant OE verse necessarily point away from music

and accompanied delivery.

The Meaning of 'Performance’

We must not allow the term 'performance' to become

confused in this, or in any other way, Stevick has

17 Pearsall, OF and ME Poetry, p. 17.
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emphasised that a 'performance' 1is both an act and an

objsct for many oral-formulaists; the former bscause it

denotes the process of simultaneous composition and

performance (improvisation), and the latter because a

written text descending from such a process is in itself

a '

psrformance’ within the bounds of the theory.18

I will consider a performance to be the renditilon

of an instrumentally accompanied composition in verse.

Correspondingly, a performer is a musician who delivers

learned repertory; once before an audience he is obliged

to recall, to deliver and to entertainy he is not

required to compose.

18 Stevick, 'Oral-formulaic analyses’, p. 386, Stevick's

19

opinions are discussed further below, p. 47f,

For my purposes it is not of the first importance to
distinguish performers who deliver their own compositions
from those who adopt a text in circulation. Bauml
('Medieval Literacy', p. 250) attempts to characterise
someg of the ways in which literacy affects the relation
between author/scribe and text, but thess factors need
not influence a dimension of performance, per se, and
Bauml acknowledges throughout his discussion that texts
are delivered by a "reciting reader” who may, or may

not, be the poet. It 1s always possible, of course,

that a poet can endow a reading of his own work with
meaning that will be lacking (or exchanged for different
meaning) when his poem is read by another, but this is

a critical problem that is not affected by whether we

are talking about readers or performers with instruments.

18



Leisured Composition: Lettered and Unlettered

By 'composition’ I understand the leisured act of
verse-making viewed as the creation of a poem which is
to be the same every time it 1s elicited, whether from
the memory or from the manuscript page. The posts who
compose in this way may be lettered or unlettered: it
18 easy to imagine an illiterate Anglo-Saxon author who
could "prepare parts of a longer poem on solitary walks,
or resting in the dark, memorise them, or later link
them together."zo The relevance of iiteracy to the
noticn of leisured composition is far from clear, for it
is a delicate matter to discern the effects of writing
materials upon a medieval verse-maker., We think of the
delibsration and consciousness of serious purpose inherent
in tracing the characters; of the stimulus of the
accomplished verses laid out before the eye and subtly
influencing the syntax of further ideas; of the awareness
of the poem as an artefact, externalised, and potentially
independent of its maker. Yet even while these ideas
occur to us as ways in which simultaneocus composition and
notation may have influenced the mind of an Anglo-Saxon
letterad poét, we cannot be sure of their importance.
Furthermore, the distinctions we might wish to draw

between lettered and unlettered verse-making at leisure

are fine relative to the gulf that separates thsse

creative processes from improvisation. This is especially

20 Sisam, Struecture, p. 3.
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important for our purposss since the study of accompanied
improvised verse belongs to the prolegomenon of Anglo-
Saxon literary history; unless we assume that at least
some of the extant poems descend from improvised
deliveries that came to be written down, then simultanesous
composition and accompanised performance have no bearing
upon our texts.zj We may readily concede that much OE
verse is formulaic; we can also grant that the gensesis

of this formulaic style is to be sought in a pre-literate
age when paoets improvised their materials in the manner
of the Yugoslav singers studied by Parry and Lord, But
little OE poetry descends to us from transcripts of
improvised performances; the pervasiveness of Latin
rhetorical learning in the verse, and the demonstrably

formulaic character of many poems translated from Latin

indicate as much.22

If the instruments cannot be connected with performancs
as we have defined it - 'the rendition of an instrumentally
accompanied compaosition in verse' - then thsy have a place
only in the prehistory of OE verse: as an aid to
improvised verse-making. Now that oral-formulaic theory
has been subjected to penetrating criticism - and in many
quarters has been virtually rejected as an explanation

0f how the extant texts wsre brought into being ~ so the

harp has recedsd into the background.

21 For a review of critical opinion on this mattsr, see
below P e 4B'Fl

22 On this point see Benson, 'Literary Character' and
Campbell, 'lLearned Rhetoric’.

20



I take performance as 1 have defined it to be a
stimulating concept that calls much of our present
thinking about OE poetry into question. We may identify
two clusters of concepts that should nsver be allowed

to congeal:

] 2
pre~Eighth century Eighth century on
1lliterate scop literate monk

oral composition: improvised lettered composition

delivery in traditional style reading from text

meadhall scriptorium and cloister
harp no harp
singing? vocal style not considsrad

In recent years cluster 2 has become the model for

much discussion of the composition, reception and
dissemination of OE verse, as we shall see. This may
appear to be a judicious and anti-romantic development,
but it is rather that one kind of romance has replaced
another. The figurse of the illiterate scop improvising

in the meadhall is attractive, but in the light of oral-
formulaic theory it becomes less alluring the more it is
pursued, The oral-formulaists sesk to establish parallels
between OE verse delivery and forms of modern narrative

singing that are, at best, remote from the sxperience of

Western scholars, and at worst desperatsly exotic.23

23 A recording of Yugoslav epic singing of particular interest may
be found on Topic records L2TS224; this recording was mads in
Montenegro, the 'classic' area for such performances. An
example of the very closely related tradition of Albania (where,
as somaetimes in Bosnia and Serbia, a plucked lute is used to
accompany the voice) is available on Topic records 127154,

The nasal vocal timbre, the harshness of the instrumental sounds,
and the constantly iterated melodic formulae find little parallsl
in the music that forms the greater part of Western musical
experience,
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The figure of the learned monk offers a pleasing
alternative; academics can hardly ftail to feel at ease

in a world of libraries and scriptoria,

My aim is to free some of the elements in these
clusters by examining old evidence, producing some new
evidence, and by subjecting current assumptions to
rigorous scrutiny at every stage in the enquiry. 0Oncse
they are freed, some of these elements coms together 1in
surprising,new ways.

As I am concerned with instruments and written OE
verse my approach differs from that taken by previous
workers in this field such as Wrenn, Bessinger and
Werlich. I shall be concerned with Zearpan in English
song-culture during the period when much of the surviving
verse existed in written copies (cB850-c1066), Late
Anglo-Saxon evidence of considerable interest has been
neglected by scholars for whom hearpan svoke the age
of Caedmon, but apparently never the age of Dunstan.
Caonsequently much of the material here has not formerly
been used in connection with our subject even though, as
I shall argue, there are tracses of musical notation in
an English poetry manuscript of ¢1000, and evidence
that at lesast one literate cleric was performing pagan

narratives to the harp in the age of Athelstan.
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The Harp and OE Verse: Previous Scholarship

"The reader will bear in mind", wrote Wackerbath in
his Music and the Anglo-Saxons of 1837, "that of works

on Anglo-Saxon literature, sighty copies is by no means

24 Even though Wackerbath found himself

a bad sale,..”
writing for 'fit audience but few' he bravely presented

a technical account of pre-Conquest musical instruments

and playing techniques. Recognising that the references

to accompanied vocal performance in Beowulf lent the

harp an importance for literary scholars, he sxamined
various textual sources (such as pseudo-Bede's commentaries

and Giraldus Cambrensis) to ascertain the "nature of this
accompaniment”,

Inevitably, his results now appear sketchy and
inadequate, yet there is much in Wackerbath's book that
I wish to retain: his determination to maximise the value
of instruments as evidence for the musical practices of
a culture‘eFfectively notationless in the secular sphsre;
his refusal to believe that Anglo-Saxon instrumental
playing must have been barbarous or dull; and his conviction
that accompanied singing was a favourite mode of
performance amongst the Anglo-Saxons.

For these positions the subject owes more to

Wackerbath than to the next investigator in the field,
F.M. Padelford, whose 0ld English Musical Terme appeared

in 1899, By this time substantial advances had been

24 Wackerbath, Anglo~Sazons, p. 41, n. 55,
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made in OE studies and Padelford was able to draw upon

a wide range of edited texts to produce a comprehensive
lexicon of OE musical terﬁs. To illuminate this

collection of material he provided substantial introductory
sgctions on musiec and musical instrumsents, attempting

to collate the literary sources with pictorial materials

in order to ascertain the meaning of OE words such as
hearpe and timpane.

Unfortunately, wes also remember Padelford for three
major failings in his work that have characterised much
subsequent scholarship and which it is one objective of
this thesis to remedy.

Firstly, he presents no analysis of the textual
sources, He cites glossaries, verse texts, Latin pross
texts, and OE prose translations without recognising

distinctions of date, genre, or dicticn.25

secondly, Padelford ignores the possibility that
instruments changed their names during the courss of the
Middle Ages, or that words changed their meanings. The

chrotta known to Venantius Fortunatus in the Sixth century

1s not necessarily connected with the Welsh erwth of the

1700 g, 26

25 Thus Padelford notes (ibid, p. 38) that the word gligbeam
appears in the Spelman psalter, but he does not enquire
why this otherwise generally poetical word has been
absorbed into an interlinear psalter gloss - a point of
some sipgnificance, as we shall see below. He also
records (ibid. p. 30) that "ssveral words meaning plectrum
area found in 0ld English®, but he does not examine ths
sources of the glossses in which these words appsar; yet
these are revealing, as will be seen in Chapter 3,

2b ibid. p. 39,
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Thirdly, Padelford places trust in Latin sources

that are demonstrably bookish and derivative in character.

Thus he draws heavily upon the instruments which accompany
texts of pseudo-Jerome in various manuscripts; an error

which it will be for us to expnse.27

Yet in one respect Padelford’s study has a dimension
of intersest which we do not find in later works: the
whole Anglo-Saxon period is covered. He makes soms use
of the materials pertaining to Dunstan which form the
centre of a chapter here, and I was first directed to

28

them by his book., It is not simply that Padelford

wrote a history of all OE musical terms regardless of
period, it is also that oral formulaic theory had not yet
emerged and could not therefors influence his studies by

directing them to early oral verse to the exclusion of

later, lettered poetry,

J.C. Pope and The Rhythm of Beowulf

The first study to treat the harp and related matters
in a systematic way was J.C. Pope's The Rhythm of Beowulf,
first published in 1942, At this time the Sutton Hoo

instrument was unknown, and Magoun's seminal article

27 ibid. p. 31f.

28 Padelford cites (or alludes tol passagss from the Dunstan
Lives on pp. 10-11, 32, 36, and passeim., In a disturbing
number of cases he appears to have completsly
misunderstood the Latin (thers is no evidencs, for

example, that Dunstan manufactured stringed instruments,
despite Padelford's assertions on pp. 11 and 32).
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on the oral-formulaic character of Anglo-Saxon narrative

poetry had yet to be written.zg But Pope's work was

not to suffer from thsse developments which it could not

anticipate. C.L. Wrenn, giving an account of two Anglo-

Saxon harps’' in 1963, judged that Pope's book and the

Sutton Hoo find had given "something like a new impetus

to the exploration of the music of Anglo-Saxon verse".ao
This 'impetus' can be traced to Pope's rhythmic

theory of DOE poetry which does not merely postulate the

use of a harp to accompany the verse, but actually

requires it. The thesory assumes that sach line of OE poetry

consists of a pair of four-beat measures with accentual

patterns as Follows:aj
/ \ / \
1 1 1 1 y ] 1 1

nere 1 equals the "unitary beat governing a time interval
equal to the usual quantity of a short stressed syllable”
(equal, in transcription, to a quaver), and the accents
mark "the primary beat at the bsginning of the measure

and the secondary beat in the middle of it.”az These

23 Magoun, 'Oral-formulaic character' was published in
1953, See below, p. 34 .

30 Wrenn, 'Anglo-Saxon Harps', p. 118.

31 Pope's theory is paraphrased here from his most raecaent
exposition of it, contained in Pope, Seven OE Poems, p. 971.

32 ibid.
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measures are isochronousj; each occupies thse same unit
of time. Pope admits that his theory represents a
formalised description of his own, originally intuitive
manner of reading OE verse;33 I am attracted by the
candour with which he establishes the ear as the final
judge of adequacy in a rhythmic theory.,

The second major tenet of Pope's theory is that some

lines which do not fill a measure are preceded by an

initial rest:34
A\
1 1 2 1 1 2 2 2 2 1 A
Edelstan cyning gorla dryhten
A
Z 2 2 1 1 2 1 1 ] ] 1 N\
beorna beag-giefa and his brdénr gac

These rests, Pope argues, were filled by the harp:35

.+« the assumption of the harp dispels the only

practical objsction to the theory of initial rasts
by enabling us to postulate a regular beat, not
merely imagined but heard, as a complement to the

voice.,
Since the appearance of The Rhythm of Beowulf Pops

has applied his theory to Caedmon's hymn (7c, if authentic),

33 Pope, Rhythm, p. 38fF.

34 The example is taken (without textual diacritics indicating
vowel length and stress) from Pope, Seven OF Poems, p. 135.

35 Pope, Rhythm, p. 92,
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to The Dream of the Rood (parts of which were in
existence probably by the 8c¢c), to The Wanderer(undateable),
to The Battle of Brunanburh (mid-10c), and to The
Battle of Maldon (after 991, and possibly as late as 01020).35
His theory thus amounts to a comprehensive interpretation
of OE verse rhythms from the earliest monuments to some
of the latest., He is proposing, in effect, that many
lines of OE verse are rhythmically incomplete as they
stand in the manuscripts, and that they were originally
completed by a non-verbal slement. Thus it follows that
almost all OE poems were performed to ths harp, for almost
all of them have verses which are rhythmically incomplete
when set out according to Pope's system. There is no
room for the assumption that some poesms could be delivered
without the harp. Once we accept that such readings were
possible we dispose of the harp as a necessary component
of psrformance and thus part company with Pope.

The initial rests create more difficulties than
they solve - at least, if we insist that they must havs
been filled by the harp. Pope insists upon an initial
rest occupied by a beat that is "not merely imagined,
but heard”. It is hard to understand why, There is
almost limitless scope for spsculation as to haw this rest
could have been filled, It might have bsen supplied by
a movement of the hand which marked the beat for the

reader and which was visible to his listeners; the duration

of the immediately preceding syllable might have been

36 Pope, Seven OF Poems, passim.
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stretched a little to close the gapy the readsr may

have rapped upon a table, or tapped the manuscript page;
he may have simply nodded. All of these are possibls,
and movements involving the hand (for which there is
ample precedent in liturgical singing)37 are particularly

plausible, Ewven if the harp seems at first sight a

better sxplanation, it is not the only one.

Excursus: Pope's Isochronous Measures and Gregorian Chant

If we are prepared to drop the necessary link
between the harp and Pops's theory we ars left with
the isochronous measures as the foundation of his
reasoning. On this count Pope has sometimes been attacked
by scholars who reject the concept of isochronous
measures as anachronistic, and one which conflicts with
"the only...music [contemporary with OE verse] of which
we have detailed knowledpe, Gregorian chant".38 Thomas
Cable, in his book The Meter and Melody of Beowulf (1974)
urges that "the historical implausibility of a system
predicated upon the twin assumptions of measurss and
recurring beats” is illustrated by "Gregorian chant [which]
has nothing like the isochronous measures that Pope

describes",39 while Luecke has devoted a book to the

37 As, for example, in ths recommendation of the celebrated
music theorist Guido d'Arezzo, (Mierologus, c1000): 'It

ls good to besat time to a chant as if by metrical feet’.,
Text 1n Waesberghe, Guido, p. 164,

38 Cable, Meter and Melody, p. 18B.
39 ibid.
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subject of OE rhythm and Gregorian chant which is critical
of Pope's theory.40
Luecke notes that "for more than twenty-five years
0ld English scholars have been making specific references
to the likensess they perceive between the rhythm of OE
poetry and that of Gregorian chant”, and she offers her
book as a "study to give OE scholars enough experience
in the field of Gregorian chant rhythm to satisfy the
speculation of the last three t:ler::ades.“"ﬂ"I In the event,
this proves toc be an over-ambitious claim. The central
problem with Luecke's uss of the chant (and this is true

of Cable) is that it is unhistorical. Luescke makes no

reference to any masdieval manuscripts of chant, and
quotes nons of the contemporary theorists who shed light
upon its rhythmic character. The writings of the

mensuralist school, whose conclusions are fundamentally

opposed to those of the monks of Solesmes”? (upon whose
work Luecke bases her study) are either not mentioned at

all (the studies by Murray43], or passed over.

40 Luecke, Measuring OE Rhythm.
41 ibid. p. 1F,

42 The theories of the Solesmes monks are sxplained in a
usefully practical and compact fashion in the preface
to LU, p. ixf. For an excellent survey of how the
Solesmes manks began their work in the Ninetesnth century
see Berry, 'Restoration of the chant', passim.

43 Murray, Gregorian Chant, and i<dem, Gregorian Rhythm.

44 Such as the (admittedly much attacked) study by Vollaserts,
Rhythmice Proportions. Even the work which attempts to

demolish Vollaerts (Cardine, Gregorian Chant) 1s missed
by Luecks,
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For Lugscke, as for Cable, 'Gregorian’' chant means
the corpus of chant edited by the Benedictines of Solesmes

in the 18¢c and 200.45

Their theories have won much
support, at least in the practical spherej many scholars
have reservations. The most recent authority to discuss
the problem concludes that "attractive as performances

by the Soclesmes monks may be, their solution is neither
the only possible one nor the one supported by the greatest
weight of historical evidence".48 According to the
Solesmes explanation the rhythm of plainchant is 'free’
in that the time unit is a single, indivisible pulse so
that all notes are basically equal in duration. The
pulses are then grouped into binary or ternary ligatures
(these arse the smallest configurations formed). It is
doubtful whether this theory can be allowsd to stand when
a detailed analysis of Anglo-Saxon and other early chant

sources 1s required to do justice to Luecke's title.

A- far more serious problem is created by the fact

that the Solesmes theory seems to represent, in the words

of Richard Hoppin, "a corrupt practice of the later Middle
47

Ages”, Although the subject of early chant rhythm has
long been a controversial one, there is nonetheless general

agraement that "from the eleventh to the thirteenth

centuries the more complex rhythms of earlier centuriss

45 On the objections to the term 'Gregorian' chant (which
will bs retained here since it is customary and thus
convenient) see Treitler, 'Homer and Greogry', passim.

46 Hoppin, MediZeval Musie, pp. B8-9,
47 ibid. p. 90,
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gave way to a slower moving cantus pZanus".48 As

Hoppin points out:49

Uncertain as the results of mensural transcription

[of chant] may be, historical evidence strongly

supports the mensuralists’ fundamental belief.

Again and again, theoretical treatises of the early

Middle Ages make it clear that the chant did use long

and short notes.

Thus while the Solesmes theory may provide an
adequate description of the way in which chant was performed
in the later Middle Ages, the Anglo-Saxon period falls
directly into the sarlisr, more complex and obscure period.

For these reasons alone, Solesmes-based attacks on
Pope's rhythmic theory have achieved little. Furthsrmore,
the findings of authoritative scholarship devoted to early
periods of chant contain elements from which Paope might

well take hesart. It is sobering to find that Dom Gregory

Murray gives the following transciption of an antiphon

from the Tenth-century Hartker antiphonal:SU

SEE MUSICAL EXAMPLE 1

In the light of transcriptions such as this we cannot
s8asily agree with Cable's firm assurance that "the only...
music [contemporary with OE verse] of which we have
detalled knowledge, Gregorian chant, has nothing like the
isochronous measurss that Pope describes."51
48 Caldwell, Medieval Musie, p. 87,

49 Hoppin, Medieval Musiec, p. 89,

50 Murray, Gregorian Rhythm, Musical Supplement, pp. 26-7,
2] Cable, Meter gnd Melody, p. 16,
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However, Cable extends his range mores widely, arguing
not only that plainchant was unmeasursed in the Middle
Ages, but that g?ll7 music was unmeasured until the
development of written polyphony nescessitated the use of
measures to secure coordination of parts. "Hlstorically”,
he proposes, "the development of measured music resulted
from the need to keep voices together as part music
became increasingly complex".52 This is an absurd
proposition. There is no necessary relation between
measured music and polyphonic texture, and there are
many cultures where music is both monophonic and measured.S3
Furthermore, the emsrgence of written polyphony in the Ninth century
was probably made possible by the many centuries of
illiterate, folk-polyphony that preceded it, much of which
may have bsan measured.54 Many of the world's musics
employ polyphonic devices of a most sophisticated kind,
together with a system of measures, though there is no
recourse to musical notation. There is also the question
of dance music. Music which 1s to be performed for a
dance must have a measured structure with accents falling
in places where the dancers can predict them. Thus there

1s a far-reaching tendency for dance music to arrange

itself into measures, and within Northern European

52 1ibid,

53 An example 1is provided, were any needed, by the
Ob-Ugrian lyre music dliscussed below, p.2667F.

54 See for sxample Collasr, 'Polyphoniss', Schneidsr,
'Mehrstimmigkeit’', <dem, Mehrstimmigkeit, Vogel, 'Ursprung’
and Wiora 'Mehrstimmigkeit’ for studies of this subject.
The theory of folk-origin for early polyphony is built

into a model of literate medieval string-playing in Pags,
'Dirsction of the beginning', passim,
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culture there appears to be no evidence that dance music
has sver used mors slaborate forms than isochronous
measures of duple and triple time, or combinations of
thess, We shall see that the Eighth century English
VVespasian psalter shows dancers clapping their hands;
their music must have consisted of measures introduced
by an accent.

What Cable has done is to confuse the history of
mensural notation with the history of mensural music.
It is true that developments in written polyphonic music
in the Twelfth century were accompanied by the development
of mensural notation, but this is associated with the
emergence of written polyphonic composition as an art,
and with thes changing roles of improvisation and memory
training in choir schools, rather than with the mensural

character of the music. 0One would not think, to read

Cable’'s comments, that some medieval authors refer to
Jbeating time to music.55
1 propose to accept Pope's theory o6f isochronous

measures for, as we shall ses, our acceptance of his
hypothesis allows us to make sesvaral worthwhile comparisans
between OE versse delivery and Gregorian chant, together

with a hitherto unnoticed enclave of Northern lyre

playing.

The Advent of Oral-formulaic Theory

Oral-formulaic theory has exsrted a profound influence

upon modern discussions of OE poetry and the harp.

35 The commsnts of Guido d'Arezzo (01000) on this subjsct
have been quoted above in nots 37,
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Between 18933 and 1935 the architects of the theory,
Milman Parry and his pupil Albert Lord, collected some
12,500 texts of epics performed by Yugoslav singers.
These singers were participants in an orally transmitted
culture of verse-makings; they improvised their poems
to the accompaniment of the gusle, a monochordic bowed
instrument with a skin belly and laterally-stopped techniqus.
In 1949 Lord submitted a thesis entitled The Singer
of Tales: a Study in the Process of Yugoslav, Greek and
Germanic Oral Poetry. Four years later Magoun published
a seminal article in which he applied the oral-formulaic
theory to OE narrative verse. Following Parry and Lord
he argued that oral poetry is composed of formulas, that
is, of "ready-made languagse...filling just measures of
varse”, while lettered poetry "is never formulaic, though
lettered poets occasionally consciously repeat themselves
or quote verbatim from other poets in order to produce
a specific rhetorical or literary effact".SB Magoun's

crucial - and subsequently controversial - conclusion

was that57

.+ .with the discovery of the dominant role of the
formula in the composition of oral poetry and the
nonexistence of metrical formulas in the poetry of
lettered authors, we have suddenly acquirsd a
touchstone with which it is now possible to determine

o6 Magoun, 'Oral-formulaic character', pp. 189 and 190.
For a survey of recent work on oral litsrature
see Lord, 'Oral litesrature’.

5/ Magoun, 'Oral-formulaic character', p. 194,
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to which of the two great categories of poetry a
recorded text belongs - to the oral or to the

lettered tradition.

Magoun is arguing, in effect, that because all oral
poetry is formulaic, then all formulaic poetry is oral.
That this reasoning is faulty - principally because 1t
ignores the many types of composition that can take
place - should be sufficiently obvious, and wse shall
review the writings of scholars who have emphasised this
point in due course. What is significant here 1s that
the Yugoslav analogy brought the harp directly to the
fore. The guslars improvised with an instrument; soO
apparently did the Greek singers. Classical authors
testify to the use amongst the Germanic psoples oOf an.in-
strument for accompanying song;58 all was now rsady

for a series of practical studiss.

C.L. Wrenn and Two Anglo-Saxon Harps

In the first yesars of the 1960's some fragments from
an archaeological excavation stored in the British
Museum,were found to be parts of a stringed instrument.
The philologist C.L. Wrenn learned of the discovery and
announced it in a paper entitled 'Two Anglo-Saxon harps),

nublished in 1863. Wrenn saw the find as another move

forward in a wave of scholarship initiated by Pope's

The Rhythm of Beowulf and by thse Sutton Hoo Find:Eg

58 The major authorities are assembled and quoted in
Werlich, Skop, p. 243f.

58 Wrenn, 'Anglo-Saxon Harps', p. 118.
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The discovery of fragments which could be
reconstructed into a harp among the Sutton Hoo
finds, followed soon afterwards by J.C. Pope's
strongly argued claims for the harp as an integral
concomitant to the singing of Beowulf, gave
something like a new impetus to the sxploration of
the music of Anglo-Saxon verse.

A valuable aspect of Wrenn’s approach (which I shall
pursue) is his willinghess to search among modern folk-
instruments for a type sufficiently akin to the Anglo-
saxon harp for comparative analysis of playing techniques.
He acknowledges the importance of morphological parity in
the instruments compared, pointing out that the bowed
gusle of the Yupgoslav singers doss not much resemble any
Anglo-Saxon plucked instrument, butthat a closer congener
exlsts in the Finnish kantele, a five-stringsed plucked

instrument in its traditional form.BO

Living folk-instruments of medieval ancestry or type
can contribute much to our understanding of early string
techniques, though organologists have only recently begun
to exploit this technique despite the example of the
literary scholars who employed this comparative msethod with

such success (in ths guiss of oral-formulaic theory).61

60 Ibid. p. 120f. During the last hundred ysars or so the
kantele has been enlarged, and more strings havs been
added. The present instrument bears little relation to the
traditional one (for photographs of modern types see
Buchner, Folk Instruments, plates 220-1). Some information

about the traditional instrument is gathered in
Mustanoja, 'Germanic Postry’.

61 On the use of the comparative method in the reconstruction of
sarly playing styles see Baines, Instruments, p. 221
("It is an exciting branch of musical research, only recently
begun...'), By far the most developed application of
the technique is to be found in Bachmann, Origine, p. 84fF.
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In Chapter 5 I shall dsvelop an analogy between the
Anglo-5axon lyre and the lyre of the Ob-Ugrians, a
Siberian people whose instrumental techniques ars
relatively well documented. In this respect, at least,
our investigation will draw upon the epistemology of ocral-
faormulaic theory, and we shall attempt to refine this
aspect of organclogical method.

But there is one manifestation of oral-formulaic
influence in Wrenn’s study that I wish to isolate ang
avoid. This concerns the period with which Wrenn understands
himself to be dealing. As we read his article it ssems
that a chasm is beginning to open betwesn the practice of
a largely undefined and remotse period (assumed to have
lasted at least until the time of Caedmon and possibly
beyond) and "actual usage in historical times“.62 Wrenn
tacitly acknowledges this, stating that "most students
would now associate the harp with early Anglo-Saxon poetry”
(my italics). It is clear what has happened: the harp
has become so closely identified with orally-improvised
varss-making that it seems to recede from view once the
period of the lettered poetry is reached. The conceptual
clusters which we identified above (p. 21) can now be

recognised as organising forcss.

62 Wrenn, 'Anglo-Saxon Harps', p. 122.
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Werlich and the West-Germanic Secop

The next contributor to the debate pointed to some
of the ways in which this hardening of categories might
be reversed.

Der westgermanische Skop (1864) is a meticulous
and dstailed survey by Egon Werlich of professional
singers amongst the West-Germanic peoples with special
reference to the 0E materials. Werlich examines the
Anglo-Saxon terminology associated with the craft of the
scop and concludes that improvised poetry was sung (war
immer ein Gesangsvortrag).aa Taking his line of interprsta-
tion from the studies of Parry and Lord, he opens his
enquiry into performance practice by sxamining the verss
and instrumental procedures of the Serbian gusle playsrs.

He then analyses the 0E and Anglo-Latin refsersnces to

harping.a4

Werlich says very little about the nature of ths
accompaniment. The drive of his work to connect some
surviving OE verse with the harp is directed rather towards
certain palasographical featurses of the Beowulf manuscript.
He observes that there are 672 points in this source,
some of which "are only intelligible when considersd in
relation to musical performance" (nur Zm Zusammenhang mit

einem musikalisehen Vortrag zu veratehen).es

63 Werlich, Skop, p. 212.
64 ibid. p. 254°F.

65 ibid. p. 277. Werlich gives his reasons (p. 271) for
passing over two points noted by Zupitza.
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In a poem of over three thousand lines 672 points
is not a particularly impressive total, and Werlich
admits that 226 of them can be understood in terms of
rhetorical emphasis, while a further 333 are related to

, B
movements of sense (i.e. they ars punctuation marks). .

This accounts for a total of 559 ocut of the 672 points
that Werlich acknowledges, leaving only just over a
hundred to serve as the grounds for invoking a special,
musical explanatian.

These points comprise two groups: (1) points which

precede a sense bresak, and (2) points which follow a

sense break:

(1) a b (.)

(2) a b
a // b (.)

Werlich argues that only the hypothesis of musical

performance can explain (a) why thase points are so
distributed, and (b) why such distribution is not
constgtent in the manuscript. To develop this reasoning
he borrows the notion of melodische Steigerungsgruppen,
or passages "employed to hold or grasp the attention of

the listener”87 from Serbian singers; a Steigerungsgruppe,

66 ibid. p. 271.
67 ibid. p. 282°F,
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he argues, 1s a passage in which two or mors of the
points defined in figures (1) and (2) above follow in
the space of a half-line or up to threes full lines.°®

In the event there are only 38 points in the entirs
manuscript that organise themselves into groupings that
accord with these constraints, and in the obvious
places where a singer would attempt to "hold or grasp
the attention of the audience” - at the beginning and
end of a fitt - Werlich's Steigerungsgruppen appear only

o3 This is not a very impressive result,

four times.
and Werlich's investigation hardly seems to warrant his
conclusion that the points of the Beowulf manuscript
"indicate an emphatic vocal level departing from a calm
reciting tone” (eine vom ruhigen Erzahlton abweichende
emphatische Sprechlage in der Niederschrift anzeigen).70

The central problem with Werlich's theory lies not
with the nature of his method nor with the character of
his assumptions; it is a matter of quantity rathsr than
quality of evidence. Werlich acknowledges 672 points
in a text over 3,000 lines, and 559 of these marks can
be explained without recourse to hypothsses abaut

performance. Of those that remain, only 38 form

configurations that will fit Werlich's definition of a

b8 ibid.
69 1ibid.
/0 ibid. p. 289
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Steigerungsgruppe, or passage calling from a dramatic
departure from the reciting pitch. Furthermore, Werlich
does not explain why his Steigerungsgruppen must be
connected with a musical delivery rather than a spoken
one. Most importantly of all, however, he does not
pursue the implications of his theory. Why did the

Tenth century scribes of the Beowulf manuscript use this
supposed system of semi-musical notation? Was Beowulf
still sung in their day? If not, how can we be sure that
the system of points has been accurately transmitted

from some earlier marked-up copy made when the tradition
of singing the verse was still vital? How does this
possibility affect the analysis of the distribution of
points? In Chapter 5 I shall outline a hypothesis about
certain markings in Junius 11 which I believe to be
connected with performance. Many of these questions will
recur, for in some rsspects the problems are the same:
uneven distribution of the svidence and a lack of
consistency within it that hinders the inductive method.
But we shall at least be dealing with passages so thickly
marked that some connection with performance seems a
distinct possibility.

Werlich's book achieves more than any other survey
of the harp and OE verse, but the prevailing climate 1in
English QE studies owes more to two essays by the American
scholar Jess B. Bessinger published in 1858 and 1867,

A comparison of these papers reveals how profoundly the
reaction against oral-formulaic theory has influsnced

thinking about the harp and OE accompanied verse.
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Bessinger's Essays: The Harp and the Decline of Oral-

Formulaic Theory

In his first sssay - 'Beowulf and the harp at
Sutton Hoo' - Bessinger urges that practical experiment

Wwith a reconstruction of the Sutton Hoo instrument (in

the light of oral-formulaic theoryl) may open new
directions in OE studies. He links Beowulf and Sutton

Hoo wheraver possible, generally by means of readable and

elegant surmise:

"He wha sets out on the ocean has no mind for the

harp,” remarks another 0l1d English poem, The Seafarer;
but the king's mourners put this beautiful little
instrument in his ship as if to contradict that
glegist., The harp was not only a popular instrument
but a royal one; there are old English illustrations

of King David with his harp, and King Hrothgar in
Beowulf takes his turn with the harp at a banqust

to sing of past deeds and lament his youthful strength.
It would appear that the Sutton Hoo king was a

singer, too; a patron of song, at least; and at
musical performances in his court it would be strange
if he did not hear, and perhaps even sing himself,
some versions of the tales that appear in Beowulf.

When Bessinger published this paper, Magoun's essay on

the oral-formulaic character of OE narrative verse was

only a few years old. Bessinger is infused with enthusiasm

for the new approach, and to press home its value to

criticism he provides an analysis of several lines of

/1 Bessinger, 'Harp (1)', p. 151,
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Beowulf, commenting upon their "extraordinary concentration
of sound sffects”, that is, upon the character they

/e The organising concept

assume "in live psrformance”.
of his criticism is that Beowulf was produced by a

"composer-performer” (that is, by an improvising singer)
who "might well bes all but unconsciocus of some of these

73 Music has a central

effects until he uttered them”.
position in this process. According to Bessinger it is
an "essential component of early OF verse, which would
have to be better known if the postry were to be
properly appreciated...” (my italics).74 This reference
to "early OE verse”, recalling Wrenn's association of
the harp with "early Anglo-Saxon poetry” is somewhat
puzzling, since Bessinger delivers the remark having just
completed an analysis of a passage from the sxtant text
of Beowulf, copied c1000,

Once again we appear to have encountered a conceptual
lacuna separating the period of oral verse-making from
the era of lettered composition. This lacuna raises
many questions, not the least of which is whether the
phrases "period of oral verse-making” and "era of lettserad
composition” have any meaning. We may grant that the

gradual dissemination of writing skills among English

clerics in the early Anglo-Saxon period establishas an

/2 ibid. p. 155,
/3 ibid.
/4 ibid. p. 156,
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"era of lettered composition” in the sense that no such
composition was possible before this dissemination
occurred. But the spread of literate skills amongst a
fraction of the Anglo-Saxon population probably sxerted
little influence upon the traditional singers. They
may well have continued with their improvised techniques
for many years; the world of the cloister would have
impinged on the life of many a sceop only insofar as it
represented a venue for performance. At the very least,
therefore, the "period of oral verse-making" and the "era
of lettered composition” must have overlappsed. The
scholarly tendency to lose intersest in - and to curtail -
the former is a kind of historical foreshortening, perhaps
brought about by minds disposed to interpret the past in
terms of books and intellectual developments supported
by literacy.75 Unce the Eighth century has been reached,
the period when much of the oldest verse is assumed to
have been written, the harp vanishes behind a veil of
speculation and enigma.

It is surely the overlap of improvised and lettered
verse that is of crucial importance in the history of

OE performed verse. We are not speaking of ths 'transitional’

period invoked by some critics to sxplain stylistic

heterogeneity or structural incoherence in OE poerns.78

/5 On the continuing art of ths singer-instrumentalists
see below, p. 60F.

/6 As by Campbell, in 'Oral Paoetry', p. 86: '[The Seafarer]
++»+ 8 vivid and dramatic oral poem, full of the older conventions,
has been remembered and reworked by a lettered homilist-post;
a8 man with full knowledge of the style of oral poetry
and even a certain reduced command of its formulas.'
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Qur period of overlap embraces all such time as
instrumentally accompanied performance of vernacular
alliterative verse survived as a form of entertainment.

The importance we attach to whether the verse was
improvised, orally composed, or composed with writing,

will depend upon the degree of our willingness to believe
that a hardening of function for verse had occurred that
barred all learned and lettered poetry from a form of
presentation traditionally associated with improvised
verse, It may be that by assuming OE poems could not

have been delivered and accompanied if they are learned,
lettered, or translated from Latin,x we harden categories
in a way which is congsnial to tﬁe academic mind but

which may be false to the world of Anglo-Saxon entertainment-
culture. Nor should we bs quick to assume that accompanied
delivery was so intimately associated with heroze narrativs
poetry that other types of verse (such as biblical
paraphrase) are not relevant to the history of performance,
and that performance itself has no history after the

Herotice Age.77

Bessinger, taking a different approach, grapples with
the problem of how the practices of an sarly, oral period

are to shed light on the study of lettered poetry:

77 The view that accompanied performance died with the
close of the Heroic Age (lingering longer in England)
was proposed by Chadwick, Herozie Age, p. 88f. It is
examined below, p. 64 f.
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0f course we can read the poem [ Beowulf] only as
a book epic, and it must have bsen so resad in the

latter part of the Anglo-Saxon period, but in some
basic sense the chronological details of which are
not clear, Beowulf must have been first composed

orally in the presence of a live audience by a
singer who may or may not have been unlettered,

sometime in the seventh or eighth century.

The tide of Bessinger's enthusiasm has met a major
obstacle and we sesnse a loss of coherence. Why must the
poem of Beowulf have been orally composed in the Seventh
and Eighth centuries? What can possibly be meant by a
live audience? What does Bessingser mean when he states .
that this performance must have taken place "in some
basic sense”? Why, if literacy kills oralcy (as the oral-

formulaists maintain), does Bessinger suggest that the

Beowulf poet "may or may not have been unlettered”? Ws

sense that Bessinger is secrstly anxious about the notion

of an improvised and subsequently recorded Beowulf; he
is attempting to formulate his basic propositions in a
way that anticipates criticisms he knows to be serious.

During the years that intervened betwsen this paper

(1957-8) and his next on the subject (1967), oral-formulaic
theory as applied to 0E verse was subjected to a sevsrs
analysis by many scholars. Some attacked Magoun's

contention that the presence of metrical formulas in a

poem comprises a "touchstone” to determine whether a text

derives from an oral or lettersd tradtion.78 Stavick

8 Magoun, 'Oral-formulaic character', p. 194, On the
transfer of Parry's work to the realm of COE studies ses Watts,
Lyre and Harp, passim. Watts examines the transfer and finds in
1t a distortion of Parry's original notion of the formula.
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axposed the error of associating the statsment 'oral
poetry is formulaic' with the corollary 'all formulaic
poetry 1is oral'.7g Brodeur had already questioned ths
assumption that unlettered posts can not write formulaic
versa,ao and Creed forcefully - but unwittingly -
emphasised the same point by writing his own formulailc
version of an episode in Beowulf as part of an attempt to

understand how the original "singer” worked. Stevick

pointed to the ambiguity of such tarminology:a1

On the one hand, for instance, there is strict
adherence by some to the postulats of the "singer”
and avoidance of the concept "poet”. Ths text,

if it is heavily formulaic, is then a "performance”
(perhaps modified a little in the process of being
captured in writing) rather than a poem composed Dy
a post. On the other hand, others talk of the
"poet” and his "poem”, of writers working within

a tradition, with traditional materials...

We have already found a solution to this muddle by

defining performance as an act resting upon a memarised

paemsaz thus we avoid the ambiguity in which a "performancse”,

as polnted out by Stevick, is both an act and an objsct.
What 1s important hers is the idea (gaining firm ground

in the sixties) that lettersd poets can compose with

/9 Stevick, 'Oral-formulaic analyses', p. 383.

80 Brodeur, Art of Beowulf, p. 3f. Lawrence {'Formulaic
theory') attempts to define the usefulness af the terms
'formula' and 'formulaic' as applied to OE texts,
concluding that while OE poems translated from Latin
are formulaic, yet their composition is not by formulas.

81 Stevick, 'Oral-formulaic analysss’, p. 384,
82 Above, p. 17,
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traditional materials either because it is what they
choose to do, or becausse it is the only vernacular postic
they know. In his article on 'Oral Poetry 1in The Seafarer’

(1960) Campbell anticipates the concerns of this thasis

when he acknowledges that:83

A poet who wrote his poem before it was performed
in the refectory or the mead hall, still following
all the conventions he associated with poetic

composition, is well within the realm of probability.

Campbell, a strong advocate of the view that "pagan
'singers'...may waell have operated as Magoun indicataes,

vet not more than 10 per cent, at a conservative estimats,

84

of the extant poetry was compossed by such poets” has

nrepared the ground for our study which is designed to
test the hypothesis that not all OE lettered vsrss was

necessarily detached, per se, from a world of performance-
culture. Even Bessinger, whose studies focus upon ths
Eighth century and before, concedes the possibility that

some such performance as Campbell's - albeit an antiquarian

one - may have existed:as

83 Campbell, 'Oral Poetry', p. 88. It is always worth
remembering the words of Whitelock (Audience,p. 20):
"Some men of religion were interested in the tales of the
Cermanic heroes, and scandalised Alcuin in 797, but nothing
in the lstter in which he reproved the monks of Lindisfame for
thelir interest in songs about Ingeld suggests that this taste
was pandered to in monastic scriptoria”. Soms scholars
seem almost grudgingly to concede the existence of such refectory
and hall postry - as for example Derolez ('A-S literature', p. 51):
"There may have been, and there probably was, a stream of 0ld
English poetry that kept clear of the scriptorium and
stayed on its natural breeding ground, the banqueting hall".

84 Campbell, 'Learned Rhetoric', p. 188.
85 Bessinger, 'Harp (2)', p. 13.
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...there is no reason in logic or nature why even
late-classical run-on verss should not somstimes
have been sung in Anglo-Saxon times, 1f only as a
tour de force by some musical antiquarian...

Bessinger may have seen potential in the study of
such late-Anglo-Saxon performers, but he never sought to
realise it. In his second essay - 'The Sutton Hoo harp

replica and 0ld English musical verse’ (1867) - he

is still working with the notion of a performing art

which, viewed in chronological terms, precedes the period

of the written monuments:

If we may turn now from relative certainties to
hypotheses in order to suggest some possible varieties
of harp-and-voice performance, we may do so without
lingering over the fact that many 0ld English

poems, including some that one might like to use

as living texts for the demonstration of musical
verse, are unlikely ever to have bsen sung at all

in their surviving manuscript forms. It is as hard
to imagine the bookish author of Brunanburh singing
his entry into the annal as it is sasy to believe
that lost oral panegyrics of Aethelstan were
composed in 3837...we know too little about 01ld
English music to dogmatize pro and con about its
application to the 0ld English verse we possess,

I would venture to argue only that amateurs of the
0ld English harp should be able to hypothesize
inoffensively about the possibilities of such an
application, and to do this onse must perforce cite
and on occasion indulge in the recitation of an
existing written text. We need not take up arms
hare, therefore, about the orality of bookishnass r/
of Beowulf, for exampls, which must have besn musical

86 ibid.
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in some early stages of 1ts premonumental

formulation and is undeniably bookish in the

unique surviving manuscript.

The decline of oral-formulaic theory in the years
between 1957 and 1967 is strikingly reflected here.
Bessinger no longer assumes that Beowulf "must have
been composed orally in the presence of a live audience”,
and the issue of music and accompaniment is now linked
to the "premonumental formulation” of an "undeniably
bookish" poem rather than to the creation of the text
as we have it, As far as critical questions are
concernaed there is a distinct narrowing of claims. Music
is no longer an "essential component” of OE verse; it
has become a hobby for "amateurs of the 0ld English harp”
who, far from making any important claims of a critical
kind, wish to "hypothesise inoffensivsly". The subjsct
sgems to have lost every element of relevance, controversy

and promise.

The matter stands today very much as Bessinger

left it. An important trend in much present-day thinking

in neatly summarised by Pearsallza7
»+ W8 have no idea how this poetry was dslivsred,
and cannot assume that the mode of recitation
described in Beowulf, in an idealised portrayal of

the heroic age, is the mode of recitation of the
poem itself. And even if we do assume that Beowulf
was recited to the harp, we have no idea how

6/ Pearsall, OE aqnd ME Poetry, p. 16-17.
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"the harp was used...Nor does it seem possible to
associate the use of the harp with some of the
scriptural and devotional poetry (or the riddlesl!),
yet this poetry is written in the same form as
Beowulf. There was a harp (or lyre) at Sutton Hoo,
and another in Bede's Caedmon story, but the use of
the harp in oral versse-making at secular courts

and secular gatherings cannot simply be transferred

to lettered postry.
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Towards a New Picturs

The Chronology of 0OE Verse

Our conception of accompanied song and story in
Anglo-Saxon England is heavily dependent upon certain
assumptions about the dates of several crucial 0OE poems.
The view will be upheld in the following chapters that
most OE poems are effectively undateable, and that thsy
may have been written any time up to the period of the
surviving copies, most of which may be said for
convenlience to date from c¢1000. Very few 0OE posms can
be connected with circumstantial details of any kind.
The names of four authors ars known: Aldhelm, whose waork
has vanished; Bede, who may be responsible for the lines
attributed to him and customarily named 'Bede's Degath
Song'y Caedmon, possibly the author of nine linaes embedded
in Bede's Ecelestiastiecal History; and Cynewulf, a post
responsible for a substantial amount of verse who is
little more than a name. All other OE poems are anonymous.
Linguistic tests to establish rough datelines ars almost
invariably inconclusive, while dialectal analysis is
pre-empted by the mixed, literary dialect in which the
bulk of the postry has bsen pressrved.

In view of this state of affairs, at£errpts to date
0ld English poems are rarely convincing, and a scholarly
art of considerable refinement has been svolved to cope
with this inconvenience in modern editions of OE works.
This 1s what Blake has to say concerning the date of

The Phoenix , for example:BB

80 Blake, Phoenig, p. 22F.
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The date of the poem cannot be decided with any
certainty. A terminus ad quem is provided by the
manuscript, which is dated to ¢.970-30. But as
Sisam has shown that the anthology was probably
assembled in the time of Alfred, Edward, or
Athelstan, the terminus ad quem can be takan as ¢.840.
No satisfactory terminus a quo can be sstablished.
The accepted sources of the poem are both so early
that they ars of no use in dating it. Earlier
authors who accepted the Cynewulfian authorship wers
inclined to suggest that the poem was written in the
second half of the Eighth century. But not only 1is
the poem not by Cynewulf, but also Cynewulf

probably lived later than the Eighth century. Sisam
assigns him 'whether Mercian or Northumbrian, to the
Ninth century’. This is important, for although
HEynewulF was not the author of The Phoenix, there
are many similarities between it and his signed
works which suggest that the :poet lived about the
same time as or slightly latsr than Cynewulf. 5o

it seems likely that The Phoenix was written in the
Ninth century, possibly in the later rather than

the earlier part of that century.

A more balanced and cautious statement of the casse
could hardly be asked for, yst it is worth examining thes
substance of it. At two crucial points the exposition
rests upon the contentions of one scholar - Sisam, who
argued that (1) the Exeter Book was probably assembled
in the time of Alfred, Edward or Athelstan (whose reigns
span half a century), and (2) Cynewulf probably lived in
the Ninth century "whsther Msrcian or Northumbrian”" (my

italiecs). The egarliest scholars wers 'inclined to suggest’

that The Phoenixz was written in the second half of the
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Eighth century (a suggestion based upon the assumption
that Cynewulf wrote the poem, and resting upon a further
assumption about when Cynewulf wrote), whereas according
to Blake the poem is 'not by Cynewulf' (an assumption

not a fact). The final decision is allowed to rest upon
similarities between the signed poetry of Cynewulf and

The Phoenix, though it is fallacious to argus that a poem
which shows the influence of another author must have bsen
composed during, or socon after, the lifetime of the poet

who wrote the model poems. We are lsft with the feeling
that the notion of a Cynawulfian school is a fashionable
remedy for scholarly doubt about the date of non-Cynewulfian
poems, and a means to avoid the esmbarrassment of attributing
those poems to Cynewulf, Ultimately, Blake's analysis
contains only one fact: the date of the close of

Athelstan's raign.

There can be no doubt that the trend of current
scholarly thinking is moving in the direction of increasingly
later dates for OE poems., It is instructive to compare
the dates given 1in gseneral histories of sarly English
literature (which tend to projsct older, established
views on such matters) with those in individual editions
of texts, and articles on particular poems. The
Scriptural poem Genesis, for sxample, is gansrally dated
to c/00, but in his recent sdition of the text Doane

proposes that "any date in the eighth century seems

reasonable” for the poem.89 Doane's conclusion is

89 Doane, Genesis, p. 37.
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primarily based upon a comparison between Genesis and
Beowulf, yet it is far from certain that the latter is
an Eighth century poem. In his comprehensive analysis
of the proposition that Beowulf must have been composed
before the Danish raids on England became severs, Jacobs
advances several possible periods for the composition of
the poem, and is prepared to consider a date "perhaps

as late as the reign of Athelstan".go Where does this
leave Genests?

As there is almost no solid evidence with which to
date most 0Old English poems, critics have attempted to
date them according to the cultural conditions they deem
likely to have produced such poetry. It is odd, if such
relations may be genuinely discerned, that some social
historians have declined to use the poems in their works;
".sswithout accurate dating”, writes Loyn in his Anglo-
Saxon England and the Norman Conquest, "...thers is little
that a social historian can isolate from the poetry in
discussing the development of society”.g1 Clearly we
must keep an open mind about the claim - often mads -
that the history of OE poetic cresativity can be related
to the curve of monastic ascendancy in England. This
is the view that has given rise to the concept of a

Golden Age of DOE postic production in the Eighthcentury

colnciding with the efflorescencs of monastic lifae.

Jd0 Jacobs, 'Date of Beowulf', p. 43.
891 Loyn, Anglo-Sazon England, p. 280.
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It 1s important to characterise this view at once as a
net of scrupulously weighed assumptions and suppositions.
There is no OE verse that is known to have been composed

between c¢700 and c800.

We should also keep an open mind about the four
major poetry manuscripts themselves. It may bs thgt
these are "monastic copies of monastic GOpies",gz but
that is far from certain. The antecedents of these
manuscripts have been lost, and thus 1t is somswhat
dangerous to be dogmatic about their pedigree. We have
seen that ons illustriocus Anglo-Saxonist, Kenneth Sisam,
was prepared to consider that the Exster Book collection
was assembled in the reign of Athelstan, and at this
time, according to Knowles, England was "wholly without
any organized monastic lifa".g3 Furthermore, the Exster
HBook as we have it was owned by Leofric, who was not a
monk, and bequeathed by him to Exeter, a Cathedral Church.
The origin:-and parentage of the Vercelli Manuscript and
the Beowulf Codex are unknown.

If wa determine to keep an open mind on matters of
chronblogy it becomes apparent how flimsy ths props of
the received picture are. Campbell, for examplse, has
suggested that the "old lays...and their heroes ssem to

have grown less popular in the course of the 0ld English

94

period”, but this contention rests upon the assumption

that Beowulf is an early poem, and it seems to ignore ths

32 Pearsall, OF and ME Poetry, p. 22.
393 Knowles, Monagstie Order, p. 3B.
34 Campbell, 'OE Epic Style', p. 15.
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uncertainty surrounding the dating of The Fight at Finnsburh
and Waldhere. It has often been argued that Fimnsburh 1is
close in manner and content to a genuine heroic lay,95
yet if neither the poem nor ths (lost) manuscript which
contained it can be dated then firm statements about the
chronology of these lays in later centuries ssem to be
precluded. As for Waldhere, the story of Walter of
Aquitaine was popular throughout the Middle Ages as Dronke
has shown;gB the two fragments of the OE poem were written
c1000, and perhaps esven later; nothing is known of the
date when the text was composed.

A great deal rests upon the date ws assume far ths
composition of Beowulf, It has long been accepted by
critics that the allusions to heroic legends in the poem
(such as the story of Ingseld) argue for an audience
familiar with these storias.ga If we accept that Beowulf
was composed early in the Eighth century, then we ars to
assume that such legends were still current at that time.
If, on the other hand, we are prepared even to consider
the possibility that the poem was composed during the
reign of Athelstan,gg then the assumed corpus of oral
heroic legend in circulation moves forward in an alarming

way, and we contemplate the possibility that stories

of Finn, Ingeld and others were still current in

Dunstan's vyouth.

35 As for example by Pearsall, OFE and ME Poetry, p. 5.

36 Dronke, Barbara...Carmina, pp. 29-739.

37 Ker, Catalogue, number 101, lists the leaves as 's.x/xi(?)’.
38 See for example Whitelock, Audience, p. 37f.

99 Jacobs, 'Date of Beowulsf', p. 42.
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Later OE Poetry and Instrumental Playing: Literacy and Oralcy

It would seem that wse must think again about
literacy and oralcy if our chronological framework is so
flexible. It is surely doubtful whether ths emergence
of monastic and lettered DOE verse represented a significant
change in the sum of Anglo-Saxon verse culturs. Alcuin’'s
famous reference to the ettharista with his songs of
Ingeld at Lindisfarne dates from the verge of the Ninth
century, not of the Eighth, and we attribute a remarkable
influence to the new, lsttered poetry if we assume that
its emergence curtailed the traditional activities of
harpist-singers. If Alcuin is to be believsd, accompanied
narratives flourished in the very cradle of Anglao-Saxon
literacy and learning.100
The evidence for the existance of secular, performed
verse 1in the Ninth and Tenth centuries is sparse. We
would not expect the activities of the secular poets to
impress themselvses upon writers of annals and saints’
lives that form such a large proportion of the surviving

sources. Yet the narrative material about Ingeld to
which Alcuin refers was presumably in verse. If ths
doings of this hero held a fascination for clerics ¢800,
long after the period of the heroic agse, then only ths
assumption of a dramatic shift of taste militates against

the possibility that the situation was much thes same c900,

or even c1000,.

100 See Pearsall, OE and ME Poetry, p. 18Ff for a discussion
of monasticism and OE postry.
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It must seem unlikely that England lost its harpist-
singers in the Eighth and Ninth centuries. The practice
of singing to the harp was still familiar to the
KElfredian translators of Beds's Ecclesiastical History,
to judge by their choice of be hearpan singan to render
cantare in their version of the story of Caedmon.m1
William of Malmesbury records a story that the Danish
king Anlaf gainaed entrance to Athelstan's tent bsfore the
battle of Brunanburh by disguising himself as a mimus
with a -eithara, and singing (eantitans) to his own
accompaniment. Such entsertainers were always required,
both before and after the conquest. Thers did not cease
to be gleomenn once the monks began to produce lstterasd
verse. We hear of them now and then in Tenth and
Eleventh century sources. A contemporary account of the

coronation of Athelstan, recorded by William of

Malmesbury, shows that the services of professional

entertainers were still required at important celebrations:103

Deliciis ventres cumulantur, carmine mentes;
Ille strepit cithara...
Here we may suspect a refsrence to accompanied vernacular

carming .

"Once the harp was allowed in", writes Pearsall of the

101 The most recently sdited text of the passags is in
Swest, Reader, p. 46. Ths original Latin appears with
a translation in Mynors and Colgrave, Bede, p. 414F,

102 Text in Stubbs, Gesta Regum, 1, p. 143.
103 ibid. p. 146.
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Anglo-Saxon monasterises, "...thes barriers wers down..."104

It is worth remembering that they stayed down a long
time, even though official voices called for them to be
re-established. The typs of accompanied performance

heard in the Eighth-century cloister, and which might

105

have provided the model for the monastic epiec, could

perhaps have been heard there long after the death aof
Alcuin. At least, the secular performers do not appear

to have gone underground. The protests of the Oratzo
Edgari Regis ad Dunstanum Archiepiscopum Canturiae present
a familiar picture. Here ths domus clericorum is compared
to a coneciliabulum histrionum where there is saltus et
cantus.108 We are reminded at once of numerous othaer

such sources from England and from the continent - of
widely varying dates - attesting to the constant war
ecclesiastical authorities fought against secular
entertainments. Thus the canons of the Coneilium Foroiuliense
(796-7), exactly contemporary with Alcuin's lstter to the
monks of Lindisfarne, include instructions that 'no man
living under an ecclesiastical rule' ( sub ecclesiastico

canone) may occupy himself with 'hunting...secular songs,

or immoderate effeminate merrymaking with lyres and pipss”

07

(L7ris et tibiis ). Or again, we are reminded of

Eadmer's description of the Canterbury monks soon after the Conquestg

104 Pearsall, OF and ME Poetry, p. 22.

105 As suggested, for example, by Campbell, 'OE Epic Style’,
passim, and Pearsall, OF and ME Poetry, p. 18F,

106 The text is printed in Mansi, Conciliorum, 18,1, p.527.
107 Text in Werminghoff, Coneilia 2, p. 191.
108 Text in Stubbs, Memorials of Dunstan, p. 237-8,
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Sciunt quippe quia qui prius in omni gloria mundi,
auro videlicet, argento, variis vestibus ac decoris

cum pretiosis lectisterniis, ut diversa musici
generis instrumenta, quibus saepe oblectabantur,

et equos, canes st accipitres, cum quibus nonnunquam
spatiatum ibant, taceam, more comitum potius quam

monachorum vitam agebant.

That Anglo-Saxons of all walks of life participated
in various song-culturses can be accepted as axiomatic.109
We meet with instrumental accompaniment throughout the
period from Bede's story of Casdmon, through Alcuin's
tirade against the eitharista at Lindisfarne, to Eadmer’'s
account (which will occupy us in a later chapter) of
Bunstan singing in the materna lingua and performing
interludes upon hearpe. It can hardly be doubted that
much sung verse was compased in alliterative lines; there
is little evidence that any other kind of verss-making
was widely known in pre-Conquest England, and soms
metrical charms (such as the charm against loss of cattle)
suggest that allitsration was not an exclusively
aristocratic and clerical preserve.

At this point we must clarify the relation bstwsasan
our claims and the major tenets of the oral-formulaic
theory, particularly as far as concerns the effasct of
literacy upon oralcy. Lord's contention that litasracy
destroys oralcy has a crucial bearing upon our thinking

about the genssis of the surviving DE poems, but it has

a limited relevance to any hypothesis about the continued

108 The number of OF words denoting types of songs 1is
considerable. Berglund, OF Musical Terms, p. 222f
gives excellent documentation.
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existence of oral, performed verse in Anglo-Saxon England.
This is what Lord has to say of the progress of literacy

in Yugoslavia and its effect upon oralcy:110

The songs have died out in the cities not because life
in a large community is an unfitting environment for
them but bscause schools were first founded there

and writing has been firmly rooted in the way of

life of the city dwellers.,.

No comparison of Yugoslavia and Anglo-Saxon England 1is
possible here. England at this date presents us with
what we may term 'privilege literacy’, that is: the
restricted distribution of literate skills amongst tHe
members of a special group, in this case, the clsergy.

This 1s an important point for, as Lord observes, the

existence of such literacy allows the art of oral singing

to flourish unchecked:111

In societies where writing is unknown, or where it
is limited to a professional scribe whose duty is
that of writing letters and keeping accounts, or
where it is the possession of a small minority, such
as clerics or a wealthy ruling class...the art of
narration flourishes...”

If we will allow Lord’'s statemsnts to provide a model

for the interpretation of the state of affairs in Anglo-
caxon England, then we must acknowledge that the existence
of privilege literacy amongst the clergy is unliksely to
have curtailed or in any way affected ths traditional

activities of singers and instrumentalists who were yet

illiterate,

U Lord, Singer of Tales, p. 20.
111 ibid.
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Chadwick and the 'Decline’ of Teutonic Court Minstrelsy

The drift of our reasoning brings us at once into
conflict with one of the classic expositions of our
subject, contained in H.M. Chadwick's book The Heroic Age.
Chadwick defines the song-art of heroic culturss as
"the recitation of metrical spesches accompanied by ths
harp.”112 For purposes of examining his theory concerning
the fate of the art when thess cultural traditions change
we may accept this definition, even though it ignores ths
possibility that the verse was sung. Chadwick proposes
that this 'Teutonic court minstrelsy’ faded after the
close of the heroic age, at which time "the evidence for

minstrelsy of this type apparently ceasss altogether".113

He concedes (apparently on the basis of the references
to song in Beowulf and Alcuin’s letter to the Lindisfarnes

monks) that the art lingered rather longer in England

than elsewhers.,.

Chadwick advances three grounds for his thaory.114

Firstly, he arguss that after their migrations the
Germanic peoples found themselves brought into contact
with "alien peoples” and wsre exposed to "denationalising
influences” as a result; other peoples, he proposes,
effectively disappeared (such as the Vandals). Secondly,
the "change of faith” following the conversion of Germanic
peoples created an environment hostile to the production
of songs of the old kind. Thirdly, as far as concerns

112 Chadwick, Heroie Age, p. 93.

113 ibid.
114 ibid. p. 88F,
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England, Chadwick argues that thes art survived (a
circumstance which he does not explain) until it was

extinguished by a "wave of religious fervour” begun by

the Kentish king Erconberht.

There is much to query in this account, famous though
it is. The disappearance of Germanic tribes such as the
Alemanni, Thuringians and Burgundians (all absorbed by
the Goths in the early Sixth century), and the Vandals
and Ostrogoths (defeated by Justinian in 533 and 5063
respectively) is to some extent a matter of terminology
rather than history. These tribes did not cease to sxist,
and even when they appear to have vanished (like the
Rugians), they did so only under one name. Individual
Germanic tribes, once absorbed by other, more powsrful
ones, need not necessarily have 'hanged up their harps'’
in the manner of the Israelites. Furthermore, Chadwick’s
theory can not bs reconciled with the organological
evidence. Two fragmentary lyres have besn recovered from
Alemannic noblemen’'s graves at Oberflacht, Kreis Tuttlingen,
Wurttemberg, one dating from the Sixth, and one from the
seventh centuries.115 The remains of another lyrs have

been recovered from the sarly-Eighth century grave of a

nobleman (probably a Frank) undsr the church of St. Severin

16

at Cologne,1 while an amber bridge (doubtlsss all that

remains of a wooden instrument) has been found in an

Eighth-century chieftain's grave in Broa, Halla, Gotland,
115 Catalogued and daescribed with bibliography in Crane,

Extant Instruments, numbers 313.01 and .0Z.
116 ibid. number 313.03.
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in Sweden. These finds suggest that the tradition

of aristocratic lyre playing did not die out at the
close aof the heroic age, and although it is possible
that these noblemen and chieftains performed only
instrumental music, we have sursly to deal here with
traces of the Germanic (and perhaps Indo-European)
tradition of singer-chiefs.118

Chadwick's proposal that court minstrelsy died out
as a result of 'a change of faith' 1s also less than
convincing, since there was a living tradition of
performing heroic poetry to instrumental accompaniment
in at least one English monastic centre of the Eighth
century. If the tradition could be transplanted into a
monastic house and yst survive, there is littlse reason
to assume that 1ts fortunss fluctuated according to
movements of religious zeal.

We have seen that Chadwick’s definition of the hsroic
song-art was "the recitation of metrical speeches
accompanied by the harp”. This is not satisfactory, for
it i1gnores the possibility that the poems were sung. If
we are prepared to consider this hypothesis, then we modify
Chadwick's definition so that it becomss "the singing of
metrical songs accompanied by the harp". It then becomss
clear that such an art as this has no necessary connection
with the heroic age, for song-forms in verse accompanied

by instruments, of which the harp was one, wers current

thraughout medieval Eurape.
117 i1bid. number 313.13.
116 See the note on Beowulf 2105f in Klaeber, Beowulf p, 205.
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Fortunately we may reinforce these cobservations with
documentary evidence. Ralph Tortarius of Fleury, in his De Miraculis
Sancti Benedicti Abbas (late-11c), relates that a band
of Burgundian marauders attacked the monastery of

Chastillon-sur-Loire with a minstrel (scurra) going

before them singing of grsat former deeds to the accompani-
ment of an instrumant:11g

Tanto vero erat illis securitas confidentibus 1n sus

multitudine, et tanta arrogantia de robore st
aptitudine suae juventutis, ut scurram se
prascedere facerent, qui musico instrumento res
fortiter gestas et priorum bella prascinerst:
quatinus his acrius incitarsntur ad sa peragenda,

quae maligno conceperant animo.

So great was the unconcern of these confederates,
and so great was their pride in the power and the
capacity of their youth, that they had a minstral

to precede them who sang to a musical instrument

of deeds bravely dons and of the wars of former
[heroes], so that they might be more zealously
incited to accomplish those things they had conceived

in their evil minds.

This brief account, written a few decades after the Norman

118 For the text see Recueil, XI, p. 459, The event must
have happened after 1031, for Ralph’'s purpose is to relate
miraculous happenings that had occurred since the reign of Henry 1.

The use of narrative songs at this date to inspire battle-

fervour need not surprise us; we remember the legend (first
recorded in the early-twelfth century) that the Norman troops
at Hastings were spurred on by a minstrel’s tales of Roland (see
Douglas, 'Song of Roland' for a recent discussion of this
tradition). It is tempting to assume that such narrative songs
may have been performed by the string-player mentioned by
Giraldus Cambrensis, who leads an army playing and singing in
alternatim: ex nimia quoque securitatis praesumptione, fidieinem
praevium habens, et praecentorem, cantilenae notulis alternatim
in fidicula respondentem. (Dimock, et al, Giraldus, 6, p. 48).
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Conguest evokes 'Heroic Age' minstrelsy in a most
remarkable way. It shows us continuing fascination

with tales of past wars, - in geardagum...aepelingas
ellen fremedon, the dramatic smotional effects of
'heroic' narrative song, and the lasting use of song as

a projection of youthful strength and martial pride -

all things that we associate with the well-known refsrences

assembled by Chadwick, some of which date from more than

half a millennium earlier.

Narrative Song in the Middle Ages

This last point encourages us to place these observations

in a wider context. We may perhaps discern an allusion

to accompanied narrative song in a poem by Reginald (fl
120

¢ 1112) addressed to Gillibert abbot of Westminster:
Praecipis ut pauca Reginaldi fistula rauca

Gesta canat fidibus...

(You command that the small throat of Reginald
should sing of desds upon strings...)

From the sarly Thirtesnth century we have the remarkable

testimony of Thomas Chaobham, subdeacon of Salisbury,

who composed a penitential which incorporates a classification

of entertainers. This is his account of musicians:121

120 Text in Wright, Satirical Poets, 2, p. 259.

121 Text from Broomfield, Chobham, p. 282, which is a
modern sedition of the whols text. For a study of
this penitential and its influence see Rubel, 'Chabham’

[sic], passin.
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Est etiam tertium genus histrionum qui habent instrumenta
musica ad delectandum homines, sed talium duo sunt
genera. Quidam enim frequentant publicas potationes
et lascivas congregationes ut cantent ibil lascivas
cantilenas, ut moveant homines ad lasciviam, et
tales sunt damnabiles sicut et alii. Sunt autem
alii qui dicuntur ioculatores qui cantant gesta

principium 8t vitas sanctorum...

(There is a third kind of entertainer which uses
instruments for the pleasure of men, and of such
there are two kinds., One kind visits public drinking
places and wanton gatherings so that they may sing
there various kinds of songs to inspire lechery, and
such entertainers are as damnable as the others
[previously mentioned]. However there are othersy
who are called Zoculatores, who sing of the desds of

princes and the lives of saints...)
Here Chabham reveals the existence of instrumentalists
who sing narratives of the 'deeds of princes and the
lives of saints'. It thus appears that the history of
sgcular music and instrumental practice in Thirteenth
century England may have more to do with the materials
conventionally studied by literary scholars than the few
remains of secular music surviving from thes ;:aar‘iod.l122
Perhaps the repertoires of these minstrels contained

materials similar in contsent and form to the Middle English

romance of King Horn, which "may be repressntative of the

122 All of the known English secular songs dating from
before 1400 are edited in Dobson and Harrison, Songs.
A handful of instrumental dances completes the remains
of medieval English secular music. Minstrel
involvement in such forms as the learned Latin motet
seems unlikely.
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wrought form of sung lay which preceded both ballad

and romance"?123 A number of stories about heraoss of

surviving romances wers sung at this date, including

124

Girart de Vienne, 'Boves d'Antona’, and Audigier.125

A link between the sung (and perhaps predominantly oral)
lays and written texts is provided not only by a
reference to the music of Jean Bodel's Saienes (only the

text of which survives), 2b but also by 'The Battle of

Annezin', a poem of fifty Alexandrines in French which

is preserved with its music (to be repeated over and

over again in the cehanson de geste manner].127

Although these examplses are all taken from continental
sources, the picturse presented by Chobham (in which deeds
of saints and princes are treated as equivalent
narrative matter for songs) is so similar to the classic
description of chansons degeete given by the Parisian

music theorist Johannes de Grocheio (f1 e 1300), that it

is tempting to assums a parallel situation in both

England and France: <O

123 Pearsall, OF and ME Poetry, p. 114,

124 The evidence is provided by the treatise of Johannes
de Grocheio (c1300), in Rohloff, Groecheio, p. 132.

125 For the svidence see Langlois, 'Chanson de geste’,
p. 349,

126 ibid- pp: 349“351!
127 1ibid.

128 Text from Rohloff, Groecheio, p. 130.
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Cantum vero gestualem dicimus, in quo gesta

heroum et antiquorum patrum opera recitantur,

sicuti vita et martyria sanctorum et proelia st
adversitates, quas antiqui viri pro fide st veritate
passi sunt, sicuti vita beati Stephani protomartyris

et historia regis Karoli.

(We call a song a chanson de geste in which the
deeds of heroes and the works of ancient fathers

are told, such as the lives and martyrdom of saints,
and the battles and trials which men of old time
suffered for the faith and for the right, s<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>