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Important Terms

Broadside ballad (in Czech: kramdrskd pisen, literally translated as “shop-
keeper’s song” or “stallholder’s song”)—Religious or secular songs printed
on one sheet or a half-sheet on both sides, then folded, cut, and sewn. We
do not know who folded, cut, and bound the sheets or half-sheets in the
stages of the broadside ballad’s making. According to Petrtyl, the process
was performed by the sellers (singers), or perhaps even the consumers.’ But
itis possible, according to Jiti Dufka, that the sheets were at least folded and
perhaps also cut in the printing houses. Whatever the steps in the process
of creating what we call “a broadside ballad product” (consisting of all or a
part of a folio sheet), we do know that the product typically produced (at
least in the seventeenth and eighteenth century) was in sextodecimo size;
later, as the broadside ballad entered its decline, from the second half of the
nineteenth century, it was more commonly in octavo size and sometimes
even quarto size. Note: As did early printers, we use the term “size” because
the single sheet in, for instance, the seventeenth and eighteenth centuries,
was always folded to form 16 leaves (32 double-sided pages), but from that
folded sheet, one or more broadside ballad product(s), and subsequent
sewn gatherings, could be created—all in the sextodecimo size (about
9 cm x 11 cm).

Chapbook (in Czech: kramdrsky tisk)—In the Czech context, a chapbook is
a wider term, including both prose and verse (broadside ballad) printings,
including texts but also holy pictures, etc. In the Czech context, the broadside
ballad is thus a subcategory of the chapbook.

Gathering of broadside ballads (in Czech: kramdrskd piseri nebo vice
kramdrskych pisni, vydané a distribuované ve formé sesitku, literally trans-
lated as “a shopkeeper’s song or more shopkeeper’s songs, published and
distributed in the form of a booklet”)—Czech broadside ballads were printed,
cut, and bound into gatherings of pages made from a single-sheet printing, as
noted above). The gathering(s) could differ widely in page length: from 4, to
6, to 8, to 12, to 16, as far up as 32 pages. The most typical gathering, however,
was that of 4 or 8 pages. Such broadside ballad gatherings, furthermore,
could consist of a single broadside ballad or more. Typically, just one or two

1 Petrtyl, “O vyrobnich,” p. 260.
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broadside ballads were printed (double-sided) from a single sheet, whether
folded and cut, or not.

Hymn book, hymnal (in Czech: kanciondl)—A collection of religious songs,
often ordered according to the Church year; in some cases, beautifully
produced and expensive.

Leaflet (in Czech: letdk)—Single sheet (printed on one side or both sides)
or booklet, with prose or verse texts which reported the news. It was also
regularly decorated with illustrations. In the Czech lands, leaflets flourished
at the end of the sixteenth century.

Pilgrimage song (in Czech: poutni piseri)—Pilgrims sang these songs as a
group during their journey or at the pilgrimage site. The songs lightened
the “plodding” of the journey as well as promoted the pilgrimage site. A
pilgrimage song praised a holy person or asked that saint for protection
and assistance. Czech pilgrimage songs were mostly disseminated in the
form of broadside ballads.

Sextodecimo size (in Czech: Sestndcterka)—Czech broadside ballads of the
seventeenth and eighteenth centuries were typically about g x 11 cm. Their
size varied, however, depending on the magnitude of the sheet the printer
employed. In Czech lands during the period when broadside ballads were
mass marketed, sheets of folio-size paper were similar in dimensions but
not yet standardized. Sextodecimo size was thus close, if not always equal
to, 9 x 11 cm. Also, though the sextodecimo size was typically created by
folding the printed sheet four times, thus producing 32 pages, not every
broadside ballad gathering (a gathering being equivalent to an individual
ballad) contains that many pages. We find sextodecimo-size broadside
ballad gatherings of anywhere from 4, to 8, to 16, to even 32 pages. The most
common length, however, is 4 or 8 pages.

Songbook (in Czech: zpévnik)—A collection of secular songs.

Spaliéek (in English: block)—Some consumers sewed multiple purchased
gatherings of broadside ballads into a single book, known as a $palicek
(block). Deep research has not been done on the topic, but it seems that
sometimes $palicky (blocks) served as a memory book of a pilgrimage or as a
private “hymn book” (real hymn books, however, were more expensive than
broadside ballads—beyond the affordability of the poor). Such a poor man’s
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hymnal book made up of gatherings of broadside ballads could be used for
individual devotion or, more broadly, shared by members of a person’s family.
These collections could grow substantially, even preserving other “blocks,”
which might include broadside ballads on similar topics (e.g., St. John of
Nepomuk) or song cycles devoted to another saint, or to the Virgin Mary.

Tune imprint (in Czech: ndpévovy odkaz)—Czech broadside ballads do
not contain sheet music (music notation). In some cases, they give the tune
imprint formally, as “To the tune of x”); in other cases, we must deduce the
tune from the incipit (first lines) of a well-known song. In all such cases,
whether formally stated or deduced, we refer to the found tune as a “tune
imprint.”






I.

Introduction






1. The History and Reception of Czech
Broadside Ballads within Local,
Regional, and Global Contexts

Patricia Fumerton, Pavel Kosek, and Marie Hanzelkovd

Abstract

The first chapter (introduction) provides an overview of the phenomenon,
history, and materiality of Czech broadside ballads. It is focused on the
specific features of Czech broadside ballads and their international paral-
lels. The introduction also pays special attention to English and Czech
terminologies used in this book. Czech broadside ballads are revealed to
be a unique and local cultural phenomenon, but they also exhibit features
common to Central European and Western European printed ballads.

Keywords: Czech broadside ballads, chapbooks, popular culture, print,
Spalicek (block)

This landmark collection of essays makes a major contribution to the globally
burgeoning field of broadside ballad study by extending our gaze to include
the largely underexplored treasure trove of some 100,000 Central/Eastern
European broadside ballads of the Czech Republic, from the beginning of the
sixteenth to the end of the nineteenth centuries. Czech broadside ballads,
when viewed within this historical span and from the interdisciplinary
perspective provided by the contributors to this edition, are revealed to be a
unique and local cultural phenomenon. Yes, they exhibit features common
to Central European and Western European printed ballads, but Czech
broadside ballads at the same time stand out as singularly Czech. In many
ways, they have been shaped by the country’s unique history of religious
clashes, civil wars, occupational conflicts, invasions, and the consequent
redrawings, sometimes overnight, of the country’s borders. In the hundreds

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CHO1
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of years that make up Czech history, flux, and mutation—key features that
we see characterizing the history of the broadside ballad genre itself—have
shaped the Czech lands and its singular embrace of printed ballad topics,
ethnography, musicology, linguistics, and even preservation.

The special quality of Czech broadside ballads can be further seen in every
aspect of their production, dissemination, and reception, despite occasional
similarities with neighbouring lands such as Germany, Poland, and Slovakia.
To name but a few, as we look forward: the tiny sextodecimo size typical to
Czech broadside ballads (in contrast to German and many Western European
octavo-size ballads), the prevailing Schwabacher typeface (in contrast to
German Fracture), the huge amount of preserved printings (over 100,000,
as noted above—considerably more than have survived in German, despite
the significantly larger size of that country), the dominance of religious
themes (especially pilgrimage broadside ballads), and, as we will discuss
further, their portability and treasure-like quality, which is also evoked in
the specific Czech form of individual reception (the owner creating personal
book-like collections, called spali¢ky or “blocks”). In the simplest terms, as
Fumerton summarizes, Czech broadside ballads are uniquely “precious,”
in every sense of the word (valued, charming, tiny, and unique).

At the same time, as the authors of the final section observe, when viewed
within a larger, global perspective, which includes ballad wares of countries
often neglected by scholars, new horizons arise. If we extend our gaze to
take in ballad-like productions in the not-much-studied neighbouring lands
of Poland and Slovakia to as far south-west as Brazil and (and, as compass
lodestone), the north-west of Europe, England, we discover an international
phenomenon at work. Czech broadside ballads, we see, are part of a kindred
genre, a popular print culture, that speaks worldwide through multiple
media (specifically, text, art, and song) to varied interests, especially those
of the masses.

The Rise of Czech Broadside Ballads

The emergence of the Czech broadside ballad as a mass-marketed phe-
nomenon appears in the 1630s. However, some scholars claim that Czech
broadside ballads originate in the printed songs of the sixteenth century.'

1 Seethe chapters by Malura and Ivanek. The oldest of such broadside ballads is considered to
be Two Ballads about the Battle of Mohdcs from 1526 (Mocn4, “Kramarska pisen,” p. 328; Traxler,

v o»

“Kramarska pisen,” p. 428). The format of even the sixteenth-century predecessors of Czechia’s
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In the Czech tradition, they are known as leaflet songs (letdkové pisné). The
two had different formats: quarto- or octavo-size booklets (made from two
printing sheets) or broadside/broadsheet printings.” Several extant Czech
single-sided sheets from the sixteenth century constitute literally broadside
ballads (sheets with only one or two ballads printed on just one side of the
page). Though few in number, they enticingly suggest that the printed ballad
genre in Czech lands originally developed precisely in the form we see most
commonly printed in England (and early on in Germany as well). Our use of
the designation “broadside ballad” thus has long Czech printing roots. Why,
then, one might ask, did the Czech sixteenth-century single-sided broadside
ballad sheet seem to abruptly end and, after a considerable lapse, begin to
emerge in the 1630s in its Janus-faced (or double-sided) format—printing
on both sides of a single sheet of paper? We cannot definitely answer this
question. But we posit that the devastations resulting from the Thirty Years’
War (1618-1648) likely played a key role. The war decimated a third of the
Czech population and greatly impeded Czech cultural progress, resulting,
for instance, in the predominance of and the impoverishment of the rural
countryside over many thriving urban centres. Another important factor
might be the dramatic increase of the price of paper in the seventeenth
century.

When the printing press began to resume operations, Czech printers
saw a new mass market in this now largely rural and poor population. The
Czech broadside ballad artefact as a cheap product resurfaced, but in a
new form. As early as the 1630s, printers and publishers had discarded the
idea of using only one side of a sheet of paper to print ballads, though they
still used only one piece of paper. The reason appears to have been thrift,
as we shall pursue more fully below. But we also suggest that a potential
causative factor was consumer hunger precisely of the rural poor for the
printed word (likely spurred by a jump in literacy and also an increased
recognition of the value of printed texts). The rural poor still wanted to see
printed broadside ballads with multimedia—in the form of text, art, and
tune imprint—but they especially wanted to purchase the printed word, and
lots of it, even if they themselves could not fully read the text (after all, there
was always a literate “helper” nearby). Czech printers, in sum, maintained

“heyday” broadside ballads was not stable any more than when it was mass-marketed. There
were octavo or quarto double-sided printings in the sixteenth century as well as the single-sided
(like the English) broadside ballads. But the latter Czech survivals are most suggestive, as we
pursue above.

2 Hubkova, Fridrich Falcky.
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the sixteenth-century broadside ballad multimedia, but black-letter text
reigned supreme. English printers, as Fumerton argues in her chapter, on
the other hand, privileged the art of broadside ballads—posting the whole
sheet up as an illustration. However, we conjecture, the two phenomena
could as easily have historically flipped the other way around. Likely the
drive to “catch up” on printed texts after a significant paucity of print output
drove printers and consumers in the Czech lands to focus more on textuality;
no such similar abrupt lapse causing a demand for the printed text drove
English broadside ballad printers. Following this line of thinking, we can
deduce that the originary practice of printing Czech ballads suggests an
intended trajectory that was derailed, one might even say terminated, by
other emergent demands. At heart, the broadside ballad’s rebirth remains
in all facets (except for the added abundance of textuality) precisely that
of its forebearer—the single-sided broadside ballad.

When Czech broadside ballads re-emerged in the early 1630s, they quickly
grew in popularity. In this mass-production period, such artefacts spread
widely among commoners, especially among the rural poor who so hun-
gered for low-cost print. This enthusiasm lasted into the second half of the
nineteenth century. The broadside ballad as a genre particularly flourished
in the Bohemian Crown lands of the eighteenth century and the first half of
the nineteenth century:3 The genre satisfied many appetites. It was widely
disseminated to the populace in the form of not only multimedia but also
multifocal (i.e., addressing many subjects), and—meeting the needs of
the poor—cheap print.# We estimate that dozens of printing houses in the
Bohemian Crown lands were actively mass-marketing broadside ballads
from the Baroque period (ca. 1620-1775) up to the mid-nineteenth century.5
The most distinctive, “fresh off the press” feature of Czech broadside ballads

3 Voit, Encyklopedie knihy, p. 498. Some authors trace the broadside ballad’s origins in other
ways than those described above, back yet again to the sixteenth century, though in different
formats (see, for instance, the chapter by Malura, which looks specifically at news leaflets as a
deciding influence). For individual phases that detail the development of the Czech broadside
ballad, see Benes, Svétskd kramdrskd piseri, pp. 36—37, and Traxler, “Kramarska pisen,” p. 428.
4  Benes, Svétskd kramadrskd piser, p. 31; Voit, Encyklopedie knihy, p. 498.

5 The Bohemian Crown lands (or lands of the Bohemian Crown—Zemé koruny ¢eské,
Bohmische Kronlidnder/Lander der Béhmischen Krone) was a state entity made up of various
historic Central European provinces ruled over by the king of Bohemia. From 1526 to 1918 the
kings of Bohemia were members of the Habsburg dynasty. The population of the Bohemian Crown
lands included Czechs (in Bohemia, Moravia, and a minor portion of Silesia), Germans, Poles
(in Silesia), Lusatians (in Lusatia), and Jews. At times, in this collection, we use the shorthand
term “Czechia” for Bohemia, Moravia, and part of Silesia, where the Czech language was and is
used.
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as they proliferated in the eighteenth and into the mid-nineteenth century
was that their multimedia were printed on a single sheet typically, if not
always, printed on both sides, and typically, if not always, sporting one or
two ballads. Also critical, as several contributors will discuss, is the four
foldings of the sheet into a sextodecimo-size product (of roughly 9 x 11 cm or
3.5 x 4 inches), thus producing up to 32-page individual items. However, fold-
ings were most likely subdivided by the printer, seller, or even the consumer.
This produced a few broadside ballad gatherings of a few pages—though
still in sextodecimo size—that the seller or consumer would sew together,
and then the consumer would further assemble the item through sewing
to create a block (Spalicek). We shall pursue the folding practices of these
single sheets and their resulting relatively uniform sextodecimo size later
in this introduction.

To be addressed first is survival rates of the different phases of Czech broad-
side ballads. As noted above, the major significant exceptions to two-sided
printings are mostly found among the rare survivals of sixteenth-century
Czech single-sided broadside ballads—a foreign mirroring of the majority of
English broadside ballads from the sixteenth to the nineteenth centuries and
of German single, and one-sided, verse printings called Lied-Einblattdrucke
(like those of Czechia, the latter primarily derive from the sixteenth century).®
The question arises: Why have so few of the very early Czech single-sided
printed ballads survived? One reason, of course, is that simply few were
printed. But it is important to acknowledge that since broadside ballads were
globally cheap print, they were subject to disposal and recycling. Thus, while
few sixteenth-century broadside ballads have survived, they may well have
been prolific in their historical moment before being lost to time.

The many more extant two-sided broadside ballads in the Czech Republic
have likely more successfully lasted to the present because literally more
of them were printed, as publishers targeted an ever-expanding market of
commoners. But perhaps even more consequential to their survival (though
untold numbers were nevertheless lost) can be attributed to the surge of
an antiquarian interest in preserving them, in what we might describe as
the second of two antiquarian waves. The first wave is represented by the
rage among scholars and other educated elites in Czechia for oral ballads.
This movement occurred during the second half of the nineteenth century.

6  See the chapter by Fumerton. Fumerton defines “heyday” as the period wherein the broadside
ballad genre most showcased eye-catching decorative black-letter typeface and many illustrations
as well as ear-catching tunes, together with a smorgasbord of topics and subject positions. On
the German Einblattdrucke, see Schanze, “Gestalt und Geschichte.”



26 PATRICIA FUMERTON, PAVEL KOSEK, AND MARIE HANZELKOVA

It had the advantage of turning the idea of cultural value on its head—the
“low” suddenly became the “high.” But the cost of such ballad elevation
was an ignoring, even degrading, of printed broadside ballads. As we see
in the early antiquarian movement of other countries, Czech “first wave”
antiquarians privileged the oral tradition of folk songs. Broadside ballad
collecting—the collecting of artefacts that included printed tune titles along
with verses and illustrations—only became esteemed in the twentieth
century (specifically, in the 1940s) in Czechia. Such collecting practices
were connected with Marxist ideology.”

While not necessarily impelled by a folklorist position, some scholars may
raise objection to our use of the term “broadside ballad” for double-sided
printed sheets. We have offered an initial justification for our use of the
term above, in relation to the history of Czech printing and specifically of
the Czech printed ballad’s originary arch in literal broadside ballads. Still,
we are consciously using the term in the loose sense of the word “broadside,”
and are well aware that some might prefer another term. Perhaps “broadsteet
ballad”?, reflecting that the single sheet printed upon was impressed on
both sides. Or “broadsheet ballad booklet”?, acknowledging that a printer’s
double-sided sheet might result in multiple ballad gatherings, each sewn
into booklets? But to adopt either of these terms would be akin to putting
Czech printed ballads on some isolated island, apart from common refer-
ence points. What about, then, the oft-used Czech term kramdrskd piseri?
But how would one render this phrase into English so as to capture the
full connotations as well as denotations of Czech printed ballad culture it
references? No obvious one-to-one translation of kramdrskd piseri exists that
is meaningfully cross-cultural: the oft-posed possibilities of “stallholder’s
song” or “shopkeeper’s song,” as we shall later pursue, are too vague. They
even denote two different kinds of places and modes of dissemination, one
temporary and movable (a stall) and the other more established and fixed
(a shop). Both further raise the problematic association of Czech printed
ballads with songbooks, but these are very different kinds of artefacts, as
also discussed further below. Most importantly, neither “literal” translation
captures the crucial facets of the Czech artefacts’ production, dissemination,
and function. The term “broadside ballad,” with the exception of its two-sided
format—which Fumerton shows, in her chapter, appears even in English
broadside ballads—more accurately describes printed ballad features shared
by Czech kramdrskd piseri across many countries: intermediality (text,
music, and image), cheap production, and wide distribution (whether sold

7  Formore information on this collecting phenomenon, see the chapter by Hashemi.
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from shops or makeshift stalls set up in squares or at fairs, or perhaps, most
importantly, at pilgrimage sites, or hawked by itinerant ballad-mongers
or chapmen traversing urban and rural streets). We also choose the term
“broadside ballad” for practical reasons. It is quite simply a nomen that is
easily understandable to all researchers dealing with the printed ballad
genre, and it thus provides a common terminology for talking across varia-
tions of that genre and, for that matter, across databases of ballad artefacts.

Tellingly, a Norwegian team directed by Siv Geril Brandtzeeg, working
on its country’s own double-sided printed ballads, Skillingsvisene, also
Englishes their artefacts as “broadside ballads.”® Nor are we the only Czechs
to recognize this terminological practicality. Martin Hilsky, a professor
of English literature at Charles University, who translated Shakespeare’s
complete works into Czech, in his major monograph, Shakespearova Anglie.
Portrét doby (Shakespeare’s England: A portrait of a time), also adopted the
English term “broadside ballad” for the Czech kramdrskd piseri.® Czech
broadside ballads, in sum, in their most important features, dissemination,
and consumption, share a strong kinship with other like single-sheet ballads,
not only in England but globally, however “packaged.” To call them “broadside
ballads” is to use the English simultaneously loosely, embracingly, and
practically. As John Donne, says, however, in his famous punning on his
name, we are not yet “done.” How could we be done with terminology in the
face of wrestling with such a protean form so embedded in the morphings
of its popular culture? We shall thus return to address this issue once more
much later in this introduction. But further discussion of the term “Czech
broadside ballad” can only fruitfully be resumed once we have more fully
delineated the unique features, production, and cultural functions of the
Czech ballad artefact.

First, then, we turn to outlining the step-by-step processes of production
(from printer, to seller, to consumer) that contributed not only to making
Czech broadside ballads but to making them uniquely Czech.

By the time of their mass production, the single ballad sheet that came off
the printing press typically consisted of a double-sided print consisting of one
or sometimes two ballads, as did their sixteenth-century one-sided printed
and unfolded predecessors. Yet at the peak of Czech ballad production, we
also find instances of multiple ballads printed from a single sheet. Such

8 “Norwegian Broadside Ballads, 1550—1950: Recovering a Cultural Heritage.” Centre for
Advanced Study (CAS), Oslo, Norway.

9 Inhis Czech book, he consistently translates the English term “broadside ballad” into Czech
as kramdr'ské pisné (Hilsky, Shakespearova Anglie, pp. 33, 77,120,131, 175,189, 204, 205, 256, etc.).
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proliferation seems endemic to broadside ballad mass-marketing. Even in
England—often held up as the model of “literal” broadside ballads, where
the multimedia single-sided printed artefacts were decimated by the mil-
lions—we find later sheets with three or more ballads printed on them. The
multi-ballad sheets surface especially from the mid-seventeenth to the end
of the broadside ballad heyday, dated in England by the English Broadside
Ballad Archive (EBBA) as 1701 (see, for example, EBBA 31301 and 37195).

In Czechia, we find, this proliferation of printed ballads on the single sheet
invites a singular intimacy with the ballad-making process. We see such
personal involvement in a number of ways. Josef Petrtyl, in one instance,
posits hands-on involvement in the making of the Czechian broadside
ballad by both printers and sellers. In this scenario, the entire double-sided
printed sheet, as it came off the press, was passed along likely only folded by
the printer to a seller, who might have been the person who would then cut
and loosely sew selected resulting pages into multiple ballad “gatherings”
or “products.” Most fascinatingly, in another scenario of broadside ballad
gathering that Petrtyl posits, the consumer becomes instrumental. He finds
further evidence that the printed sheets could have been passed along
in their entirety by the printer to the seller and on to the consumer, who
him- or herself would personally perform all of the processes involved in
making the final ballad product or products (folding, cutting, and sewing
of the pages made from the printed sheet).”

Whatever the consumer’s engagement in the process of creating a ballad
gathering(s) from a single printed sheet, we know for certain that after
purchasing ballad artefacts, they would personally combine singular ballad
gatherings together with other such assemblages made from other single
printed sheets. They sometimes even added multiple whole chapbooks
(which could themselves include broadside ballads) into a larger single
entity, unified by size and/or subject. These personally created, hand-sewn
collections, consisting of many broadside ballads but also other genres, such
as prayers or hymns, were known as $pali¢ky (Englished as “blocks”). See
Figures1and 2 below as examples. Both images show signs of the personal

10 Petrtyl, “O vyrobnich,” p. 260. Some scholars conjecture that the printer himself took on even
more of a role in this process, to the extent of not only folding but also cutting the printed sheet
into intended pages for gatherings of ballad products, which would then be sewn together by the
seller or consumer. We do not know for sure who did what. For the printer to have performed
all these tasks seems highly unproductive (and would have added to the costs of what were
intended to be an extremely cheap form of print). Likely, printer, seller, and consumer worked
collaboratively, adopting different roles, perhaps on different occasions, in creating a final
folded, cut, and hand-sewn broadside ballad.
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Figure 1. A Spali¢ek (block) from the collection of the Moravian
Library. MZK, sign. 575.

Figure 2. Another example of a $palicek (block). Notice the fabric
of the binding of this block. Moravian Library. MZK, sign. 788.

consumer’s touch, discussed at further length in the chapter by Fumerton.
Figure 2 illustrates especially well how some consumers used textiles they
had in their home, such as remnants of old coats, sweaters, or shoes, to bind
their broadside ballads into “blocks.” Notice also how the assembled block
in Figure 2 is small enough to fit in one’s pocket and could thus be carried
around as an extension of the consumer. The block imaged in Figure 1, on
the contrary, is too big for such easy transportation. But it remains a critical
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part of the consumer’s identity. The block has organically grown at their
hands, likely nurtured by many prior hands (perhaps passed on through
generations of a family), becoming in the process more hefty and less mobile
but still very precious.

To delve more deeply into this overview of ballad production (from printer,
to seller, to consumer), we must expand here upon the term “ballad products”
(the folded, cut, and sewn-together gatherings of pages extracted from a
single, double-sided printed sheet) and, most importantly, because possibly
confusing to Westerners, what we mean by “sextodecimo.”

The sheet for printing Czech broadside ballads of the seventeenth and
eighteenth centuries was roughly standardized in size and typically folded
in sextodecimo format; that is, it was commonly folded four times. But
the resulting 16 leaves or 32 printed pages might be then cut, folded, and
gathered into different numbers of final broadside ballad “products” or
gatherings (consisting of anywhere from 2, 4, 6, 8,12, to 16 leaves that totalled
32 pages)." In other words, the gathering of any number of the 16 leaves,
which could vary significantly, would equal a single ballad product. That
said, the most common number of broadside ballads in a Czech gathering, as
noted above (where we attributed the later, mass-marketed printed ballads
to the originary broadside ballads printed only on one side of a sheet),
consisted of just one or perhaps two ballads. If two equally numbered pages
of ballads, they would each consist of eight sextodecimo-size leaves, cut and
then sewn together at some point in the production/dissemination process.
In sum, “sextodecimo” does not denote a Czech broadside ballad format, as
the term would be understood by most Western scholars. Rather, it denotes
size. Each gathering—of how many leaves/pages—equals a product in a
sextodecimo size. A gathering thus constituted a tiny artefact of roughly
g x11cm (or 3.5 x 4 inches). An additional but practical point is the fact that
roughly equalizing the size of broadside ballad gatherings was critical in
Czech lands not only to the sewing together of the pages that make up a
single ballad gathering but also to assembling that gathering together with
other broadside ballad gatherings and kindred printings (creating a “block”
that would be uniform and thus easy to carry, when still small, and easy to
store and preserve, when larger).

For further clarification, we show in Figure 3, first, an uncut, octavo-
size ballad sheet. This size was far less prominent in Czechian ballad
culture than the sextodecimo size. In fact, it appeared much later than
the sextodecimo-size broadside ballad heyday (though the octavo size was

1 Voit, Encyklopedie knihy, p. 498.
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Figure 3. One side of an uncut sheet, printed on both sides, in octavo size (eight leaves, sixteen
pages), showing several broadside ballads awaiting cutting, gathering, and sewing. MZK, sign.
VK-0011.234.

common to Czechia’s neighbouring, especially German speaking, countries).
In Figures 4 and 5 we superimpose on the octavo sheet, first one, and then
two instances, of the strikingly smaller sextodecimo-size product most
typical of the mass-marketing height of Czech broadside ballads.

As we ask you to reconsider Czech broadside ballad gatherings in terms of
their miniscule size, we also want to stress that size is a major determiner in
distinguishing them from the much larger and more expensive hymn books
made for and distributed to the more educated and wealthy consumers in
Czechia (which also explains why “song,” among the other terms posited
and rejected above, would be an inappropriate overall “Englishing” for
our phrase “Czech broadside ballad”). A major factor allowing for and
determining the songbooks’ large size is that they were typically produced
from several sheets of paper. The multiplication of size and especially sheets
resulted in the hymn books’ hefty cost. Paper then, as today, was the most
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Figure 4. The same uncut octavo-size sheet as in Figure 3, with, superimposed on it and outlined in
red (for comparison of size), half of an uncut printed sheet constituting just one broadside ballad
in sextodecimo size (eight leaves, sixteen pages). MZK, sign. VK-0006.831.

expensive part of printing. As we have underscored, lowly Czech broadside
ballads in their heyday of the seventeenth, eighteenth, and even up to the
mid-nineteenth centuries, by contrast with large texts like songbooks,
consisted of but one double-sided printed sheet. The ballad products made
from this single sheet would consist of several pages—as many as 32 pages
to a ballad gathering—but unlike large songbooks, the tiny, sextodecimo
size of the Czech broadside ballads made these multi-paged artefacts cheap
and affordable to the poor. As foregrounded in Figure 3, for a short period
late in their printing history, Czech broadside ballads adopted the grander
octavo size, but these larger printings reflect the decline of the Czech
broadside ballad in the second half of the nineteenth century."* Addition-

12 Another reflection of such decline in the nineteenth century was the emergence of a new
type of Czech broadside ballad, consisting of two parts. While two-part ballads accompany the
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Figure 5. The uncut printing sheets from Figure 4, with a quarter of another printed sheet
superimposed on it in sextodecimo size, outlined in green (four leaves, eight pages). MZK, sign.
VK-0006.841.

ally, such bigger sizes were much more common to ballad productions of
many of Czechia’s neighbouring countries, such as we see in Germany’s
Liedflugschriften/Flugblattlieder. These larger artefacts, when produced from
a single sheet, also resulted in fewer pages and thus less text at more cost.
By contrast, and ironically, the multiple, if tiny, sextodecimo-size Czech
ballad gatherings created the illusion of offering consumers more text

rise of the English broadside ballad’s heyday at the end of the sixteenth and beginning of the
seventeenth centuries—expanding the multimedia offered by the ballad artefacts—such was
not the case in Czechia. The Czech broadside ballad’s two parts bifurcate the kind of writing
while reiterating the content: each part depicts the same event but in a different style, one in
prose and the other in verse. Most of these twin “reports” were adapted from German texts
(Scheybal, Senzace péti stoleti, p. 63). In fact, they are related to the German phenomenon of
Binkelsang (see the chapter by Ivanek). On the two-part English broadside ballads, see the
chapter by Fumerton.
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(together with a large illustration and tune title) for half the price—“more
bang for their buck.”

Finally, a further distinguishing feature of Czech broadside ballads from
the ballad products of its neighbours was the collecting practice, explored
above, wherein Czech consumers lovingly hand-sewed together booklets or
“blocks” of sextodecimo-size broadside ballads and other kindred artefacts
of like dimensions, usually on religious topics. So special was this cultural
practice to consumers among Czechia’s rural poor that individuals occasion-
ally fashioned blocks reflecting a personally privileged cycle of thematically
linked ballads. They would also seem to have intended to have pocketed
and carried abroad small blocks, like the one shown in Figure 2.

Why would such portability be important to makers of blocks? First, it
allowed the consumer-makers to keep their creations close at hand, as an
extension of their personal involvement in making them. Second, portability
allowed them to carry their blocks on pilgrimages or other travels, where
they could function as a kind of reference book; the owner could at any time
along their route draw upon what they saw as an appropriate broadside
ballad for singing or perhaps an illustrated saint to contemplate. Third, and
perhaps most importantly, an individual with a pocketed block or just a
single broadside ballad gathering could have chosen to share their artefact
with others, including passing it around, or creating a human gathering—a
circle of friends or even just passers-by—everyone pressing up close together
in a communal extension of the individual owner through viewing, reading,
and likely even singing a broadside ballad.

Of course, the printers of Czech broadside ballads catered to such much-
desired personal consumption and use of their wares. They deliberately
made their printed ballad artefacts as attractive to consumers as possible
not only through the use of multimedia—especially providing as much text
as possible—and multiple topics but also through their tiny, sextodecimo-
size packaging. The latter further contributed to the printers’ crucial goal
of offering budget fare.'s Like their English and other foreign kin, Czech
broadside ballads reflect cost-cutting measures throughout the printing
process: low-grade ink was applied to degraded typeface and impressed
onto poor quality (hence the most inexpensive) paper. The sheets were
similarly decorated with cheap, crudely carved woodcuts and other basic
ornaments (the last added only when space allowed for one or maybe more
decoration). The sheets were then speedily put through the press “quick
and dirty,” that is, with little, if any, proofing. Printers profited, after all,

13 Voit, Encyklopedie knihy, p. 498.
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only when their broadside ballads could be marketed to the poor en masse,
which meant selling them at affordable prices as a consequence of even
lower cost production.'#

Images included were foremost found on the title page (and sometimes
on the end page) of a cut-apart sheet; they thus performed a semantic or
informative function. In other words, they served as narrative pictures as
well as aesthetic decorations (borders and other décor). However, we find
that they were also used simply for advertising purposes, and in such cases,
they did not typically correspond with the content of the broadside ballad.
In all instances, finally, woodcuts (as the cheapest form of illustration) were
most often employed to produce the images; engravings were primarily
reserved for publications sold to the wealthy consumer who desired more
expensive “high” literature.’s

Because Czech broadside ballads, as in the Western tradition, were a
form of mass popular culture, they sit on the boundary between artistic,
literary, musical, and folk production, including folklore.”® They resemble
Czech folk songs in a number of aspects: their authors are mostly unknown;
their musical form was not fixed and stable (especially since printed ballads
relied on the oral tradition, and vice versa, and both media were copied and
inevitably mutated over time); their targeted audience consisted primarily
of the lower classes of urban society and especially of the rural population,
who were enticed by multimedia, such as song and pictures, since many of
them were illiterate or barely literate (thus dependent largely on orality as
well as visual cues); and, finally, a large part of the broadside ballad and folk
song repertoire (from wedding songs, to funeral songs, carols, and more)
fulfilled similar, crossover, functions.

Of course, a big difference between the oral tradition and broadside
ballads was the printing and publishing of the latter. As noted above, the
production of broadside ballads was a profit-making industry through both
mass-marketing and using cheap materials that satisfied consumers with
multiply attractive and inexpensive artefacts. At the same time, printers
and publishers built into their marketing system ways for consumers to
participate in the very production process to the point wherein purchas-
ers of broadside ballads could assemble very personalized and portable

N o»

14 Traxler, “Kramaftska pisen,” p. 428.

15 Voit, Encyklopedie knihy, p. 498.

16  Such wide interdisciplinarity that crossed class and education levels, in large part, explains
why Czech broadside ballads were published for several centuries and in such high numbers
(tens of thousands of editions); for more details, see the chapter by Dufka et al.
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artefacts. Not only did such modes of consumerism allow for a lower-order
self-expression through print—in a way that orality by itself could not—but
they also provided a new accessibility to print, rendered as they were, cheap
and mass-marketed, for the populace. By contrast, Jakub Ivanek discusses
examples of more expensive and “sophisticated” texts (for more educated
audiences) like the hymn books discussed above; religious songs published
in the eighteenth century most especially introduced into Czech literary
production a new type of costly, even “elitist,” spirituality and poetics.”?

A sign of Czech broadside ballads paradoxically both holding onto and
moving away from the oral tradition can be seen in their typically printing
only a tune title, such as “To be sung to the tune of x.” At other times, a
popular tune might simply be alluded to in the first line or lines of the
ballad text.'® But no actual sheet music (music notation) appeared during
the Czech broadside ballad’s heyday. The assumption was evidently that
people already knew the tune from popular tradition or that it could easily be
taught to the consumer—that is, “picked up”—on being sung by the seller.9

Broadside ballads, furthermore, represent a subset of a broader category
of popular publication, which in the Czech context is generally known as
kramar'sky tisk, roughly corresponding with the English term “chapbook.” In
Czechia, however, these little books included both verse and prose whereas in
England, they consisted solely of prose. But in both countries, the chapbooks
in some cases republished narrative versions of printed verse ballads, thus
likely reminding consumers of their source’s tune (and even illustrations),
especially when the chapbook outright named the broadside ballad’s tune.
Such chapbooks, though taking various forms across Western and Northern
Europe, were a popular tradition throughout.> Still, we must recognize just
how distinctive were Czech chapbooks. Their uniqueness goes far beyond

17 Ivanek, “Poznamky k vymezeni pojmu,” pp. 214-215.

18 We group together both kinds of tune referencing, whether direct or oblique, under the
term “tune imprint.”

19 An exception: when the broadside ballad as mass popular fare enters its decline, from the
turn of the nineteenth century into the twentieth century, we begin to see musical notation
appear—likely a sign that commonly popular tunes from an oral tradition were being forgotten
and the ballad was becoming more “literary.” The same phenomenon happens in England, but
two centuries earlier. However, another reason in England for the dropping of tune titles and
supplying instead a whole stanza of musical notation in their stead is that the broadside ballad
was coming into competition with a popular demand for cheap songbooks, which emerged at
the same time. By including musical notation on its sheet, the English broadside ballad fought
back.

20 Some scholars also use the term “cheap prints” or “cheap literature” to reference the general
class of low literature (Atkinson and Roud, Cheap Print, p.13).
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including both prose and verse renderings, often with named tunes, of
previously published broadside ballads. Impressively, Czech chapbooks also
consisted of a large and variegated amalgamation of printed materials. These
included not only broadside ballads but also prayers, prophecies, holy cards
(devotional images), superstitious printings, and from the mid-eighteenth
century onwards, also original poetic compositions and popularized arias
from musical dramas (zpévohry, Singspiele).** What a smorgasbord of as-
sembled offerings!

Considering that chapbooks included broadside ballads mixed together
with many other printed genres—as if they were all one and the same
thing—we return to the ongoing difficulty we face in pinning down or
clearly defining Czech broadside ballads. This dilemma also returns us to
the problem of naming. Practices of assemblage themselves pose a gnarly
set of possible names, as the printed sheet was passed along from printer,
to seller, to consumer: broadside ballad product? Gathering? Block? The
mind spins.

Places of sale also pose naming challenges. We began by noting that
the Czech term most commonly cited for designating the broadside bal-
lad—kramdrskd piseri—can be literally translated as “shopkeeper’s song” or
“stallholder’s song.” Earlier, though, we questioned such “optional” transla-
tions, which involve not only different places but also different kinds of
places implied by the English terms. But the problem of place multiplies
when it comes to selling Czech broadside ballads. Other market sites one
could easily add to establish a Czech term for the broadside ballad include,
with literal translations: jarmarecni piseri (fair song), trhovd piseri (market
song), and poutovd piseri or poutni piseri (both meaning “pilgrimage song,”
referring to fairs associated with pilgrimage sites). The Czech adjective
kramarskd, and the other place names cited above, in an important way
distinguish this group of songs from others. However, and importantly, such
siting of the marketing of the Czech broadside ballad is not determined by
specific musical, artistic, or literary qualities, any more than are its modes of
being collected (with the possible exception of the frequent religious focus
by consumers in assembling their “blocks”). Instead, market siting reflects
the culturally and economically “placed” dissemination of these texts: in
particular, the fact that, as in the Western tradition, they were usually sold

21 Voit, Encyklopedie knihy, p. 498; similarly, Benes, Svétskd kramdrskd piseri, p.18. The unclear
distinction between kramdrské pisné (broadside ballads) and kramdrské tisky (chapbooks) in
the scholarly literature is pointed out by Ivanek in “Poznamky k vymezeni pojmu,” p. 206. See
also the chapter by Ivanek.
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at market stalls, fairs, or by itinerant vendors (a key differentiating factor
being that Protestant countries forbade pilgrimages).>*

Finally, unlike the Western embrace of the concept of the “traditional”
ballad—most specifically designated in folklorist terminology as the pure
and originary oral ballad—the Czech broadside ballad, even more than such
folk ballads, cannot be defined by the number of lines per stanza, measure,
or even rhyme scheme (4-3-4-3 measures rhyming abab or abcb).? Formally,
Czech broadside ballads are extremely variegated. Thus, instead of looking
to shared places of sale or stylistic similarities for naming Czech artefacts
“broadside ballads,” we propose here to adopt the term in the service of
global multimedia, itinerant dissemination, and social function. As the final
section of this collection underscores, international similarities include
illustration, verse, and song; printing on a single sheet, however that sheet
might be folded or cut; a huge variety of themes (even though religious topics
stand out as of foremost importance in Czechia); makeshift marketing; and
targeting society at large but especially the lower end of the population,
whether the urban or rural poor.

Anonymity is often a sign of mass marketing and, sure enough, as in West-
ern culture, the authors of Czech broadside ballads from the seventeenth
and eighteenth centuries are generally not known.** More information
on authorship is available from the nineteenth century; for example, one
well-known Czech author of broadside ballads was the Prague songwriter
and pilgrimage organizer FrantiSek Hais (1818-1899).?> However, even
though in the large majority of cases we cannot with certainty identify the
author of the broadside ballad, we can assume that such authors were not
a homogeneous group. In the early period of the Czech broadside ballad
(i.e., up to the end of the seventeenth century), if we consider the need
for literacy and broad knowledge of historical and occasional events in
composing broadside ballads, we realize that most of the authors (some of
whom might have been printers themselves) must have been both educated

22 Scheybal, Senzace péti stoleti, p. 19; Voit, Encyklopedie knihy, p. 498; Traxler, “Kramaiska
pisen,” p. 429; Ivanek, “Poznamky k vymezeni pojmu,” p. 202. For details of these and other
forms of distribution, see the chapter by Dufka.

23 Weshould note, along these lines of format, that what was called the traditional, oral song
in England was also much more protean when rendered into the printed broadside ballad, as
Fumerton discusses in her chapter.

24 An exception in Czechia is the literary production of Simon Lomnicky from Bude¢, whose
texts were reprinted during the course of the seventeenth and eighteenth centuries (however,
still usually without giving the author’s name). See also the chapter by Dufka.

25 RySavd, Vzpominky.
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and familiar with the contemporary literary and news scene. As of the
eighteenth century, we also know that the spectrum of authors broadened
to include priests, teachers, peasant scribes, pilgrimage organizers, and (by
the mid-nineteenth century) also women. In the case of secular broadside
ballads, it is likely that the authors additionally consisted of poor street or
wandering singers, especially if they were very old, or veterans, or cripples.
Authorities were more likely to sanction such elderly and disabled persons
as sellers of ballad wares for money. Furthermore, though poor, such persons
might have attained enough literacy to write a broadside ballad, or they
could find someone to jot down their compositions for them (as well as help
them gain access to a printer willing to print off a batch of the broadside
ballads for a share of the profits).2®

The wide range of types of sellers and singers of broadside ballads (who
might also be authors, though not necessarily) can be seen in comparing
Figures 6 and 7. Both illustrations show hawkers who have temporarily
set up shop. The man standing on high in Figure 6 works out of a covered
wagon, as if he were a gypsy. But not only in his physical positioning but in
other ways, he seems far more elevated than a poor gypsy. He has piled up
beside him a considerable stock of wares and is well dressed, almost asifina
costume. He could well have been hired by the printer or one of the printer’s
apprentices. On the other hand, the very old woman and man have a much
simpler setup, though the advantage of a musical instrument—always a
plus—and both are dressed in clothes typically worn by the poor. In each of
the figures, furthermore, the seller (and/or author) uses a pointer to indicate
hand-made illustrations that would help would-be consumers to follow the
ballad narrative. But the elevated man points to what look like much more
sophisticated drawings (on a poster set up on an easel, to boot!) than the
crude drawings simply pinned up on a wall by the poor street sellers. Not
surprisingly our elevated author-cum-salesman has gathered a significant
crew of potential purchasers of his wares.

It is difficult to reconstruct the audience for whom the ballads publicly
hawked in Figures 6 and 7 were targeted. However, given the overall cheap
production and mass dissemination of broadside ballads, we can assume

26 Benes, Svétskd kramdrskd pisen, p. 27; Scheybal, Senzace péti stoleti, pp. 32—33, 40; Traxler,
“Kramatrska pisen,” pp. 428—429; Holubovd, Katalog II, p. 6; Ivanek, “Poznamky k vymezeni pojmu,”
p. 202. Benes takes a liberal position: “In fact, anybody can be the author of a broadside ballad
if they have heard enough of these ballads and have a rudimentary ability to create rhythmic
lines of text. This is facilitated by the regionally amorphous nature of the form of broadside

ballads and their (with minor exceptions) non-dialect vocabulary” (Svétskd kramdrskd piser,
p- 23)-
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Figure 6. Performance of a broadside ballad singer in Zidlochovice. Blasius Hofel (1792-1863),
Komedianti (Trh v Zidlochovicich). Steel engraving by Eduard Ritter. Salzburg (Austria), 1852,
Moravian Gallery in Brno, i.n. C 371.

that the typical recipients during the seventeenth through the nineteenth
centuries were mainly from the non-privileged sectors of the urban and rural
population.>” However, we can narrow down this rather gross generalization,
at least in terms of the intent of the authors/printers/sellers. We know, for
instance that, during the seventeenth and eighteenth centuries, broadside
ballads were produced by printers and publishers not only to entertain
their audiences but also to educate them. News songs, for example, aimed
to shape their recipients’ image of the wider world beyond the horizons
of their local and everyday experience, and religious songs were intended
to impart spiritual experiences that reinforced moral integrity. From the
beginning of the nineteenth century onwards, however, the entertainment
function of secular broadside ballads came to play an increasingly strong
role, and by the second half of the century, the ballad artefacts further
mutated into parodic forms.28

As implied from the account given above, Czech broadside ballads fall
into two main thematic categories: those addressing secular topics and

27 Benes, Svétskd kramdr'skd piseri, p. 16.

von

28 Ibid., p. 21; Mocn4, “Kramarska pisen,” p. 329.
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.l

Figure 7. Singers in front of a painting for a murder ballad about the robberies of
Schenk and Schlossark. End of the nineteenth century, Méstské muzeum Nova
Paka (Ji¢in district), photographer: [Bohuslav Markl].

those advocating religious subjects. That said, until the end of the eighteenth
century, these two themes were closely intertwined with each other, to
the extent that they are often inextricably combined in a single broadside
ballad.? Broadside ballads on religious themes also noticeably dominate
the market at most times. The exact proportions are not known, but the

29 The close connection between secular ballads and religious ones can be especially seen in
the secular texts which frequently incorporate miracles, moral instructions, and prayers.
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Figure 8. Secular Czech broadside ballad about a flood, in Budapest,
Hungary, ca. 1838. Novd piseri o velkém nestésti|[...], [1838?], MZK, sign.
VK-0004.935.

ratio is estimated (according to a review of a sampling of collections) at from
20—40% of secular texts to 60—80% of religious texts.3°

The functions (and often also the content) of secular broadside ballads
were similar to those of modern journalism; as in the news ballads cited
above, their primary goal was not only to entertain but also to inform their

30 Benes$, Svétskd kramdrskd piseri, pp. 27, 43; Voit, Encyklopedie knihy, p. 498; Ivanek, “Poznamky
k vymezeni pojmu,” p. 207. The proportion of the secular and religious broadside ballads given
here should be viewed as estimates; the accuracy of the data is limited by the fact that, first
of all, no complete inventory of Czech broadside ballads yet exists, and, second of all, in some
cases, as mentioned in the body of our introduction, it is not easy to draw a clear-cut dividing
line between secular and religious texts (e.g., songs about disasters and miracles intertwine).
Especially in the older secular printings from the seventeenth and eighteenth centuries there is a
strong religious element, which could perhaps be explained by the fact that the chapbooks—the
larger genre of which printed ballads are a subset—were subject to official censorship: censors
would reject broadside ballads that “expressed anti-government or seditious sentiments, or were
deemed to have immoral or superstitious content” (Traxler, “Kramayska pisen,” p. 429).
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audience.?' Thinking along these lines, some authors have characterized
these ballads as “the genre of popular versified news reporting.”3* The
“news” content, however, was presented in a sensational form, as shown
in Figure 8. The arresting woodcut in this figure speaks volumes: vividly
imaged are the floating dead along with those drowning—and reaching
out desperately for help—together with debris and inundated buildings,
their spires just poking up above the floodwaters.

Secular broadside ballads, of which the news ballad in Figure 8 is but
one example, covered a wide range of topics, which shifted and evolved
over the course of the centuries. They include not only natural disasters
but also miracles as well as political and social events, wars, crimes, the
life stories of criminals, and executions.33 There were also broadside
ballads that dealt with everyday subjects: fashion, interpersonal rela-
tions (including romance), and the difficulties faced by specific social
classes and their stereotypes. The popularity of secular broadside ballads
grew during the nineteenth century, as observed above, when the texts
departed more clearly from the religious tradition and were increasingly
conceived of as a form of entertainment, ultimately evolving into parodies
(or caricatures of social activities and/or persons). It was during this period
that secular broadside ballads also began to absorb elements from more
sophisticated literary productions associated with the Czech National
Revival, as well as from other forms of popular culture originating in
urban life, such as the satirical music hall type of songs known as kuplety
(couplets).3+

31 According to Stejskalova (Novinové zpravodajstvi), Czech news broadside ballads are
comparable with news leaflets in the sixteenth century (though the latter were printed on
several sheets of paper); also see the chapter by Malura.

32 Mocn4, “Kraméarskd pisen,” p. 325.

33 Voit, Encyklopedie knihy, p. 496.

34 The Czech National Revival was a series of events that occurred between the end of the
eighteenth century and the mid-nineteenth century and which led to a fundamental transforma-
tion of Czech society. The main features of this epoch were the transition from a feudal society,
based on the power of the estates, to a civil society, and the emergence of the modern Czech
nation. In the historical provinces of the Bohemian Crown lands that had remained part of the
Habsburg Monarchy, the Czech majority lived alongside a minority German population. But
as a consequence of Germanization, which began in the second half of the eighteenth century,
German became the prestige language, while the Czech language (and the Czech-speaking
community) lost status. The Czech National Revival was, as a reaction, rooted in anti-German
sentiments; its aims were to promote and secure the linguistic and political rights of the Czech
nation. For more information about the transformation of Czech broadside ballads into other
genres and topics, see Benes, Svétskd kramdr'skd piseri, p. 31.
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Religious songs, on the other hand, which dominated Czech broadside
ballads, performed various functions in the area of practical worship.35
They accompanied Christians in their everyday lives (sung during work,
before meals or bedtime, in a moment of pious contemplation) as well as
in festive times (especially during pilgrimages, but also at Christmas or
Easter). Many of them became so popular that they even found their way
into ethnographic collections of folk songs that emerged in the nineteenth
century. The foremost focus of religious broadside ballads was the Virgin
Mary, followed by Jesus Christ (especially the Passion), saints, the Holy
Trinity, and eschatological themes (death, Judgement Day, divine destiny,
and the like). But types of religious broadside ballads vary greatly: we find
long narrative broadside ballads, praising hymns, as well as laments and
meditations.3® An extensive number of the broadside ballads were expressly
intended for pilgrimage use. These have been closely studied recently from
the perspective of a given site of pilgrimage or as an important phenomenon
of popular religion in the wider area.3” See, for example, Figure 9, designed
to foster popular devotion to the Virgin Mary.

Catering as well to the variety and mobility of the people who embarked on
pilgrimages, mass-marketed broadside ballads in the lands of the Bohemian
Crown were, in a sense, “multilingual.” That is, they were published in several
languages. For instance, we find broadside ballads not only in Czech but also
in German—though, for political reasons, the extant collections of Czech
institutions contain considerably more Czech-language ballads than German
ones.3® Polish-language broadside ballads from Austrian Silesia (today part
of Czechia) have additionally been preserved, though their numbers are also
very small.39 Broadside ballads that cross languages reflect the travels of

35 Despite their prevalence, religious broadside ballads have been studied significantly less in
the recent past, especially after 1948. This notable discontinuity of research was caused by the
ideological positions adopted by Marxist literary historians. Interest in religious material was
only revived with the fall of the communist regime after the Velvet Revolution in 1989; such study
has become predominant in the last 20 years. For more information, see the chapter by Hashemi.
36 Ivanek, “Poznamky k vymezeni pojmu.”

37 Holubova, “Odraz kultu”; Holubova, “Mariazell”; Byrtusova, “Reflexe”; Byrtusov4, “Panna
Marie”; Malura and Ivanek, Horo krdsnd; Ivanek, “The Cult.”

38 The prominence of Czech broadside ballads over German likely does not reflect the overall
historical production. After World War II, the native German population of Czechoslovakia
was expelled and sent to Germany and Austria. The Czech memory institutions (museums and
libraries), following a similar anti-German sentiment, tended to preserve mainly the Czech
language broadside ballads. For example, the Moravian Library in Brno has around 500 examples
in German, representing only 1% of the library’s expansive total holdings of broadside ballads.
39 The small number of preserved broadside ballads in Polish results from, firstly, the mass
production of Polish broadside ballads starting relatively late (in the beginning of the nineteenth
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Figure 9. Czech religious broadside ballad. Ndboznd piseri k Panné Marii,
1860, MZK, sign. VK-0000.260, 12.

pilgrims across borders as well as the fact that many pilgrimage sites appear
near or even on borders. Thus, it is not surprising that, no matter what the
language in which they were written or sung (Czech, German, or Polish),
the broadside ballads of the Bohemian Crown lands spoke of similar topics
and themes (sometimes, indeed, as if loose translations of each other).4° One
language, however, is notably mostly absent: Latin. Only very exceptionally
do we find instances of religious broadside ballads written in Latin. Most
likely, this is because, to the extent the ballads were intended to be read as
well as sung, their texts catered primarily to the common folk, who were
at best trained in writing or reading the vernacular. An erudite language
like Latin was beyond their ken.# But as a rather surprising sign of further

century), and, secondly, the fact that the Poles were a small minority in Czechoslovakia/Czechia.
For more information, see the chapters by Szturcova and Grochowski.

40 Polakovi¢, “Vypocujte si.”

41 The collection of the National Museum Library, however, preserves several examples of
broadside ballads in Latin; see the chapter by Dufka et al. Such survivals likely reflect the



46 PATRICIA FUMERTON, PAVEL KOSEK, AND MARIE HANZELKOVA

cultural exchange in the large multilingual territory, we find published
Hebrew and Yiddish broadside ballads.

We now propose extending our gaze from what has so far been a histori-
cally and spatially relatively close, if multilingual focus, to encompass a much
broader temporal and geographical approach. In doing so, we encounter a
new cross-cultural link—dare we say, lineage? To make this grand traversal,
we draw on a cultural-anthropological approach as well the French Annales
school’s concept of the “longue durée” of history.+* Looking far back in
time, we can discern connections between the dissemination of secular
Czech broadside ballads and that of the ancient songs of bards in great
households—considered repositories of their nation’s culture, at least as
promulgated by folklorists, such as Francis James Child in the late eighteenth
and early nineteenth century.#3 In the folklorists’ perspective (embraced by
many later scholars well into the twentieth century), such grand ballads were
over time spread to the populace by socially lesser, itinerant minstrels. The
narrator of Beowulfwas a bard; he sang the “real” history of his culture. Like
this narrator, bards were considered repositories of a veritable mini-world

” «

communicated through song as “pure,” “oral,” and “true.” They sang about
their culture’s national, mythological (though envisioned as factual), epic,
and even lyrical topics (though the latter became more the subject befitting
itinerant minstrels). Both bards and minstrels might be accompanied by a
musical instrument, often identified as a lute, to which they would strum
the base of the sung melody.**

Wandering minstrels can be tracked throughout the entire period of
known European history; though more inferior songsters, they were con-
ceived by folklorists as evolving from bards of ancient Greek and Roman
up to Anglo-Saxon times. We find them in their minstrel form in the early
and high Middle Ages as well as the early modern and modern eras, when
the Czech term for such an itinerant singer-musician was sumar.45 We can
observe an increasing decline in their reputation through such a long time
span, whereby they ultimately fall to the status of hawkers or chapmen, both
in Czechia and Europe. Among the wandering singers’ repertoire, the most
immediate predecessors of Czech secular broadside ballads can be found
in songs which engaged with contemporary social issues: ¢asové pisné, or

desire of those more educated but still religious to share in the pilgrimage experience, however
dominated by “commoners.”

42 See On History by Fernand Braudel, a second-generation leader of the Annales school.

43 See the chapter by Fumerton.

44 Scheybal, Senzace péti stoleti, pp. 9—11.

¥ o»

45 Traxler, “Kramarska pisen,” p. 428.
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“time songs,” dealing with topical or occasional events (especially popular
in the fifteenth century), satires (particularly favoured during the Hussite
era), 46
of either single sheets or multiple pages of both verse and prose), which
emerged in the sixteenth century.#” The leaflets of the sixteenth and early
seventeenth centuries, in particular, offer a clear point of origin for the

as well as printed moralistic songs and news leaflets (constituted

secular broadside ballads that developed quickly once they gained traction
after the Thirty Years’ War. Both printed genres reflect lay events that
resonated with contemporary society.*® Leaflets encompassed a broad range
of newsworthy occasional topics, including important religious, social, or
political events (such as festivals, political assemblies, elections, triumphal
entrances, coronations, and funerals), military conflicts (especially religious
wars and battles with the Turks), natural disasters, miracles, and curiosities.
Like journalistic broadside ballads, the function of these leaflets was not
simply to entertain (and hence encourage the masses to buy them) but also
to influence and shape public opinion.*9

To conclude this overview of our collection: our objective is to bring
scholarly attention for the first time foremost to the huge Czech repository of
broadside ballads; to situate them within complex processes of production,
dissemination, and consumption; and also to call attention to their heritage
within a country that, over time, was subject to constantly shifting geographi-
cal, ideological, and linguistic change.>° One can only understand Czech
broadside ballads by embracing them as multimedia artefacts (textual, visual,
and oral) shaped by and shaping both their minor and major geographical,
historical, and linguistic shifts. Czech broadside ballads, understood from
such a multi-pronged perspective, as we shall further see, have an extremely

46 The Hussite era is a period in Czech history falling within the fifteenth century. It was
characterized by the Bohemian Reformation instigated by Master Jan Hus (John Huss) at the
beginning of the century. Hus's teachings were inspired by England’s John Wycliffe, who criticized
the secular authority of the Church. Hussitism took various forms and had diverse offshoots,
ranging from demands for modest reforms of the Catholic Church to radical rejection of the
ecclesiastical hierarchy, including the formulation of new dogmas.

47 Benes, Svétskd kramdrskd pisert, p.15; Scheybal, Senzace péti stoleti, p.13; Voit, Encyklopedie
knihy, p. 496; Traxler, “Kramaiska pisen,” p. 428; Ivanek, “Poznamky k vymezeni pojmu,” p. 205.
48 For more details, see the chapter by Malura.

49 Hubkova, Fridrich Falcky; Voit, Encyklopedie knihy, p. 634.

50 In this way, we expand upon previous research into Czech broadside ballads, such as Vaclavek
and Smetana, Ceské svétské pisné zlidovélé; Smetana and Vaclavek, Ceské pisné kramdrské; Benes,
Poslyste pisnicku hezkou; Benes, Svétskd kramdrskd pisert; Scheybal, Senzace péti stoleti; Dvorak
and Kvapil, Vdclavkova Olomouc 1961; Fiala, Ceské pisné; Fiala, Dobové &eské; Fiala, Novina z
francouzské; Béhalova, “Nabozensky kramarsky tisk”; Béhalova, 200 let; Skotepova, Kramdrské
pisné.
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complicated and unique evolution, but, fascinatingly, they share a likeness
with broadside ballads that is literally global.

Structure of the Book

This book is divided into six sections. The first section consists of an intro-
ductory chapter that addresses the history and reception of Czech broadside
ballads within local, regional, and global contexts.

The second section provides a general overview of the phenomenon,
history, and materiality of Czech broadside ballads. Jifi Dufka explores
extant ballad artefacts, specifically with regards to the forms in which
they have survived, focusing on broadside ballads as material artefacts.
He shows that a material analytic approach to individual broadside ballad
gatherings can reveal the ways printers attempted to communicate with
their audiences while at the same time obviating or deflecting censorship.
Jakub Ivanek studies Czech broadside ballads as a distinctive phenomenon
of song culture. He demonstrates how, despite the fact that musical notation
was rarely provided on the artefacts, the exceptional popularity of the
printed tune titles and tune allusions—which he discusses together under
the category of “tune imprint’—reflects the central role traditionally played
by music and singing in Czech culture, a role which can be observed from
the Middle Ages onwards. Jan Malura, adopting a different tactic, deals
with the origins of Czech secular broadside ballads. Malura argues that the
earliest Czech broadside ballads display numerous links to other literary
genres from urban society—so-called occasional poetry and especially
news leaflets. Such seeds of Czech broadside ballads, he observes, did not
originate from the lower classes (whether urban or rural) but were rather a
product of the culture of both Czech- and German-speaking burghers (that
is, the well-to-do bourgeoisie) during the early modern period. Only later
were news and other topics of Czech broadside ballads targeted en masse
to the poor, with a particular focus on the rural poor.

Taking yet a different approach into the origins of the genre, Michaela
Soleiman pour Hashemi looks to the construction of academic interpre-
tations within previous research, especially from the literary point of
view. Viewed within this wide range of scholarly work, Hashemi precisely
delineates four distinct phases of research into broadside ballads that,
while distinct, together defined (in the scholars’ estimation) the origins
and characteristics of the genre: the first phase, she notes, was dominated
by the activities of collectors and ethnographers focused on ballads not as
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printed artefacts at all but as purely oral; the second position was shaped
by a Marxist approach that defined the origins of the Czech broadside
ballad in socio-economic and political terms; the third embraced a more
systematic literary-historical research, concentrating on reading closely
and contextualizing the broadside ballad texts; finally, the current phase
is focused on new literary-theoretical trends, in particular, cultural and
book history, combined with an interdisciplinary approach. This latest
phase represents a mix of scholarly approaches, reflecting the complicated
history but also the multimedia and wide subject matter of Czech broadside
ballad artefacts.

Concluding this general overview section, Jifi Dufka et al. take Hashemi’s
fourfold phases and reduce them to two, focusing on dual phases of collecting
practices. The authors delineate dual and quite different groups of collectors
according to their approaches to the acquisition of broadside ballads. The
first (and earlier) scholarly but amateur type viewed broadside ballads
as supplementary, and by association, “lower” materials that necessar-
ily documented the unfortunate blending of traditional and purely oral,
i.e., “folk” songs; the second (and later) group of academics attempted to
capture all aspects of printed productions of ballads that had been previ-
ously spurned, if grudgingly acknowledged, by the folklorists. Dufka et
al., furthermore, point out that a kind of technological “catching up” is in
order. Although Czech institutions have come a long way in cataloguing
and digitalization broadside ballads, they still have further to go in order
to achieve sophisticated data processing and international interoperability
between their collections. Only once this goal is achieved—a goal, one might
argue, that curators globally seek as an ideal—only then, will institutions
holding Czech broadside ballads convey the full variety of the historical
facts of production, consumption, and formatting of these so influential
and popular artefacts. We seek in this volume to further that goal as well.

The papers in the third section analyse popular topics addressed by Czech
broadside ballads. Hana Boc¢kov4, for instance, deals with broadside bal-
lads about crime and punishment. Bo¢kova claims that though often such
reporting was criticized in its time and by later scholars as unreliable, not to
mention unaesthetic and crude, it in fact deserves serious consideration as an
influential literary and cultural phenomenon, both in its own time and now.
According to Bockov4, Czech murder ballads recounted information that
was attractively sensational, yet it was also uniquely rooted in Czech news.
Such is the case even though authors held to recognizable and traditional
motifs, with frequent use of schematic elements familiar even to European
murder ballads. Bockova shows that, however “true” to Czechian regional
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facts—and such facts were often fuzzy even at the time of murders—the
narrated story served the function of an abstract or exemplum; that is, it
fulfilled the need of its recipients for the restoration from a disrupted order
to some form of reconciliation. The paper by Marie Hanzelkova describes
another very popular and topical (at least at the time of writing) phenomenon
of Czech broadside ballads: pilgrimage songs. Through a case study, she
analyses the pilgrimage broadside ballads to a local pilgrimage site named
Vranov. She focuses on the especially distinctive but also typical means of
presenting and promoting Vranov (and, by extension, all pilgrimage sites).
Hanzelkova particularly illustrates that pilgrimage broadside ballads, such
as those about Vranov, primarily played a unifying role even though they also
often reflected historical stereotypes and long-standing rivalries between
national and religious groups—all or any of whom might visit pilgrimage sites.
Markéta Holubova analyses the Czech broadside ballads from the perspective
of gender, especially women. She proves that women in broadside ballads
were depicted paradoxically across a wide spectrum: as weak, as strong,
as wicked, and also, as “sacred” figures. This mix reflects the contradic-
tory attitudes to women in the time (and perhaps also today). For female
consumers, broadside ballads with gender-related topics most likely offered
a reflection of their own lives as well as providing spiritual and emotional
nourishment. Maciej Metrak analyses devil and demonic presences in the
Czech broadside ballads. He proves that demons played important roles in
the Czech metaphysical world order. Such is the case across Europe. But in
Czech broadside ballads, the devil is especially not God’s enemy so much as
his instrument of discipline and punishment. He fulfils God’s will and poses
little danger to pious and honest Catholics. Jana Polakova’s paper presents a
specific historical and locatable event—a quadruple murder—and traces
how it was reflected in a range of regional sources, especially popular genres
that have typically fallen outside the historical domain, such as broadside
ballads, chapbooks, and songs recorded from the oral tradition.

The fourth section of this volume addresses musicology and transmission.
It includes papers on melodies and the popular transmission of Czech
broadside ballads. Katetina Smyckova analyses broadside ballads in terms
of their media properties in particular. According to Smyckov4, the formal
features of broadside ballads place them closer to oral communication than
to written or printed dissemination; the latter, printed characteristics of
the genre made sung Czech broadside ballads more suitable to “intensive”
reading, by which she designates a kind of reception based on repetition,
listening, and contemplation of the printed words and phrases on the page.
However, broadside ballads also played a key role in the development of
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“extensive” reading, by which term Smyckova refers to widespread, if also
silent, reading by a broader but more erudite audience.

Adopting another approach to orality, Tomas Slavicky deals in his paper
with the possible ways of searching for the melodies to which Czech broad-
side ballads might be sung. He first turns to the various musical sources of
the time (e.g., printed hymn books, manuscripts, and even oral tradition).
Importantly, he also addresses the problem of textual and melodic variability
(which applies to dissemination of both printed and orally transmitted
tunes). Turning first to extant documented tunes, Slavicky declares that
the initial step of research into any original melody requires searching out
documentation of notated sources of the period in which the broadside
ballad was composed (to the extent we can narrow down its authorship
and/or printing). Of course, such an approach, he notes, must be coupled
with analysis of surviving melodies in order to better understand the
ways in which the “original” tunes one seeks were composed, propagated,
transferred, and transformed. This research should be based not only on
extant period-specific printings, but also on tracks of collective memory,
however variable they might be (as in the American children’s game “the
broken telephone”). Following alongside Slavicky’s work, Véra Frolcova
analyses in her chapter melodies of broadside ballads and pilgrimage songs
as well as the media more generally of the song tradition (including printed
and manuscript hymn books and pilgrimage books as well as records of
secular and religious songs from the oral tradition). Frolcova fascinatingly
shows a synthesis between folk melodies and broadside ballads, especially
in the repertoire of religious songs.

Taking us along different lines (and into a different country), Peter
Rus¢in elucidates the influence of Czech religious broadside ballads on
Slovak religious songs during the eighteenth and nineteenth centuries.
Rus¢in shows that Czech broadside ballads had a major influence on the
development of Slovak hymnography during this period. Such a transfer
was enabled by the similarities of the two languages, Slovak and Czech,
allowing the publication by printing houses of broadside ballads in both
languages, especially in focusing on the importance of Marian pilgrimage
sites, where such dual-language broadside ballads were most disseminated.
Indeed, Czech broadside ballads published by Slovak printing houses were
eventually adopted by other media, such as manuscripts and printed hymn
books, and some of them became an established part of the official Catholic
hymnographic repertoire in Slovakia.

The fifth section is devoted specifically to the language of Czech broadside
ballads. Taking up this cause, Jana Pleskalova and Navratilova examine



52 PATRICIA FUMERTON, PAVEL KOSEK, AND MARIE HANZELKOVA

the opinions about the “lowly” language of broadside ballads that have
prevailed among Czech linguists and literary scholars during the twentieth
century. Adopting an oppositional stance, they claim that the language
of broadside ballads does not differ substantially from that of other texts,
even of the elite, from the same era. However, they do find substantial
linguistic differences when comparing older (seventeenth-century) and
newer (eighteenth-century) as well as religious and secular broadside ballads.
As if answering the call for a new approach to the “styles” of differently
elevated texts, the authors of the second linguistic paper, Kosek et al., present
the first ever analysis of the orthography of Czech broadside ballads from
the seventeenth and eighteenth centuries. Aligning with Pleskalova and
Navratilova, the authors show that the features of the language of broadside
ballads in fact do correspond with the general orthography of Czech printers
of the time, whatever their targeted class of consumer. They deduce that
the orthography of Czech broadside ballads is a fascinating and practical
mixture of long-preserved archaic features: the reuse, on the one hand,
mostly of old typefaces (new type fonts were expensive, after all), and a
progressive tendency, on the other hand, to increase and thus enrichen its
vocabulary. (We witness a similar phenomenon occurring in other coun-
tries across Europe at different times, especially in late-sixteenth-century
England, which had a significant inferiority complex about the paucity of
its vocabulary compared to, say, French and Italian.)

The last section expands the printing and cultural context of Czech
broadside ballads. Patricia Fumerton investigates English “heyday” broadside
ballads, wherein single-sided sheets of paper by the late sixteenth century
expanded in size to accommodate lots of decorative black-letter text, divided
into two parts (the second part pursuing the verse and the tune of the first),
aswell as an abundance of woodcut illustrations and other ornaments, and,
of course, the required tune title(s). The English heyday broadside ballad
lasted until ca. 1690, by which time ornamentation (except for musical
notation), tune titles, and black letter temporarily died out for a decade
(their size forever diminished and black letter never to make a comeback
beyond the occasional word or phrase). Piotr Grochowski examines the
broadside ballads published in Poland, focusing on their genres as well as on
the dominant perspectives and achievements in Polish scholars’ research.
At the same time, he presents the most typical features, forms, and trends
in the development of Polish broadside ballad research. His study covers
especially the decline of the Polish broadside ballads as mass-marketed
artefacts, which can be traced in the turn of the nineteenth through the
twentieth centuries. In the case study by Monika Szturcova, on the other
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hand, she focuses more specifically on Czech-Polish interrelations. She
takes popular Marian broadside ballads from the eighteenth and nineteenth
centuries to be her sample case study. In the process, she shows the specific
circumstances by which the printing industry operated along the Czech-
Polish border (where many pilgrimage sites were located). Foreign-language
songs, both Polish and Czech, she importantly observes, were incorporated
into specific domestic song traditions, both via spontaneous adaptation
among ordinary people—especially Czech and Polish pilgrims who met
at pilgrimage sites—and also via the commercially motivated activities
of printers/publishers seeking the widest consumer market they could
target. The last paper, by Katefina Bfezinova, deals with the geographi-
cally most far afield phenomenon called, in Brazilian Portuguese, cordel,
and here Englished by the same word. While many contemporaries today
might perceive cordel as something entirely unique to the Brazilian literary
tradition, Bfezinova demonstrates that the printed genre was part of a
global broadside ballad tradition. Most notably, cordel literature embodies
black-letter text, art, and (originally at least) song printed on a single sheet
and expressive of many topics originating in and targeting the common sorts.
Biezinova not only shows the sea voyage journey of cordel from Portugal to
Brazil, but also its geographical and social migration within Brazil from the
north-eastern desert periphery of the country to one (and then many) of
Brazil’s urban centres as well as back into remote, if more interior, Brazilian
regions. According to Biezinov4, cordel spread quickly and widely, both in
space and focus, as did broadside ballads globally, reflecting their past but
also adapting to their ever-changing present. Though previously dismissed
as “crude” and “low,” cordel is now, ironically, cherished by the entire nation
as a major part of its cultural history. Such has been the case of previously
dismissed broadside ballads globally, whether one focuses on the Czech
broadside ballad phenomenon, as the authors of most of the contributions
to this volume do, or extends one’s gaze internationally.
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2. Broadside Ballads as Artefacts

Jiri Dufka

Abstract

Jiti Dufka explores extant ballad artefacts, specifically with regards to
the forms in which they have survived—focusing on broadside ballads
as material artefacts. He shows that a material analytic approach to
individual broadside ballad gatherings can reveal ways printers attempted
to communicate with their audiences while at the same time obviating
or deflecting censorship.

Keywords: Book history, materiality, printers, sextodecimo size, hymn
books

The phenomenon of Czech broadside ballads includes not only the combina-
tion of texts and melodies, but also their materiality.! Physical features of
broadside ballads influence the connotations users, both then and now,
associate with them in various situations; if research focuses exclusively
on the textual content of broadside ballads, neglecting their specific mate-
rial features (the texts’ configuration or the divided sheet’s gathering, for
example), then the resultant findings will be inappropriately narrow.* At
the most elemental level, the physical size, shape, and spacing of the font
of the broadside ballad’s text cannot, for instance, not only significantly
influence the number of pages and length of the final product but our
aesthetic reaction to and ultimately our interpretation of the work.

The materiality of broadside ballads—which was determined by the
work of printing shops—can be defined as the paper on which they were
printed, the paper’s format (especially how many times the sheet was folded
and eventually cut and sewn), typefaces, images, and the arrangement of

1 Ivanek, “Poznamky k vymezeni pojmu,” pp. 204—209.
2 Chartier, The Author’s Hand, pp. ix—x.
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typefaces, images and other elements on the page (such as ornaments and
manicules). Surviving examples of broadside ballads materially manifest
printers’ efforts to generate a quick profit from selling products which met
the demands of a large section of the public: they were cheap artefacts,
made using minimum possible effort and time.3 In this chapter, I will
demonstrate that it is not possible to arrive at a viable interpretation of
the content of broadside ballads unless we also take into consideration their
status as physical artefacts—including the processes by which they were
manufactured. I will focus on material aspects of broadside ballads that can
help us to develop a deeper understanding of them: the common layout of
the texts in sheets folded into sextodecimo size (the most common format
of Czech broadside ballads from the 1640s to the 1850s) and the title pages.*
The layout of texts in broadside ballad gatherings will be analysed in several
ways: first, I will compare one particular song text in terms of its visual
form when published in hymn books and in broadside ballad gatherings,
and then I will discuss the ways in which song texts were adapted between
editions, specific features of secular broadside ballads and those texts which
narrated news stories, and the visual appearance of title pages.5

In order to fully understand the material life of broadside ballads as
artefacts, it is first necessary to take into consideration the circumstances in
which they were produced. The printing trade in the Bohemian Crown lands
was dependent on the owners of printing houses holding licenses (known
as privileges) issued by the monarch; a privilege was usually transferrable
to the owner’s son once he had learned the trade as an apprentice, or the
owner’s widow could transfer it to her new husband if she remarried—and
again her husband had to have completed a printing apprenticeship.® From
the mid-seventeenth century until the mid-eighteenth century, there were
usually around 20 printing houses functioning at any one time in Bohemia
and Moravia; Prague was the only city that could support multiple printing
houses. Most of these printing shops (and outside Prague, almost all of them)

3 Roud and Atkinson, “Introduction,” p. 3.

4  Byway of contrast, quarto was a very rare format for printed songs: its use was frequent only
in the sixteenth century and sporadically in the nineteenth century, when it was analogous to
the German Bdnkelsang. In the mid-nineteenth century, octavo size replaced the sextodecimo
size and became a new standard, mainly due to a drop in the price of paper.

5 The visual appearance of a title page refers to the configuration of the textual parts (the
title, the first words of the song, the imprint statement) and the image.

6 A widow could run the establishment on her own with a so-called “factor” as head of the
print shop. If she later married a trained printer, he would typically take over her operation, but
if she married somebody from outside the craft, she usually lost the right to run a shop. Another
option for a widow was to run the print shop until her son finished his apprenticeship.
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published broadside ballads. Religious broadside ballads were submitted
to the Catholic Church for censorship, and secular broadside ballads had
to be approved by the provincial authorities. From the mid-eighteenth
century, secular censorship gradually squeezed out its religious counterpart.
The relaxation of both secular and religious censorship in the 1780s was
followed by its reinstatement in several waves, as a result of official fears
that the ideals of the French Revolution may spread East.” Broadside ballad
gatherings (made from a single printed sheet) were usually sold directly at
the printing house, though we also find them marketed at pilgrimages and
fairs and as part of the varied selection of goods retailed by small shops and
hawked by itinerant vendors. In the second half of the eighteenth century
there was a brief interval during which door-to-door sales were prohibited.
On the other hand, as of the early nineteenth century, broadside ballads
were being published on the basis of orders from individual singers—some
of whom were also the authors of the texts and hawkers of the artefacts.®

Printing houses were typically stable businesses that enjoyed a long conti-
nuity due to the practice of transferring official licenses (privileges) from one
generation to the next, the strict regulation of the number of print shops that
were permitted to operate, and institutional controls over their activities.
The impetus for the institutional regulation of the number of permitted
printing establishments arose from those already established in the trade,
who were keen to prevent new competitors who would have reduced their
operating profits. In order to keep up with their competitors, virtually all
printers resorted to subterfuge. One common strategy was to print broadside
ballad gatherings without any imprints on the artefacts that would specify
the details of their place and date of publication; alternatively—and even
more deviously—printers sometimes gave fictitious publication details on
the sheets. In both instances, such unlicensed print shops escaped possible
sanctions for publishing texts without official approval.

The Sextodecimo Size of Czech Broadside Ballad Gatherings

Individual gatherings containing song texts began to be printed separately
in the Bohemian Crown lands during the sixteenth century.® The format
of these individual printings, while at all times arising from a single sheet,

7  Wogerbauer and Piga, “Das Konigreich Bohmen.”
8  Scheybal, “Autofi.”
9 See the chapter by Malura.
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fluctuated: occasionally they were printed as unfolded broadsheets (a single
sheet printed on both sides), but more commonly, the sheets were folded to
form quarto or octavo printings. In the 1620s, however, religious broadside
ballads began to be published in the sextodecimo size, which remained
typical for Czech broadside ballads until the mid-nineteenth century."
These very small artefacts mainly drew their subject from the religious
repertoire—which included hymn books. A comparison between the layout
of the texts and images of the same songs printed, on the one hand, as part
of hymn books and, on the other hand, in the form of broadside ballad
gatherings is a useful way of determining the specific features of the new
sextodecimo broadside ballad format. Individual examples demonstrate well
the interconnections between the text understood as theme and the text
understood as craftwork; but what we especially detect in such an analysis
are the effects of the printing houses’ efforts to minimize production costs
and maximize profits in printing individual broadside ballad gatherings.
I will hereafter explore the relationship between these two divergent
kinds of artefacts by studying song texts that have survived both in the form
of hymn books and in the oldest independent broadside ballad gatherings.
In my pursuit of this comparative analysis, I turn first to the frequently
consulted source for editions of broadside ballads: the collection of religious
songs Pisné historické (Historical Songs, 1595) by Simon Lomnicky of Bude¢.
This work was only the second Czech-language hymn book to compete
with the older non-Catholic hymn books at a time when Czech society was
riven by stark confessional divisions, and in the spirit of Catholicism, it
contained songs about saints." For the purpose of this comparative analysis
I will only discuss the three editions of Lomnicky’s hymn book that were
published in the sixteenth and seventeenth centuries. The first edition was

10 There are rare examples from the seventeenth and eighteenth centuries of Czech broadside
ballads published in octavo, especially those narrating news stories. However, it was not until
after the mid-nineteenth century that this format became predominant for broadside ballads
printed in Czech. By contrast, octavo was typical of German-language broadside ballads from
the Bohemian Crown lands even during earlier centuries. The co-existence of two different
formats in this region made it difficult to compile larger printings into the self-sewn volumes
known as s$pali¢ky (blocks), and this may be one reason why early Czech octavo broadside ballads
have been preserved less frequently.

11 By confessional divisions I mean the mutual opposition and institutionalization of the
Catholic, Lutheran, and Calvinist faiths in the Holy Roman Empire from the mid-sixteenth to
the mid-seventeenth centuries—a conflict termed “confessionalization” by Wolfgang Reinhard
and Heinz Schilling. For a summary of this concept, see Kaufmann, “Konfessionalisierung.” On
the situation in the Bohemian Crown lands, see Winkelbauer, Stindefreiheit und Fiirstenmacht,
vol. 2, pp. 18-29.
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a sumptuous volume that included a preface by the archbishop of Prague
as well as numerous illustrations and notated melodies. The second edition
(1642) was substantially simpler; the publisher had fewer resources, and
by this time the religious composition of Czech society was already more
homogenized, so that the hymn book no longer had to face competition
from other confessions. The selection of songs was also slightly expanded to
include some songs on Marian themes, and the hymn book was published
(and, judging from surviving examples, mostly bound together) with the
Cesky dekakord (Czech decachord), a collection of religious songs organized
in the classic manner we find in hymn books, that is, according to the
structure of the liturgical year (de tempore). The 1642 edition functioned
as a form of second (supplementary) volume to Cesky dekakord, focusing
on individual saints. It did not contain illustrations or musical notation,
relying instead solely on references to tune imprints; it was also printed in
continuo, employing a set of symbols such as pilcrows (1) and slashes (/) to
indicate divisions between strophes and lines. There were also modifica-
tions made by the typesetter that affected the orthography so as to reflect
recent linguistic developments. This two-part hymn book containing Cesky
dekakord and Pisné historické was subsequently re-issued as a third edition
in 1669 by the same printing house.*

The songs in all three editions of the hymn book are identical in length,
but differ greatly in their typography (e.g., composition, visualization of
the letters on the page). This was partly due to the influence of patrons, but
above all it was a consequence of the differing social climates in which the
individual editions were produced. The first edition was released into the
turbulent confessional atmosphere of the turn of the seventeenth century,
but by the time of the second and third editions, Czech society had entered
a phase in which a new social status quo was being consolidated in the
aftermath of the Thirty Years’ War. With the second and third editions, the
aim was no longer to attract buyers by musical notation (which increased
production costs), but to make the books affordable to a larger number of
customers. Hence, the second and third editions did not contain musical
notation, but this fact should not be attributed to the printers’ inability to
typeset musical scores, as notation is included for some songs in the Cesky
dekakord, which was published together with Lomnicky’s hymn book.
Another major factor for omitting the musical notation is that these songs

12 The author/editor of the hymn book Cesky dekakord is not known. For a summary of in-
formation on the individual editions of Lomnicky’s hymn book (and an overview of secondary
literature), see Kouba, Slovnik staroceskych hymnografii, pp. 240—248.
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Figure 10. As clearly manifested by differences between the older and later hymnal edition of
the St. Barbara hymn, there is a shift towards a cheaper graphic arrangement—basically, more
cramped—uversion of the text on the page. MZK, sign. ST2-0023.375; MZK, sign. ST1-0036.810.
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are often very lengthy texts, with over a hundred stanzas each, and it is clear
from Lomnicky’s own postscript that the texts were primarily intended to
be read rather than sung."s Indeed, Lomnicky created his songs as verse
versions of originally prose texts, which he listed among the peritexts of
the first edition.'* This practice made the texts easier to understand both
for readers who were less accustomed to printed books (giving them time
to hover over words and think about their meaning) and also for those who
received the texts by hearing them read aloud. The use of a universal (shared)
melody made it possible to sing all the songs to a single tune; alternative
melodies were listed (accompanied by musical notation in the first edition),
but these were merely supplementary to the universal melody.'> Lomnicky’s
hymn book, like various other simplified texts, thus represented a tool for
the “typographic acculturation” of the population.’®

The songs from Lomnicky’s hymn book were later printed in the form of
broadside ballads. The oldest examples of this practice of print conversion
date from the early 1640s; printings from the seventeenth century have
almost always survived only as unique specimens, and the total number
of editions was very probably higher. The extant artefacts are all printed in
the sextodecimo size; one broadside ballad gathering generally contains just
one song, and in most cases the texts are complete reproductions of texts
from the hymn book. It is evident that these texts were set in the print shop
so as to fit the sextodecimo size: for instance, smaller fonts were used on
the last pages of the printings to squeeze all the text onto the sheet before
folding and cutting, and, when the printed text did not fill the entire sheet,
small additions of text or ornament were added.

In the spirit of standardization, the title pages became a stable feature of
the broadside ballad printings, generally including information about the
content of the textual artefact and an accompanying image. As with the
simpler form of hymn books, the ballad texts were also printed in continuo,
that is, with pilcrows () and slashes (/) dividing the strophes and lines.
Musical notation was replaced by tune imprints.

Lomnicky’s songs (whether published in a hymn book or as broadside
ballads) belong to the type of texts that were meant to be read by people

13 Lomnicky, Kanciondl, pp. )()( [verso]. The symbols “)()(” are the original signs for pages.
Fukad, “Obecnd nota.”

14 Peritexts are the accompanying textual parts of books that supplement the main text and
are typically positioned before the main text (title pages, dedications, prefaces, etc.) or after it
(indexes, postscripts, etc.).

15 Lomnicky, Kanciondl, pp. )()()(r[recto], )()()(v[verso]. See also Fuka¢, “Obecné nota.”

16 Chartier, Lesewelten, p. 88.
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of limited literacy as well as for reading aloud and singing; their visual
properties are designed to suit this purpose, and we can assume that they
were aimed at consumers with similar reading abilities but varied purchasing
power (because a book was more expensive than an individual gathering).

Of particular significance are the various printings of one of Lomnicky’s
songs about St. Barbara. It appears in his hymn book with the first lines
“Za Marciana vladare” (“In the time of the Prefect Marcien”). This song
has survived as part of several editions of broadside ballads published in
the seventeenth century, making it possible to trace how the sextodecimo
size became established and stabilized. The oldest known example (dating
from 1650) was produced by Matous Biezina’s printing house in Litomysl."7
Comparing this with an edition of the same text published in 1663 by Jan
Arnolt (Bfezina’s successor at the same printing house), one clearly sees that
the typesetting has remained the same, as have the fonts and the image on
the title page.® The 1663 version was therefore a simple reprinting of the 1650
song. Apart from minor orthographic details and a different title page image,
it is also identical with the core text of a 1661 edition from Olomouc." The
typesetting of the 1663 and 1661 printings was clearly inspired by the same
version of the song, despite slight orthographic differences. Then, in 1686
a new edition was printed in Olomouc.* It adopted the cheaper woodcut
from the older Litomysl edition, featuring an imitation of its printing block,
which freed up more space for the title. The text itself was also reset in a
clearer, more legible type, which avoided the need to compress the final
sections of the song into a confined space on the last pages.

All the editions of the text published as broadside ballads contain 91
stanzas (compared to 120 in the hymn book), so we can assume that they
were all based on the same abridged version that had been created for the
purpose of publication in small-scale, sextodecimo-size broadside ballad
gatherings.

A comparison between the texts of Lomnicky’s songs published as broad-
side ballad gatherings during the 1640s and 1650s, on the contrary, shows
that their visual form varies substantially even among the texts published
by the same printing house, and that their layout was evidently based on a
few pre-existing models. Broadside ballad gatherings generally adopted the
typesetting used in older editions—sometimes in the form of counterfeits,

17 Lomnicky, Pisert, 1650, MZK VK-0000.542,piiv. 22.

18 Lomnicky, Pisert, 1663, Masaryktv tistav a Archiv AV CR, Hordkav velky $pali¢ek,ptiv. 93.
19 Lomnicky, Piseri, 1661, MZK VK-0000.811.

20 Lomnicky, Piseri, 1686, MZK VK-0000.543,p¥iv. 5.
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Figure 11. The title pages of the 1650 and 1683 editions of the same song display a shift from
an archaic rendering of the title using a descending letter grade (left) to a design in which
the important passages of the title are typographically highlighted, aided by less text for less
important title words (right). MZK, sign. VK-0000.542,pfiv. 22; MZK, sign. VK-0000.543,pfiv. 5.

and sometimes as reprints of the printing house’s own products. As a result,
archaic layouts in these decades (where we see lettering forced into the
space available on the sheet) can even be found in some broadside ballad
gatherings published at a time when that particular format was already well
established and when the typesetters would have been able to do a better
job. As will be mentioned below, factors that helped more standardization
to become established included consumers’ common practice of sewing
broadside ballad gatherings together to create volumes known as spalicky
(blocks), as well as the advantages offered by printing a wide selection of
texts in the same size (for both printer and consumer). The sextodecimo size
had additional social connotations: its use in publishing broadside ballads
helped rank those texts among other small-scale printings targeted at a
popular audience—chapbooks, small hymn books, catechisms, collections
of New Testament texts, prayer books, small calendars, and the like.

The song about St. Barbara as contained in the second and third editions
of Lomnicky’s hymn book and discussed above is also largely identical. The
same applies to the two versions that were published as broadside ballads by
Arnolt and Bfezina in Litomys] that were also printed in identical versions.
This may indicate the existence of publishers’ archives made from collections
of texts of their own production held by printing houses and drawn upon
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Figure 12. The conversion of the lengthy song text from a book edition to a broadside edition also
required a change of the letter size. This example shows an error in the typesetter’s judgement.
During the typesetting, the typesetter probably found out that he was not able to “squeeze” the
long text from the hymn book into the sextodecimo size of the broadside ballad. Therefore, he
changed the letter size. MZK, sign. VK-0000.522,pfiv.6.

when producing re-editions. Further evidence suggesting the existence of
archives holding such older broadside ballad gatherings are the occasional
remnants of orthography carried over from previous editions.

The repetition of type layout, orthographic features and woodblock
images in the output of a particular printing house indicates the necessity of
viewing broadside ballad gatherings as palimpsests or reusable artefacts—
works in which older versions of the same texts can still be distinguished.
Date markings on these texts—which are of key importance for historical
research—should thus be subjected to critical scrutiny, relying also on
thorough knowledge of the production from the printing house where the
broadside ballad gathering originated—and also consideration of previous
editions of texts published at different printing houses. A particular ballad
artefact, as we have seen, may reflect the form of (and even source in) a much
older edition of the same text. The practice of abridging texts from hymn
books when they were published in the form of broadside ballads can be
now primarily attributed to the need to shorten the texts in order for them
to fit into the regularized sextodecimo size. The declared date of publication
may cause confusion in this respect. The orthography of the texts—which,
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in addition to the causes posed above, depended on the literal numbers
of lettering available to the printers—varies greatly between different
editions of broadside ballads, and despite later corrections and attempts
at standardization by typesetters, the orthography of these editions may
reflect earlier, more irregular versions of the texts.*

Title Pages as a Means of Differentiation

Title pages, the only peritexts found in Czech broadside ballad gatherings,
had the primary function of capturing the attention of potential customers.
Their eye-catching design was still closely connected with the printing houses’
efforts to minimize costs and maximize profits. The individual elements of
title pages should be viewed in this context. A typical title page contained the
title, a simple woodcut image, and an imprint statement.** Additionally, title
pages often featured the first lines of broadside ballads, and, in some cases,
also tune imprints, providing titles of typically commonly known melodies.

The sextodecimo size was traditionally used for low-cost texts printed in
Czech. It served various types of publications with a similar readership—
small hymn books, collections of New Testament texts to be read at mass on
Sundays and feast days, and calendars (including a specific type of calendar
known as a “bloodletting” calendar originally designed to inform users on
which days bloodletting was appropriate, and containing astronomical
and astrological information). All these printed works contained a wealth
of illustrations.”s Important to attract consumer’s sense of aesthetics, the
title pages of broadside ballad gatherings were visually dominated by the
imprints of woodblocks. The images on the first two types of texts noted
above (small hymn books and New Testament collections) were similar to
those used for individual religious broadside ballads, both in theme and
size. A set of printing blocks purchased by a printer for small hymn books
and Bible texts could thus also be reused for broadside ballad gatherings,
saving on printing cost. The origin of these woodcuts in religious texts is
particularly suggested in the broadside ballad gatherings that feature complex
figural scenes (the Last Supper, Christ with the Disciples, etc.).>4 Title images

21 See the chapter by Kosek et al.

22 An imprint statement consists of information about who printed the book, where it was
printed, and when.

23 Dufka, “Zrod venkovské tiskarny,” p. 100.

24 Vobr, Jihlavské tisky, pp. 28—29.
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carrying information relevant to the content were often replaced by purely
decorative designs, which visually separated the title from first lines, imprint,
and any tune tiles. The decorative design functioned as a headpiece on the
first page of the text; at the end of the text, it filled in any blank space. If an
illustration or ornament was not used, the place was filled by a composition
consisting of decorative typographic elements—this solution could be used
as a headpiece as well as an end piece and performed the same aesthetic and
structuring function. Some printing shops used the remnants of older borders
or large headpieces for this purpose.*> A minimalist variant involved the
division of the page by means of simple horizontal lines above the imprint.

Of course, sometimes the printers decided not to bother at all with images
or decorative elements, which took more time and thus money to set with
the typeface. If it was not possible or desirable to employ older printing
blocks that the printing shop already owned, a new printing block had to
be created. Woodblock carving, even of simple blocks, drew on time and
money. There is evidence that sometimes these blocks were produced at
the printing shop itself, and at other times the job was contracted to a
producer of more than one kind of woodcutting, such as moulds used for
butter or gingerbread.?® To avoid this added expense, whenever possible,
printing houses drew on their own stock of printing blocks, and when it was
occasionally necessary to acquire new blocks, they likely either created their
own or purchased them from elsewhere (whether new or used). A common
occurrence was also the copying of blocks by competing printing houses
or their circulation around printer “family clans” on the territory, e.g., as a
part of a bequest. Although there have as yet been no quantitative studies
tracing the distribution and dissemination of visual information over the
course of time and at different printing shops, it is nevertheless possible to
give at least a basic outline of common practices.*” Key issues here include
the origin of the printing blocks and the way in which the printers used
them. An even more key issue is that aesthetics, but also cheapness, were
at the forefront of the printers’ minds.

Another important question concerns the reason why a particular image
was featured on the title page. Besides making the printing more attractive
to potential customers, the image also functioned as a simple means of

25 A border is a decorative frame that was used especially in the sixteenth century as an
ornamental element mainly on title pages. The imprint was typically made by four separate
strips.

26 Scheybal, “K formatu,” p. 332.

27 Aninteractive map made by the Moravian Library enables viewers to follow the dissemination
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of the concrete illustrations in time and space. Moravské zemska knihovna, “Kramarské pisné.
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broadly categorizing printings. For example, an image depicting a man and a
woman indicated a broadside ballad dealing with the topic of relationships;
awoman with her heart on her palm denoted a broadside ballad about love;
a gallows suggested a murder song; and a monogram of Christ or a depiction
of a visually identifiable saint was employed for a religious broadside ballad.
In such cases the economic interests of printers (who could reuse printing
blocks for multiple occasions) coexisted with their customers’ interest in a
particular thematic group of broadside ballads.

Regardless of the customers’ ability to read the text, an image could
perform various communicative functions in the dissemination of broadside
ballad gatherings. A further example to add to those cited above: a woodcut
of a female bust would often be associated with a particular saint, and
a broadside ballad gathering featuring such an image on its cover could
thus serve as a devotional item (a typical function of printings depicting
Madonnas affiliated with specific pilgrimage sites).

The title itself could function as an image akin to, or in place of, the literal
woodcut impression on the title page. Especially in secular broadside bal-
lads published before the mid-eighteenth century, the title tended to be a
generalized description printed in prominent lettering, as we find by the
late seventeenth century in England as well. Broadside ballad gatherings
thus bore names such as “Nova pisen svétska” (“A new secular song”), “Pisen
nova kratochvilna” (“A new song to pass the time”), “Pisen truchliva” (“A
mournful song”), “Zalostivy ptibéh” (“A terrible story”), or “Piseti pro mlddence
a panny” (“A song for young men and women”). These generic descriptions
were applied to texts with various types of content, which could be specified
either in a subtitle or by quoting the first words of the song. A frequent
tactic involved placing the incipit (first lines) on the title page (again, also
a common feature of post-mid-seventeenth-century broadside ballads in
England). Incipits in Czech were usually printed in smaller font, introduced
by a pilcrow (); they were positioned under a woodcut image and above the
imprint statement. This part of the title page sometimes also contained the
tune imprint, indicating the melody to which the broadside ballad should
be sung. However, the tune imprint was most frequently placed on the first
page of the text itself, not on the title page. The last part of the title page bore
the printer’s imprint statement; this was a legally required component of the
publication: it demonstrated that the text had been approved by the official
censors. Or, it at least attempted to evoke that impression—imprint state-
ments were, especially in the first half of the nineteenth century, falsified.
When faking imprints, printers typically gave inaccurate information that
referred to older editions of the text or to editions published by a different
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printing house that had already been approved by the censors. Finally, from
the eighteenth century onwards, especially in the case of Prague printing
houses, the printer’s imprint was usually accompanied by the address of the
printing shop or of a trader who was licensed to sell the publisher’s products.
This was because Prague was the only Czech city with more than one printing
shop; printers thus felt the need to give further identifying details of their
locale to avoid confusion. Imprint statements therefore make it possible to
trace the development of the established distribution network or print (i.e.,
the network of permanent shops, as opposed to the older, more informal
channels of colportage and market stalls).

In a variety of ways, then, the title pages of broadside ballad gatherings
published before the mid-eighteenth century reveal the importance of their
visual form. Such aesthetically pleasing and eye-catching title pages were also
designed to help customers with just basic reading skills to find their bearings
among the range of printed products being marketed. They also exploited the
equipment of the printing shops to the maximum, allowing them to produce
cheap artefacts for the masses. To both these ends, the titles of broadside
ballads were not designed to distinguish individual texts so much as to
provide a broad categorization of the available texts. Such broad categorization
was aided by an often generic image. Moreover, the religious woodcut could
even be individually employed as a devotional object. The incipit and tune
imprint featured on the title page could refer to a well-known melody, making
it easy for consumers to sing the text of the broadside ballads. The obligatory
imprint statement of the printer, as noted above, indicated his (or in some
cases her) attempt to legitimize their products, reassuring consumers that
they were purchasing a legitimate product. Considered together, in sum,
the title pages of broadside ballad gatherings represent a valuable source of
insight into the marketing as well as the historical categorization of printers’
materials and their expectations of a mass-market target audience—as well
as providing useful information on printings that were counterfeit or lacked
attribution to a particular printing house (another likely sign of evading
authoritarian—and pricey—publication requirements).

Conclusion

This chapter has highlighted the necessity of studying broadside ballads
with regard to the specific form in which they have survived—i.e., treating
them as material artefacts. Basic material factors such as their size and
composition of their title pages determined the expected audience of these
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printings (and fulfilled those consumers’ expectations). The length of the
text was limited by the number of pages that could be made from a single
sheet (or a half-sheet). Furthermore, once we acknowledge the central
importance of the makeup of these artefacts, we also need to focus on the
practices used by the printing houses to produce them. Printers attempted
to maximize profits and minimize costs. They had to be aware of their
customers’ requirements and needs, and to respond appropriately to them.
A material analytic approach to individual broadside ballad gatherings can
reveal how their printers attempted to communicate with—or reach out
to—their audiences, as well as how they attempted to obviate the restrictions
imposed by censors. All these factors influenced not only the physical
format and typeface but also the titles used, the information on the date
of publication, and the woodcut images on the title pages.

Works Cited
Primary Sources

Lomnicky, Simon. Kanciondl aneb Pisné nové historické. Praha: Jitik Nigrin z Ni-
gropontu, 1595.

[Lomnicky, Simon)]. Piser: historickd o svaté panné Barbore, muced|nici Bozi. Olomouc:
Jan Josef Kylian, 1686, sign. VK-0000.543,pf1iv. 5, MZK.

[Lomnicky, Simon]. Piseri o svaté panné Barbore, mucedlnici BoZ. Litomysl: Matous
Bfezina, 1650, sign. VK-0000.542,pfiv. 22, MZK.

[Lomnicky, Simon)]. Piser o svaté panné Barbore, mudedlnici Boi. Litomygl: Jan
Arnolt, 1663, Fond Jif{ Hordk, sign. I1lg, inv. ¢. 2640, Horakuv velky Spalicek,ptiv.
93, Masarykiv ustav a Archiv AV CR.

[Lomnicky, Simon)]. Piseri o svaté panné Barbore, muéedlnici Bozi. Olomouc: Vit
Jindtich Ettel, 1661, sign. VK-0000.811, MZK.

Secondary Sources

Chartier, Roger. The Author’s Hand and the Printer’s Mind. Cambridge—Malden:
Polity Press, 2014.

Chartier, Roger. Lesewelten. Frankfurt am Main: Campus Verlag, 1989.

Dufka, Jiti. “Zrod venkovské tiskarny. Znojemska dilna vletech 1703-1742.” Knihy
a déjiny 26 (2019), pp. 52—106.

Fukad, Jifi. “Obecnd nota.” In Slovnik ¢eské hudebni kultury, ed. Jifi Vyslouzil and
Jiti Fukag, p. 365. Praha: Editio Supraphon, 1997.



74 JIRI DUFKA

Ivanek, Jakub. “Poznamky k vymezeni pojmu kramarska pisen (s ohledem na tisky
nabozenské povahy).” Listy filologické 140, no. 1—2 (2017), pp. 201—230.

Kaufmann, Thomas. “Konfessionalisierung.” In Enzyklopddie der Neuzeit, Band 6.
Darmstadt 2007, columns 1053-1070.

Kouba, Jan. Slovnik starodeskych hymnografii (13.—18. stoleti). Praha: Etnologicky
ustav Akademie véd CR, 2017.

Roud, Steve, and Atkinson, David. “Introduction.” In Cheap Print and the People:
European Perspectives on Popular Literature, ed. David Atkinson and Steve Roud,
pp- 1-6. Cambridge: Cambridge Scholars Publishing, 2019.

Scheybal, Josef V. “Autoti, zpévaci a kolportéfi kramatskych pisni.” Zpravodaj
koordinované sité védeckych informaci pro etnografii a folkloristiku. Priloha 3
(1978), pp- 53-63.

Scheybal, Josef V. “K formatu a vyzdobé kramatskych pistovych tiskd.” In Va-
clavkova Olomouc 1961. Sbornik referdtu a diskusnich prispevku o kramdrské
pisni, ed. Jaromir Dvoiék and Josef S. Kvapil, pp. 331-333. Praha: SPN, 1963.

Vobr, Jaroslav. Jihlavské tisky ceskych kramadrskych pisni. Master’s thesis, Charles
University 1970.

Winkelbauer, Thomas. Stidefreiheit und Fiirstenmacht, Vol. 2: Osterreichische
Geschichte, 1522-1699. Wien: Ueberreuter, 2003.

Wégerbauer, Michael, and Petr Pisa. “Das Konigreich Bohmen (1750-1848).” In Die
literarische Zensur in Osterreich von 1751 bis 1848, ed. Norbert Bachleitner,

Pp- 193—215. Wien: Bohlau, 2017.
Website
Moravska zemska knihovna. “Kramarské pisné.” https://kramarsketisky.mzk.cz/.
Abbreviations

MZK—DMoravska zemska knihovna (Moravian Library)

About the Author

Jiti Dufka: Head of Manuscripts and Early Printed Books Department
of the Moravian Library in Brno (https://www.mzk.cz/en/study-rooms/
manuscripts-and-early-printed-books). Dufka has published several articles
about the collecting and cataloguing of old printings. His most recent work
(with Eva Chodéjovska) is a monograph: Sbératel a jeho atlas. Bernard Pavel
Moll (2021). jiri.dutka@mzk.cz.



3. The Czech Broadside Ballad in Its
Historical, Social, and Literary Context

Jakub Ivanek

Abstract

Jakub Ivanek explores Czech broadside ballads as a distinctive phenom-
enon of song culture which in the Czech lands experienced extraordinary
expansion in the second half of the early modern period with a significant
overlap into the nineteenth century. While passing through urban and
rural classes, its development went hand in hand with increasing literacy
in society. He also deals with social aspects of this printed culture, its
relation to folklore, and, finally, similar phenomena in the surrounding
Central European countries.

Keywords: Literary history, popular religion, popular music, folk songs,
German Bdnkelsang

The well-known Czech saying “Co Cech, to muzikant” (“Every Czech is
a musician”) confirms the traditional popularity of music in the Czech
lands. By in the fourteenth century—despite the Latin liturgy—church
hymns were being sung in the Czech language, Czech vocal music then
evolved through the songs of the rich repertoire of Czech Reformation era
hymnals. Broadside ballads have not yet been included in this tradition.
However, let’s realize that after the establishment of the independent
Czechoslovak state in 1918, the song chosen as the Czech national anthem
was “Kde domov m1j?” (“Where is my home?”), a patriotic idyll from the
theatrical farce Fidlovacka (The fiddler, 1834) by the writer Josef Kajetan
Tyl and the composer Frantigek Skroup. In the play it is performed by
the blind street fiddler Mares$. During the 1848 revolution, this song
was also printed in the form of a broadside ballad and sung by Czech

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
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patriots everywhere.' The role of popular songs disseminated in the form
of broadside ballads in Czech music culture cannot be underestimated.
Indeed, the popularity of broadside ballads in Czech society is unparal-
leled within Central Europe, if the multitude of extant copies are any
evidence. (Over 100,000 examples from 1600 to 1900 have survived in Czech
collections.?) Considering that these broadside ballads were ephemera,
countless others were assuredly tossed out or destroyed through general
use and recycling.

From Its Origins to the Heyday of the Czech Broadside Ballad

The origins of Czech broadside ballads can ultimately be traced back to
the leaflets that were published in the sixteenth century3 However, these
leaflets were the predecessors of secular broadside ballads, which represent
the minority of Czech collections of broadside ballads; the vast majority of
these artefacts are rather made up of religious songs (estimated to count
for 60—80% of the total surviving printed ballads).* Where can the roots of
these religious songs be found? Especially in terms of their formal aspects,
we need to look to the practice of publishing songs taken from hymnals
in the form of separate printed texts. From the sixteenth century, we find
these songs also appeared in a small-scale sextodecimo size—either as a
precursor to an entire new hymnal that was soon to be published, or as a
reprint of songs from existing hymnals.> From the outset, leaflet songs
had a system of tune imprints in common with the hymnals.® In the era
before the Battle of White Mountain (1620, see below), both these points
of origin for Czech broadside ballads—secular leaflet songs and separate
printed religious songs—were combined in the work of Simon Lomnicky
from Bude¢ (1552-1623), who wrote songs about topical issues (published
1 Krejci, “Pisen,” pp. 70-71.

2 Formore information about the collections of Czech broadside ballads, see the chapter by
Dufka et al.

3 Seethe chapter by Malura.

4 Ivanek, “Poznamky k vymezeni pojmu,” p. 207.

5 Sextodecimo is a format created by cutting a printed sheet of paper into sixteen leaves. See
the introduction for a more detailed explanation.

6 Hymnal, in the Czech context, is alarger collection of religious songs which could be used by
both church musicians and the people themselves. It usually consists of songs for the individual
feasts of the church year and songs for various occasions of the believer’s life. But there are also

special hymnals for a given feast (like the Christmas hymnal, etc.). For more information about
tune imprints, see the chapters by Slavicky and Frolcova.
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in leaflet form) as well as religious songs (which appeared in both hymnals
and smaller leaflets).”

The turning point in the development of the Czech broadside ballad came
with the Thirty Years’ War—specifically, with the Battle of White Mountain,
which concluded the Bohemian Revolt (1618-1620, considered the beginning
of the war). This event was followed by a crackdown by the Habsburgs on
religious and political freedoms (part of a process of recatholicization)
and repressive measures against the burghers. Broadside ballads from
the subsequent period, which in the Czech environment was part of the
Baroque era (ca. 1620-1775), reveal a shift to prevailing religious themes.
This period could be marked as a watershed in Czech literary history for
distribution of the terms letdk (leaflet) and kramdrsky tisk (chapbook) or
kramdrskd piseri (broadside ballad).® In the pre-White Mountain era, we
usually use the term “leaflet” when talking about separate printed texts,
while in the subsequent period the terms “chapbook” (whatever the content)
and “broadside ballad” (if the print contains a song) are applied.® During
the eighteenth century, there was an increase in the number of broadside
ballads published—both religious (partly a consequence of the revival of
pilgrimage culture) and secular (sensational news and versified stories of
popular tales about Genevieve, Magelone, etc.). Religious themes continued
to dominate, however. This is unsurprising in a country that was being
recatholicized.

However, it is not entirely clear why the sextodecimo size dominated
Czech-language production while German-language broadside ballads
were published in the larger octavo format. It may have been due to the
influence of religious songs, which even in the pre-White Mountain era
appeared in a more intimate, pocket-friendly format. The standardization
manifested in the adoption of a unified sextodecimo size for various texts
published by different printing houses must have resulted from practical
considerations connected with commonly used production techniques. But
the smaller format would seem as well as to take account of the preferences
of readers, who developed something of an intimate relation with the printed
broadside ballads they bought, often sewing them together to create their

7 Kouba, Slovnik, pp. 240—248. The impact of songs by Simon Lomnicky from Budeé on the
development of Czech broadside ballads is discussed in the chapter by Dufka.

8 The Czech term kramdrské tisky, which is usually translated as “chapbooks,” includes
broadside ballads, prose texts, prayers, holy pictures, etc. (see below).

9 To the relation between Czech leaflets and Czech broadside ballads, see the chapter by
Malura.
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Figure 13. Typical Spalicek (block) in sextodecimo size. Source: The private collection of Jakub
Ivéanek.

own songbooks; these self-bound volumes were known in Czech as $palicky
(blocks).

The production of broadside ballads began to increase in the mid-
eighteenth century, becoming particularly prolific in the final quarter of the
eighteenth century. This was a consequence of several social and economic
transformations that were taking place at the time. Foremost among these
changes was the growth in literacy among the lower classes.' The more or
less reading society needed appropriate “popular” literature. Printers had lost
their former markets during the Enlightenment reforms of Emperor Joseph
IT (1780-1790), when Catholic piety was to be transformed and internalized.
In connection with this, many monasteries were dissolved and devotional
confraternities were disbanded. That is why the printers turned attention
to more mass-marketable (and thus simpler in format and cheaper in cost)
printed texts sold by shopkeepers or stallholders™ at urban markets or by
chapmen who carried them into rural areas.

This increase in production did not only involve secular printings; re-
ligious printings devoted to pilgrimage-related themes also experienced
a huge boom. The reforms introduced during the Enlightenment dealt a
blow to pilgrimage culture, as many pilgrimage sites were closed down and
restrictions were imposed on long-distance pilgrimages; nevertheless, the

10 For percentages, see the chapter by Smyckova.

11 The Czech word for stallholder (market trader) is kramdr, which gave rise to the Czech terms
kramdrsky tisk (“chapbook,” literally “stallholder’s printing”) and kramdrskd piseri (“broadside
ballad,” literally “stallholder’s song”). More on terminology in the introduction to this volume.
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Figure 14. Comparison of Czech broadside ballads in sextodecimo size (above) and octavo size
(below) and eighteenth-century (on the left) and nineteenth-century (on the right) artefacts.
Source: The private collection of Jakub Ivanek.

customs adopted by the majority of the population during the recatholiciza-
tion endured for a long time. Holding on to the practices of Catholicism,
ordinary people took up activities that had previously been reserved for the
Catholic nobility and the clergy; they thus played an active role in shaping
their own culture by restoring old pilgrimage sites and establishing new
ones, as well as in writing, publishing, and generally creating a demand
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for pilgrimage texts. As a result, religious music underwent a process of
laicization."

According to Peter Burke, during this development phase the demonstra-
tive consumption of certain products became a way by which the general
populace could create a distinction between themselves and other popula-
tion groups.’ The reception and purchase of chapbooks, particularly those
containing broadside ballads, provides a good example of this process in
the Bohemian Crown lands between 1750 and 1850. These printings became
a source of intense cultural experiences and expressions for large sections
of the lower end of the population, both in urban communities and in rural
areas.

The Central European Context

Past studies have emphasized the close connection between Czech broadside
ballads and the German phenomenon of Béinkelsang (bench singing).'+
This approach dominated due to the occurrence of narrative songs in both
cultures, as well as the shared roots of these forms in the news leaflets of the
Renaissance era (ca. 1500-1620). However, scholars have also noted that the
Czech broadside ballad was a separate entity from the German Bdankelsang,
since it was not dependent on relating news.'> The term Bdnkelsang was
used to denotate song printings containing some verse but mostly prose text
(giving news reports).'® Moreover, Binkelsang also has another meaning: it
refers to a particular type of printed text that was performed as multimedia
street theatre. Such theatricality included singing and hand-drawn il-
lustrations as well as text. Unlike most Czech broadside ballads up to the
mid-nineteenth century, in other words, the emphasis of street Bankelsang
lay very much on highly dramatized performativity aimed primarily to
entertain. However, in Germany and Austria there were also printings
containing only songs, known as Flugblattlieder or Flugschriftlieder (leaflet
songs).”” In German-speaking Catholic regions, these mainly religious texts
were very similar to the Czech ones.

12 Malura and Ivanek, Horo krdsnd, pp. 49-50.

13 Burke, “Popular Culture,” p. 10.

14 Petzoldt, Binkelsang; Riedel, Der Binkelsang.

15 Smetana and Vaclavek, Ceské pisné, pp. 13-14.

16  Petzoldt, Bankelsang.

17 Schmidt, “Niederosterreichische Flugblattlieder.”
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But it is not sufficient merely to distinguish between Flugblattlieder
(printed songs) and Binkelsang (printings of news reports which combined
a prose text with a summary in the form of a song). The word Bdnkelsang
is derived from the German Bank (bench), referring to the bench on
which itinerant singers stood when giving performances of the songs they
peddled at markets using large fabric, wooden, metal or paper banners
with painted scenes from the story. This visual accompaniment of the
performance was not usual in the Czech environment until the mid-
nineteenth century though we occasionally do find older references to
such panels in relation to Czech broadside ballads.’® What is especially
important, however, is that the Czech printings, as opposed to the German
ones, always (with some exceptions after the turn of the nineteenth
century) contained only a broadside ballad, not prose news. It would be
advisable here not to use the term Binkelsang to refer to a type of printed
text (containing a news report plus a song). Tellingly, this type of printed
text was also referred to by the Czech term popis or German Beschreibung
(description). It seems more appropriate to reserve the term Bdnkelsang
for the manner in which a song was presented when selling a printing
(the performance itself).

Beyond the eastern borders of the Bohemian Crown lands (in Hungary and
Poland), the significant participation of the aristocracy in national culture,
combined with lower levels of literacy among the general population, meant
that a culture of broadside ballads developed only belatedly. In today’s
Slovakia (former Upper Hungary), so-called letdkové piesne (leaflet songs)
appeared sporadically in the eighteenth century and became more common
during the nineteenth century.’ Moreover, Czech-language printed texts
were disseminated there because they were published mainly at the printing
house in Skalica near the Czech-Hungarian border, which also produced large
quantities of material for the Czech market. It reveals the strong influence of
Czech broadside ballads on Slovak culture (the Czech and Slovak languages
are mutually intelligible).*° In Poland, piesni jarmarczne (fair songs) were
more common from the mid-nineteenth century.* Prior to this, Poland was
home to a mostly oral culture of itinerant performers known as dziady (old

18 E.g., in1699 an anti-Semitic song (translated from German) was sold and sung to the ac-
companiment of a panel of pictures at a market in Nymburk (Prokes, Uredn{ antisemitismus,
pp- 74-76).

19 For more details, see the chapter by Rus¢in.

20 Droppova and Krekovicova, Pocujte panny, pp. 24, 31-32.

21 For more information about Polish broadside ballads, see the chapter by Grochowski.
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men) as well as printed production that is reminiscent of Czech-language
leaflets published in the sixteenth century for the upper classes.?>

Appeals to Morality

In the past, scholars viewed broadside ballads as tools in the propagation
of the Catholic faith that was practiced during the Counter-Reformation
(ca. 1600-1780)—or even as tools of re-feudalization (an effort to keep the
inferior strata of the population in their traditional place, out of power).?
Such interpretations were deduced from the prevailingly religious (and
Catholic) character of broadside ballads, as well as their moralistic approach
to most topics—a feature which is manifested in the texts in the form of
instructive passages especially at the end of the songs.

These didactic formulas may create the impression that the narrative
of a broadside ballad is merely meant to be an exemplum illustrating a
moral thesis.?* However, broadside ballads are not alone in using this
type of construct. Entertainment and edification were already combined
in a similar manner in the literature of Humanism throughout Western
and Eastern Europe. In the Czech context, the works of Simon Lomnicky
from Bude¢ reflecting upon individual sins can be read either as educational
texts or as entertaining stories.> Lomnicky’s songs about saints look similar.
The author’s evident joy in narrating lengthy stories inevitably culminates
in explicit advice at the end of each text. Up to the nineteenth century, his
songs were disseminated in hymnals as well as in the form of broadside
ballads, becoming the prototype for the religious narrative song.? Jaroslav
Kolar (1929—2013) also observes that explicit moralistic postscripts can
already be found in news leaflets dating from the sixteenth century—a

22 See the chapters by Grochowski and Szturcova.

23 E.g, Smetana, “K problematice,” pp. 37—38. Elsewhere, a similar opinion is voiced by Robert
Muchembled. Burke takes issue with Muchembled’s notion that Bibliothéque Bleue functioned
as “tranquillisers, produced on the part of the ruling class to keep the subordinate classes in
their place” (Burke, “Popular Culture,” p. 10). Nevertheless, Burke does not deny that leaflets
were an effective medium for propaganda (p. 72).

24 Kolar, “K periodizaci,” p. 99, states that this morality is the most frequent way in which
broadside ballads express a stance towards reality. It is not important whether the narrative
corresponds with reality; the important shared feature of the ballads is the moral instruction
that is derived from them.

25 Prazdk, “O mravné.”

26 On the dissemination of songs by Simon Lomnicky from Bude¢ in the Czech broadside
ballads from seventeenth to the nineteenth centuries, see the chapter by Dufka.
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precursor of the secular broadside ballad.?” And we could go back even
further; moralistic criticism can be found in the songs about topical issues
from the fifteenth century.?® Bohuslav Benes (1927-2014) views the presence
of such elements in manuscripts of naive writers from the seventeenth to
nineteenth century as a reflection of the religious-moralistic tendencies
of Humanist literature and Baroque preaching—and the writers could
be sometimes the authors of broadside ballads.?® In the early modern
era, people traditionally interpreted unusual events as signs or bearers of
messages. However, the moralistic conclusions of these texts (which were
sometimes formulated in a somewhat awkward manner) can also be viewed
as a form of self-censorship, intended to persuade official censors to permit
the publication of a text which would otherwise have been considered or
condemned as lacking in practical utility, overly lurid, or even morally
detrimental.

The prevalence of religious themes in Czech broadside ballads was unsur-
prising given the process of recatholicization that was underway at the time
(ca. 1600-1780). For many years, secular leaflets—which in the pre-White
Mountain era (before 1620) frequently served as a channel for political
propaganda—were considered undesirable. Religious culture became the
only platform through which the common people could encounter any
form of art and literature. The lower classes accepted this Baroque culture
(which sought to provide a spiritual experience) as their own and remained
loyal to it even in the final quarter of the eighteenth century, when the
state, motivated by Enlightenment principles, began to call into question
certain aspects of previous religious practice.3° However, this does not mean
that the common people could be reduced to a mindless herd that merely
reproduced the agenda forced upon it in the preceding period. According
to Burke, the attitudes of the lower classes often tend to be conservative.3!
Such certainly seems to be the case in those Czech broadside ballads that
expressed horror at the revolutionary events unfolding in France and,
expressing fear for the people’s safety, entreated the Habsburg Monarchy
to take them under its protective wing.3*

27 For more details, see the chapter by Malura.

28 Pohanka, “Historické koteny,” p. 9o, traces the criticism of fashion and extravagant dressing
(a common critique made in broadside ballads) in a song which, based on its content, dates from
around 1470.

29 Benes, Svétskd kramdrskd pisert, p.13.

30 Ivanek and Szturcova, “Propagace.”

31 Burke, Popular Culture, pp.173-174.

32 Malura and Ivanek, Horo krdsnd, pp. 297-299.
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Some broadside ballads contain elements that are inimical to folk cul-
ture. This is the case, for example, in pilgrimage broadside ballads, which
presented a distorted picture of the way in which the official Church took
a spontaneous natural cult and turned it into an official ecclesiastical
practice. Printed texts evoke the impression that the people consented to
the relocation of a revered image from an oak tree in Vérovany near Olomouc
or from a grove near Bzenec in South Moravia into local churches in Dub
and Bzenec, even though sources (or the manuscript version of a song in
the case of Bzenec) indicate that such an act was met with opposition.33
Likewise, news broadside ballads combined their informative function
with ideological interpretations (or at least ideological subtexts)—though,
of course, this is true of news reporting in any era.3+

By contrast, some broadside ballads offered at the very least ambiguous
possibilities of interpretation. For example, a lament on the dying bandit
Ondras draws on the moralized motif of the transience of life (ubi sunt?) as its
prototype, yet at the same time it heroizes the protagonist’s former glory and
invincibility. This broadside ballad lacks a dimension of ideological evalua-
tion, and only the title of the printing, “Pisent smésna” (“Ridiculous song”),
creates a certain distance.35 In eighteenth- and nineteenth-century Austria,
it was still dangerous to publish texts that attacked officially recognized
values, and such songs generally appeared at times of political and social
friction.3® Complaints of agricultural workers about the increase of corvée
labour were issued in 1742, during the occupation of Prague by Saxon and
French troops.3” The best example is the Revolutions 0f1848 (known in some
countries as the Springtime of Nations), in which broadside ballads were used
as a means of political agitation—though of course once the revolutionary
fervour had subsided, the counter-revolutionary movement used broadside
ballads to achieve its own political ends.3® Joza Vochala (1892-1965) makes
the shrewd observation (though without giving any specific details) that
welcoming ceremonies for members of the nobility included the performance
of folk songs, which noted that death did not spare even the powerful; this
indicates the skill of the common people in harnessing their culture for

33 Ibid,, pp. 252253 (the case of Dub and Moravou), 271 (the case of Bzenec).

34 Benes, Svétskd kramdrskd piser, pp. 19—20.

35 Zibrt, “Ondras,” pp. 19—21.

36 See details of official measures taken against the sale of unauthorized prints in Volf,
“Konfiskace.” See also Burke’s “Politicization of Popular Culture” (Burke, Popular Culture, p. 259).
37 Novotny, Spalicek pisnicek jarmareénich, pp. 150-153.

38 Hrzalova, “Kramaiska pisent”; Vaclavkov, Pisné. On the propaganda function of leaflet
literature, see Burke, Popular Culture, pp. 71-73.
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purposes of protest.3® The culture we study consists of texts that are (in
Fiske’s words) the producerly texts beyond their own control: “Popular
culture is always difficult mountainous territory for those who wish to
control it (whether for economic, ideological, or disciplinary reasons), and
its guerrilla readings are a structural necessity of the system.”4°

At the Boundary of Folk Culture

Because broadside ballads are viewed here as a part of folk culture, it is
relevant to pause at this point and consider who the bearers of this culture
actually were. The answer will not be a simple one, because neither the
authors nor the recipients of broadside ballads remained stable throughout
the time. It is evident that the consumers of leaflets during the pre-White
Mountain era (before 1620) could not have been rural people, as country
dwellers were almost all illiterate at the time. Leaflets were primarily an
urban form of culture, involving mainly the middle and upper classes in
towns and cities. This appears to have remained the case for the majority
of the seventeenth century. The situation began to change as literacy rates
increased during the eighteenth century, especially in the final third of
the century, which saw the first major expansion of chapbook produc-
tion. During this period, literacy grew in villages, if first among the higher,
non-agricultural strata of the village community: gamekeepers, millers,
rural craftsmen, etc.#' Of further note: though anyone might hear or see a
broadside ballad on the streets, or in an alehouse, or handed about among
friends, access to textuality seems to have been very important to the
Czech commoner, as was conjectured in the introduction to this volume.
Czech broadside ballads have the advantage of engaging the consumer in
the production process (who at the very least sewed together gatherings
of pages and, as the editors have stated, might even have performed all
the stages of production after printing: folding, cutting, and sewing the
broadside ballad). The resultant artefact mostly included at least one large
illustration and tune imprints (in some form), but textuality seems key.
This fact may have reflected the desire of the rural poor to catch up with
the culture of urban communities that acted as the driving force behind
the advance of literacy in rural areas (just like towns and cities sought to

39 Vochala, “Socialni problematika,” p. 197.
40 Fiske, Understanding Popular Culture, pp. 104-105.
41 Fidlerov4, “Lidové rukopisné,” passim.
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catch up with the culture of the nobility in the sixteenth century). In sum,
broadside ballads, which were affordable and could be readily purchased
at markets and fairs, were one means of achieving cultural enrichment and
self-identification through the printed text.

The urban origins of the culture of broadside ballads were evidently the
main reason why the Czech collectors of folk texts in the first half of the
nineteenth century attempted (with varying degrees of success) to eliminate
this “foreign” element from folk culture—an oral culture which, as they
conceived it, was a rural phenomenon of village communities.** However,
from the oldest (pre-Romantic, until ca. 1820) collections of Czech folk
songs it is clear that villages were imbued with the culture of broadside
ballads, and that no substantial distinction was felt to exist by the general
populace between folk songs and broadside ballads.*? Research into the
so-called zlidovélé pisné (artificial songs that have entered the oral tradition)
also confirms this intertwining.## Scholars, furthermore, have traced the
influence of urban song culture (including broadside ballads) on formal
aspects of folk songs in the nineteenth century.s That is why the (originally
Marxist) term pololidovd literatura (semi-folk literature)—introduced in
the Czech literature by Josef Hrabak (1912—-1987)—is still used (but without
Marxist aspect) also for chapbooks, including broadside ballads in the
Czech environment.*5 This concept refers to a type of popular culture that
represents a zone of transition and interrelation between the oral culture
and the written/printed word. The common people remake such texts into
their own familiar modes of expression and during reception the written
often became part of the oral tradition.

This leads us to characterize broadside ballads as a phenomenon exist-
ing on the boundary line between artificial and folk songs. A folk song is
typically defined as a song that has evolved within an oral tradition.#? This
form of production and dissemination was a consequence of the illiteracy
of the rural population. As people were unable to make a written record
of such songs, there was a natural process of unstated selection as the
community filtered out those songs that were not considered worthy of
oral preservation, as well as a process of ongoing adaptation that happens

42 Krejci, “Pisen,” pp. 61-62.

43 Markl, Nejstarsi sbirky; Vetterl, Gubernidlni sbirka, pp. 10-11, 15-16.
44 Vaclavek and Smetana, Ceské svétské pisné zlidovélé.

45 Karbusicky, “Kramarska pisen.”

46 Hrabak, Déjiny, pp. 466—468. For more details about “semi-folk literature,” see the chapter
by Hashemi.

47 For more information, see the chapter by Frolcova.
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within word-of-mouth transmission. The collective nature of folk songs is
not so much due to authorial anonymity as community reception and dis-
semination. By contrast, broadside ballads, as printed texts, were produced
for wide marketing. From the beginning of the nineteenth century, the
production of folk songs began to wane, but broadside ballads experienced
an unprecedented boom. This was a consequence of the more widespread
growth ofliteracy and of the increasing possibility to publish and buy such
texts. The oral tradition did not die out, however; instead, a new channel
emerged through which songs were disseminated among people.

On the one hand, we can find examples of printed broadside ballads that
clearly emerged from an oral tradition and, on the other hand, folklorists
heard people sing songs that evolved from broadside ballads for a wide
market. Both channels of song production and dissemination share one
common feature: authorial anonymity. Although some broadside ballads
since the turn of the nineteenth century name an author, such information
is not necessarily reliable.*® Because broadside ballads and folk songs were
generally adopted by the same audience, the mixing of their forms in their
making was inevitable. Such interweaving would explain why the oral
tradition includes songs which sound more like the long narrative broadside
ballads, even though there is no evidence of such printed texts.49 By the
same token, broadside ballads sometimes borrowed motifs and phrases
common to folk songs (and, of course, they were frequently sung to the
same tunes as folk songs, sometimes as a contrafactum), so it is often not
possible to determine the direction of borrowing.5°

Franti$ek Susil (1804-1868), the Czech folk song collector of the second
quarter of the nineteenth century, like the famous American folklorist
Francis James Child (1825-1896), was aware that some of the “folk” songs
he had collected had originated as broadside ballads (which he termed
listy béhlé, literally “running leaves”), but he stated that the songs had later
permeated the oral tradition, causing them to “lose their usual roughness”
(he regarded broadside ballads as rough mannered and imperfect). This
observation is debatable. An analysis of three songs collected by Susil
(conducted as part of research on pilgrimage songs) indicates that their
texts published as broadside ballads (with only minimal variations within
different printed versions) are not substantially different—neither in style

48 Smetana and Vaclavek, Ceské pisné, pp.18-19.

49 See the chapter by Polakova.

50 Burke, Popular Culture, pp. 226227, 233. See also the chapters by Slavicky and Frolcova.
51 Susil, Moravské ndrodni, p. 50.
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nor in any other way—from the versions that were orally disseminated
(apart from abridgements or the use of different wording, which are common
features of both oral dissemination and printing).5* In all three cases, the
songs display certain features that are characteristic of folk songs (dialogue,
elements of popular devotion, spontaneity of verses, or repetition), but, again,
these features appear in the printed edition, and the songs rank among the
most widespread religious broadside ballads of all. It is practically impossible
to determine whether they formed part of an originally oral tradition before
they were disseminated as broadside ballads, as the printed texts in fact
predate Susil’s collection of oral songs.

In the area of religious lyrical texts (including pilgrimage songs), the
dividing line between folk songs and broadside ballads is generally blurred.
Religious broadside ballads that fit the oral tradition very easily found their
way into anthologies of folk poetry without the editors doubting their status
as an integral part of the folk repertoire. This is the case in the collections of
JosefVlastimil Kamaryt (1797-1833), who was active during the Romantic era
and whose collection Ceské ndrodni duchovni pisné (Czech national religious
songs, 1831-1832) contains several broadside ballads.53 This fact of intermixing
of folk and broadside ballads has led to some comical misunderstandings
even among scholars. For example, the ethnographer Frantisek Bartos
(1837-1906), in an attempt to demonstrate the contrast between the poetry of
broadside ballads and the poetry of folk songs, condemned one of the texts
he knew as a broadside ballad as “a blizzard of hollow words, without any
logical coherence,” contrasting it with a “national [folk] song” on a similar
theme that had been collected by Kamaryt. However, investigations reveal
that this second text, too, was in fact a broadside ballad.5+

The gap between religious folk songs and broadside ballads also narrowed
due to the incorporation of religious broadside ballads into folk devotional
customs (on pilgrimages or as part of smaller-scale devotional acts held
at statues and chapels) and their use even in working environments (e.g.,
sacred songs sung during spinning).55

52 Malura and Ivanek, Horo krdsnd, pp. 159—161 (Horo krdsnd, spanild), 309—310 (Md duse,
schovej se), 347-351 (Zalostné kvileni); Susil, Moravské ndrodni, pp. 57, 61, 73.

53 See, e.g.,, among texts already edited: Malura and Ivanek, Horo krdsnd, pp. 134-138, 157158,
234—236.

54 Malura and Ivanek, Horo krdsnd, p.144.

55 Broadside ballads for pilgrimages include specific features of sacred dances (Vetterl,
Gubernidlni sbirka, p. 206; Malura and Ivanek, Horo krdsnd, pp. 234—236). The numerous songs
telling the story of St. John of Nepomuk appear to have been used during acts of devotion taking
place at statutes of this Bohemian saint (Schmidt, Volksgesang, pp. 347—366). See the chapters
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Chapbooks

In the Czech environment, broadside ballads are part of a relatively wide
group of so-called kramdrské tisky, that is, printings that are cheap in terms
of price, low-cost in terms of production, and popular in terms of content.
Therefore, it could be compared to the English term “chapbooks.” It does not
matter whether the content of kramdrské tisky is prose or verse. A common
element is usually the form of a booklet. The Czech attribute kramdrsky
is derived from the word kramdr, which was the person who sold these
printings especially at markets and pilgrimages, or even by soliciting. It more
or less corresponds to the English words stallholder, shopkeeper and also
chapman, an obsolete term for a businessman, which is currently reflected
in the designation chapbooks. The connection with the sale of cheap printed
material is in line with Burke’s theory of the “commercialization of popular
culture” in the early modern age.5° The main players in this trade were
commercial printers, travelling salesmen, and the consumers themselves;
the trade in this cheap printed material, especially broadside ballads, was
thus a manifestation of the culminating phase of folk song culture before
the destruction of its traditional form, as Burke states, for the culture in
general.5

Various types of chapbooks could be found in the Czech context, and
broadside ballads as a subtype of such printed material played the most
important role among them. Other types of content include prayers (usually
in prose), images of saints (holy cards), descriptions (short prose stories,
especially news, usually accompanied by a digest in a song form), dream
books, calendars, herbaries, horoscopes, testaments, prophecies, com-
memorative prints, games, wishes, instructive texts (and parodies of these
genres), as well as chapbooks in the narrower sense (popular stories). They
could be shorter or relatively long, and this lack of uniformity also applies
to prayer books, pilgrimage handbooks, and small hymnals which cannot
be generally considered chapbooks though their publishers, addressees
(and sometimes also sellers) were the same. And to the same extent they
belong to the popular culture (or to the popular religion) of early modern
people. The gradual rise of their production during the eighteenth century,

by Frolcova and Slavicky. Sacred spinning songs (svaté prdstkové) were religious songs that were
sung while spinning yarn (Malura and Ivanek, Horo krdsnd, pp. 182—185).

56 Burke, “Popular Culture,” p. 10. In English the term “cheap print” is also used (see these
collections: Atkinson and Roud, Cheap Print and the People and Rospocher et al., Crossing
Borders, Crossing Cultures, both 2019).

57 Burke, Popular Culture, pp. 244—246, 250—259.
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similar to the rise of chapbooks, evidences the growing literacy of the wider
population, the influx of literary culture from towns to the countryside,
and changes in the self-definition of the countryman.

Conclusion

Broadside ballads and equivalent forms had specific features in different
cultures. In the Bohemian Crown lands, the broadside ballad was the most
prominent type of cheap printed texts (chapbooks). Despite the influence
of German models and despite having their roots in news leaflets, Czech
broadside ballads constituted a distinctive phenomenon of song culture. The
exceptional popularity of printed songs reflects the central role traditionally
played by music and singing in Czech culture—a role which can be observed
from the Middle Ages onwards. Broadside ballads formed part of the Czech
national tradition at the end of the early modern period. It also played an
important role in the final stages of the development of the Czech folk song,
which is inextricably intertwined with broadside ballads. Their rise from
about mid-eighteenth century and the warm acceptance by the broad strata
of Czech readers are evidence of both the gradual literacy (the “block” of
broadside ballads functioned as a cheap songbook) and the efforts to define
Czech common people culturally with their own literature (albeit adopted
from the middle class).
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4. The Origins of Czech Broadside
Ballads in Sixteenth-Century News
Leaflets

Jan Malura

Abstract

Jan Malura deals with the origins of Czech secular broadside ballads. Malura
argues that the earliest Czech broadside ballads display numerous links to
other literary genres from urban society—so-called occasional poetry and
especially news leaflets. Such seeds of Czech broadside ballads, he observes,
did not originate from the lower classes (whether urban or rural) but
were rather a product of the culture of both Czech- and German-speaking
burghers (that is, the well-to-do bourgeoisie) during the early modern
period. Only later were news and other topics of Czech broadside ballads
targeted en masse to the poor, with a particular focus on the rural poor.

Keywords: Literary history, news leaflets, secular broadside ballads,
occasional poetry, Humanism

Broadside ballads underwent dynamic development in the Bohemian
Crown lands," especially during the Baroque period (ca. 1620-1775), but

1 The Bohemian Crown lands (or lands of the Bohemian Crown—Zemé koruny ¢eské, Boh-
mische Kronlidnder/Linder der bshmischen Krone) is a state entity made up of various historic
Central European provinces ruled over by the king of Bohemia. From 1526 to 1918 the kings of
Bohemia were members of the Habsburg dynasty. The number and extent of the provinces forming
this state entity fluctuated between the sixteenth and the nineteenth centuries according to the
military and diplomatic fortunes of the Bohemian kings. In the sixteenth century the Bohemian
Crown lands consisted of what is now Bohemia, Moravia, Silesia, and Lusatia. In the seventeenth
century, Lusatia (now in eastern Germany) was lost to Saxony, and in the eighteenth century the
majority of Silesia (now mainly in Poland, with small parts in the Czech Republic and Germany)
was lost to Prussia. The population of the Bohemian Crown lands included Czechs (in Bohemia,
Moravia, and a small part of Silesia), Germans, Poles (in Silesia), Lusatians, and Jews.

Fumerton, P,, P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI110.5117/9789463721554_CHO4
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they remained popular long into the nineteenth century. Most research to
date has focused on this extended period (seventeenth to the nineteenth
centuries). When scholars have traced the emergence of broadside ballads
as a cultural phenomenon in the Bohemian lands, they have regularly
mentioned several broadside ballads from the sixteenth century but
only passingly and on a very random basis.> My chapter focuses more
concerted attention on these earliest printed broadside ballads; I seek
to explore the broadside ballad’s roots and emergence in the Bohemian
lands within a broad context of contemporary cultural life as well as
interrelated texts and developments in other languages and countries,
specifically with a focus on “news leaflets.” My initial thesis is that the
earliest examples of the secular broadside ballad emerged during the late
Humanist period, when the topics of news leaflets were adapted into the
form of songs. These songs were published in various material forms, but
most of them display the characteristics of broadside ballads as we know
them from the seventeenth to the nineteenth centuries: they are song
texts published on both sides of a single sheet of paper, later folded by
the vendor or consumer into an octavo or sextodecimo size, containing a
tune imprint and usually a simple (woodcut) illustration. Texts from this
early phase of the broadside ballad (dating from around the end of the
sixteenth century) are characterized by the instability of their format;
they occur as broadsides (broadsheets) printed on either one or both
sides, and they may be in quarto, octavo or sextodecimo size. Unlike later
broadside ballads (from the seventeenth to the nineteenth centuries),
some printings of these early examples contain musical notation and
artistically sophisticated illustrations.

Leaflets

During the era of Late Humanism (1580-1620), Prague was a major European
hub for information, particularly after RudolfII's imperial court had relocated
to the city. Numerous examples of news literature were produced in Czech,
German, and Latin. As is demonstrated by recently published statistics on
the output of printing shops (publishing in Czech and other languages),
news leaflets were among the most frequent types of literary product in
Prague during the last quarter of the sixteenth century, with a roughly equal

2 The musicologist Jaroslav Pohanka has focused specifically on this topic; see Pohanka,
“Historické koteny.”
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proportion of these texts published in Czech and German.3 Such news print
constitutes a relatively diverse group of printed texts, which in the German
terminology fall into two distinct categories. The term Flugblatt refers to
single-sheet leaflets printed on just one side, with texts reporting the news,
and also regularly featuring illustrations. The term Flugschrift denotes news
prints in a smaller format but consisting of more than one page; in many
cases these news leaflets bear an illustration (a woodcut) on the title page.
However, it should be noted that the usage of these terms is not entirely
consistent. The term fliegende Zeitungen (literally “flying newspapers”) is
also often applied to news leaflets.* In this chapter I will not adopt such
unstable German terminology; instead, given their similarities more than
their differences, even accounting for audience, I will group all of these
printed texts together under the umbrella term “news leaflets” (in Czech
letdkové zpravodajstvi, literally meaning “news reporting in leaflet form”).

Of course, printed news reports already appeared in the Bohemian
Crown lands much earlier than the Late Humanist period. However, for
a long time they remained a relatively marginal phenomenon, scarce in
number and lacking stable genre characteristics. Reporting on current
events took various forms, including public announcements, official texts
(mostly proclamations), pamphlets, and descriptive reports. A noteworthy
example of a Czech-language news leaflet from this older period is the text
O nestastné prihodé (About an unfortunate incident, 1541), written by the
renowned Czech historiographer Vaclav Hajek z Liboc¢an. The text gives an
account of a fire that caused major damage to Prague Castle and the city’s
Mala Strana and Hradcany districts; it was published not only in a Czech
but also in a German version.

During the final third of the sixteenth century, a continuous tradition
emerged involving the production of short prose texts printed as news
reports specifically for a bourgeois readership. According to Jaroslav Kolar,
this emergence culminated at the end of the sixteenth century with the
stabilization of a suitable format for publication, usually a single quarto-
format booklet, as well as the stabilization of the news genre; Kolar also notes
that the emergence of a stable genre is reflected in the fact that these texts

3 Jelinkova, “Zénry atémata,” p. 38.

4 Formore on the definition of news leaflets and contemporary news reporting, see especially
the German monographs Schwitalla, Flugschrift; and Harms and Schilling, Das illustrierte Flug-
blatt. For details of the situation in the Bohemian lands, see Stejskalova, Novinové zpravodajstvi,
pp- 12—31; Hubkova, Fridrich Falcky, pp. 30-32; and Voit, Encyklopedie knihy, pp. 634—636.

5  Stejskalova, Novinové zpravodajstvi, pp. 29—30; see also Voit, Cesky knihtisk, pp. 546, 547,
738.
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became a target for satire and parody.® Koléar uses the historical term novina
(meaning “news” in the sense of new information) to denote this entire
genre aimed at the bourgeoisie, but in fact, I argue, it is more appropriate to
use the above-mentioned umbrella term “news leaflets,” instead of merely
“news,” in order to preserve the distinction between the reported events
(the news) and the texts themselves (printed in leaflets). Kolar’s brief work
focuses mainly on news leaflets in terms of their genre characteristics.”
It does not take into consideration several other important aspects, such
as the fact that German-language texts had an influence over the formal
stabilization of news leaflets in the Bohemian lands; these German texts
mainly came to Bohemia from the Holy Roman Empire, and they were
widely translated into Czech (see below).

From the second half of the 1580s, the production of news leaflets in the
Bohemian Crown lands began to flourish. Publication was dominated by
a number of Prague printers, including Burian Valda, Jiti Nigrin (Cerny),
Daniel Sedl¢ansky, and Jan Schumann (Suman). The largest collection of
quarto-format news leaflets from the Bohemian lands is a unique convolute (a
collection of texts from different origins gathered by the owner) in the
Lobkowicz Library at Roudnice (call no. 111 1b 12, today held at Nelahozeves).
The following paragraphs will discuss the main topics covered by these
leaflets, the characteristic features of the texts and the printings, and the
broader context of similar texts in other languages. A detailed examination
of these issues is of key importance for understanding the emergence of
broadside ballads during this early period.®

Frequent topics of news leaflets included unusual, shocking events such
as monstrous births—a popular topic in Western printed broadside ballads
and other printed texts as well. The leaflet Hrozny zdzracny porod (A terrible
miraculous birth), with a wood engraving of a terrifying creature on its
title page, describes how a woman “named Katruse, instead of a child,
bore a live monster such as that depicted here, with great pain and sorrow”

6 Kolar, “Novina,” pp. 61-64.

7 A prose text with a title (headline) intended to grab readers’ attention, giving a detailed
account of an event and usually also including a moralistic commentary.

8 This chapter draws on a large sample of leaflets from the period under investigation
(especially from the above-mentioned “convolute” at the Lobkowicz Library). Due to space
constraints, the list of references only includes the printed texts that I quote directly or that
are crucial for the content of the chapter. Some prints are identifiable solely by their title and
year of publication; the titles are mainly given in their longer form in order to provide an idea
of the topic and intended function of the leaflet. I take the same approach when discussing the
broadside ballads in the second part of the chapter. In important cases, I also note the printed
format in which the broadside ballads were produced.
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(“jménem Katru$e misto ditéte takovou obludu, jakz ted vymalovana jest,
Zivou na svét s velikou bolesti a zalosti [...] porodila”).® Other unusual events
included the discovery of bizarre animals. A broadside published by the
Prague printer Jiti Nigrin in 1588 gives an account of the catching of a fish
which bore inexplicable inscriptions on its sides; the news print—which
was translated in its entirety from a German version—also features an
illustration of the creature.*

Other frequent topics of news leaflets, as in the West, included unu-
sual celestial events (the discovery of a comet, a solar or lunar eclipse, a
meteorite fall, etc.). Many of these are not merely cheap prints intended
for mass consumption by a sensation-hungry public, but are ambitious
artefacts of printing from the perspective of both their content and their
form (typography)." An example of such a leaflet is a report on a sighting
of a comet in 1577, written by Petr Codicillus z Tulechova (a Humanist,
mathematician, and the rector of Prague University); the leaflet features
a hand-coloured woodcut probably from the workshop of Michael Peterle
the Elder. The full title of the leaflet—O hArozné a predivné kometé (About
a terrible and most strange comet)—shows that the appearance of this
celestial body was interpreted as a warning from God and a portent of
future punishments for human sins; the same event was also reported by
leaflets printed in German.'?

Less frequent topics of news leaflets, again as in Western popular lit-
erature, included natural disasters such as floods, hailstorms, droughts,
violent storms, earthquakes and so on. A broadside from Olomouc that
has survived in fragmentary form is entitled Pravdivd a straslivd novina
o veliké povodni, kterdz se stala v tomto Markrabstvi moravském (The true
and terrible news of a large flood which occurred in the Margraviate of
Moravia); featuring a hand-coloured woodcut illustration, the leaflet gives
an account of destructive floods that hit the Prostéjov and Sumperk areas
in 1501. Researchers today consider this a noteworthy (albeit not entirely
credible) source on historical hydrology and meteorology.s

9 Hroznyzdzracny porod, kteryz se stal [...| v mésté Varadinu [...], 1599, Lobkowiczké knihovna,
call no. [T Ib 12/52.

10 For more details, see Stejskalova, Novinové zpravodajstvi, p. 19; the title page with the
woodcut are reproduced in Kneidl, Ceskd lidovd grafika, p. 87.

11 Onleaflets as an underused source of insights into the history of the natural sciences, see
Harms and Schilling, Das illustrierte Flugblatt, pp. 15-16.

12 For more details, see Kneidl, Ceskd lidovd grafika, pp. 68—69; Storchové, Rdd p¥irody, rdd
spolecnosti, p. 287.

X n

13 Munzar et al,, “Povodné,” pp. 26—28.
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The “convolute” at the Lobkowicz Library shows that topics related to
demonology were also addressed by leaflets; most of these were adapted into
Czech from German-language originals. An original German printed text
from Frankfurt an der Oder became the Czech printing Hrozné, straslivé a
neslychané noviny (Terrible, dreadful and unheard-of news), which recounts
how in Pomerania “the devil and evil spirits [...] possessed numerous people
for our iniquity” (“dabel a zli duchové [...] pro nepravosti nase mnozstvi lidi
posedli”).* The scarce examples of original Czech leaflets on demonological
topics include Vyzndni pravdivé Alzbéty rodem z mésta Pardubic, dévecky
sluzebné (The true confession of Alzbéta, a servant girl from the city of
Pardubice, 1596); this tale, about a girl who finds herselfin hell, is ultimately
interpreted as a dream, and it incorporates a lengthy conclusion containing
moral instructions aimed at various social groups.’® Strongly moralizing
elements at the beginning and end of a text were a feature of numerous
leaflets from the Late Humanist era. This confirms Jaroslav Kolar’s thesis
that the news report sometimes performed the function of “an exemplum
in a concise religious and moralistic deliberation”—just as they did in the
West.!®

We should also mention leaflets reporting criminal acts, especially the
deeds of mass murderers. A typical example is Straslivd a hroznd novina o

jednom neslechetném mordyri, jménem Krystman (The dreadful and terrible
news about one ignoble murderer named Krystman). A note on the title
page indicates the origin and main purpose of this print: “kterazto novina
byla prvé v némecké reci [...] vytisténa. Nyni pak vséechném dobrym lidem
k vejstraze a zlym k polepSeni na ¢esko jest prelozend” (“a report which
was first printed in the German language. Now, it is presented in Czech to
all good people for purposes of warning and to bad people for purposes of
betterment”).”” However, the text of the leaflet actually eschews explicit
moralizing; the ethical warning is implicitly contained within the story itself.

The most frequent topic of news leaflets during the sixteenth century ap-
pears to have been the Ottoman wars. The era of Late Humanism (1580-1620)
in the Bohemian Crown lands largely coincided with the so-called Long
Turkish War, and Prague—where the imperial court was based at the

14 Hrozné, straslivé a neslychané noviny o velikém trestdni [...], 1590, Lobkowiczk4 knihovna,
call no. IIT Ib 12/25.

15 For more details, see Kneidl, Ceskd lidovd grafika, p. 84.

16  Kolar, “Novina,” p. 63. For English broadside ballads, pamphlets, and chapbooks that were
characterized by the same kind of “news,” see the chapter by Fumerton.

17 Straslivd a hroznd novina o jednom neslechetném mordyvi, jménem Krystman |[...], 1582,
Lobkowiczka knihovna, call no. IIT Ib 12/3.
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time—became an important centre of war reporting, which also involved the
dissemination of anti-Turkish war propaganda.’® The position of Sigismund
Bathory—the Prince of Transylvania, who ruled over lands at the border
between the Holy Roman Empire and the Ottoman Empire—is the subject
of the leaflet Krdtkd zprdava, co se s knizetem Zigmundem Bathory (A short
report on the situation of Prince Sigismund Bathory). The long title page
informs us in detail of how the news about Bathory was disseminated: “Toto
sepsani jest 24. dne mésice dubna léta 1595 od sedmihradského kuryra v
latinské feci do Prahy prineseno” (“This account was brought to Prague
in Latin by a Transylvanian messenger on the 24" day of April in the year
1595”)." In exceptional cases, the prose text of a leaflet is accompanied by
a song; an example is “Potésitedlna novina, kterak Pan Bih [...] vitézstvi
dati racil v Bélehradu” (“Welcome news of how the Lord [...] has seen fit to
bestow victory in Belgrade,” 1594), which describes the Habsburg army’s
triumph over the Turks and includes an additional component entitled
“Pisen o Turku” (“A song about the Turk” [meaning all Turks]). However, the
printing is not a narrative song recounting the news; it is merely a short
song of prayer.*®

Most prose leaflets about the ongoing military situation were produced
in order to celebrate a victory and create a positive image of the Habsburg
military commanders.* Failures in the Habsburg’s war against the Turks—
and especially the always entertaining topic of public executions for such
failures—are represented in Pravdivé a kratické vypsdni celého pravniho
ortele, kteryz nad Ferdinandem hrabétem z Hardeku [...] a nad Mikuldsem
Perlinem de Forli [...] vypovédin byl (A true and very brief account of the
entire legal verdict that was pronounced over Ferdinand, Count of Hardegg
[...] and over Nicholas Perlin de Forli, 1595). The leaflet, printed in Litomysl
by Andreas Graudenc, is also known in a German version; it tells of the
fate of two Austrian commanders who, it was alleged, had treacherously
surrendered the fortress of Raab (Gydr) to the Turks.?

Another highly specific and sizeable group of leaflets concerns royal and
imperial rituals and festivities—the election, adventus regis (ceremonial
arrival), and coronation of a king or an emperor. The election of Freder-
ick of the Palatinate to the Bohemian throne in 1619, for instance, was

18 Onleaflets as an important medium in early modern politics, see Harms and Schilling, Das
illustrierte Flugblatt, pp.178—288.

19 Krdtkd zprdva, 1595, Lobkowiczka knihovna, call no. Il Ib 12/20.

20 Novotny, Spalidek pisnicek jarmarecnich, pp. 7-8.

21 Rataj, “Tureckd hrozba,” p. 246.

22 For more details, see Hubkov4, “K podobam a rolim,” pp. 199—200.
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Figure 15. A news song about a Turkish atrocity. Narikdni plactivé
aneb Novina v piseri uvedend |[...], [ca. 1601-1620], MZK, sign.
ST1-0481.588, A.

accompanied by a major literary campaign. The Bohemian estates had to
defend their choice to the whole of Europe, and one of the communication
channels they used was the publication of printed leaflets and pamphlets;
the same form of disseminating such news was also used by their Habsburg
opponents (giving rise to what became known as the Pamphlet War). This
issue has already been widely researched, so I will not deal with it further
in this chapter.

There is a wealth of evidence demonstrating that news leaflets were
widely read and followed during this period. It is particularly noteworthy
how important they were as a source for contemporary chroniclers—both
in manuscript notes (the collections of Marek Bydzovsky z Florentina)
and in officially printed works of historiography: for example, Bartolomé;
Paprocky z Hlohova, in the most important part of Diadochos (dealing with

23 Hubkova, Fridrich Falcky.
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events in the Kingdom of Hungary), gives an account of the Turkish wars
drawing on contemporary news leaflets.

In summary, news leaflets give a detailed account of events, localize those
events, and present factual information, numerical data, and a large quantity
of specific details.>* These printed texts usually bear titles such as Novina
pravdivd a straslivd (True and terrible news), Neue Zeitungen (New tidings),
Wahrhafftige Neue Zeitungen (True new tidings), and similar; it was also
standard practice for a single piece of news to be printed by several different
printing houses.?> These printings almost always contain an introductory
illustration, mostly in the form of a wood engraving. Occasionally they
attempt a more sophisticated form of typographic design and aim for a
more erudite presentation of the topic. Besides their function of reporting
events, they furthermore typically attempt to grab the reader’s attention
with attractive and sometimes sensational messages. For instance, they
frequently interpret the events as warnings or punishments for the moral
failures of contemporary society, or as harbingers of major political or
religious changes, disasters, and catastrophes (wars, religious schisms,
etc.). During the Late Humanist era, news leaflets of this kind were similar
throughout Central Europe. Slovenian printed texts from Ljubljana, for
example, cover a similar spectrum of topics, though they are less numerous,
and they were not printed in the vernacular but in German or Latin, thus

aiming at a more elite, educated audience.?

Broadside Ballads

From the end of the sixteenth century onwards, there was an increasingly
frequent tendency to publish printed songs, which narrated essentially the
same events and performed similar functions as news leaflets. Although their
material form had not yet become stabilized, they were usually printed in a
form corresponding with that of broadside ballads.*” The printing format
used for these songs was not entirely the same as the format used for news
leaflets. Large single-page broadsides devoted to just one song were relatively

24 For more particulars, see Koldr, “Novina,” p. 62.

25 Jelinkové, “Erstlich gedruckt.”

26 Klobcar, “The Cultural Importance,” pp. 308—310.

27 lusethe term “broadside ballad” to denote a song printed on both sides of a sheet of paper,
folded and cut up by the producer or the consumer, issued in a relatively small format (octavo,
duodecimo, sextodecimo). I use the word “song” in its usual meaning. A song denotes a verse
text that is written to be sung; it is thus a superordinate category to the broadside ballad.
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rare (though examples can be found, see below); more frequent formats were
single printed sheets that were folded and cut by the seller (or, in some cases,
the consumer), into quarto and octavo gatherings (and sometimes even tiny
sextodecimos). These small formats promoted pocketing of them but limited
the options for including detailed illustrations, such as engravings, so the
printings of broadside ballads mostly contain relatively simple, schematic
illustrations in the form of woodcuts. These printings began to be published
in an attempt to reduce the cost of the printing process and to maximize
the potential for dissemination.

As was also the case with news leaflets, broadside ballads, which appeared
in the Late Humanist era, continued the previous song tradition. Both
secular and religious songs were published as separate texts throughout
the sixteenth century. Even in this early phase of development, with
regard to their textual features these songs display many typical features
of later broadside ballads. This tradition dates back to the publication of
two small musical scores by the renowned Prague printer Mikulas Konac
z Hodiskova. These broadside ballads relate the stories of two important
political events—a religious revolt in Prague (“O pohnuti prazském” [‘About
the Prague revolt”], 1525, in octavo format) and the Battle of Mohacs, which
claimed the life of Louis II of Hungary (“O nestastné bitvé a porazce” [“On
an unfortunate battle and defeat”], 1526, also in quarto format).?8

Broadside ballads from the sixteenth century were also published about
the plague, such as those composed by Jan Taborsky z Ahornperka—an
illuminator, astronomer, occasional poet, and composer. These sung verses
not only express the fear of this deadly disease but also attempt to provide
spiritual comfort. They include “Pisni¢ka k ¢asu mornimu” (‘A song for a time
of plague”), published in 1562 by the Prague printer Jan Had in sextodecimo
format, with an illustration on the title page showing the figure of Death
portrayed as the Grim Reaper holding a scythe. A similar example is a
somewhat longer octavo printing entitled “Pisnicky k ¢asu mornimu velmi
potiebné” (“Songs greatly needed in a time of plague”), which contains several
of Taborsky’s plague songs accompanied by advice on how to behave when
infected. The compilation of these sung verses was published during a bout
of plague that hit the Bohemian Crown lands at some point after 1568; it
was produced at the workshop of Jifi Jakubtiv Dacicky.

Dacicky was a Prague printer who specialized largely in broadside bal-
lads. Dacicky’s publications include verses for singing on demonological

28 Formore on both printed texts (including their musical elements), see Pohanka, “Historické
koteny,” p. 1.
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topics, though such were relatively rare in broadside ballads at the time.*9
In contrast with prose leaflets, songs also dealt only rarely with natural
disasters and celestial events. One of the few examples of such verses for
singing was composed by Vaclav Zelotyn z Krasné Hory, a university profes-
sor and the author of astrological calendars. This song was published by the
above-mentioned printer, Michael Peterle, as a broadside folio, printed on
one side, with a hand-coloured woodcut (resembling very much broadside
ballads typical of late-sixteenth- and seventeenth-century England). It
tells of a star in the constellation of Cassiopeia which suddenly became
visible; the revelation is presented already in the title not only as an event
to be reported but also as a warning: “Pobozné a potfebné napomenuti a
uvazovani” (“A devout and necessary admonition and contemplation,” 1572).3°

Unfortunate occurrences from everyday life were a more frequent topic
of broadside ballad printed during this period. Jii Jakubtv Dadicky printed
a broadsheet folio, printed in both sides, with the song “Pisen o hromobitné
bouti a zapaleni makovice na vézi kostelni mésta Velvar” (“Song about a
hailstorm and a fire in the dome of a church in the town of Velvary,” 1581),
whose author was the Utraquist priest Jan Ledecky. Compositions like
Ledecky’s not only recounted stories from the Bohemian lands but also
from neighbouring countries. One, about a wedding in the Thuringian city
of Erfurt, was translated from a German original (as is mentioned in the text
itself). This broadside ballad tells how a house collapsed during wedding
celebrations, with tragic consequences. It has survived as a sextodecimo-
size printing; although the broadside ballad has only been preserved in
fragmentary form, it is nevertheless evident that moral exhortation formed
an integral part of the text.3'

A noteworthy example of a broadside ballad narrating a disastrous event
in the Bohemian Crown lands has survived in a quarto print entitled “O
Jit¢iné” (“About [the town of] Jit¢in,” 1620). The song was written by the
renowned Bohemian Late Humanist author Simon Lomnicky z Budée. The
tune is presented as a musical score, with an incipit (the first two lines
of the verse) phrased in a typical broadside ballad call to its audience:

Y7o Yy

“Poslouchejte o noviné, ktera se stala v Jit¢iné” (“Hear about news that has

29 Kneidl, Ceskd lidovd grafika, pp. 85, reproduces the title page of an undated song entitled
“Zalostnd i hrozna novina o jednom pacholétku, narozeném v mésté Vrchlabi” (“Woeful and
terrible news about a boy born in the town of Vrchlabi”); the boy was consumed with “hell fire”
(“pekelnym ohném”) for the sins of his parents.

30 Cf.Kneidl, Ceskd lidovd grafika, pp. 66—67.

31 Piserinovd [...] o smutné svatbé v mésté Erfurtu, 1609-1613], Muzeum sttibra v Kutné Hote
(Museum of Silver in Kutna Hora), call no. KN 1331.
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happened in Jit¢in”). The text narrates the story of a destructive explosion
at a chateau in the East Bohemian town of Ji¢in. The disaster was rooted in
a dispute over property involving two wealthy noblewomen, the Smificky
sisters. The dispute was to be adjudicated by a royal commission featuring
many important Bohemian lords. However, while the commission was
present at the chateau, huge quantities of stored gunpowder caught fire
(apparently an accident), causing an explosion which claimed 41 lives—
including many members of the nobility. This lengthy broadside ballad
represents a form of news reporting; it gives very detailed information on
the events, focusing not only on the main figures at the heart of the tragedy
but also on the various—often remarkable—circumstances surrounding
the explosion:

Takovy ten prudky ohen This fierce fire

nebyl vSem zaroven $koden, did not harm everybody,

neb dvi pacholat vyhodil for it flung up two boys

a hrubé jim neuskodil. and did not harm them greatly.
Jedno na rynku ztstalo One remained in the square

a druhy se pak dostalo and the other found himself
na jiny dum ptes ulici, on another house across the street,
o pomoc tam volajici. calling for help from there.
Také mladence jednoho Also one youth

vyhodilo z domu toho, was flung out of that house,

on se na nohy postavil, he stood up,

bézel pry¢, se nezastavil. ran away without stopping.

The narrative takes the form of four-verse stanzas with rhyming couplets,
frequently interrupted by passages of moralistic commentary. The song
also seeks to evoke strong emotions in the audience:

mat pohnout lidi k litosti, it should move people to pity,
ze vyliji slzy dosti3* so they will shed many tears

A sign of the broadside ballad’s notoriety is the fact that the same event
was also recounted in the German prose leaflet Kurtzer doch griindlicher

32 Lomnicky, OJitéiné, aneb o prevelmi smutné a zalostivé prihodé |...], 1620, B3r. NK, call no. 54
D 46,ptiv.
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Bericht (A short but thorough report), which Lomnicky may possibly have
used as a source of information, though the two texts display somewhat
different attitudes to the event.33

As evident in the examples above, news leaflets played an influential
role as the source material for works of contemporary historiography—and
the same can be said about their influence on broadside ballads in the Late
Humanist era. And at the same time, historical broadside ballads can serve
as a source for works of historiography.

Lomnicky’s song about the explosion in Ji¢in, for example, was used
as a source by Pavel Skala ze Zhote in his Historie cirkevni (History of the
Church). When recounting the events of early 1620, the historian Skéla
quotes several stanzas from the song, which interpret this regional occur-
rence as a harbinger of greater catastrophes to come. Skala also adds his
own commentary, shaped by his status as an exiled Protestant after the
Battle of White Mountain: “ne jen jediny diim, ne jen jediné mésto, alébrz
celé kralovstvi do gruntu kleslo, stavové pak podoboji ne do povétti, ale
mezi mnohé narody témér vsickni rozplaseni a z vlasti své vyvrzeni jsou”
(“not just one house, not just one town, but the entire kingdom sank to
the bottom; the estates under both kings were not cast up into the air, but
almost all of them were cast out of their homeland and scattered among
many nations”).34

Since royal and imperial festivities were among the most important
events in this era—including coronations and adventus regis (the ceremonial
arrival of a monarch in a city)—they also served as subject matter not
only for news leaflets but also for many broadside ballads. Texts about
royal and imperial festivities provide us with clear indications of the
strong influence of news leaflets on broadside ballads, which were often
composed using prose texts as the source material. Sixt Palma Moc¢idlansky
published the broadside ballad “Pisen o slavném piijezdu” (“Song about a
glorious adventus”), which describes the ceremonial arrival of the Habsburg
Emperor Matthias of Austria and his wife, Anna of Tyrol, in Prague (1611).
The quarto-format text gives a factual description of the events featuring
numerous details; the main part of the broadside ballad draws directly
from a prose report on the adventus regis published by the emperor’s court

33 Kurtzer doch griindlicher Bericht [...], 1620, KVHU, call no. IIST B 6388. A different Ger-
man leaflet on the same topic is printed together with Lomnicky’s song in Ticha, “Ptispévek,”
pp- 147-158.

34 Polisensky and Petri, Historie, p. 251. On the Battle of White Mountain, see the chapter by
Ivanek.



106 JAN MALURA

historiographer (and a Prague printer) Jiti Zavéta (“Vypsani slavného
Matyése” [“An account of the glorious Matthias”], 1611). Palma’s broadside
ballads often consist of a mere formal transformation of the prose text into
octosyllabic verses in rhyming couplets.35 The broadside ballad is not the
first verse composition of this type in the Czech language—there are several
older songs (both in manuscript and print) narrating royal and imperial
festivities—though it was not until the Late Humanist era that such songs
crystallized into a coherent tradition of narrative songs influenced by
prosaic leaflets on imperial festivities. Later examples include a broadside
ballad by Krystof Megander Postoloprtsky giving an account of festivities
featuring Frederick of the Palatinate (“Pisnicka o Stastném a slavném
piijezdu a korunovani” [Song about the joyful and glorious adventus and
coronation”], 1619, quarto print) and compositions by the already-mentioned
Simon Lomnicky z Budée.

The coronation of the new king, Frederick of the Palatinate, and the
related festivities, form the subject matter for two broadside ballads by
Lomnicky, published separately in the quarto format that was so frequently
used for his compositions. “Korunovani aneb Pisen prosta slavného pro-
cesu” (“The coronation or a simple song about the famous process”) is set
to the melody of the Protestant Advent hymn “Pfisel jest k nam obr silny”
(“A strong giant has come to us”); even in its use of this melody, the text
expresses the great sense of expectation that preceded the arrival of the
new king. The verses give a detailed account of the coronation ritual held
at the St. Vitus Cathedral in Prague. The song “Sedlské vitani” (“A peasant
welcome”) expresses the joy felt on the king’s arrival in Prague; the author
styles himself as a spokesman for the common people and speaks directly
to the king, acquainting him with the terrible state of the Bohemian lands
(similar laments on the plight of the Kingdom of Bohemia were widespread
in both Czech and Latin poetry at the time). It is evident that Lomnicky
intended his song to serve a political (propagandistic) function; furthering
this goal, the song lists the reasons for removing the Habsburg monarch
from the throne. In this regard, as in many others, the broadside ballad
was undoubtedly influenced by contemporary news leaflets agitating in
favour of Frederick.3® The text also cites the legendary Sibyl’s prophecy of
the coming of a peace-making king:

35 Formore details, see Malura and Vaculinov4, “Oslava Matyase,” pp. 810—811.

36 Hubkova, Fridrich Falcky, pp. 118. Frederick of the Palatinate and his English wife were also
supported in England by a strong literary campaign taking the form of songs and pamphlets;
Miller, Falcky mytus.
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Sybila to predzvédéla, Sibyl prophesized this,

na hvézdach predpovédéla, foresaw it in the stars,

Cechové jsouc mysli stalé, the Bohemians, of constant mind,
budou mit Fridricha krale.3? will have Frederick as their king.

It is noteworthy that both the above-mentioned broadside ballads were
immediately translated into German; the translations (which closely cor-
respond with the Czech source texts) are found in the anonymous printed
work “Zwey bohmische Lieder verdeutscht” (“Two Bohemian songs made
into German, " 1619).

War reporting was also a feature of broadside ballads in the Late Humanist
era. However, there are very few broadside ballads on the Turkish wars; it
appears that prose leaflets were sufficient to inform people about battles
against the Ottoman Empire. One composition that became well-known,
however, was “Pisent o dobyvani pevnosti Kanyze” (“Song about the con-
quest of the fort of Kanizsa,” 1602), which was translated by the Sixt Palma
Mocidlansky from the German song “Ein neu Lied von Abzug Canischa”
(“A new song about the retreat from Kanizsa,” 1601). The narrative recounts
the story of the Turks’ conquest of the Hungarian fortress at Nagykanisza
and the unsuccessful attempt to recapture the bulwark by forces under
Ferdinand of Styria (later Emperor Ferdinand II). The text represents a
unique example of a Czech political song of its period. Indeed, it was viewed
as a subversive caricature of Ferdinand, and it was the main reason for the
author’s, Sixt Palma’s, arrest and investigation.?‘8 This entire affair shows
that news songs and news leaflets were capable of participating in and
provoking vehement political conflicts, which can be further seen in the
many cases of official censorship, self-censorship, and outright persecution
by authorities of their makers.39

Towards the end of the Late Humanist era, war reporting shifted its focus
to other topics, though it continued to perform the function of propaganda.
Texts were naturally no longer concerned with the war against the Turks,
but instead focused on the so-called Bohemian War—the first phase of
the Thirty Years’ War. Broadside ballads published in Czech and (even
more frequently) German gave accounts of major milestones in Bohemian
history—such as the Prague defenestration of 1618 or the Battle of White

37 Lomnicky, Sed[ské vitdni, aneb Prostd a krdtkd pisnicka [...], 1619, B2v, NK, call no. 54 ] 20 557.
38 On Palma’s persecution, see Skarka, “Ze zapast,” pp. 286-322, and Simeéek, Poldtky
novinového, pp. 69—7o0.

39 See also Pohanka, “Historické kofeny,” pp. 92, 96.
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Mountain. Among these numerous compositions stands out “Die Prager
Schlacht” (“The Battle of Prague, ” 1620), which was printed in the sexto-
decimo format that became so typical of Baroque (ca. 1620-1775) broadside
ballads. The text takes the form of a dialogue in which a soldier for the
Bohemian estates, who could not take part in the Battle of White Mountain
due to injury, converses with a Bavarian soldier fighting for the emperor.*°

The Battle of White Mountain—and the Bohemian War as a whole—was
also the subject of Lomnicky’s broadside ballad “Pisen o zalostivé zkaze a
zplundrovani zemé Ceské” (“A song about the deplorable destruction and
plundering of the land of Bohemia,” 1620); here the devastation of the war
is attributed to celestial events. The author takes a distanced view of these
events: though the text is permeated with a somewhat subjective tone, it
also functions as a warning—a typical feature of both broadside ballads
and news leaflets.

Conclusion

Broadside ballads produced during this early period address essentially the
same topics as prose leaflets—some more frequently, others less frequently.
However, the broadside ballads of the Late Humanist era also display numer-
ous links to other literary genres from urban society—primarily so-called
occasional poetry. This term denotes prints with simple typography (usually
in broadsheet format) containing short poetic texts, which were particularly
common in Central European Latin Humanist literature. These poems took
as their subject specific situations from everyday life, such as weddings or
funerals of well-known figures, but also events of war and natural disasters
(floods, solar eclipses, etc.). Numerous examples of occasional poetry were
written in the Czech language during the Late Humanist period. However,
unlike their Latin counterparts, these Czech texts usually took the form of
broadside ballads. The type of text represented by Lomnicky’s “O Jit¢ing”
(“About Jit¢in"), for example, can in fact be categorized as occasional poetry
in the form of a broadside ballad. Indeed, this type of text is a typical feature
of Lomnicky’s work.#'

These occasional compositions about current affairs can be viewed as
direct predecessors to the secular broadside ballads that emerged later.

40 Forareproduction of the title page and other information on the song, see Hubkova, Fridrich
Falcky, pp. 232, 525, 824.

X n

41 Rudovsky, “Pfilezitostné pisné.
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During the Late Humanist era, the broadside ballad did not yet regularly
exist in the small octavo or sextodecimo formats that became typical in the
Baroque era (ca. 1620-1775); in fact, in some cases they were quite elaborate
works of printing, with high-quality illustrations. They also frequently
contained full musical scores, not merely references to the melody to which
the words were to be sung (a practice which became the norm in Baroque
broadside ballads). However, in terms of textual features, the songs of
Lomnicky, Sixt Palma, and other occasional poets of the Late Humanist
era essentially represent a type of text that is identical to Baroque broadside
ballads. They feature simple verse forms and a plain-speaking style; they
are also quite lengthy, incorporating numerous narrative details as well as
many moralistic passages.**

It is evident from this chapter that broadside ballads emerged gradually
during the course of the century, but only crystallized into a stable type
of publication and genre during the Late Humanist era, in close conjunc-
tion with contemporary news leaflets. Compared with other parts of the
Habsburg Monarchy, the Bohemian lands saw a relatively early emergence
of a strong and coherent tradition of broadside ballads. A similar process
can be traced in other parts of the Monarchy, such as Hungary or Slovenia,
though the phenomenon there occurred much later, during the eighteenth
century.* The emergence of the Bohemian broadside ballad phenomenon was
a direct consequence of the variegated literary life of the bourgeoisie during
the Late Humanist era; especially in Prague, a sizeable audience emerged
among this social class, who can be termed the “broader public” (a social
group whose members possessed a certain level of education and took an
interest in current affairs, somewhat akin to the bourgeois “public sphere”
described by Jiirgen Habermas as occurring in eighteenth-century London).4+
The broadside ballad thus did not originate from the lower (urban or rural)

42 Finally, there is also an additional and another important context that, given my focus on
recovering the secular broadside ballad’s roots in early news leaflets, I have not had the time
and space to address in full, but which should not be overlooked: the connection of broadside
ballads to religious songs and hymnals. Already in the sixteenth century, we find examples of
religious lyric and epic poetry published as separate prints (often excerpted from hymnals), as
well as small-scale song cycles consisting of several kinds of compositions. This type of religious
song later also became very common in Baroque chapbooks. See the chapter by Ivanek.

43 Mikos and Csorsz, “Cheap Print”; Klob¢ar, “The Cultural Importance.”

44 Unfortunately, there is no reliable information about the period under investigation with
regard to how songs and leaflets were disseminated in the Bohemian Crown lands; information
of this type is available, however, about Italy, especially Venice (see Carnelos, “Cheap Printing”).
For his famed articulation of the “public sphere” in eighteenth-century London, see Habermas,
The Structural Transformation of the Public Sphere.
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classes; it was a product of the culture of both Czech- and German-speaking
burghers during the early modern period. It was not until the Baroque era
that the broadside ballad became a phenomenon on a mass scale, with wide
popularity and anonymous authorship.
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Ballads, with a Particular Focus on
Literary History
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Abstract

Michaela Soleiman pour Hashemi looks to the construction of academic
interpretations of broadside ballads within previous research, especially
from the literary point of view. Considered within this wide range of
scholarly work, Hashemi delineates four distinct phases of research into
broadside ballads that, while distinct, together defined the origins and

characteristics of the genre.

Keywords: Literary history, collecting of Czech broadside ballads,

periodization

Until the 1930s, Czech literary scholars did not view broadside ballads as a
relevant subject for research. In his German-language volume Geschichte
der bohmischen Sprache und Literatur (History of the Czech language and
literature), the founder of modern Czech literary history, Josef Dobrovsky,
did not mention broadside ballads at all, because they did not fit into the
concept of so-called high or cultivated literature; in Dobrovsky’s view,
sophisticated literary language was a fundamental criterion for inclusion
in this category.’ Later authors of literary-historical works took a similar
view—and this approach persisted up to the end of the 1950s. Dobrovsky’s
successor, Josef Jungmann, in his work Historie literatury ceské (History of
Czech literature, second edition, 1849), did at least give several examples of

1 Dobrovsky, Geschichte.
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broadside ballads (only citing their titles), though he did not describe them
as broadside ballads.

It was the collection of folk songs that first led Czech scholars to take
an interest in popular culture—an area of interest that began to emerge
among European scholars during the Romantic era in the first half of the
nineteenth century in connection with the so-called “discovery of the
people.” Closely related to this burgeoning interest were the first Czech
scholarly texts about broadside ballads, which were written in the 1870s—
initially by ethnographers. Notably, though the timing of enthusiasm for
Czech folk songs aligns historically almost exactly with enthusiasm for
English folk ballad in the United States, Britain, and Northern Europe, these
latter countries spurned any printed (i.e., broadside) ballads. These were
regarded by ethnomusicologists as a degraded form of ancient or what they
called “traditional” song culture. Despite the close interconnection between
ethnography and literary history, we find that literary historians took quite
a bitlonger to develop an interest in broadside ballads. Right up to the 1930s
(as mentioned at the outset of this chapter), literary studies of broadside
ballads were only sporadic—even though the first literary-historical editions
ofbroadside ballads did originate during this period. Still, the first genuinely
systematic literary scholarship that focused on broadside ballads didn’t
emerge until the 1960s, and with a caveat: scholars continued to prioritize
secular broadside ballads as well as a positivistic approach, one enriched
by insights from structuralism.* Research into broadside ballads has since
broadened significantly in scope. From the 1990s onwards, scholars were
no longer reined in by communist ideology that previously prevented them
from studying religious literary production. A whole new world of broadside
ballad study opened up.

In this chapter I will attempt to show that the history of Czech research
into broadside ballads is somewhat more complicated from a literary-
theoretical perspective than it may first appear—especially if we supplement
the core canon of repeatedly cited scholars with other authors of secondary
literature who are not generally taken into consideration. In many cases, the
primary focus of these scholars was elsewhere, and they only investigated

2 Jungmann, Historie, pp. 724—726.

3 Formore on the so-called “discovery of the people,” see Burke, Popular Culture, pp. 23—48.
4  The positivistic approach is characterized by the compilation of factual information without
evaluation and without application in textual analysis. Textual analysis, on the other hand,
is a typical feature of the structuralist approach and is based on the concept of the text as a
structure.
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broadside ballads in isolated studies.> I will discuss these authors as part of
this historical overview of previous scholarship—an overview which will
trace the shifting focus of broadside ballad studies as well as distinguishing
between various methodological approaches.®

To expand, then, more fully on my brief overview above: The first phase
of research into Czech broadside ballads (which can be dated from the
1880s to the 1930s) was characterized by the activities of collectors and
ethnographers. It was during this period that the first major scholarly
work on broadside ballads was published—O nasipoezii kramdrské (About
the poetry of our broadside ballads, 1885). This first-of-its-kind study of
broadside ballads was composed by the ethnographer and linguist Frantisek
Bartos. It is a work that is still frequently cited among secondary literature
on the topics of broadside ballads.” In fact, Barto$ was also the author of
three studies specifically about broadside ballads, the first of which was
published as early as 1871 (i.e., fourteen years before his best-known work,
cited above).® However, Barto§’s 1885 study (covering almost a hundred
pages) is the first attempt at a comprehensive treatment of these popular
topics by a Czech scholar. It was in this study that Barto$ first presented
his categorization of secular broadside ballads into four types: broadside
ballads about love, broadside ballads about military matters, and, more
generally, didactic-satirical broadside ballads and narrative broadside
ballads. This fourfold thematic division was adopted by subsequent scholars,
though with certain additions and alterations.” It is important to observe,
however, that Bartos’s study offers an evaluation of broadside ballads that
was conditioned by its era, imbued with the still-persistent Romantic
notion of the people and folk songs (he was significantly a noted folk
song collector).”® In this context, Bartos’s foundational work on broadside
ballads actually veers noticeably off course from his scholarship as a

5 See also Ivanek, “Pozndmky k vymezeni pojmu.”

6  Previous scholarship that followed upon a positivistic and structuralist approach has focused
on the phases in the historical development of broadside ballads, but not on the phases in the
historical development of research into broadside ballads. See Kolar, “K periodizaci” (where the
criterion is the connection between a broadside ballad and historical personalities and events),
or Benes, Svétskd kramdr'skd piseri, pp. 30—37 (where the criterion is the text itself, specifically
the stylistic layers of the text which are adopted, incorporated, and further adapted).

7  Bartos, “O nasi poezii kramaiské.”

8 Holubova, Jednolisty.

9 For example, Bohuslav Bene$ adds the category of “marital-satirical broadside ballads.”
Bartos’s classification of narrative broadside ballads additionally corresponds with Benes’s
term “news-historical broadside ballads”; see, e.g., Benes, Svétskd kramdrskd pisert, p. 9o.

10 Inthe Romantic view, the people and folk songs are idealized as pure and untainted.
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whole: generally, he considered facts more important than interpretation
and analysis. Indeed, he expressed this opinion explicitly to his friend
Cenék Zibrt, also an ethnographer and the founder of the ethnographic
journal Cesky lid (The Czech people), as well as the author of around 45
reports on discoveries of broadside ballads.” In his 1885 study, Bartos
furthermore broke new ground by broaching upon (if only marginally)
religious broadside ballads—i.e., broadside ballads with sacred themes,
especially those about saints.”* It should be emphasized that Bartos took
a very negative view of such broadside ballads—again, a perspective that
was in keeping with the thinking of his era. In expressing most clearly his
disdain for religious broadside ballads, he states:

There are around a hundred such songs circulating among our people, in
several editions. Nobody with any sense can doubt that these songs do
nothing to inspire our people to genuine piety; instead, these nonsensical
monstrosities blunt our people’s minds and lead them to despicable
superstition. It would therefore be desirable if priests were to turn a
careful eye to these roguish products and to emphatically discourage
right-thinking people from having anything to do with them.'s

Nevertheless, we can also observe the emergence of a different approach to
religious broadside ballads during this period, particularly among authors
who were not primarily interested in broadside ballads as a subject of
research. This new perspective is embodied by figures who stood outside
the orbit of the journal Cesky lid, specifically theologists (and often practicing
clerics), such as Vaclav Wittke. Unlike Bartos, Wittke greatly approved
of religious songs—and religious broadside ballads were no exception
(though he did not actually use the term religious broadside ballads). Wittke
describes himself in his publications as a priest and a Benedictine monk
at the Montserrat-Emmaus monastery in Prague (sometimes known as Na
Slovanech Abbey)."* His twin professions explain his authorship of the book
on religion, Matka Bo#{ Montserratskd a jeji pocta v Cechdch (Our Lady of
Montserrat and her veneration in Bohemia, 1882; also, in the same year, he
published his own German translation of the text), which described the

11 Bartos, Lid a ndrod, p. 105.

12 Ivanek, “Poznamky k vymezeni pojmu.”

13 Bartos, “O nasi poezii kramatské,” p. 230.

14 The Emmaus Abbey (Emauzy in Czech) was founded by Emperor Charles IV in 1347 as a centre
for Slavic worship. In 1636, Benedictine monks from the Catalan pilgrimage site of Montserrat
took up residence there, and the original name was expanded to Montserrat-Emmaus.
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Figure 16. Illustration of the Lady of Montserrat, published in Vaclav Wittke, Matka BoZi Montser-
ratskd a jeji pocta v Cechdch (1882).

history of the veneration of this Catalan pilgrimage site in Bohemia.’> The
book includes a listing of Czech Marian songs—of which, for example,
“Pisen o klatovské panné Marii” (“A song about Our Lady of Klatovy”) was
published as a broadside ballad.

The second stage of research into Czech broadside ballads, which can
be dated from the 1930s to the 1960s, initially evolved from the first phase
(characterized by the activities of collectors). Its main emphasis was also on
secular broadside ballads. The more definitive end of the initial movement,
in the late 1950s, saw a methodological turning point with the emergence of
the Marxist concept of pololidovd literatura (semi-folk literature). This term
denotes a transitional zone between high literature and folk literature. That
is, we find folk songs, as seen from the Marxist perspective, esteemed to
be of a higher quality than previously conceived. The concept of semi-folk
literature also encompassed broadside ballads, though these texts were

15 Wittke, Matka Bozi. The content of this slim volume displays strong thematic parallels with
several present-day studies exploring the Marian cult in specific Czech contexts, especially
Béhalova, “Panna Marie Svatohorska”; BydZovska, “Marianské poutni mista”; Holubov4, “Odraz
kultu Panny Marie Svatohorské.” The above-cited authors use the explicit term “poutni kramarska

pisen” (“pilgrimage broadside ballad”). Josef Jungmann used the related adjective poutnické
(pilgrim’s) (Jungmann, Historte, p. 725).
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not actually analysed by literary scholars until after the end of this second
attitudinal Marxist-based shift.

This second movement in broadside ballad study began with research
by Miloslav Novotny, who published a total of 13 broadside ballads from the
collections of the National Museum (1930) and later published 42 broadside
ballads (1940).® Two scholars from this period who became even more
prominent figures were Robert Smetana (primarily a musicologist) and
Bedtich Vaclavek (primarily a literary historian, critic, and librarian). These
two authors joined together to publish Ceské pisné kramdr'ské (Czech broad-
side ballads, 1937 [second edition, 1949], including a collection of woodcuts
and a total of 72 broadside ballads taken from the collections of municipal
museums)."” Drawing on the tenets of Marxist sociology, this publication
characterized broadside ballads as a “non-art” type of folk song production,
even if they had risen somewhat from the first attitudes to the genre. The
scholarly depth and broad scope of the opening to the volume caused it to
become a canonical work in the later field of broadside ballad scholarship.
Furthermore, it was the first study of both secular and religious broadside
ballads that was of scholarly relevance. In sum, this work laid relevant
methodological foundations for later, more expansive research.

At the same time, Novotny initiated the creation of an archive of Czech
chapbooks, including broadside ballads, at the National Museum. He also
helped to inspire interest in cataloguing broadside ballads. His 1930 anthol-
ogy (which is essentially a bibliophilic work) was the first edited volume of
broadside ballads to be published in book form. His second anthology of
broadside ballads (1940) contains the same repertoire as the 1930 anthology,
but adds a further 29 broadside ballads. This second volume is notably cited
more frequently in recent broadside ballad scholarship.’® The broadside
ballads in his anthology are arranged by Novotny in chronological order. The
author writes that he intended his second anthology to serve as an addition
(both chronologically and thematically) to the large collection published by
Vaclavek and Smetana in 1937."9 In their volume, Viclavek and Smetana had
restricted their selection to relatively recent broadside ballads—those dating
from the seventeenth century to the end of the nineteenth century—but
Novotny’s selection has a broader and earlier understanding of the life cycle
of the broadside ballad. The earliest such text in his volume dates from the

16 Novotny, Pisnicky jarmareéni; Novotny, Spaliek pisnicek jarmarecnich.
17 Smetana and Vaclavek, Ceské pisné kramdrské.
18 Novotny, Pisnic¢ky jarmareéni; Novotny, Spalidek pisnicek jarmarecnich.
19 VAclavek and Smetana, Ceské pisné kramdrské.
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end of the sixteenth century; the most recent dates from the beginning of
the nineteenth century. Novotny, furthermore, incorporates the topic of
the war with the Turks (the 1683 Battle of Vienna) and Napoleon’s invasion
of Moravia (1805).>° His focus on earlier broadside ballads aligns with his
view of their scholarship. He writes specifically about what he calls the
“pre-history” of scholarly interest in broadside ballads, tracing this early
interest back to an 1839 book by Josef Vaclav Justin Michl (which drew on
Jungmann’s already-mentioned Historie literatury ceské). Of particular
importance to Novotny was the fact that Michl’s study listed in its various
sections a number of songs that were later identified as broadside ballads.*
Novotny thus de facto re-discovered Michl’s material. This rediscovery has
proved a valuable source of insight into the still under-researched topic
of censors’ interventions in the texts of broadside ballads during the late
eighteenth and early nineteenth century.

Despite the persistent emphasis on secular broadside ballads that typified
research during this phase, some studies, such as the collaborative work of
Smetana and Vaclavek, did explore religious broadside ballads. Most of the
authors of this more expansive vision, however, were primarily interested
in other areas of literary history. They only investigated broadside ballads
in isolated studies, and they mainly belonged to the Catholic intellectual
elite. They thus stood outside the mainstream of Czech literary-historical
scholarship. The most prominent representative of these scholars was the
theologist and literary historian Josef Vasica. He authored a valuable and,
indeed, seminal volume, entitled Ceské literdrni baroko (The Czech literary
Baroque). In the ninth chapter of this work (Pisné o poslednich vécech clovéka
[Songs about the last things of mankind]), Vasica presents a highly detailed
analysis of four religious songs about such “last things,” dating them to the
second half of the seventeenth century. Therein, he makes the following
important observation for the future inclusion of more religious broadside
ballad scholarship: “They [i.e., the songs] may originally have been published

and disseminated in the form of broadside ballads.”*?

20 The Battle of Vienna was a consequence of the Siege of Vienna by the Ottomans Turks. It was
fought by the Habsburg and Polish army against the Turkish army and was a part of long-term
war between the Habsburgs and Ottomans. Napoleon'’s invasion of Moravia was a part of the
Napoleonic wars. This particular campaign was led against the Austrian and Russian emperor,
which ended with the Battle of Austerlitz (South Moravia).

21 Novotny, Spalicek pisnicek jarmarecnich, p. 252; Jungmann, Historte, p. 725, e.g., “Piseti proti
Turku” (“A song against the Turks”); Michl, Oup(ny, pp. 92, 115.

22 Vasica, Ceské literdrni baroko, pPp- 92-109; in the original Czech text, he uses the term
Spalickovy tisk (literally “block’s printings,” i.e., printings that were bound in blocks), which, in
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The third phase of research into Czech broadside ballads can be dated
from the 1960s to the end of the 1980s. To summarize the earlier stages of
study: the first phase was dominated by the activities of collectors, while
the second phase was shaped by a Marxist approach to sociology. In this
second stage, as we saw, scholars recognized broadside ballads as a fully-
fledged subject for literary-historical research, if not exactly equivalent with
“high art” and if not typically including religious broadside ballads (though
some religious studies and references still emerged). In the third phase,
broadside ballad research shifted again, and in a much more expansive
way. Scholars came to embrace systematic literary-historical research
which became increasingly interdisciplinary in its scope. Illustrative of
this movement are the papers gathered in the proceedings from the 1961
conference Vaclavkova Olomouc (Vaclavek’s Olomouc). A link between the
second and third generations of broadside ballad scholars was embodied
by the above-mentioned Robert Smetana, whose paper published in 1963
in the conference proceedings is a seminal work for its addressing the
definition of broadside ballads.? The Olomouc conference also created a
platform enabling scholars from various disciplines to come together and
collaborate, as is evident from the titles to the individual sections in the
volume—for example, “Jazyk-text—vystavba” (“Language—text-structure”);
“Kramaiska pisen z hlediska regionalniho” (“The broadside ballad from a
regional perspective”); “Srovnavaci prihledy” (“Comparative perspectives”);
“Muzikologicka zjisténi” (“Musicological findings”); “Vytvarna a graficka
stranka” (“Artistic and graphic aspects”).** Subsequent conferences with
the same name (Vaclavkova Olomouc) were held at regular intervals for
more than 50 years, and continued to feature numerous papers presenting
interdisciplinary research on broadside ballads.?>

A key feature of this third phase was the fact that literary-historical
approaches were now supplemented by literary-theoretical approaches
drawing on the structuralist works of Jan Mukafovsky from the 1930s
and 1960s (though Mukafovsky himself never wrote a study of broadside
ballads).?® Mukatovsky’s theoretical works are cited in connection with
the suppression of the aesthetic function in certain types of texts as part of
an important study, “Dramatické postupy kramarskych pisni” (“Dramatic

general usage, corresponds with the phrase kramdrsky tisk (i.e., “chapbooks”); yet Vasica here
uses the term specifically to denote “broadside ballads.”

23 Smetana, ‘K problematice.”

24 Dvorak and Kvapil, Viclavkova Olomouc 1961.

25 E.g, Fiala, “Socidlni motivy.”

26 Mukartovsky, Estetickd funkce; Mukatovsky, Studie z estetiky.
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strategies in broadside ballads”) by Bohuslav Benes, which was published
in the proceedings of the groundbreaking conference O barokni kultute
(On Baroque culture).?” Benes also draws on Mukatovsky’s structuralist
concepts in his other seminal work, Svétskd kramdrskd piseri (The secular
broadside ballad, 1970); nevertheless, as a sign of his times, he contextualizes
this structuralist approach within the Marxist concept of semi-folk literature
(see above).?® Bene§ was the dominant scholar of broadside ballads during
this period, and published studies on the subject for almost four decades
(his first work dates from 1957). Although his main interest was secular
broadside ballads, he also touched on religious songs.

Benes'’s later, 1970 publication made multiple significant contributions
to the development of literary scholarship on broadside ballads. These
can be summarized as follows: he views broadside ballads in their wider
context, i.e., as part of a complex of relationships at both national and su-
pranational levels; he carefully distinguishes between the terms kramdrska
piseri (broadside ballad) and kramdrsky tisk (chapbook), while also focus-
ing on the relationship between the two; he explores both aesthetic and
non-aesthetic functions of broadside ballads; he presents the first relevant
(and detailed) timeline of the historical development of broadside ballads,
separating this process into different periods; and he gives an account of the
style of broadside ballads.3° Discussing the issue of genre in this ambitious
study, Benes notes that it is possible only to speak of broadside ballads
with a predominance of either epic or lyrical content, or as a mixture of the
lyrical-epic. But these seemingly restrictive genres are viewed by Benes as
capable of an expansive range of content, which he goes on to categorize. In
this categorization, broadside ballad topics were news and/or history, love
generally, the marital-satirical, and—a very broad subject—sad endings.
Dealing with broadside ballads about miraculous events, which would fall
into the category of “news-history,” Benes selectively limits included texts
to those in which the narrative element is stronger than the devotional
(adorational). This exclusionary vision of miracles may reflect the influence
of official Marxist ideology on Bene$'’s research. Nevertheless, he analyses
the texts he does include in great detail, and extends his study to reproduce
20 songs in an appendix. He also systematically examines the texts’ strophic

27 Benes, “Dramatické postupy.”

28 Benes, Svétskd kramdrskd piseri, e.g., pp. 19, 26, 41, 47, 151, 154, 269.

29 Benes, “Nabozenska tematika a svétci.”

30 Beneslists several typical features of the style of broadside ballads, focusing on the repeated
use of identical elements, i.e., opening addresses, moralistic conclusions, and conformist thinking
(Benes, Svétskd kramdrskd piser, p. 31).
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form (including rhyme scheme) as well as their verse structure. Finally, in
his drive to a deliver a comprehensive study (despite his neglect of religious
broadside ballads), he appends a listing of more than 200 broadside ballad
gatherings as an aid to cataloguing, carefully compiles indexes (including an
index of first lines), and, furthermore, provides an extensive international
bibliography.3'

We must also here include another influential work from Benes'’s legacy
as a scholar of broadside ballads: his book Poslyste pisnicku hezkou (Listen
to a pretty song, 1983). He herein claims to provide something akin to a
reader’s anthology, which consisted of a hundred broadside ballads up to
the nineteenth century, newly compiled to function as an addendum to the
collections cited above. In the spirit of an anthology for the general public,
the book lacks a detailed scholarly apparatus.3> However, the book in fact
continues his scholarly vein of studies: it contains not only tune imprints
but also an alphabetical index of broadside ballad titles, and an index of
their first lines, and both an introduction and a conclusion in which Bene$
summarizes his previous findings from his research on broadside ballads,
in the sections “Vyvoj nazort na kramartskou pisent” (“The development of
opinions on broadside ballads”); “O jazyku a poetice kramarskych pisni”
(“On the language and poetics of broadside ballads”); “Jazykové upravy
text” (“Linguistic modifications of the texts”); and “Edi¢ni poznamky”
(“Editorial notes”).

An additional scholar of note from this same period is Karel Palas. He
stands out for consideration because, unlike Bene$ and most of the other
Marxist-influenced scholars of the time, Palas focused mainly on religious
broadside ballads—though, as is typical of those who referenced religious
broadside ballads in their studies, he did not include them as part of the core
ofhis scholarly interest. Like Benes, Palas also viewed broadside ballads from
the contemporary perspective of semi-folk literature, though his main area
of interest was Baroque poetry.33 Indeed, of particular relevance to modern

31 Itshould be noted that the structuralist approach to literary theory created by Mukarovsky
and adopted by Benes in his own studies was not adopted by all scholars of the time. Importantly,
for example, it is not employed by J. V. Scheybal in a work titled Senzace, which focuses on a
collection of secular broadside ballads (news songs). The basis for this study was also laid in the
1970s, but, notably, Scheybal later revised it and did not publish the work until 19go0. Furthermore,
his publication was conceived for a more general readership rather than a primarily scholarly
audience. It contains a total of 60 broadside ballads, of which four are known from Novotny’s
anthology Spalicek pisnicek jarmarecnich and six each were provided in VAclavek and Smetana’s
Ceské pisné kramdr'ské and Bene§'s Svétskd kramdr'skd piseri, partly including different variants.
32 Benes, Poslyste.

33 Especially Palas, K problematice.
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research into broadside ballads (from the 1990s onwards) is Palas’s study
Pololidové basnictvi barokni a kanciondlovd piseri (Baroque semi-folk poetry
and the hymn book song, 1968), which explores the relationship between
broadside ballads and official Catholic hymn books from the Baroque era
(specifically Michna’s and Steyer’s hymn books, two of the most important
collections of religious songs from the seventeenth century)—a topic that
was later taken up for further analysis by Marie Skarpova 3+

Looking forward, we find a link between this third phase and present-day
research into broadside ballads. The connection can perhaps be best seen
in the work of Jiti Fiala, the author of over 20 studies of broadside ballads
covering a relatively broad spectrum of topics. Fiala’s first study (1983)
explores broadside ballads about harvest failure and famine; his 1999 study,
co-authored with Marie Sobotkov4, focuses on the cult of Our Lady of Svaty
Kopecek; and his most recent monograph (2017) investigates Baroque (ca.
1620-1775) murder ballads.3> He has also compiled an anthology (currently
prepared for publication) of Czech murder ballads, drawing on historical
archive materials related to surviving accounts of actual crimes. However,
Fiala’s main scholarly achievements for the purposes of this chapter are
his three edited volumes presenting so-called historical broadside ballads
(i.e., news broadside ballads) about the Silesian Wars.3° Fiala’s approach to
broadside ballads remains largely descriptive (positivistic, non-evaluative),
but his methodology is enriched with historical and ethnological approaches.

The current phase of research into broadside ballads (which began in
the 1990s) is focused on new literary-theoretical trends in researching older
literature and interdisciplinary approaches.3” This line of inquiry is mainly
represented by scholars from Ostrava University (in the city by the same

34 Palas, “Pololidové”; Skarpova, “Co vime a nevime”; Skarpova, “Mezi Cechy”. The complex
relationships between religious songs and broadside ballads have also been analysed by Jakub
Ivanek; in particular, see Ivanek, “Kramarsky tisk,” but also see Ivanek, “Poznamky k vymezeni
pojmu.”

35 Fiala, “Kramariské pisné”; Fiala and Sobotkova, “Vznik kultu Panny Marie Svatokopecké”;
Fiala, “Dva morytaty.” The topic of Baroque murder ballads was also explored by Fiala in his
previous study, “Barokni balady a morytéty.” A book on this theme (containing new material
on murder ballads) by Fiala is currently ready for print.

36 Foremostis Fiala’s Dobové ceské slovesné reflexe, which includes 32 broadside ballad texts on
this topic. The phrase “the Silesian Wars” is an umbrella term for three conflicts between Prussia
and the Habsburg Monarchy, which took place between 1740 and 1763, when these two states
battled for control of Silesia (a province originally under Habsburg control). Prussia emerged
from these conflicts victorious and annexed most of Silesia and the formerly Bohemian part of
the Glatz (Kladsko) region.

37 Holubova et al., Obrazy zZeny.
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name) who explore hybridity in genres and intertextuality. This methodology
has been developed particularly in studies by Jan Malura, whose most recent
contribution in this vein is included in this volume.3® This innovative work
has brought the most striking shift in theoretical approaches to broadside
ballads—a veritable fault line in Czech broadside ballad scholarship that
is particularly evident in the above-cited studies of Jakub Ivanek, who has
elaborated a more precise definition of the broadside ballad (and whose
most recent such study is also included in this volume).39

An interdisciplinary approach has also become more dominant than in
this most recent phase, encompassing especially collaborations between
ethnologists and literary theorists as well as those between literary theorists,
musicologists, and scholars specializing in book culture.** Musicologists
have, in particular, explored the role of hymn books as sources for broadside
ballads, focusing on pilgrimage broadside ballads and broadside ballads
containing legends about saints.*' A prominent representative of Czech book
scholarship is Petr Voit, who has focused on secular broadside ballads.**
Broadside ballads have also been recently studied as part of the concept of
popular or mass culture, though this work has focused mainly on religious
broadside ballads. In line with this focus on the masses, broadside ballad
study has furthermore been brought to a wider readership by authors such as
Milos Sladek in his book Vitr jest Zivot ¢lovéka (Wind is the life of man, 2000).43

38 Malura, Zdnrové aspekty. Hybridity refers to the blending of genres in older (and for many
scholars, in all) literature; intertextuality denotes any relationship created between a text and
a different text (the originator of this concept in world literary theory was Bakhtin; in the Czech
context the approach was later developed in Otruba, Znaky a hodnoty). As representative of the
new hybrid methodology, see the work of Alexandr Stich in the 1990s (applying what we might
dub the “linguo-literary approach”), e.g., “Magnet a pelikan.” On tracing interrelations between
texts, see Hordkova, “Intertextualita.”

39 Ivanek, “Kramafsky tisk”; Ivanek, “Poznamky k vymezeni pojmu.”

40 This collaboration is evident from the exhibition catalogue Kosek et al., Do Brna Sirokd
cesta.

41 Slavicky, “Kramarisky tisk”; Frolcova, “Rozmluvy Panny Marie.”

42 Inparticular, see his entry “Kramatska pisen” in the monumental work Voit, Encyklopedie
knihy (of which Voit is the main author). Already in 1988, as part of a valuable literary-theoretical
study entitled “Kronika o mladém vejvodovi,” Voit explored the complexity of the relationships
between content and genre (traversing legends, chapbooks, broadside ballads, fairy tales, etc.).
43 Sladek, Vitr, pp. 252—-286. This publication included four religious broadside ballads (on the
topic of death). Inspiration, if not actual authorship, of these works has been traced to the song
“J4, na svété zarmouceny, s vSemi se rozzehnavam” (“I, grieving in the world, bless everyone”)
(pp. 267—271), dated 1736, in which the author’s name appears both on the title page and in the
text itself, in the form of the first lines. In the second strophe of this song, we find almost the
same verse as in the broadside ballad “Zivot sv. Ivana” (“Life of St. Ivana”) (1658) by Fridrich Bridel
(Bdsnické dilo). In this text Bridel also expresses the core theme of a false, unstable world in
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From the perspective of Czech literary history, then, one might argue
that an emphasis on religious broadside ballads—especially on those that
can be characterized as more ambitious in their intent (i.e., for cultivated or
higher educated consumers)—has undermined the previous definitions of
broadside ballads we tracked in earlier scholarly research. We might be thus
tempted to reach the somewhat sceptical, or what one might describe as
“bottom line,” conclusion that the only truly relevant common denominator
of all broadside ballads is not genre or theme but the manner in which they
were produced and distributed, as discussed in the introduction to this edi-
tion. Still, a different aspect of contemporary Czech research into broadside
ballads is represented by thematically specialized studies whose authors,
as in the first phases of Czechian literary studies, focus solely on secular
broadside ballads.** The methodology used in these studies is guided by the
nature of the collections being studied, the specialization of the individual
researcher, and that scholar’s attitude (whether more or less enthusiastic) to
new literary-theoretical trends that are currently developing in the Czech
Republic as well as in other countries. Like the broadside ballad genre itself,
Czech scholarly approaches toward the literary study of broadside ballads
continue to represent something of a “mixed bag” of scholarly approaches.
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Abstract

These authors focus on the most important collections of Czech broadside
ballads. They delineate dual and quite different groups of collectors according
to the collectors’ approaches to acquiring broadside ballads. The first (and
earlier) scholarly but amateur type of collector viewed broadside ballads
as supplementary, and by association “lower,” materials that necessarily
documented the unfortunate blending of traditional and purely oral, i.e.,
“folk” songs; the second (and later) group of academics attempted to capture
all aspects of printed productions of ballads that had been previously spurned,
if grudgingly acknowledged, by the folklorists. The authors also describe the
history and perspectives of cataloguing and digitalization broadside ballads.

Keywords: Collecting, folk songs, broadside ballads, cataloguing,
digitalization

For researchers seeking to understand broadside ballads and their role in
society, key issues include the accessibility of the original printings as well
as how they are stored, how records of them are kept, and how digital data
of them are presented. One of the main aims of this chapter is to describe
the infrastructure that has been built around three collections of Czech
chapbooks (of which broadside ballads form an important part) to make
them accessible to the general public as well as to scholars in various fields."

1 Aselsewhere in this book, this chapter views broadside ballads as a subtype of chapbook—for
more details, see the introduction and the chapter by Ivanek.
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The current curators of the collections could also potentially offer answers
to numerous other research questions, such as how the collections were
compiled in the past, how acquisitions are managed today, how the items
are processed, and what are the strategies adopted to present differences and
similarities between restored and unrestored artefacts as well as between
the physical artefacts and their digital images.>

The Collections

One key methodological task when studying broadside ballads is to evaluate
the extent to which any held collections are representative of the wider set of
items of which they are but a part. The activity of collecting (whether private
or institutional) plays a fundamental role in shaping the set of preserved
artefacts at our disposal. If we define collecting as amassing items with a
defined subject of interest on the individual collector’s part—i.e., using
artefacts likely in a different way than their creators, who aimed at a mass
market and expected them to be used or circulated—the beginnings of
collectors’ or, alternatively, “antiquarians’,” interest in broadside ballads
can be traced back to the late eighteenth and early nineteenth centuries.
Antiquarians around this time aimed to undertake a preserving but also a
scholarly study of broadside ballads. We keep this in mind at all times in the
following detailed account of the history of three major extant institutional
collections, which will not only address the questions outlined above but
additionally indicate certain collecting trends which can also be observed in
several smaller collections. The three collections represented here are among
the most important of their kind in the Czech Republic. They are individually
held by three separate institutions: the Library of the National Museum in
Prague, the Moravian Library in Brno, and the Institute of Ethnology (part
of the Czech Academy of Sciences) with branches in Prague and Brno.

The Collection of the Institute of Ethnology (Czech Academy of
Sciences)

In terms of the number of items this collection contains, this is the smallest
of the three collections considered within the scope of this paper; however,

2 Here we are referring to different approaches to digitalization—one of which primarily
aims to reproduce the material substance of a printing, and the other of which aims to produce
a text that can be easily read.
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it is of exceptional importance in terms of the practice of institutional
collecting. The collection is held at the institute’s branches in Prague and
Brno. Besides printed broadside ballads, it also includes handwritten notated
records of broadside ballads made on the basis of on-site listening to oral
performances. The importance of the collection lies in the fact that many
of the items (in both Prague and Brno) were collected in a manner that
was later adopted by many smaller institutions and private collectors. The
impetus for the systematic assemblage of songs in the collection (which, as
noted above, contains many broadside ballads but also other types of songs)
came about in 1905. As part of a project entitled “Das Volkslied in Oster-
reich” (“The folk song in Austria”), four committees were established—for
Czech-language and German-language songs from Bohemia, and for songs
in those same languages from Moravia and Silesia. The aim of the project
was to systematically organize collections of folk music and dances from
the Cisleithanian part of the Austro-Hungarian Monarchy3 according to
universal principles (which could, however, be modified by each commit-
tee depending on its evaluation of specific local features).* The collection
process had focused on recording the songs as they were actually sung;
printed versions of the songs (in the form of broadside ballads), on the other
hand, were seen by the original collectors as supplementary documents.>
Broadside ballads were viewed as artificially created (or composed); that
is, they were seen as after-the-fact templates for songs that had become
part of the folk repertoire, and it was only later that collectors began to
focus their attention on these chapbooks as significant in their own right.
The first important consequence of the collectors’ work was the creation
of notated records of songs based on live oral renditions, for which the
printed variants gave only tune imprints (a short reference to first lines)

3 Deutsch and Hois, Das Volkslied. The historical Bohemian Crown lands (now the territory of
the Czech Republic) were part of the Austro-Hungarian (Habsburg) Monarchy until 1918, which
explains the expansive participation of territories and languages in this project. Cisleithania
was the Austrian part of Austro-Hungary, created following the Austro-Hungarian Compromise
0f 1867 (Ausgleich). Today the territory of former Cisleithania is located in Austria, the Czech
Republic, Slovenia, and parts of northern Italy, Poland, Croatia, and the Ukraine.

4 Archive documents on the activities of the committees for Moravia and Silesia are held at
the Brno branch of the Institute of Ethnology (fonds XIV, “Pracovni vybor pro ¢eskou lidovou
piseil na Moravé a ve Slezsku”). Analogous documents for Bohemia are held at the Archives of the
Czech Republic Academy of Science (fonds UEF CSAV, “Protokoly ze schiizi ¢eského vyboru pro
lidovou piseri 1904-1914"). An overview of the archive fonds primarily reveals written records of
songs (including songs from broadside ballads) from Bohemia is given in Tyllner et al., Priivodce,
and from Moravia in Hrabalov4, Priivodce, vols. I-1I.

5 Kopalova and Holubovd, Katalog, p. 4. Work to create the Brno collection began at a later
date.
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rather than a full score.® As a result, subsequent printed songbooks with
notation tended also only to include a small proportion of the texts that
were distributed in the form of broadside ballads. In addition, the melodies
that were recorded during the collecting of full notations (based on actual
performances), we find, are often not recorded elsewhere, in other formats.
The second important consequence of this ambitious ethnographic project
concerns the publication of the guiding principles which governed the work
of each of the four committees; these principles were endorsed by major
figures in academic and cultural life from Bohemia, Moravia, and Silesia,
and they were soon adopted not only by the members of the committees
created as part of the larger cataloguing project but also by numerous
museum professionals and private collectors.

When Czechoslovakia became independent after the First World War,
the collaborative project (originally covering the entire Austrian part of
the Habsburg Monarchy) continued in the form of a newly created institu-
tion—the State Institute for Folk Songs (1919-1952). The institute’s editorial
and methodological work played a fundamental role in guiding subsequent
research into folk songs (including broadside ballads), and one of its main
tasks was to publish those songs collected throughout the territory of the new
Czechoslovak Republic. The institute also formulated principles governing
its collecting, cataloguing, and publishing process. In the 1950s, however,
this institute was replaced by yet another successor establishment—the
Institute for Ethnography and Folklore Studies, which was part of the newly
reorganized Czechoslovak Academy of Sciences. This institute was the direct
predecessor of today’s Institute of Ethnology.”

In the view of the institute’s main area of focus, its work initially (from
the 1950s) focused on manuscript records of songs. It was not until the
beginning of the twenty-first century that its focus turned to cataloguing
the Prague collection of broadside ballads. Printed catalogues of Czech-
and German-language broadside ballads were subsequently published, as
well as a catalogue focusing on biblical and Christian iconography in the
broadside ballads.® Though the Brno collection is still in process, the Prague
collection was made publicly available in the form of online bibliographic
records, including digital images of the artefacts’ title pages.? The institute’s
Prague collection contains 3,371 broadside ballad gatherings mainly from

Thotova et al., Etnologicky ustav, pp. 11—23.
Ibid., p. 39.
Kopalova and Holubova, Katalog; Holubova, Katalog, vol. II; Holubova, Katalog, vol. I1L.

© o3 O

Holubova and Kopalov4, “Databaze.”
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the eighteenth and nineteenth centuries, though it also includes prayers
and devotional texts.”® The collection of printed German songs (mostly
broadside ballad gatherings) contains 281 items." The Brno collection consists
of a further 1,300 broadside ballad gatherings from the seventeenth to the
twentieth century."* Around 67% of the latter collection exists in the form
of $pali¢ky (blocks), i.e., sewn-together gatherings of around 110 items;
the remaining broadside ballad gatherings have survived as individual
printings.'

The Collection of the National Museum

Since its foundation in 1818, the National Museum in Prague has been one of
the most important cultural institutions in what is now the Czech Republic.
The oldest part of the museum’s collection does not include broadside ballad
gatherings but rather their melodies (recorded by song collectors on-site in
rural regions of Bohemia).’* Chapbooks (of which broadside ballads are an
important subtype) were considered to be of secondary importance; however,
despite such proclaimed attitudes, examples of chapbooks were found in
the posthumous estate of the philologist and historian Josef Dobrovsky, a
prominent intellectual figure.'> Chapbooks also made their way not only
into the collections of libraries but also into the ethnographic collections
of museums.'® But they remained, from the institutions’ perspectives,
second-rate citizens of their archives.

Broadside ballads continued to be published throughout the nineteenth
century, but it was not until 1854 that contemporary broadside ballads

10 Kopalovéa and Holubova, Katalog, p. 9.

11 Holubova, “Databaze.”

12 Holubovd, Katalog kramdrskych tiskii brnénského pracovisté.

13 The term spalicek (block), as noted in the introduction, refers to “volumes” of ballad gatherings
or prayers sewn together by the original owner (the consumer or collector) of the artefacts.

14 Markl, Nejstarsi sbirky, p. 177. Manuscripts with melodies of songs from Bohemia are held
by the museum’s department of music and literature. Analogous manuscripts from Moravia are
held mainly by the Moravian Archives in Brno and partly by the Gesellschaft der Musikfreunde
in Vienna (Vetterl, Gubernidlni sbirka, p. 9).

15 Markl, Nejstarsi sbirky, p. 19. Josef Dobrovsky (1753-1829) was one of the most important
figures during the emergence of modern Czech society. He was responsible for the codification
of the standard modern Czech language. He is also considered the founder of Czech linguistics
and literary scholarship.

16 Such institutions holding chapbooks include the Regional Museum in Chrudim, the Regional
Museum in Litomysl, the Museum of Litovel, the Regional Museum in Olomouc, the Museum
of the Bohemian Paradise in Turnov, the Museum of the Chodsko Region, and others.
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began to be collected on a systematic basis. Such methodical collecting
of broadside ballads ironically occurred as the result of authoritarianism
usually resistant to such cultural preservation; the Prague police authority,
oddly as part of its censorship-related duties, began delivering broadside
ballads to the National Museum’s library.'” Some surviving examples include
handwritten records of the date and time when the censors submitted
them for inspection.’® At the beginning of the twentieth century, the oldest
chapbooks at the museum were set aside as a separate collection, and in the
1930s the museum’s library appealed to members of the public to donate
blocks as well as individual broadside ballad gatherings. In the second half
of the twentieth century, the museum even began compiling a bibliography
of chapbooks; however, this work was never completed, and no resumption
of the cataloguing is planned. Nevertheless, the team of experts specializing
in chapbooks ensured that research continuity was maintained, and even
today the excellent card index catalogue makes it possible to conduct such
specialist document searches to an extent that is not usual in other institu-
tions. As part of the cataloguing process, staff also amassed an extensive
compendium of photocopies of broadside ballads that were preserved in the
archives of smaller rural museums." In 1989 the National Museum purchased
the collection of Rudolf Hlava—one of the largest private assemblages of
broadside ballads—making it the largest holder of broadside ballads in the
former Czechoslovakia. The museum’s collection currently contains up
to 40,000 broadside ballad gatherings, alongside separate subcollections
of prayers and small religious printings, satirical music hall-type songs
known as kuplety and $ldgry, and anthologies of songs in both printed and
manuscript form.*° In the twenty-first century, as if in culmination of its
accumulating activities, the museum created a digital library of chapbooks
entitled Spali¢ek (Block), restoring a connection with the department’s
bibliographic tradition.”

Around 9,500 chapbooks, we find, have survived in the National Museum
in the form of what we have translated into English as “blocks”—mainly
containing songs, though around one-fifth of them are prayer texts. A large
proportion of the blocks were compiled by the museum itself during the first
half of the twentieth century as collections of texts made by a particular

17 Strasilova, “Kramarské pisné.”

18 Analogous collections from Moravia and Silesia are held by the Moravian Library in Brno
or the Local History Department at the Silesian Museum in Opava.

19 Bezdék and Ry$ava, Ceské kramdr'ské pisriové tisky, p.185.

20 Klacek, “Sbirka,” pp. 29—4o0.

21 Bydzovsk4, “Digitalni knihovna”; Narodni muzeum v Praze, “§paliéek."
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author or based on a particular theme. Some of the individual chapbooks
in the National Museum collection bear traces of having formerly been
bound into blocks (as evident in the marks left by previous sewing), but it
is no longer possible to determine their original composition.

The Collection of the Moravian Library

The third key institution holding a major collection of chapbooks is the
Moravian Library in Brno. It began acquiring “blocks” of broadside ballads
in the nineteenth century, when it was the library of the Emperor Franz
Museum (founded in 1817, now the Moravian Museum). However, it did not
become a prominent centre of chapbook collecting until the 1960s, when
the newly arrived librarian Jaroslav Vobr began to systematically catalogue
and expand its collections.?” The work initiated by Vobr culminated in 2015
when the library acquired his extensive personal collection following his
death. As a result of this important acquisition, the library’s collection of
chapbooks (40,000 items) has become almost as large as that of the Prague
National Museum. It includes a mixture of broadside ballads, bound together
with prayers and other small-scale printed texts, to form blocks. Around half
of the collection exists in this form, amounting to over 8oo such blocks. In
fact, marks of previous sewing (perforations along the fold lines) on most of
the chapbooks now preserved separately in the collection indicate that even
they were formerly bound into blocks. Such acts of gathering together what
the consumer or collector conceived of as “like” broadside ballads, prayers,
and other texts, was clearly an extremely popular historical phenomenon.

Although we still lack detailed knowledge of private collections, the
first surveys of Vobr’s collection make it possible to formulate at least two
hypotheses that will need to be verified by subsequent case studies, which lie
beyond the scope of this paper. The first hypothesis is that Vobr’s collection
of chapbooks incorporates a number of older aggregations he acquired
in their entirety, as indicated by provenance notes. It is likely that these
sets were assembled on the basis of the principles laid out by the project
“Das Volkslied in Osterreich” (the ideal of creating a systematic collection
of songs, discussed above, by four committees representing Czech- and
German-language songs, including many broadside ballads, from Bohemia,
Moravia, and Silesia, which were formed in 1905). The second hypothesis
concerns Vobr’s bibliographic approach; his work as a librarian is reflected

22 Vobr, Soupis.
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especially in the methodology he developed for classifying the broadside
ballads which survived as separate printings. He first divided these artefacts
primarily into secular songs, religious songs, and news songs. Then he
subdivided these three basic categories according to the printing houses
that had produced them, and subsequently, by their date of publication.
With the utmost meticulousness, Vobr next recorded the variations between
individual editions. The resulting extensive card index catalogues, which
he went on to apply to his entire collection, were based on the principles
(outlined below) of the complete bibliography of Czech-language works
printed before 1800 (Knihopis, bibliografie eskych tiskui tisténych pred rokem
1800, referred to below as the Knihopis). It was Vobr’s personal goal as a
collector and librarian to create the most complete (including most fully
and systematically catalogued) assemblage of broadside ballads and their
different variants. Currently his collection is being re-catalogued and made
publicly available in the electronic catalogues of the Moravian Library.*#
A new digital tool is also being designed for the quantitative analysis of
chapbooks, and preparatory web work is underway to provide public access
specifically to the images contained in these chapbooks. Fundamental to
such image searching is the further plan to digitalize the entire collection.?

Present-Day Acquisitions

The library’s intake of broadside ballads is ongoing. But the mode of present-
day library acquisitions depends on the form in which the texts have survived.
It is still possible to buy either individual broadside ballad gatherings or
individual items that have been gathered into “blocks.” The acquisition of
both types of artefacts (gatherings and blocks) stems from a two-pronged
approach that takes into account both bibliographic (i.e., collecting of
gathering editions) and ethnographic (i.e., collecting of artefacts) concerns.

Purchases of separate broadside ballad gatherings (printed from a single
sheet though perhaps consisting of one to several broadside ballads, as
explained in the introduction) were motivated primarily by the desire to
amass the most complete possible records of all extant versions of “like”
printings. We must remember that reissuing a variant of one broadside
ballad was common practice. It offered printers, publishers, and sellers a

23 Knihopis.
24 Moravska zemska knihovna, “Katalog Vufind”; Moravské zemska knihovna “Katalog Aleph.”
25 Moravska zemska knihovna, “Kramaiské pisné.”
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cheap way of making and marketing broadside ballads; with little labour,
these collaborators could only slightly alter an extant broadside ballad so
that it would fit different occasions and places or just to make a much-
circulated broadside ballad appear enticingly new, and thus more desirable
to consumers.?°

However, libraries and museums face a disadvantage in this type of
collection building and cataloguing: it can distort our perception of the
printing and widespread dissemination of broadside ballad gatherings. Very
popular and much-travelled broadside ballads that have not been altered
but simply reissued and/or distributed broadly would be represented in a
catalogued collection along the lines described above by the same number
of times as a unique extant edition—just once. This distorted view of the
production of broadside ballads could be mitigated if collectors also focused
on their acquiring of “blocks” of broadside ballad gatherings, since such
blocks often contain or imply contextual information on how the texts
were combined and used.

Library and museum acquisitions of broadside ballads are very diverse
as well, in large part due to the multivarious sources from which the arte-
facts are obtained. The sources of present-day acquisitions include private
collections, individual items owned by the descendants of their original
consumers, or second-hand bookstores (which get hold of items from the
two previously mentioned types of sources). Acquisitions of documents in
electronic form are a separate issue. Naturally, many collectors are unwilling
to part with their collections, but they usually do not object to providing
digital copies to public institutions. This new form of acquisition—procuring
digital copies while the original item remains in private ownership—is
currently being piloted by the Moravian Library (though in the process
one loses the texture of the paper and marking that could only be seen
by infrared imaging). Besides purchases, a further important source of
acquisitions are donations from private owners (both individual items and
entire collections).

Cataloguing

It is important to be aware of the bibliographic description of broadside
ballads before and once the artefacts are obtained, not only for detailed

26 See the chapter by Hanzelkova on printers employing such tactics to sing of different
pilgrimage sites.
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and systematic cataloguing by the acquiring library, but also for fruitful
searching, whether by the general public or by academic or other research-
ers. The bibliographic description of broadside ballads determines how
we can study them; it is the primary verbal accounting of all chapbooks,
including broadside ballads, employed in a Czech context. However, it
is also necessary to take into consideration the local standards adopted
during the 1930s by the State Institute for Folk Songs as well as the modified
version of the Knihopis bibliography dating from the 1950s.” Adaptations
were later introduced by the international standardization of bibliographic
descriptions in the 1970s and 1980s.28 Finally, new formats for electronic
cataloguing—machine-readable cataloguing (MARC) standards—emerged
during the 19908 (MARC 21 is the most widely used cataloguing format in the
Czech Republic). Changes in digital standards continue to evolve, such as the
proposed restructuring of catalogue databases across the United States and
Europe known as FRBR (Functional Requirements for Bibliographic Records),
recommended in 1998 by the International Federation of Library Associations
and Institutions (IFLA).?9 As to broadside ballads, the current system would
substantially benefit from an introduction of authorized records of unified
titles based on incipit words, since “commercial” titles, i.e. the titles under
which different editions of identical songs were originally marketed, are less
reliable identifiers than the much more consistent incipit words. Moreover,
the same authoritative records of unified titles based on the incipit words
would also facilitate the cataloguing of tunes, which are virtually always
provided by a reference to better-known songs. At the moment, however,
a more widespread use of such authoritative records is hampered by their
limited number and also by the fact that the production of new ones is
time intensive and requires a very specific set of skills on the part of the
cataloguers. Amongst the debated cataloguing systems one movement is
clear: in the past three decades, library catalogues have increasingly shifted
from being internal (and often printed) tools for cataloguing and searching
to becoming public (and digital) resources designed to serve the public and
academia on many fronts.

X on

27 Smetana and Véclavek, “Jak katalogizovat kramarské pisné.” Petrd, “Kramaiské pisné”;
Bezdék, “Stav a zpracovani”; Knihopis.

28 IFLA, “ISBD”; Horak et al., Pravidla, pp. 54—55.

29 FRBRis designed to reflect the conceptual structure of information resources across large
catalogue databases globally. It calls for radical reform to create what the advocates for the new
system describe as “an entity-relationship model of metadata for information objects, instead
of the single flat record concept underlying current cataloguing standards” (OCLC, “OCLC
Research”).
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To be sure, traditional bibliographic descriptions used by library
catalogues, such as the first generations of MARC, which only include the
category of “books,” are in many respects inadequate for describing broadside
ballads. These artefacts usually lack information on authorship, their titles
are often stereotypical and frequently repeated (e.g., the Czech Novd piseri
pro mlddence a panny [A new song for young men and women]). Indeed,
in Czech broadside ballads the title is often but loosely connected to the
content, which is more appropriately represented by incipit words of the
text proper. Additionally, information about the edition is frequently lacking
and, following now the Czech format, broadside ballad gatherings tend to
be of similar lengths because they were typically folded into the same very
small size (octavo or sextodecimo) from the single printed sheet. For these
reasons, the basic MARC details that are generally recorded for books are
inadequate for identifying and classifying broadside ballads.

Thus, since the 1930s, in cataloguing Czech materials particular em-
phasis has instead been placed on the incipit—the opening lines of the
text itself. Current practice is to record and index the first two lines of
the text; the second line especially helps to distinguish between editions
that begin with identical words (e.g., with an appeal such as “Poslyste
kfestané” [“Listen, Christians”]). But throwing yet another wrench into
systematic cataloguing of broadside ballads, we find that in the mid-
nineteenth century, Czech orthography underwent a major reform: new
Czech spelling methods were introduced that differed significantly from
older forms. For this reason, cataloguers usually document the incipit of
the ballad(s) printed on a sheet, first in diplomatically transliterated form
(that is, as they see it printed), and then in transcribed or modernized
form. Cataloguers also frequently record the typeface employed to print
the body of the text (Fraktur, Schwabacher, Antiqua), the number of pages
or leaves, and the number of stanzas per printed ballad, whether singly or
in an individual gathering. Other data listed for purposes of identification,
if printed on the ballad, include references to tunes (the most common
formula is “Zpiva se jako...,” i.e., “It is sung like...”), the names of authors
as well as printers/publishers, and places of publication. Most publishing
institutions also list other texts that are independent of the broadside
ballad announced on the title page but that were printed together with
that ballad in the gathering.

Subject classification, however, is still not standardized. Definitively de-
ciding on “the” subject of a broadside ballad is very difficult to determine—a
global problem, to be sure—because broadside ballads often mix themes;
naming one or more subject can thus be highly subjective. Card-index
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catalogues were often inspired by the Knihopis bibliography.3° This bibliog-
raphy combined name-based classification of anonymous broadside ballad
gatherings according to the first noun in the title (often a stereotypical
formula including words such as pisné, pisnicky, etc.—i.e., “songs”) with
person-based classification (e.g., Piseri, Barbora or Piseri, Maria Svatohorskd—
i.e., “Song, Barbora” or “Song, Mary of Svata Hora”), or they resorted to
combining the first noun in the title with a subject-based classification,
using an adjective (Piseri, Veseld—i.e. “Song, Merry”). To work with texts
classified in such a manner, researchers had to be well acquainted with
the texts prior to using the catalogue, since there are thousands of “merry
songs.” Such loose subject classification could not prevent information
from being scattered throughout the entire catalogue, listed under various
initial nouns and names or adjectives. This methodology, in sum, required
prior knowledge of the content of songs that shared the same stereotypical
titles if the searcher were to actually find them.3' The system nevertheless
reflected the typical manner in which printed materials were categorized
through much of the twentieth century, but it made it difficult to carry out
searches according to analytical, if still subject-based, criteria.

Nominal inversion (the listing of the first noun in the initial position,
before the rest of the text) became obsolete during the 1990s with the
emergence of electronic cataloguing systems. Yet its legacy persists in the
organization of older card index catalogues, and it is still sometimes used
in keyword indexes as part of electronic catalogues. Legacies, however,
eventually die out. Today, the systematic classification of subject headings
in libraries is most frequently based on the detailed international decimal
system used for subject classification into basic categories. However, it
seems that cataloguers continue to neglect broadside ballads as ephemera
or the genre itself actively resists being pinned down. Thus, we find that the
Conspectus classification system is still not widespread in the cataloguing
of collections of broadside ballads; instead, it is mainly restricted to the elec-
tronic versions of extant catalogues. Even the application of a substantially
expanded classification system using subject headings does not produce
satisfactory results due to the lack of a shared list of such headings, and,
to add to the problem of a cross-collection cataloguing system, we find
considerable differences in classification methods entrenched among the
individual collections. For instance, at the Institute of Ethnology and the
National Museum, subject cataloguing takes the form of keywords (i.e., loose

30 Knihopis II/VI, P-Piseri, pp. 145-148.
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31 Petr, “Kramaiské pisné.
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aggregations of words and phrases without any links to an authoritative
database). The Moravian Library uses words and phrases from the group
of national authorities linked up to the United States Library of Congress
system, but it does not draw on a shared list of subject headings.

Yet another important point of division in the categorization of broad-
side ballads is the traditional distinction between religious and secular
texts—a divide that became established during the ethnographic collection
projects instigated by the Vienna Gesellschaft der Musikfreunde in the
early nineteenth century, and which was reinforced a century later by the
project “Das Volkslied in Osterreich.”3> Many academics were involved
in organizing these projects, and it is due to their influence that the reli-
gious/secular distinction still persists today. The distinction poses a major
problem, however, for cataloguers of early broadside ballads. Especially in
broadside ballad gatherings dating from before 1800, the two designated
spheres—religious and secular—cannot in fact be reliably distinguished
from each other. To artificially create such a two-pronged division is to
embrace inaccuracy and confusion.

Another aspect of broadside ballad gatherings has in the past been
largely ignored by cataloguers: the fact that they are multimedia artefacts
consisting not only of printed verse and tune titles but also typically of
images. The visual elements are a distinctive part of broadside ballad
gatherings and much valued by consumers. But once we recognize the
images as themselves deserving cataloguing in their own right, we face
the problem of how to deal with them. It has always been possible to
give precise measurements of an image, but a precise verbal description
presents substantial challenges and can vary dramatically from cataloguer
to cataloguer. A breakthrough came with modern technologies that have
enabled us to work with sets of scanned images to which any verbal descrip-
tions refer. Thus, the publication of the second part of the catalogue for the
Institute of Ethnology’s collection reproduces scans of the title pages of
chapbooks featuring woodcut images together with iconographic descrip-
tions and a clear identification of each item. Both the hard copy and the
electronic versions of the catalogue also contain an iconographic index.
The Moravian Library also applied this approach when preparing subject
headings for categorizing images. Before the chapbooks were catalogued,
the images were photographed, and each illustration was allocated a unique
alphanumerical identifier and provisional keywords. In the near future, the
library plans to upgrade its internal system for unifying the cataloguing

32 Vetterl, Gubernidlni sbirka, p.10.
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system by introducing an established subject-heading list for images (a
possible candidate is Iconclass, though that would need to be expanded
to include subject-heading identifiers) and making it available for other
libraries to use.33 The current process of digitalization makes it possible
to search on the basis of similarities between images—a revolutionary
method of identification developed during the past ten years, which has
been applied to similar material both in the Czech Republic and abroad.3*
The systematic provision of access to images enables researchers to see (and
verify) the actual content of the images. It also opens up opportunities for
national and international matching across digitized archives. Further-
more, a detailed study of an image can attribute printing woodblocks to
a particular printing shop, thus helping to attribute and date previously
unplaceable and undated chapbooks.35

The title page of a chapbook or individual broadside ballad gathering
is another distinctive element worthy of including in cataloguing. Vari-
ous different layouts of the same text and image(s) may indicate different
editions of otherwise same-titled artefacts. Catalogues may include either
textual descriptions of the title pages, with line breaks marked (Moravian
Library, National Museum) or, even better, scans of the title pages (Institute
of Ethnology) for visual comparisons. Indeed, as a consequence of digitaliza-
tion, we expect that the problem of differentiating differently formatted
and illustrated title pages of otherwise same-titled items will be solved in
the near future.

33 RKD, “Iconclass.” The English Broadside Ballad Archive (EBBA) has rejected Iconclass,
however, as unsuited to popular and especially broadside ballads because EBBA argues ballad
woodcuts are often by comparison with high art (for which Iconclass was designed) “crude,”
cheaply printed so as to be smudged, and show much wear and tear from extensive printings.
EBBA also finds the Iconclass numbering system too cumbersome and subjectively produced. For
an early article by the director and associates of the EBBA team that addresses these problems,
see Fumerton et al., “Vexed Impressions.”

34 Bodleian Libraries, “Broadside Ballads Online,” has mounted a test sample of image matching
based on 100 of its 1,500 pre-1701 broadside ballads; EBBA has gone further to create and continue
to improve an image-matching tool dubbed “Arch-V,” developed by Carl Stahmer, which has
created matches across over 40,000 woodcuts on the archives to date circa 10,000 pre-1701
broadside ballads (for any broadside ballad image, see “Woodcut Search”).

35 A printing block is a wooden element used to print images and is incorporated into a layout
for printing along with the typeface during the composing phase of printing. Essentially, a
printing block produces an image (what EBBA calls an “impression” on a sheet)—in the case
of chapbooks, usually made from a woodcut. Blocks were sometimes produced at the printing
shop itself, most frequently as copies of existing images. In some cases, however, they were
tailor-made and even produced in groups for printings of lengthier works (such as the Gospels);
in such cases, their appearance in chapbooks was secondary.
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Digitization itself, however, can pose its own problems. One major chal-
lenge is created by different modes of data aggregation. The MARC 21 format
retains a strong dominance in Czech libraries; but the National Museum uses
the more advanced TEI (Text Encoding Initiative) XML format,3¢ though
unlike the libraries, it has not yet followed national authorities. An even
more major problem is the existence of local cataloguing systems at smaller
museums. Often created on the fly to fit only their extant holdings, these
limited systems typically do not structure the data with an eye to expansion
of the museum’s collections, let alone searching across digitized archives.
However, efforts to incorporate data across institutions, even from such
local sources, are underway. The main aggregator of digitized broadside
ballads is currently the Spali¢ek digital library, run by the National Museum
in Prague, which has integrated data from various types of institutions,
including digital images.3” Data from library catalogues are then accessible
via the Czech Republic Union Catalogue or the electronic version of the
Knihopis bibliography.3®

Authenticity of Sources

Sources of important information for users, of course, lie not only in the
texts, images, and tunes but also the very physical medium of artefacts. In
the case of broadside ballad gatherings, a key concern is how these items
have been preserved, which leads especially to the so commonly consumer-
created “blocks.” The material formatting of the artefacts as archived is
also closely connected with issues of the restoration and conservation of
these documents, and furthermore—though the connection may not be
immediately apparent—the creation and presentation of them in digital
images. In fact, both restoration and digitalization involve alterations in
our perception of material artefacts, and thus also a shift in the potential
meanings that such artefacts convey.

Looking back to their being made publicly accessible in their own time,
we can with confidence say that broadside ballads were sold in the form
of folded sheets or bound gatherings of broadside ballads. At what point in
the passing from printer to seller such folding or assembling of the single

36 Bydzovska, “Metodika.”

37 “Spali¢ek. Digitalni knihovna kramé¥skych tisk.”

38 Nérodni knihovna CR, “SKC—Souborny katalog Ceské republiky”; Narodni knihovna CR,
“KPS—Databaze Knihopis.”



146 DUFKA, HOLUBOVA, FROLCOVA, BYDZOVSKA, MACHOVA, GLOMBOVA, MACHACKOVA

sheets occurred is not as certain. But once marketed, we do know that
their new owners then sewed the folded or gathered pages, thus further
assembling them into a larger group, according to their own personal
system (though often by theme) to create what we have referred to as
$palicky (blocks). This was a practical solution: binding individual broadside
ballads or chapbooks together into single volumes consolidated them into
one unit and helped to maintain them intact as well as to protect them
from damage and destruction.3® The traditional practice of creating such
blocks was then adopted by collectors, who used it as a way of collating
their items. Collectors had these blocks rebound, or in some cases they
rearranged the contents of them, usually according to topic. However, some
bound volumes were created by the authorities responsible for censorship
in order to collate the broadside ballad gatherings they were evaluating
and censoring. Frequently it was libraries and museums themselves that
were responsible for rebindings, as they replaced damaged blocks with
standard library bindings or bound separate broadside ballad gatherings
together to create volumes. The covers of these volumes were originally
the outer sheets of the chapbook, but the practice in libraries was to use
hard outer covers to protect all documents. Blocks that were preserved
elsewhere (i.e., not in libraries) were generally spared such interference.
The blocks in the collections thus had various origins, and we can observe
an increasing general trend towards respecting their material integrity.
A similar approach can be observed in the case of the physical condition
of these materials; many broadside ballad gatherings or entire blocks of
them were preserved in a very worn condition, and in the past, both private
and institutional collectors often attempted “repairs.” This means that
besides rebindings, we may also encounter various forms of historical
attempts at restoration. As has been mentioned in the introductory part
of this chapter, many broadside ballad gatherings have formed part of
institutional collections for more than a century, and they thus bear traces
of more or less invasive treatment. The most frequent types of intervention
included the addition of paper and the reconstruction of pages that had
only survived in fragmentary form, as well as the removal of cloth or leather
covers (including their bindings) and their subsequent replacement after
cleaning—which in most cases completely destroyed the original binding
system and altered the overall appearance of the block. Documentation
of the restoration is often lacking entirely. The present-day consensus is
that institutional interventions such as these should be respected as part

39 For more information, see the introduction.
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of the individual memory of each particular item. Present-day restorations
are restricted to basic conservation work (provided that it will not cause
further physical degradation) in order to protect the item from damage
during use (e.g., where paper is flaking off).

As well as carrying out critical evaluations of the current condition
of broadside ballad gatherings, it is also necessary to address the issue
of providing access to digital images—especially since the internet is
the main source used by numerous present-day studies and certainly by
the public at large. When formulating principles for the digitalization
of these printings, possible approaches should be considered depending
on the expected use of the images: focusing either on conveying the text
and image, or on the material substance of the artefact. However, a third,
and perhaps best, option integrates features of both. The digitalization of
blocks, as usual, poses a particular challenge because there are no extant
guidelines that would consolidate the different modes of digital access
adopted by individual institutions. Full dual digitalization (i.e., one that
would produce two sets of digitized images so as to account both for text
and image and for the material makeup, including formatting and aesthet-
ics, of any artefact), would be very costly and probably not convenient, so
a combination of both approaches is usually chosen. First, the physical
condition of the block is recorded by digital photographing of the whole
assemblage in its entirety from several different angles. Photographs are
then taken of the individual pages; these photographs are subsequently
cropped, straightened, and mounted on a dark background so that the
text can be read easily. Without this last step in mounting the images
online, some of the texts would remain illegible due to dirty paper, damage,
or bindings located too close to the block of text. The resulting digital
library presentation of the block offers the images of the entire block,
hence giving prominence to its materiality, while the individual broadside
ballads comprising a given block are presented so as to highlight the textual
properties.

OCR (optical character recognition) technology for converting im-
ages of black-letter types into electronic data that users can organize,
search, and modify is still in the process of development. Developing a
successful technology is made more difficult by many errors in popular
printed texts, including upside down or reversed letters, caused by careless
composing and proofing—in the interest of a fast and thus cheap turnout
by the printer—and the use of worn typeface and poor-quality paper.
In addition, OCR faces the difficulties of recognizing unusual Czech
graphemes as well as erratic, individualized spelling typical of printers
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or composers pre-18o0 globally. These challenges are currently being
addressed by several local and international projects. Promising results
have been achieved in the recognition of entire text sequences using
machine learning techniques beyond OCR, though these methods will
always be hindered by the low quality and especially the low quantity
of digitized texts available—a problem in dealing with any subgenre of
already relatively few surviving texts (as opposed to, for instance, archives
of twentieth-century newspapers).+°

Conclusions

The Czech tradition of institutional and private collecting of broadside
ballads is a long one. However, we can clearly trace the different approaches
that were applied by collectors, which can be divided into two groups. First,
and earliest, we find large-scale collection projects undertaken by major
institutions, which created links with similar such projects in central Europe
(also in other language communities). Their activities focused primarily on
recording the cultural heritage of folk songs, often transcribed by hand;
from this perspective, broadside ballads were viewed as supplementary
materials documenting the blending of traditional oral “folk” songs with
“artificially created” compositions (printed for mass-marketing). The second,
and later approach, which was employed most commonly by libraries,
has attempted to capture all aspects of those previously spurned printed
productions—though this methodology weakens the links between printed
artefacts and surviving manuscript or handwritten items, mostly records
of orally transmitted melodies.

The broadside ballads, having risen in esteem, are held on the one hand
by large libraries, museums and academic institutions and, on the other
hand, by small local institutions. This difference in holding sites is reflected
in divergent internal structuring of their collections, which represent
bibliographic (typical of large institutions, particularly libraries) and
ethnographic approaches (typical of smaller museums). This combination
is also reflected in the two forms in which broadside ballads have been
preserved—both as broadside ballad gatherings (i.e., separate printings)
and as such separate printings bound further together into volumes known
as spalicky (blocks). The internal classification of the large institutional
collections focuses primarily on identifying the text; it thus typically

40 FITVUT, “Project PERO”; University of Innsbruck, “Transcribus.”
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indexes titles, authors, information about the place and date of printing,
and the producer. Incipits and tune imprints are also indexed, and in
many cases the incipit further functions as a title, while the tune imprint
allows for links to be made between different broadside ballads which all
used the same melody. However, little attention has so far been devoted
to the visual elements (images) from either individual broadside ballad
gatherings or the chapbooks. The subject classification of broadside ballads
to date features a specific combination of title-based and content-based
classification.

The above data are most frequently recorded using the MARC 21 format,
though the TEI P5 format is also used to a lesser extent. Smaller museums use
local recording systems, and the interoperability of the data is problematic.
The main digital data aggregators for broadside ballads are the digital library
Spali¢ek (useful mainly for digitized broadside ballads) and the Czech
Republic Union Catalogue (a go-to for library entries).#

Finally, we have concluded, that the authenticity of documents should
always be evaluated with respect to the collection’s history (which is
not yet always the case). The origins of the bound blocks of gatherings of
broadside ballads and other items may vary, we find, depending on the
history of the collection and past institutional interventions. Restoration by
institutions in previous decades typically involved rebinding or unbinding
blocks, though now this practice has ceased with a shift in focus: the
material makeup of each artefact is now respected to a much greater
degree, so that only essential conservation work is currently undertaken.
We also see a move to protect documents from further degradation by
digitalization—though such good intentions can simultaneously lead to
tighter controls over collections that prevent some scholars from critical
access to study the material composition of the originals. Digitization
focuses mainly on conveying the text, while the materiality of the artefacts
(kind of paper used, nuances in inking, markings only infrared could
detect, etc.) plays a secondary role. Meanwhile, despite concerted efforts
to create digital standards, especially in the conversion of images of texts
into readable, searchable, and text-mining data, no unified set of such
principles yet exists. In sum, we have come a long way, but we still have a
longer way to go in order to achieve sophisticated data processing, including
ultimately international interoperability in the cataloguing of broadside
ballad collections.

41 Narodni muzeum v Praze, “Spaliéek"; Nérodni knihovna CR, “SKC.”
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Finding Justice: Punishment in
Broadside Ballads

Hana Boc¢kova

Abstract

Hana Bockova deals with broadside ballads about crime and punish-
ment. Bo¢kova shows that though often such reporting was criticized
in its time and by later scholars as unreliable, it in fact deserves serious
consideration as an influential literary and cultural phenomenon. Such is
the case even though authors held to recognizable and traditional motifs,
with frequent use of schematic elements familiar to European murder
ballads. Certainly, the narrated story she focuses on as a case study holds
to widespread motives of murder ballads. In particular, it served the
function of an abstract or exemplum—the need of its recipients to hear
of the restoration from a disrupted order to some form of reconciliation.
Still, Bockova claims, Czech murder ballads—however fuzzy their “facts,”
even at the time of the murders—recounted information that, though
stereotypical and attractively sensational, was also uniquely rooted in
Czech news. In sum, the account reported was in a crucial sense “true”

to Czechian regional facts.

Keywords: Murder ballad, crime, punishment, news, regionalism

The topic of crime and punishment is one of the most ancient issues

relevant to society. It is seemingly inbred in human nature that this topic

is reflected in texts spanning many centuries—some of them artisti-

cally accomplished works aimed at a literary elite, and others, popular

literature targeted at a non-privileged audience. The latter category of texts
include broadside ballads about crimes. Though often such lowly work

was derogatorily criticized in its time and by later scholars as unaesthetic

and crude, it in fact deserves serious consideration as an influential

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
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literary and cultural phenomenon.' Mass-marketed texts about crime
and punishment reached a wide spectrum of the population, including
not only the lower classes, for whom they were primarily marketed, but
also the very elite who might openly dismiss them and yet eagerly read
them as well. Bottom line: popular literature, especially songs of crime
and punishment, sold.?

Peter Liba,® thinking precisely about the prominence of literature
aimed at the “low,” points out the inadequacy of adopting a one-sided
(and derogatory) view of such popular texts as schematic, formalized,
and conventional. Instead, he recommends that in evaluating popular
literature, attention should be paid to how it reflects the cultural norms of
contemporary society. These norms arise from the process of establishing
the optimal form of its frequented genres, as well as from the need to reflect
the horizons of readers’ reception. These standardized traditions also to
a certain extent affect the initiative taken by authors, who are restricted
to the variant space (expected features) offered by the popular genre. In
this connection, Piotr Kowalski writes about the effect of “a special form
of censorship.”*

Broadside ballads about crime, morytdty (murder ballads), are a
specific subgenre belonging within the wider orbit of broadside ballads
addressing secular topics.5 Such non-religious topics reflect events in the
life of society more widely (political events, wars, natural disasters, new
social phenomena) and also in private life (family affairs, love, specific
features of interesting types of people, professions, social strata, etc.).%
The topic of crime (which often destroys human lives) and the need for
punishment (which, in theory at least, restores the disrupted order of
life) has always attracted people’s attention. This is not merely due to
a desire for sensationalism,; it also reflects a need for moral anchoring,
as well as (unfortunately) the constant attraction of the topic of violent
transgression, which has long kept crime at the forefront of audience

1 Onnegative assessment of Czech broadside ballads, see the chapter by Hashemi.

2 The extraordinary continuities across Europe in printing format, sensationalism, moralising
language, and other elements of execution ballads are described in McIlvenna et al., “Singing the
News of Punishment.” Thanks to Mcllvenna for pointing out this recent study. Unfortunately,
due to time constraints, the contributor could not fully include it in her chapter.

3 Liba, Kontexty, pp.16—17.

4  Kowalski, “Ballada dziadowska,” p. 22.

5  Neunzig, Das illustrierte Moritaten-Lesebuch, p. 270.

6  Voit, Encyklopedie knihy, p. 496. The common topoi and motifs of German murder ballads
are discussed in Cheesman, The Shocking.
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Figure 17. Punishing a criminal by hanging. Pfikladnd piser z spisu
vysetienosti Jozefa Kluga, [1833], MZK, sign. VK-0004.732.

interest. The corpus of secular broadside ballads analysed here covers a
range of subject matter and forms, and the mutual inspiration provided by
songs with various types of content and configuration led to the emergence
of numerous “transitional types,” in which crime songs overlap with other
kinds of secular songs. However, there are also crime songs that transcend
the boundaries of the “secular” and move towards or into the territory of
religious broadside ballads.

Jaroslav Kolar, analysing the dynamic process through which secular
broadside ballads developed, delineates two key phases.” The first phase
dates from the seventeenth century to the end of the eighteenth century.
During this phase, the material for broadside ballads was often bor-
rowed from elsewhere, especially from literature produced for purposes
of secular and moral entertainment. The story usually functioned as an
exemplum, illustrating a chosen thesis; in this way, broadside ballads

7  Kolar, “K periodizaci vyvoje,” pp. 97-101.
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were similar to the homiletic texts of the era. Emphasis was placed on
the moralistic ending that is typical of most broadside ballads, which
functions as a bearer of a contemporary ideological message. The second
phase dates from the end of the eighteenth century to the second half of
the nineteenth century. In this time period, as Kolar notes, the broadside
ballad takes a different approach to reality, moving in closer connection
with actual events. The story attracts more attention to itself, thus no
longer functioning as a “mere” exemplum. As in the English tradition, the
moralistic instructive ending becomes increasingly conventionalized, a
process accentuated by the use of topical rhetorical formulas which open
up space for future parodic versions. It should be noted, in this context,
that the existence of parodies of certain genres necessarily means that
those genres were widespread and familiar—and this certainly applies
to the murder ballad.

This chapter explores broadside ballads about violent crime originating
in Kolar’s second phase (from the end of the eighteenth to the second half
of the nineteenth century).® My aim is to determine whether his charac-
terization of broadside ballads generally also applies to the specific topic
of the murder ballad. I will thus primarily focus on the central theme of
such songs: violent crime resulting in death, and especially the subsequent
act of punishment. I will attempt to characterize the methods of literary
depiction of these acts that are applied by the broadside ballads’ authors,
the authors’ position in the narrative structure, and the means by which
their depiction of the specific crime and punishment are carried out. I
will also assess the ways in which the texts seek to meet their recipients’
expectations, both moral and secular, and contribute to the formation of
their worldview.

My research is based on a corpus of 200 texts from the historical holdings
of the Moravian Library in Brno (although I also take into consideration
modern critical editions of other broadside ballads).® This corpus comprises
texts dating from the end of the seventeenth century to the last third of
the nineteenth century that were published by printing houses in Bohemia
and Moravia (the main parts of the current Czech Republic). Many of the
printings lack details of location and date of the crime, so that it is only

8 My study does not include an analysis of songs based on older material, which has already
been addressed in the critical literature (e.g., in studies of prose texts for entertainment purposes).
9  The printings form part of the collections of the Brno branch of the Institute of Ethnology,
Czech Academy of Sciences, and the Moravian Museum in Brno. The following editions were
taken into consideration: Smetana and Véclavek, Ceské pisné kramdrské; Scheybal, Senzace;
Benes, Poslyste.
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possible to investigate the connection between a specific historical event
and its literary depiction in individual, relatively rare cases. The relation
between a text and a real-life event may also be complicated by the migra-
tion of content: stories that proved particularly popular can be found in
various different editions, printed in different places and at different times,
and published by different printing houses. However, the “truthfulness”
of these narratives should not merely be seen in terms of verifiable facts,
and in any case, that is not the aim of this study. The notion of truthfulness
should instead be viewed in a more general sense: in terms of successful
(widespread among the readers, but also profitable) literary representations
of a particular model of thinking about crime and punishment—a model
that was conditioned by their historical and social circumstances, and
which concerned the problem of violent acts disrupting interpersonal
relationships and the subsequent punishment for such transgressions.

When considering the reasons underlying the lasting attraction of murder
stories (as reflected in the long-term interest taken in them by both readers
and literary/cultural theoreticians), Jonathan Culler states that “[s]tories
[...] are the main way we make sense of things, whether in thinking of our
lives as a progression leading somewhere or in telling ourselves what is
happening in the world.”® This likewise applies to stories about human
crimes and their subsequent punishment. Such stories present often factual
information developed into the form of a literary narrative. But the “fictional”
narration should not be viewed merely as an attempt to capture readers’
attention by sensationalizing a series of events anchored within a specific
chronotope (that is, within a heightened discourse detailing the act of the
crime and punishment); murder broadside ballads—though they do play to
such sensationalism—also contain warnings, moral appeals, and ultimately
also spiritual consolation.

The model recipients of such murder broadside ballads—mostly less
educated people with relatively narrow life horizons—did not expect the
narrative to contain any surprising elements or unexpected revelations;
indeed, the plot and its denouement were usually described in the lengthy
title preceding the text itself, just as in English crime broadside ballads. The
necessary (and marketable) excitement was offered by the way in which
the story was told, the circumstances of the crime that was committed, and
the description of the punishment that was subsequently inflicted. These
elements provided a sensation of satisfaction, confirming the existence

10 Culler, Literary Theory, p. 83.
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of divine justice combined with secular powers which actively penalized
crimes. Culler states that

the narrative implicitly constructs an audience by what its narration
takes for granted and what it explains. A work from a different time and
place usually implies an audience that recognizes certain references and
shares certain social assumptions that a modern reader may not share
or, or for that matter, even understand."*

Studying murder ballads of the past are thus a useful tool for understanding
the cultural life of commoners of earlier periods.

Broadside ballads about crimes tend to present the narrated events in a
direct, chronologically ordered manner. They offer only a limited insight
into the actual events; rather, they move within the restricted horizons of
their constructed readers’ reception. However, I do not deny the fact that the
primary goal of these songs was to entertain their audiences, especially by
capturing their imaginations with colourful, even often gruesome descrip-
tions. A drastic event which disrupted the traditionally calm course of life
in a commoner’s “small world"—the world in which most of these stories
are set—brought a degree of sensationalism that may also have offered
such recipients a sense of emancipation from the drudgery of the everyday,
temporarily freeing them from the unimportance of their day-in, day-out
lives.

However, the narrative also had to have a strong moralistic potential—and
the characters, events, and denouements should also be interpreted from
this perspective. When considering such moralistic evaluations and the
ways in which they are incorporated into murder ballads, it is important to
take into consideration the conventions of the era. The morality of society
was inextricably bound up with religion—to such an extent that blasphemy
remained a criminal offence in both religious and secular law well into
the first half of the nineteenth century. I thus necessarily also focus in my
study of murder ballads on this integration of religious and secular spaces,
both physically and psychologically conceived, since both spaces can be
found in murder ballads, characterized, as we shall see, by a specific form
of coexistence. Most frequently, this intersection can be found at two peak
points of the narrative: at the moment when the crime is committed and at
the moment when the perpetrator is punished. It would be anachronistic
to attempt to separate methods of enforcing secular law from punishments

1 Ibid., p. 88.
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based on principles of religious faith, and vice versa. Nevertheless, it is
evident from the texts that the literary treatments of secular and religious
principles differ to some degree, a tension that I explore in more detail
later in this paper.

As has been mentioned, the aim of this study is not to explore the real-life
events upon which the authors of broadside ballads based their texts, or to
investigate the times and locations at which these events took place. How-
ever, it is necessary to bear in mind that the texts represented or formulated
happenings according to a generally acknowledged and comprehensible
plot line. Such narrative reformulation “is a way,” in the words of Culler,
“of shaping events to make them into a genuine story” (though “genuine”
aligns in many ways with “expected”). Culler further points out that any
plot “requires a transformation” of whatever might have been the real-life
happenings. He details the arc of such a transformed, narrative plot: “[T]
here must be an initial situation, a change involving some sort of reversal,
and a resolution that marks the change as significant.” In sum, he declares:
“A mere sequence of events does not make a story. There must be an end
relating back to the beginning.”?

This correlation between the beginning and the ending of the story can
be clearly demonstrated in broadside ballads about murder crimes. After the
crime is committed, the perpetrator is physically punished; moral postulates
are derived from the crime, which are primarily applied to the actors in
the story but are also applied in more general terms, being addressed to
the entire community of recipients—with the aim of shaping their moral
awareness and behaviour. In rarer cases, when the story does not culminate
in the perpetrator’s punishment (most commonly because the criminal
is not caught or dies prematurely), a different kind of conclusion must be
sought. Nevertheless, this alternative ending still has to correlate with the
beginning, and it also has to be capable of communicating a moralistic
message. In general, we can state that the “crime and punishment” plot was
easily identifiable by its audiences within the simple narratives characteristic
of broadside ballads, and that the consumer accepted the arc of the plot
with satisfaction. This in turn meant that later broadside ballads may have
imitated the “expected” plot, which was viewed as a guarantee of a successful,
that is, marketable broadside ballad.

In order for a murder ballad to be successful, it also had to feature other
characteristics related to the knowledge and values that were shared by
the narrator and his readers: the broadside ballad had to embody an

12 Ibid,, p. 85.
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understanding and respect for social conventions; predictable actions by the
characters involved in the action; formulaic, even schematic, psychological
frameworks; and a familiar narrative setting. In the introduction to the story,
the narrator typically outlines the initial situation, the nexus of relationships,
and animosities and conflicts; this prepares the groundwork on which the
plot—Dbeginning with the act of violence—can be developed.

One of the most frequent settings for violent crimes in broadside ballads
was the domestic family. Such texts typically document the disintegration of
traditional family structures as a result of the action of one family member,
resulting in the disruption of relationships between partners and/or dif-
ferent generations. The reasons leading to such a radical disturbance of
fundamentally close human relations are tragically archetypical: poverty,
avarice, alcoholism, and gambling, or feelings of humiliation and injustice
(as experienced, for instance, by a rejected suitor or denial of a child’s inher-
itance rights). A classic case is that of infidelity: it figures most prominently
as a motive for the removal of a husband or wife who stands in the way of a
new relationship. The unfaithful partner who murders his or her spouse, in
the logic of such crime ballads, deserves double condemnation: they have
broken two of the ten commandments (Thou shalt not kill and Thou shalt
not commit adultery). More rarely, murder may be presented as spurred
in reaction to infidelity or as a consequence of religious disagreements.
However, it is very common, as it is in the complications of real life, for these
motives to appear in combinations (avarice and infidelity, infidelity and
religious disagreements, avarice and gambling, alcoholism and poverty,
etc.). Less frequently, the crime is committed by family members against
a person from outside the family: the abhorred murder of a guest (who
according to traditional custom should enjoy the protection of their hosts)
reveals a family’s moral deviance. The crime thus impacts the reputation
and punishment of a family as an entity, eventually destroying it (for in-
stance, the mother kills the child that witnessed the murder and robbery
of the guest). However, there are cases which depart somewhat from all
such cited traditional “typology of crime.” Such deviations might recount
the murder committed in public, when an innocent person is attacked
(to the protests and cries of onlookers) and then killed.” This represents
a step towards another distinctive type of murder ballad which recounts
murderous events taking place outside the family circle, committed by
professional criminals. Later I will discuss some of these key types of
crime in more detail.

13 Pravdivd piseri o hrozny vrazdé, 1849, MZK VK-0000 696,piiv. 52.
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Whatever their trajectory, broadside ballads about violent crimes tend to
have a strongly emotive element; this is a key means by which the narrator
holds the various audiences’ attention, stimulates their emotional involve-
ment, and reinforces the fatal nature of the crimes as well as the justification
for the perpetrator’s punishment. Narrators do not try to conceal their
own emotional involvement; on the contrary, they display their emotions
strongly and attempt to evoke a similar level of involvement in their audi-
ences by characterizing the events (in the introductory part of the text)
as extraordinary. Common evaluative attributes that heighten emotional
investment in the murder plot include neslychand (unheard of) and Aroznd
(terrible) or straslivd (horrible). The introduction to the narrative frequently
develops into a lament about the “bad world” we live in, thus constructing
an emotional and moralistic perspective from which the narrated events
will be evaluated. Such strategic positioning also applies to the evaluation
of the characters whose representation (expressed in unambiguous terms)
usually enables the consumer to form a very clear understanding of the
“division of roles” in the narration into negative (the future perpetrator) and
positive (often the future victim). However, besides these explicit “black and
white” characterizations, these ballads also portray more realistically the
complexity of human nature. Significantly, there are some depicted cases
in which a character is presented in a more indirect manner, using more
implicit means of evaluation, as their criminal personality more gradually
emerges from their behaviour during the course of the text.

Not to be ignored, furthermore, is the important role played by non-central
characters, who serve to “flesh out” the plot and enhance its emotional
intensity (e.g., children running behind their father’s coffin at his funeral
following his murder). These more marginal characters are often members
of the extended family, neighbours, or members of the community as a
whole. They help to reveal the identity of the perpetrator, act as witnesses,
lament the victim’s fate, participate in funerals, and are present at the public
punishment of the criminal. They thus function as a kind of chorus, and,
in that role, they often comment on the events. Furthermore, the murder
ballad narrative sometimes features characters from beyond the immediate
orbit of the main protagonists, who have somehow participated in the
crime or are at least suspected of having done so. Leaving aside robbers
and brigands, these tend to be people from the margins of society, who
are traditionally subjected to defamation: gypsies, executioners, knackers
(persons whose business was the disposal of dead or unwanted animals),
innkeepers, nightwatchmen, and an array of people living outside the com-
munity and beyond its control. Widespread anti-Semitism is also reflected
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in the texts, as in this rather bizarre (in its beautiful imagery) passage that
opposes friendships with Jews:

RiiZe a tulipany Roses and tulips

v bodlak se ménéji, turn into thistles

neb kiestany s Zidma because Christians and Jews
kamaradsoft maji.'4 are friends.

The setting of the story—the scene of the crime—also has a supporting
function. Most commonly the setting is domestic—a home, a private space
for the micro-world of the family—which is suddenly destroyed due to the
terrible crime of a fellow family member. The violent event is all the more
shocking because it affects a place which is supposed to provide people
with safety and protection from the outside world. The domicile does not
need to be described in detail; the narrator merely traces how the events
pass through this crime scene—the parlour or other rooms, the barn, cellar,
or garden. The only contents of the household mentioned in the texts are
functional, as involved in the murder (beds, axes, etc.).

Despite the prevalence of the domestic space as the murder scene, the
crime may take place outside the home—such as in a forest or on a road,
where victims lack the usual protection of the domestic environment and
are particularly vulnerable because they are alone and unaccompanied,
without access to help. Less frequent settings are factories, which (more
frequently than other crime scenes) offer a social dimension to the nar-
rative—poverty as the cause of the crime. The setting of the factory also
presents the poverty of the murderer, who is sometimes forced to commit
the crime by their unbearable social/financial situation.

As has been mentioned, the first peak of emotional intensity in the
storyline comes at the moment of the crime, which is narrated in intensely
and explicitly expressive terms:

Celé télo ji popichal, He stabbed her entire body,

jesté s nozem krk podrezal, and he also cut her throat with the knife,
hlava ufiznut4 byla, her head was severed,

jenom na kiizi visela.'s only hanging by the skin.

14 Mord ukrutny, ktery se stal bliz mésta Teplice, [1822], MZK VK-0000.610,p¥iv. 3.
15 Janatka, Novd a Zalostnd piseri o jedné neslychané vrazdé, [between 1861 and 1880], MZK
VK-0000.681,pfiv. 41.
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Figure 18. Execution of a woman by guillotine. Novd piseri o
hrozné vrazdeé, [1865], MZK, sign. VK-0000.412,pfiv. 6.

Such emotionally detailed descriptions are enhanced by the exclamations
of both the narrator and the characters, which often resemble prayers
(thus indicating most intense fear and horror), such as “Jezi§ Maria Josef!”
(“Jesus, Mary, and Joseph!”); situationally determined addresses, questions,
or instructions such as “Pse!” (“You dog!”)'; and (though less frequently)
literary stylizations in the form of moving rhetorical monologues like “Ze
se tak velice koupas v mé nevinné krvi?” (“So, you are bathing deeply in my
innocent blood?”)."”

The second emotional peak of the narrative comes when the perpetrator
is captured, generally without any complications that could delay the arrest

16 Novd piseri o hrozné vrazdé, [1865], MZK VK-0000.412,ptiv. 6.
17  Piseri novd aneb mord ukrutny, [1820], MZK VK-0000.015,ptiv. 12.
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and increase tension, which was the case in Western broadside ballads as
well. There then follows an interrogation (generally with the use of torture),
followed by a swift trial and the perpetrator’s execution in the presence of
the public. The accounts of the barbaric public punishments of criminals
contained in the broadside ballads may tempt modern readers into mis-
interpretations if they compare these scenes with modern “behind closed
doors” executions, involving lethal injection or electrocution. It is therefore
useful to outline the cultural framework in which these acts took place.

The symbol of the place of execution as a stage on which a terrible the-
atrical act was performed is one which is frequently evoked in broadside
ballads.'® The use of torture during the interrogation was considered legiti-
mate, as it was during executions for particularly terrible crimes. Nobody
could be convicted without publicly confessing their guilt; the perpetrator
thus did so and was able to speak with those present before the execution.
These speeches were characterized by the expression of regret for the crime
committed and a powerful appeal to the morality of the public; although the
practice may appear theatrical, such speeches conferred a degree of dignity
upon the perpetrator. Van Diilmen adds that such scenes embodied a certain
tradition of “the art of dying” (ars moriendi).”® The texts of broadside ballads
frequently incorporate the perpetrator’s speech prior to the execution; these
were generally viewed as a distinctively personal topos, though they appear
to be mere literary stylizations rooted in previously existing customs. The
execution wasn't merely a spectacle, but an effective way of subjugating
the people to the state; the perpetrator’s death led to the restoration of the
disrupted order of the world.>°

In broadside ballads, the representatives of law and state power are

”«

designated as “the glorious provincial judiciary,” “the respected committee,”
or “the law.” They discharge their duties without emotions, only occasionally
“struck numb” by the bloody nature of the crime.* In the last act of the story,
the perpetrator is the protagonist. The description of the punishment varies
from text to text, ranging from general formulas, such as punishment by
imprisonment or death, to a detailed and gory description of the specific
execution. The punishment is usually not described in its entirety nor

as the sole focus of attention, however; instead, the author selects the

18 Van Diilmen, Kultur und Alltag, pp. 269—270.

19 Ibid,, p. 274.

20 Dibelka and Grulich, “Venkovska spole¢nost v poli vnitfnich konfliktd,” p. 574.

21 Prikladnd piseri o mordu, ktery se stalv Novojicinském kraji, [1862], MZK VK-0000.288,p¥iv.
43.
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most dramatic elements of the criminal’s interrogation, imprisonment
and penalty. The speaker’s focus, moreover, accentuates the spectacular
nature of this “theatre of death” and/or offers potential for moralistic
interpretations.

Reflection of Faith in the Czech Murder Ballads

The designation of murder ballads as “secular” reflects the fact that they
were anchored in actual experiences, in the lives of individuals and society
as a whole. However, if we take into account the fact that the experiences
of the songs’ recipients were inextricably bound up with religious faith—a
faith which led all to interpret the world and human existence as the work of
God—then some elements of these songs can be recognized also as specific
manifestations of contemporary belief and piety.

These religious elements sometimes take the form of prayers in the nar-
rator’s voice at the start of the story, drawing attention to the song’s moral
and spiritual meanings (though frequently they are concealed behind a lurid
sensationalism whose main aim was to attract the recipient’s attention and,
of course, very secular money). Sometimes, however, the prayers are voiced
by the protagonists. Such prayers appear most frequently at both emotional
peaks in the narrative—the criminal act itself and, especially, the execution
of punishment. As noted above, prayers, or at least devout exclamations,
are placed into the mouths of repentant murderers in prison or at the place
of execution, and their exclamations may even incorporate paraphrases of
biblical texts: “Ach, skaly, padnéte na mé! Tmava obloho, pfikryj mne!” (“Oh,
rocks, fall on me! Dark sky, cover me!”).>> A most moving prayer—in the
best case one which encompasses the entire community of recipients and
commends them to divine protection—might be placed at the very end of
the story. In some cases, not exactly expressive of religiosity, such prayers
are used to fill up the last blank pages of the printing. This latter point
should make us consider to what extent the traditional prayers so often
spoken by criminals are just that: the expected rote words of penitence
and not heartfelt repentance at all. The words of repentance are, after all,
topoi and urged upon criminals at the point of the punishment to act as a
moral/religious warning against sin to all of the onlookers; Are those words

22 Christ’s words: “Then they will say to the mountains, ‘Fall on us!” and to the hills, ‘Cover us!”
Gideons International, Holy Bible, Luke 23:30. See Mord ukrutny, ktery se stalv Moravé, [1818],
MZK VK-0000.048,ptiv. 49.
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spoken thus also heartfelt, or coerced, or a giving in to rote acceptance of
their designated role as condemned criminals?

Another sacred aspect of murder ballads, further condemning the
criminal, is the motif of the miraculous rescue of a witness to the crime
committed; this enables the narrator to make it clear that one or more
of the people present have survived the murderous deeds and can thus
function as proof. The character who is saved from the murderer’s attack
is assumed to be protected by a higher power and rewarded for their piety
not only in surviving the assault but also in providing the investigators with
awitness that certifies the crime. Here the miraculous helper is ultimately
God, a guardian angel, or saints to whom the surviving character prays;
the surviving character is often depicted carrying a printed prayer to the
miraculous helper(s).

Another topoi is the motif of God’s reward to a devout person who is
grievously injured by a murderer not in the form of salvation in this life,
but the next. The character does not want to die without receiving the
Eucharist, so instead of enjoying a miraculous recovery—a more typical
feature of religious broadside ballads, and one which would evidently be at
variance with the real course of events—a priest brings the dying victim the
Eucharist as a gift, enabling him or her to die “a good death.” The received
gift of the Eucharist opens up the path to salvation and grace—a path which
is not available to the other victims in the ballad (who died unexpectedly
and without due preparation and absolving of their sins). This is a frequent
motif which not only dramatizes the narrative plot (a mortally wounded
victim identifies the murderer, wails, prays, and waits for the arrival of
the priest), but also serves as a pious example to the recipient (and the
audience as a whole). Such religious components of the narrative usually
reach their peak in an act of spiritual ceremony comprising a church funeral
for the victims attended by the entire community. The festive atmosphere
is accentuated by the ringing of bells, the celebration of mass, and the local
priest’s sermon, alongside the weeping of neighbours and the family of the
deceased (especially orphans) lending emotional force to the proceedings
and appropriately qualifying the jubilation.

In some cases, more space may be devoted to the religious than to the
secular aspects of the narrative, especially when the story is not sufficiently
elaborated and does not offer the option for a traditional ending (that is,
the punishment of the perpetrator). Even here, however, the story may
have been horrific enough to be “attractive” and marketable—both typical
features of broadside ballads about crimes—and it may also have offered
space for moralizing. This is the case in a song about a pregnant woman
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murdered in a forest by brigands who cut her unborn child out of her body
in order to take its hands (which were believed to possess magical powers
to protect criminals). This simple, though grotesque, story is accompanied
by the above-mentioned common motif according to which a devout person
cannot die until they have received the Eucharist. The remainder of this
specific text is made up of an explanation of why it is important to honour
the Eucharist and the Virgin Mary with her child; Mary’s childbirth in
the Bethlehem manger is presented as a precursor to the suffering of the
pregnant woman in the story, who loses her baby even before childbirth.?

Conclusion

At the beginning of this chapter, I cited my allegiance with Kolar’s deline-
ation of two phases in the development of broadside ballads. (First from
the seventeenth century to the end of the eighteenth century, the second
from the end of the eighteenth century to the second half of the nineteenth
century.) The texts examined in this study (mainly dating from the first
half of the nineteenth century) substantiate his second phase allocated to
the period from the end of the eighteenth century to the mid-nineteenth
century. Kolar, we should remember, states that a characteristic feature
of this phase is the stronger connection between the narrated stories and
historical events, meaning that the story loses the function of an abstract
exemplum that was typical of the previous, first developmental phase. In
my opinion, however, Kolar’s phases are delineated too broadly, and they
do not enable us to discern more detailed internal differences and develop-
ments in the Czech broadside ballad; if Kolar’s characterizations hold true
for broadside ballads as a whole, then the material analysed here (mostly
dating from the first half of the nineteenth century, with only occasional
exceptions) should be typified by a persistence of previous traditions. The
texts should recount information that was attractively sensational, yet
still in a traditional way, with frequent use of motifs and other schematic
elements. In Kolar’s theory, in sum, the exemplary nature of the narratives
(and the associated moral appeal to recipients) can still be clearly discerned.
This theory evidently corresponded with the tastes of model recipients of
broadside ballads of the period. The postulates associated with the topic
of crime and punishment in broadside ballads from the first half of the
nineteenth century (including the need for the restoration of the disrupted

23 Piseri 0 hrozném mordu, [1861-1870], MZK VK-0000.511,ptiv.12.
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order and reconciliation both in religious and secular terms), as well as the
manner of their literary presentation, are still rooted in the traditions of the
previous phase of development of broadside ballads. I would only qualify,
as evident in this paper, that we also witness much deviation from this
phenomenon—not as a contradiction but a qualification of Kolar’s thesis.
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8. Broadside Ballads and Religious
Pilgrimage Songs: The Virgin Mary of
Vranov

Marie Hanzelkovd

Abstract

The paper by Marie Hanzelkova describes the very popular and topical
(atleast at the time of writing) phenomenon of Czech broadside ballads:
pilgrimage songs. Through a case study, she analyses the pilgrimage broad-
side ballads to a local pilgrimage site named Vranov. She focuses on the
especially distinctive but also typical means of presenting and promoting
Vranov (and by extension, all pilgrimage sites). Hanzelkova particularly
illustrates that pilgrimage broadside ballads, such as those about Vranov,
primarily played a unifying role even though they also often reflected
historical stereotypes and long-standing rivalries between national and

religious groups—all or any of whom might visit pilgrimage sites.

Keyword: Pilgrimage broadside ballad, Virgin Mary, Vranov, religion,
recatholicization

In this study I will analyse broadside ballads related to the pilgrimage site in
Vranov. Besides exhibiting features that are also typical of other pilgrimage
sites (such as a long tradition stretching from the Middle Ages to the present
day and a striking setting in the landscape), Vranov also has certain unique
features—it is a contact point between two vernacular languages and ethnic
groups (Czech and German) and, viewed from a diachronic perspective, also
two different confessions (Catholic and Lutheran). Despite the specificity
of Vranov’s multiple assemblages, its drawing together of oppositional
elements is common to pilgrimages sites. For this reason, songs about Vranov
make for a very telling and exemplary study. In sum, even though it was

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
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a relatively small pilgrimage site, known mainly locally (that is, within a
relatively small geographical region), Vranov was in its own special way
representative. Drawing on broadside ballads centred upon Vranov, then,
I will explore the typical means of presenting and promoting pilgrimage
sites. Here, we find, song is critical. Pilgrimage broadside ballads such as
those about Vranov, as we shall see, despite drawing together various social
and national groups, nevertheless primarily played a unifying role. Such
is the case even though they also often reflect historical stereotypes and
long-standing rivalries between national and religious groups within the
larger society of the Bohemian Crown lands.

Pilgrimage songs are a frequent type among Czech broadside ballads. But
although their importance has previously been reflected upon in some scholarly
studies, outside of a narrow circle of experts, they are often neglected or viewed
in problematic terms.! The fact is that pilgrimage songs were so important to
their period that they demand much more attention and in-depth study. It is
clear that they were uncommonly popular at the time when they were pro-
duced; they were the religious popular literature for contemporaries. Treasuring
them, however cheap and ephemeral they might have been, the populace
bought them as souvenirs of their pilgrimages, or took them home as gifts for
loved ones. They were often bound together to create a volume of chapbooks
such as have been referenced in previous papers: an assemblage of broadside
ballads, sometimes together with other cheap writings, which together were
known as a “block” ($palicek) and, in the case of pilgrimage broadside ballads,
functioned as a customized personal hymn book. Pilgrims sang select songs
either communally or individually, and they also read them aloud or silently
to themselves in an expression of meditation.? Pilgrimage broadside ballads
were also sometimes used for purposes of interior decoration—hung or pasted
up on domestic walls. So displayed, they were often viewed as performing a
protective function (for instance, functioning as a guardian of a woman during
pregnancy or childbirth). Likely, like other devotional items, they sometimes
even accompanied their owners into the grave.

1 Important scholarly works on pilgrimage broadside ballads include Malura and Ivanek, Horo
krdsnd; Slavicky, “Kramatsky”; Holubov4, “Odraz”; Kalista, Ceskd. However, historical studies
of Vranov do not mention pilgrimage songs at all (Mihola, “K problematice”). Some members
of the Catholic Church living in larger cities also have a rather negative attitude, even regular
participants in the pilgrimages. Brno priest Jakub Ttima, who regularly organized pilgrimages
to Vranov, described them in an interview as “Terrible songs with 30 or more stanzas” (Jakub
Téma, personal communication, June 27, 2018). However, in some regions (south and east
Moravia), pilgrimage songs are very popular thanks to the general popularity of folklore.

2 Kafka, Ddrek, pp.197-203; Malura and Ivanek, Horo krdsnd, p. 57.
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Pilgrimage songs together with other pilgrimage chapbooks (consisting
more broadly of prayers, holy cards, and the like) were cheap, small, and
distributed at places along the journey to sacred places, at fairs, or by door-
to-door vendors. They could thus be printed off and disseminated quickly,
boosting the renown of the pilgrimage sites to which they specifically referred.
These songs can also be found in pilgrimage books, as well as in printed hymn
books (though, in the latter case, to a much lesser extent, as hymn books
tended to contain a more general repertoire); we also find them in manuscript
hymn books (especially used by the “elder brothers” or celfot7i/Zellvater, that
is, those who led pilgrimage processions and sang the lines of the hymn first,
to be repeated by the pilgrims, in a “call and response” common to the oral
tradition) and in records of oral tradition.3 However, by far the most common
mode of dissemination pilgrimage songs was through broadside ballads.

The History of the Vranov Pilgrimage Site and the Virgin Mary of
Vranov

The village of Vranov is located in south Moravia, around 15 kilometres north
of Brno.# According to the foundation legend, in 1240 a blind nobleman
miraculously gained the power of sight; Baroque authors stated that he was
the Moravian Marshal Vilém (William). He is said to have lost his way in
the forests, so out of fear he began praying to the Virgin Mary. She appeared
to him between two oak trees and instructed him to build a church. Vilém
had the necessary timber taken to a nearby hill, but during the night it was
miraculously moved to the place where the Virgin had appeared. Vilém
therefore ordered a wooden church to be built at the site, after which he
was miraculously cured of his blindness.5

Vranov’s role as a pilgrimage site was later suppressed under the influence
of the Reformation; Lutheran preachers were active there from 1505 to 1614.
But a major change occurred at the end of the sixteenth century, when Vranov
was acquired by Maximilian of Liechtenstein. Originally a non-Catholic,
Maximilian later converted to Catholicism.® In 1622 he had a new church built

3 Collections of the EUB.

4 InBrno and the surrounding region there are several pilgrimage sites: in addition to Vranov,
these include Tufany and Kitiny; within Brno itself, there were also pilgrimages to the devotional
image of the Madonna of St. Thomas (Madona Svatotomska).

5 Talbert, Wranoviae, cited in Kalista, Ceskd, p. 101.

6  Upon conversion, Maximilian also lived out the rest of his life as a monk in a monastery;
Kalista, Ceskd, p-97.
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on the very site of the old Vranov wooden structure (the Church of the Nativity
of Mary), and adjacent the church, he established a monastery known as Aula
Virginis (The Court of the Virgin).” Maximilian and his wife, Catherine, invited
members of the Order of Minims to come from France to run the monastery.®

However, the Thirty Years’ War continued to rage in Germany and Central
Europe, and both travel to and habitation in even Czechia was dangerous.
In the spring of 1645, the Minims in Vranov were forced to flee from the
advancing Swedish forces; they took refuge in a nearby castle (Novy Hrad),
but the Swedes captured the castle. Later, remains of a crucifix and a wooden
statue of the Madonna of Vranov were found among the ruins. This discovery
sparked new renown for the site during the Baroque era that followed (ca.
1620-1775), and a second Vranov legend arose.

Under the Minims’ management, Vranov had flourished as a popular
pilgrimage site, but with the seeming “miraculous” survival amongst the
nearby ravaged castle of the Vranov crucifix and statue of Madonna, it
became even more so—attracting visitors from Moravia, Bohemia, and
other provinces of the Habsburg Empire, including Hungary and Lower
Austria.® Still, not even the end of the Thirty Years’ War brought lasting
peace, and the region was threatened again on several occasions, this time
by the Turks." Suffering as well from religious intolerance, the Minims’
convent (like many other such institutions in the Habsburg Monarchy)
was closed in 1784 as part of Emperor Joseph II's restrictions on religious
observance. Adding injury to insult, the convent was partially demolished,
and the adjoining church became a mere parish church. Pilgrims continued
to visit the site, but here, too, we witness the forces of change. Previously,
Vranov had attracted pilgrims from all social groups, including the elite;
but following the Josephine restrictions, the less privileged strata of society
(rural and lay people) favoured the site more. Still, the cult of the Vranov
Madonna survived in this transmuted form; it even persisted during conflicts
in the nineteenth and twentieth centuries—both world wars, the Nazi
occupation, and the communist regime. In 1992 the Minims’ convent was
reopened, and the monastery was gradually revived. Vranov continues

7  This name is also reflected in the German name for the village, Frauenhof.

8 Ludvikov4, “Pauldni,” pp. 58-59.

9 From1679 to the twentieth century, Vranov was a regular destination for pilgrims from
Poysdorfin Lower Austria, who gave thanks for having survived the plague. In 1892 the Vranov
priest Antonin Weinlich recorded thirteen annual pilgrimage processions by Bohemian Germans
and two by Bohemian Croatians. The jubilee pilgrimage (1890) was attended by 60,000—70,000
pilgrims. Weinlich, Maridnské, pp. 145-149.

10 Ludvikov4, “Pauldni,” p. 6o.
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to be a popular pilgrimage site visited not only by organized groups, but
also by families and individuals. However, it no longer hosts the formal
processions of pilgrims wearing ceremonial clothing, carrying banners,
and singing pilgrimage songs.

Although a relatively large quantity of Baroque literature (in Latin, Czech,
and German) deals with Vranov, none of these texts mention songs." Songs
about Vranov have survived mainly in the more popular form of pilgrimage
broadside ballads.**

Pilgrimage Songs about the Virgin Mary of Vranov

Pilgrimage songs are mainly defined on the basis of their use in the very act
of making pilgrimages; technically, the definition does not refer to textual
or melodic patterns, but rather the purpose and function of the songs.*
Pilgrims sang these songs as a group during their journey or at the pilgrimage
site itself. Their songs usually mention the name of a specific pilgrimage
site as part of their title and in the text of the song, and they often reflect
specific features of that site’s religious culture and rituals.

I base this study on my intensive analyses of pilgrimage broadside ballads
from an extensive set of their assemblage: the large collections of the Mora-
vian Library and the Library of the Czech National Museum, the Institute
of Ethnology at the Czech Academy of Sciences, the Regional Museum
in Chrudim, and the Museum of the Bohemian Paradise in Turnov. I also
worked with items assembled by the University of Ostrava from Moravian
institutions.* To date, I have recorded 273 printings of broadside ballads about
the Virgin Mary of Vranov. All these broadside ballads are in Czech; the only
surviving German texts are three prayers to the Virgin Mary of Vranov.'s

1 E.g, Talbert, Wranoviae.

12 There are also isolated examples in some pilgrimage guides for Mariazell and in unprinted
hymnographic sources from the twentieth century, e.g., Sléz, Uplnd. Doubravsky, Doplnék; Vesele,
prekrdsné, 1954, EUB A 914/103; Na vranovské hore, 1955, A 514/139.

13 Malura and Ivanek, Horo krdsnd, p. 61.

14 Ibid.

15 The collections of the National Museum are more balanced in terms of the number of Czech
and German prayers published in the form of chapbooks. In the opinion of their curator Iva
Bydzovska (personal communication), German broadside ballads may have been neglected by
collectors whose main focus was on Czech-language songs, or they may have been destroyed
or lost during the Second World War or as a result of the mass expulsions of German-speakers
from Czechoslovakia that took place from the spring of 1945 onwards; Iva Bydzovska, personal
communication, June 21, 2018.
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The repertoire represented in this corpus of collected material comprises
46 different texts. Of these survivors, 11 are specifically about the pilgrimage
site at Vranov, while 5 exist in versions about both Vranov and Mariazell, and
29 represent versions for Vranov as well as other pilgrimage sites. Twenty of
the broadside ballads give tune imprints. The others either completely lack
information on the melody or refer either to a general melody or feature the
phrase “has its own melody” (which denotes that the concrete song had a
special melody, not a melody of another song). The melodies of two of the
broadside ballads have been preserved thanks to transcriptions from the oral
tradition.’® Most of the songs are anonymous; only in three cases (from the
nineteenth century) is the author’s name given. In view of the fact that the
three editions of the song “V8ecko se raduje” (“All is joyful”) give different
names for the author, we should approach such authorial information with
caution; the name of the author could in fact have referred to the publisher
or the person who later modified the broadside ballad."”

Most of the surviving repertoire for Vranov is more recent than for other
pilgrimage locales, despite the fact that the site’s history reaches back to
the Middle Ages. Most printings are undated. A total of six broadside bal-
lads date back to the period before the Josephine reforms (e.g., abolition
of “unnecessary” orders in 1782, pilgrimage ban in 1784); they were mainly
published in Brno. But the number of dated broadside ballads about Vranov
grew rapidly around 1850 when most of the broadside ballads were published
by a printing house in the town of Litomysl. (The Brno printers focused on
different production than broadside ballads, e.g., official documents. How-
ever many smaller printers specialized in printing of chapbooks, including
broadside ballads.)*® The increase in production mainly concerns the two
most frequently preserved songs: “Dobry den vinSujem tobé, 6 Maria” (“We
wish you a good day, oh, Mary”) and “Vesele, prekrasné ja zpivati budu” (“I
will sing joyfully and beautifully™9). Although we must recognize that many
printings likely have not survived (and possible specific features of their
printed assemblages), we can deduce that these two particular songs were

16  Vesele, prekrdsné, 1954, EUB A g14/103; Na vranovské hore, 1955, EUB A 514/139.

17 Zdzracnd piset, [1880], MZK VK-0000.058,pFiv. 12.

18 I collected a total g6 broadside ballads from Litomysl; the next most frequent places of
origin (18) were more distant—Znojmo and Tésin.

19 Ndboznd piseri k Panné Marii, [1779-1822], ST1-0087.425,ptiv. 37; Vroucnd piseri o blahoslavené
Panné Marii, 1866, MZK VK-0000.527,pfiv.26. These broadside ballads also exist in versions for
numerous other pilgrimage sites. The broadside ballad “Vesele, piekrasné ja zpivati budu,” for
instance, has both a Slovak and a Polish version. See Droppova and Krekovi¢ova, Pociivajte,
p- 105; specifically, the chapter by Szturcova.
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Figure 19. The oldest image of the Vranov Madonna in
preserved broadside ballads. Piseri novd k Panné Marii
Vranovské, 1762, MZK, sign. VK-0000.780,pfiv. 49.

most likely “Vranov bestsellers,” which continued to be printed repeatedly
throughout the entire nineteenth century, hence their higher survival rate.
From a quantitative perspective, publication of the dated Vranov broadside
ballads reached a peak in the 1850s (38 printings), but after that high point
their production went into decline.*® Nevertheless, some of the broadside
ballads persisted in the oral tradition well into the mid-twentieth century.
The history of the production of Vranov broadside ballads is mirrored in
the illustrations accompanying them. The oldest of these printings are often
not illustrated. But with the rise of Vranov pilgrimage broadside ballads in the
nineteenth century, we find more woodcut images on the sheets—though,
as befits cheap literature, they are typically rustic and schematic.*
Indeed, as typical of recycled literature, we find images of the Vranov
Madonna specifically only in a minority of the repertoire (59). Most of the

20 Inthe middle of the nineteenth century, censorship eased, which is probably reflected in
alarger number of dated printings. In the second half of the nineteenth century, production of
broadside ballads generally declined, and the phenomenon subsided.

21 Kalinov4, “Kult,” p. 10.
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Figure 20. Many Vranov broadside ballads contain
images of “non-Vranov Madonnas.” In this picture, the
other iconographic type (Madonna of Kitiny) is even
verbally marked. Chvalozpév k Panné Marii Vranovské,
1854, MZK, sign. VK-0000.287,pfiv.33.

printings feature other iconographic types from Moravia, Bohemia, and
Austria (the Madonna of Mariazell), illustrating and allowing for reuse of
the woodcuts.

In terms of content, we find that Vranov broadside ballads mostly glorify
or supplicate; more specifically, collective or individual speakers thank the
Virgin Mary for her good deeds as well as ask for protection and assistance
with everyday concerns (a good harvest, help to recover from sickness) or
with extraordinary inflictions (plague, war, fire, famine). Some of the songs
take the form of a dialogue between the pilgrim(s) and the Virgin Mary,
with alternating utterances by the speakers (Mary is commonly portrayed
as a mother and the pilgrims as her children, or she is represented as the
pilgrim’s lover). Almost all of the broadside ballads end with an existential
request to help the pilgrim enter heaven when the hour of death arrives.
The texts, furthermore, often reflect other typical pilgrimage practices; they
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mention the length of the journey and the difficulties encountered along
the way, kneeling as supplicants in front of the devotional image of Mary,
and departing, however reluctantly. They also as a rule blend elements of
secular and religious discourse; meditative texts, for instance, alternate
with prayers for rain and a good harvest, for the monarch, or for a particular
military victory. The songs contain recurrent pilgrimage formulae (such as
“milionkrat bud pozdravena,” i.e., “be greeted a million times”), conventional
epithets (“krasné mistecko, $tastny vrch,” i.e., “beautiful place,” “lucky hill”),
and collective forms of schematic address (“mili poutni¢kové,” i.e., “dear
pilgrims”). The stylistic range and artistic quality of the songs vary widely;
the texts from the eighteenth century often employ more sophisticated
biblical and Marian symbols and metaphors, while the nineteenth-century
texts, reflecting their proliferation as a popular form of print, are written in
simple language, with numerous diminutive forms and frequently repeated
key words—for instance, “Vranov, Vranovska Maria” (“Mary of Vranov”)
and “Vranovska Maticka” (“Mother of Vranov”).

The Presentation of the Pilgrimage Site

Among the formulaic features of pilgrimage broadside ballads is the
celebration of the pilgrimage site itself; one main function of a pilgrimage
broadside ballad was to boost the pilgrimage site’s prestige and fame.** Some
scholars have even identified a subgenre termed “promotional pilgrimage
songs.”3 In the Vranov broadside ballads and (in my scholarly observations)
in pilgrimage songs generally, we can observe three ways by which the
pilgrimage site is promoted: in using stories, landscape descriptions, or
direct appeals.

Promotion Using Stories

Narrative songs are among the most frequent type of pilgrimage broadside
ballads, and most of such narratives present versified versions of foundation
legends of the site. Alternatively, they more prosaically describe the site’s
history. Less frequently, they narrate “historical” stories of miracles, the
lives of saints, or other exemplary accounts of the site’s fame. Occasionally,
sensational news songs link the pilgrimage site with an exciting story, such

22 Holubov4, “Mariazell,” p. 196.
23 Malura and Ivanek, Horo krdsnd, p. 63.
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as a murder.># The pilgrimage narratives, most importantly, in one way or
another, integrate the present day (when the pilgrimage is undertaken) with
the past, emphasizing the long tradition of the site and its eternal sacredness.

Although broadside ballads narrating a foundation legend can usually be
found among the oldest examples of the pilgrimage repertoire, in the case
of Vranov, such is not the case (the earlier ones might not have survived to
be collected). Foundation legends among the surviving texts do not appear
until the end of the eighteenth century. Probably the oldest broadside
ballad containing the foundation legend is “Vychvalujte, pahrbkové, lesy
a doliny” (“Give praise, you hills, forests and valleys”)?5; this song contains
typical Baroque motifs derived from the landscape, often figuring the
mythic nightingale, who acts as the narrator and the pilgrims’ guide.?® The
pilgrimage site is in the song described as “Vranov, Dviir Panny nazvany”
(“Vranov, known as the Court of the Virgin”). This line refers to the name of
the oldest surviving Vranov pilgrimage book written in Latin by the Minim
friar Francois Talbert.*” The text contains three narratives featuring motifs
of light and darkness, which also symbolize spiritual enlightenment or
blindness. The first Vranov foundation legend about the blind nobleman
Vilém evokes such imagery; it refers to the biblical image of the light under
the bushel that can never be entirely hidden.?® This text appears to have
been written by an author with some literary experience especially in
religion.”®

Foundation legends also appear in some of the later broadside ballads,
though here one detects the popular secularization of the authors and
their motifs. The older narrative broadside ballads are more sophisticated
and elaborate, giving more biblical details, in their attempt to explain
the sacredness of the Vranov site and even in integrating secular and reli-
gious elements. By contrast, the narratives in the later broadside ballads,
evidently in an appeal to a wider, not erudite audience (and especially not
erudite in nuances of biblical history) tend to be briefer, often adapted, and

24 Ibid,, p. 62.

25 Pisen historickd k [...] Panné Marii Vranovské, [1781-1800], MZK VK-0000.075,pFiv. 45. It seems
that the Vranov broadside ballad was inspired by the pilgrimage broadside ballad “Poslouchejte
pahrbkové, lesy a doliny” (“Listen, you hills, forests and valleys”) celebrating the larger Czech
pilgrimage site Svat4 Hora.

26 For a discussion of the motif of birds in the context of Marian devotion, see Smyckova,
“Marianska.”

27 Talbert, Wranoviae.

28 Mark 4:21-25.

29 Hanzelkov4, “Obraceni’,” p. 105.
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simplified. The texts still retain some remnants of Baroque biblical and
mythic symbolism, but their multiple layers of meaning are lost. Exemplary
of this reduction in religious and mythic density of the earlier broadside
ballads, the nineteenth-century printed pilgrimage songs typically include
adaptations of legends connected with other pilgrimage sites—a type of
recycling—that often make little sense in the context of Vranov. Again, in an
appeal to a more popular audience, some texts also feature non-aristocratic
heroes, such as an apprentice woodcarver and a blind shepherd boy. Such
a “recycled narrative” with a non-aristocratic hero is found in a broadside
ballad “Ach, jak $tastny den nam nastal” (“Oh, what a happy day has come”),
telling the story of the plundering of the castle at Plumlov (dated by the song
as 1623, historically 1643).3° The text opens with a thrilling description of
the Swedish cruelty to the “Christians.” Thanks to the divine intervention of
God and Virgin Mary, however, the Swedish king is shot dead by a poacher:

Vsak z boziho dopusténi $vejdsky kral sviij konec vzal,
neb v tom lese v prazdné lipé€ jeden raubsic nan ¢ihal
z Otinovce byl rozeny, Smehlik mél pfijmeni,

v tom misté kréle zastielil, Bih mu pozehnal zbrani.

But divine intervention brought an end to the Swedish king,

as in that forest, in a hollow lime tree, a poacher lay in ambush,
he was born in Otinovec, his name was Smehlik,

he shot the king dead at that place, God blessed his weapon.

After this dramatic opening, the text reverts to being a typical pilgrimage
song. Despite its compelling specificity, the broadside ballad also exists in
versions for other nearby pilgrimage sites (Svaty Kopecek and Dub). In other
words, it hardly serves as an origin legend for the pilgrimage site of Vranov;
it was evidently well known in the region more generally.3!

30 Novd piseri k Panné Marii Vranovské, [early nineteenth century], VMO E 16358.

31 At the time of the Thirty Years’ War, Dub was not yet a pilgrimage site. It is thus likely
that the song wasn’t originally written for Dub (Malura and Ivanek, Horo krdsnd, p. 252). None
of the printings are dated; however, we can estimate their dates from around the turn of the
nineteenth century. Songs for large pilgrimage sites were usually accommodated to fit smaller
sites; this would indicate that the Svaty Kopecek version, celebrating a large pilgrimage site,
was the original version. Svaty Kopecek and Plumlov are both located in the region of Han4;
while Vranov, which offers yet another version of the song, is further away, it is clearly not so
far that the legend of foundation didn’t easily travel there, just as pilgrims themselves travelled
long distances.
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Vranov, we've noted, continues to be a popular pilgrimage site and source
of both oral and broadside ballad pilgrimage songs. Among the most recent
Vranov broadside ballads is a text representing the genre of sensational
news song (a relatively rare but persistent type). By embracing “news,” such
broadside ballads fully engage in the thrust toward the popularization of
what were originally more biblically erudite and local pilgrimage songs.
Secular news is not only embraced by the populace at large but spreads fast.
From the very first lines, “Malicko se pozastavte, kiestané rozmili” (“Stop
awhile, dear Christians”), we read and hear a typical formula of address used
in secular broadside ballads.3* As befits sensational legends, the narrative
is situated in a faraway Palatinate (today the Pfalz region of Germany). The
story is gripping: On the advice of the devil, a husband embarks on a life
of crime, made horrendous when he and his confederates rip an unborn
child from its mother’s womb. The woman appeals to the Virgin Mary of
Vranov, and thanks to her intervention, the criminals are swiftly subjected
to secular justice. Though the woman and her child die, they comfortingly
receive last rites, whereas the perpetrators are executed. The broadside ballad
ends with an appeal to dying women, advising them likewise to appeal to
the Vranov Madonna in times of need. To pregnant women especially, it
promises that thanks to “this short prayer [the woman’s invocation of the
Virgin Mary of Vranov], your child will come safely into the world.” The last
stanza added a touch of evidence to boost sales; it points to the popular
use of broadside ballad songs in chapbooks as a means of both divine and
personal protection.33

Compared with pilgrimage books or artworks—and further indication
of their popularization—the Vranov broadside ballads take a very loose
approach to the foundation legends or history of the Vranov pilgrimage site;
that is, they represent a set of constantly adapted narratives. The legendary
blind nobleman called Vilém is in the broadside ballads mistaken for the
historical founder of the monastery, Prince Liechtenstein. The miraculous
statue of Virgin Mary of Vranov is found by the Margrave of Moravia Vilém
in an oak tree, or it is brought from eastern lands by St. Cyril, or it is found in
a field by a man named Josef Gument, who unsuccessfully attempts to take
it to local politicians.34 Besides the “official” Vranov narratives contained

32 Piseri Zalostnd, [after 1840], MZK VK-0000.802,p¥iv. 47.

33 The Vranov text is evidently an adaptation of an older song to the Virgin Mary of Karlov
(Prague). It also exists in a version to the Madonna of Frydek. For such recycling, see further
examples I give in the text of my paper.

34 Hanzelkov4, “Obraceni’,” p.107.
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in pilgrimage books or depicted in paintings in the Vranov monastery, the
pilgrimage songs also invent, or more often adapt from other songs, new
Vranov narratives; all coexist with the official stories, mutually influencing
each other.

Clearly an oral or “passed along” version of the stories influences a par-
ticular telling. The French historian Pierre Nora sees pilgrimage sites as
places of collective memory, “where one finds the living heart of memory.”5
Expanding upon this thought, Nora emphasizes the dialectical nature of
such an aggregate memory:

It [communal retention of tradition] remains in permanent evolution,
open to the dialectic of remembering and forgetting, unconscious of its
successive deformations, vulnerable to manipulation and appropriation,
susceptible to being long dormant and periodically revived. [...] Memory is
a perpetually actual phenomenon, a bond tying us to the eternal present.3®

Pilgrimage broadside ballads can be viewed as just such a medium of
evolving collective memory. Stories about a particular pilgrimage site
have been remembered and forgotten, altered and distorted. However,
even in secularized news stories, they have always brought pilgrims
into contact with the sacred (embodied by the specific pilgrimage site),
expressing the collective consciousness of the deity to whom the folk
owe their existence.

Promotions Using Landscape Descriptions

If we are to pursue the situating of such morphing in a particular pilgrimage
locale, we can benefit from Martin Heidegger’s description of pilgrim-
age sites as follows: “[Ein Ort] verstattet einen Raum, in dem Erde und
Himmel, die Gottlichen und die Sterblichen eingelassen sind” (“[A place]
provides a space into which earth and heaven, divine beings and mortal
beings are admitted”).3? Pilgrimages taught pilgrims how to experience
this meeting of the earthly (a geographically locatable locale) and the
divine (in most cases, the transcended Virgin Mary) and, furthermore,
how to perceive a landscape as an image of the supernatural/Godly world,
that is, the Creator. A landscape that has been imbued with divine grace

35 Nora, “Between Memory,” p. 23.
36 Ibid., p. 8.
37 Heidegger, “Bauen,” p. 32.
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was a typical motif in Czech Baroque pilgrimages.3® In addition, such a
pilgrimage site as Vranov is usually represented in broadside ballads as a
happy place, even a terrestrial paradise that emanates divine grace into the
surrounding landscape. Following this line of thought, the texts accentuate
the vertical axis from the terrestrial to the celestial. The Vranov Madonna
even chooses an elevated locale to reside. Drawing on secular terms, she
is often depicted as a ruler, an empress, or a queen; this is also reflected
in courtly motifs such as pilgrims offering their service of love or gift of
the heart to their superior. From her elevated position, Mary observes and
protects the surrounding landscape. She also often makes herself visible
to pilgrims, who can run to her as both a physical and divine being.39 The
sacrum, the indelible sacredness of the pilgrimage site, is furthermore
represented in the Riickkehrmotiv, the motif of a sacred item’s return to its
place of origin, as well as in the use of archetypal symbols (for example,
oak trees and fire).4°

In the more recent Vranov broadside ballads (dating from the nineteenth
century), the image of the happy place of the pilgrimage site is simplified
and its deeper symbolism removed, so that the depiction sometimes borders
on the naive. For instance, in the song with the incipit “Sto tisickrat budiz
pozdravena” (“Be greeted a hundred thousand times”), Vranov appears as a
centre from which grace emanates to the whole world, but such emanation
is rendered and then confirmed in the plainest language “believe me”:

tvé paprsky v celém svété,
vychazej z Vranova,
to mné véite.

your rays throughout the world
originate in Vranov,
believe me.

Another popular Baroque motif in pilgrimage broadside ballads is less
simplistic: the labyrinth (although not directly called so in the texts).#' The
pilgrim, like Dante’s figure at the beginning of the inferno, wanders lost

38 Kalista, Ceskd, p- 25.

39 Piseri novd k Panné Marii Vranovské, 1745, MZK VK-0000.085,p¥iv.10.

40 For a discussion of collective symbols, see Royt, “Pro¢ stoji,” pp. 109-110.

41 Originally the motif of the labyrinth stretches back to Greek mythology (think, for instance,
of the Dedalian-created maze that Theseus must navigate to slay the youth-devouring Minotaur
owed as tribute from Athens to Crete).
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through a desolate and dangerous landscape, which is also an image of the
pilgrim’s uncertain life and the threatening world around him. But thanks to
the intervention of the Virgin Mary, or sometimes an angel (perhaps in the
form of a bird), the pilgrim is guided out of the forest into open countryside,
and finally to Vranov, a haven of stability and safety.

The pilgrimage church, in many oral and printed pilgrimage songs,
represents not only the end point but also the pinnacle of the pilgrim’s
journey.#* The broadside ballads emphasize its beauty and the fact that
its location was chosen by Mary herself in collaboration with God. The
Minims of Vranov are thus presented as the servants of the church, which
stands in for the biblical temple in Jerusalem. A unique example of the
ultimate destination of the God-sanctioned church is the song with the
incipit “Pospichejte sem s radosti” (“Hurry here with joy”). In its celebration
of the divine, the song gives a realistic, affective description of the Vranov
church and tomb of the founding family, the Liechtensteins:

Vném prekrasné figury,
v smutku vyobrazeny,
jenz proti v Panu
smutek velky drzeji.

In it are beautiful figures,
depicted in mourning,
which opposite the Lord
observe deep mourning.

Pilgrimage broadside ballads thus demonstrate the importance for pilgrims
of visual aspects—not only geographical places but also built structures—
and, in doing so, enact an interchange between the beauty of nature and
art.#3

Promotions Using Direct Appeals

Another important aspect of the Vranov pilgrimage songs is their ac-
cordance with the convention of direct appeals to and from pilgrims.

42 The “holylandscape” surrounding the pilgrimage site was carefully designed. The pilgrims’
immediate environment prepared them for the spiritual culmination of their journey, so the
route was often linked by chapels, crosses, and statues.

43 Foletti and Rosenbergovd, “Holy,” p. 129.
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The pilgrims are often addressed by the object of devotion (Mary, Jesus,
a saint), and the pilgrimage itself represents a form of communication
with the object of devotion. The usual address by the narrator (acting as
a medium of the divine) in the Vranov broadside ballads is directed at
multiple social groups, especially those on the margins of society (orphans,
spouses, widows, abandoned fathers and mothers). The texts mention the
specific sufferings of these particular groups and recommend the group
to Mary for protection.

National assemblages of pilgrims (Moravians, Bohemians, Slovaks, Hun-
garians) are also frequently addressed in pilgrimage broadside ballads such
as those we see celebrating Vranov. However, and most tellingly, Germans
are only mentioned in one extant Vranov broadside ballad—despite the fact
that the majority of Brno’s population was German speaking and German
speakers from the Bohemian Crown lands frequently travelled to Vranov as
pilgrims. A most likely reason is that the pilgrimage songs reflect the national
tensions that were typical of the Czech/Moravian- and German-speaking
inhabitants of Bohemian lands in the nineteenth century. The regional
(Moravian) identity features strongly in the broadside ballads, and the
above-mentioned song, “Nastokrat bud pozdravena” (“Be greeted a hundred
times”), also emphasizes the connection with the ancient tradition of the
Great Moravian Empire.

However, the broadside ballad “Dobry den my vinsujeme, matce Krista”
(“We wish a good day to the mother of Christ”) does reference a broader
identity, which embraces both Bohemian German speakers and Moravian
Czech speakers as a collective. In this pilgrimage song, the patron saints and
princes of Bohemia and Moravia travel on pilgrimages to honour the Virgin
Mary; in this song, the Vranov Madonna is also depicted as the patron saint
of Moravia. The range of addressees is then expanded in an international
appeal incorporating other provinces of the Habsburg Monarchy:

Pojdte k ni Moravcové, Cesi, Némci,
Uhrové, Slovaci taky Hanaci.+4

Come to her, Moravians, Bohemians, Germans,
Hungarians, Slovaks, also people of Hana [a region of central Moravia].

Pilgrimage songs, in sum, often tend to the most inclusive. But they also
often incorporated elements of military discourse into their religious

44 Novd piseti k Panné Marii Vranovské, [1801 and 1850], MZK VK-0000.708,pFiv. 20.
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concepts—for instance, describing a collective enemy from whom Mary
was to provide protection. In these contexts, Mary is actually depicted as a
warrior, sometimes as the biblical Judith, protecting the Catholic Church,
the monarch, and the nation. In the Vranov broadside ballads, she thus
assists in defeating the Swedes, the Turks, pagans, Lutherans, and all the
other enemies of Vranov in its turbulent history (with the exception of the
inviolable Emperor Joseph II). All these enemies are depicted in stereotypi-
cally negative terms.

Pilgrimage broadside ballads, such as those celebrating the site of Vranov,
in sum, have a complex history and reflect the relationships between
social, ethnic, and religious groups associated with the pilgrimage site.
They can serve as a useful resource for pilgrimage research from a cultural-
anthropological point of view. Cultural anthropologists specializing in
pilgrimages have been involved in long-lasting polemical debates on their
political and social implications. According to Victor and Edith Turner,
pilgrimages perform a unifying function, adding to traditional songs an
inversion of social roles in which the weak gain a voice:

[Plilgrimage—with its deep nonrational fellowship before symbols of
transmundane beings and powers, with its posing of unity and homogene-
ity (even among the most diverse cultural groups) against the disunity
and heterogeneity of ethnicities, cultures, classes, and professions in the
mundane sphere—serves not so much to maintain society’s status quo
as to recollect [...] an alternative mode of social structure.*s

By contrast, however, John Eade and Michael J. Sallnow claim that “pilgrim-
age is above all an arena for competing religious and secular discourses
[...], for conflict between orthodoxies, sects, and confessional groups, for
drives towards consensus and communitas, and for counter-movements
towards separateness and division.® The pilgrimage broadside ballads
from Vranov, we find, display both tendencies—unifying and dividing.4?

45 Turner and Turner, Image, p. 39. Turner’s theory of ritual processes is also applied by Piotr
Grochowski in his interpretation of Polish pilgrimage songs (Grochowski, “Polskie”).

46 Eade and Sallnow, Contesting, p. 12.

47 The unifying effect of pilgrimage broadside ballads is corroborated by archive sources. These
consolidating tendencies are visible in the Vranov book of receipts. This book was originally used
to record pilgrims’ intentions and their monetary donations, but the pilgrims spontaneously
began to use the receipt book as a form of a chronicle. It contains signatures by noble members
of the Liechtenstein dynasty side by side with those of humble rural people, adults and children,
Czechs, Bohemian and Moravian Germans, foreigners, intellectuals, and manual tradespeople
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Their texts are addressed to various groups, and they often appear to side
with the lower strata of society—pilgrims who do not belong to privileged
groups. However, they also frequently glorify the elite: the founders of the
pilgrimage site, the monarch, ecclesiastical officials, and especially the
Order of Minims. In addition, people of various nationalities are invited to
come to Vranov on pilgrimages. However, this unifying principle does not
apply to collective enemies (the Swedes, Turks, Lutherans, and members of
other non-Catholic confessions). It is also telling that with just one exception,
the broadside ballads omit to mention the German-speaking community
of the Bohemian Crown lands, although these very people also frequently
undertook pilgrimages to Vranov. Overall, however, Howard Louthan is
correct when he states that “pilgrimage within Bohemia normally functioned

as a unifying force.*®

Conclusion

Pilgrimage broadside ballads were a phenomenon of the religious popular
literature of the seventeenth to the nineteenth centuries. Their main func-
tion was to promote a specific pilgrimage site, mostly by using stories,
landscape descriptions, and direct appeals. The pilgrimage broadside ballads
from the eighteenth century, we see, are more sophisticated and contain
conventional Baroque and biblical symbols; they have probably been written
by educated authors with literary experience. In the more recent Vranov
broadside ballads (dating from the nineteenth century), the texts are much
simpler, and the deeper symbolism removed and often secularized. The
pilgrimage broadside ballads are addressed to different social groups, both
privileged and unprivileged, and to the various nationalities, although
German-speaking pilgrims were mostly omitted. However, the unifying
tendency appears to overweigh divergence. Singing pilgrimage broadside bal-
lads helped the pilgrims to distract themselves from the rigors of the journey
and brought them spiritual, social, and aesthetic experiences—including
a unifying collectivity.

(Kniha prijmit). By contrast, more divisive tendencies are evident from official correspondence
dating especially from the second half of the nineteenth century and the first decades of the
twentieth century, reflecting rivalries between Vranov’s local politicians, anti-clerical activists,
and Catholics (especially Vranov priests). Disputes concerned mainly the fairs held outside the
church (Korespondence). The Order of Minims was also involved in long-lasting disputes—of
all things—with the Liechtensteins over the right to brew and sell beer.

48 Louthan, Converting, p. 257.
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9. Women in Broadside Ballads: Roles
and Stereotypes

Markéta Holubova

Abstract

Markéta Holubova analyses Czech broadside ballads from the perspective
of gender, especially women. She argues that women in broadside ballads
were depicted across a wide spectrum: as weak, as strong, as wicked, and
also, as “sacred” figures. This mix reflects the contradictory attitudes to
women at the time. For female consumers, broadside ballads with gender-
related topics most likely offered a reflection of their own complicated
lives even as they often provided spiritual and emotional nourishment.

Keywords: Ethnology, social roles, gender, women, stereotypes

Czech broadside ballads—both secular and religious—were aimed at readers
from the lower strata of society, who also featured as the protagonists in
these texts. These works were not only a form of entertainment, satisfying
a desire for sensational stories. Since there was a general lack of Czech-
language books and newspapers (which in any case were too expensive for
large sections of the population to afford), broadside ballads functioned as a
substitute for literary and educational texts, including those with a moralistic
or instructive dimension. But broadside ballads also reflected contemporary
cultural and social issues. These topics shook and shocked contemporary
society; but they also—again in a mode of instruction—provided authentic
descriptions of both the positive and negative aspects of their supposed
real-life protagonists. Furthermore, they comprised vividly narrated ac-
counts in the voice of one of the many; that is, they were written by authors
who themselves had originated in the same cultural environment as their
readers. The commercial nature of broadside ballads, finally, should never
be forgotten. Bottom line: the market determined authors’ choice of topics,

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
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and to attract the broadest market producers aimed their wares at a wide
range of reader interest.

This chapter will explore topics which may appear to be relatively mar-
ginal examples of “women’s topics,” yet which make it possible to present a
multilayered and variegated picture of the everyday lives of contemporary
women—their emotions, values, and problems—as well as more general
societal opinions about women as manifested in Czech broadside ballads in
the period of the eighteenth through the nineteenth centuries. A detailed
analysis of broadside ballads with gender-related topics provides insights
into the roles and thematic stereotypes associated with the position of
women in society, including their roles in relationships with their partners
and families.' My focus on women in broadside ballads will lead to the issue
of religious faith and devotion among women, which I shall also address.

Many broadside ballads appeared under the almost standardized title
Nova piseri pro mlddence a panny (A new song for young men and women),
which usually signified a song about love, mainly non-narrative (without
a story) or partly narrative. Sometimes such broadside ballads dealt with
faithful love, and other times with infidelity, and in yet other cases, with
love that ended in tragedy. The authors focused especially on assignations
during the initial phase of an amorous relationship—the first encounter
between a boy and a girl, and their subsequent secretive courtship.?

In most broadside ballads with love-related themes, the authors sang of
unhappy love. The main causes of tragedy in love were the girl’s frivolity, the
boy’s or girl's boastfulness, mutual recriminations of infidelity, jealousy, the
boy’s rash decision to join the army and leave his pregnant girl helpless, or
general reckless behaviour. The most frequent reasons given for the breakup
of a relationship are a misunderstanding at a dance, the boy’s excessive
consumption of alcohol, or flirting by one of the partners.

Furthermore, unrequited love was often suffered by those in love. But
another frequent obstacle was the discrepancy in wealth between the two
partners; in most cases the parents of one partner disapproved of the poverty
of the other partner. The resulting conflicts were commonly dealt with in
the following manner: first the parents forbade their child to meet their
chosen partner, then they beat, or even murdered, them. Such brutality

1 Women'’s history began to develop as a field of study in Western Europe during the 1960s. It did
not appear in Czech historiography until the early 1990s, after the rejection of the Marxist-Leninist
ideology that had formerly been compulsory under the communist regime, when academic
researchers were searching for new topics. The first study of the topic of women in Czech broadside
ballads published in book form did not appear until 2008: see Holubova et al., Obrazy, p. 5.

2 Navratilova, Namlouvdni, pp. 25—66.
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was occasioned all because the child crossed the line of social difference. A
child in love might be murdered by his or her own parents, or by his or her
partner’s parents, or, in some instances, with the assistance of a rich suitor.
My detailed analysis of murder ballads reveals one compelling story in which
three brothers murdered their sister’s lover? The girl was from a bourgeois
family of high social status, but she fell in love with a poor peasant boy.
The brothers murdered their sister because they feared that her marriage
to somebody of much lower status would harm their own social prestige
and thus make it difficult for themselves to find suitable marriage partners.

But the stories frequently do not always end there. Often, in these broad-
side ballads, the dead lover appears to their former partners in a dream,
typically three days after their death (invoking the tradition of the martyred
Christ rising from the death after his unjust crucifixion). The apparition
demands that the brutal act be avenged, and the perpetrators punished.*

The reason why children, acting of their own free will in falling in love, so
often begat tragic ends lay in societal conventions. A child was by convention
obligated to be dutiful to his or her parents; furthermore, and crucially,
they were economically dependent on them. Both conditions meant that
children had to request their parents’ consent to a marriage, if they were to
be societally as well as familially accepted, and financially thrive. Without
such parental consent—without the parents’ blessing—it was essentially
impossible for two young people to marry.

Broadside ballads included numerous unhappy stories about love between
two young people that was doomed as a result of differences in social status.
The despairing lovers typically decided on a radical solution to their hopeless
situation, usually culminating in a joint suicide. Judging from the large
number of such acts, which are extensively documented in broadside ballads,
we can deduce that joint suicides by lovers became at least a fashionable
topos during the nineteenth century.’ In fact, a certain ritual developed
preceding the act of suicide. The young couple complied closely with this
ritual in the broadside ballad narratives. They were aware that they were
committing a grievous sin by voluntarily taking their own lives, so they
duly prepared for their deaths. They went to church (often accepting Holy
Communion), and they wrote a farewell letter asking their parents and

3 Kopalovéa and Holubova, Katalog, p. 362, no. 2632.

4 Several of these story types can be found in Aarne-Thompson-Uther Index (ATU Index)
(“Aarne-Thompson-Uther Classification of Folk Tales”). The Czech broadside ballads show the
sharing of these stories across Europe.

5  Monestier, Suicides, pp. 217-238.
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friends to forgive them and pray for them. They also requested that they
be buried in the same grave. There is an example from a later period in
which two lovers had their photograph taken on the day of their suicide in
order to leave something to remember them by. The manner of the suicide
varied. In the stories situated in Prague, unhappy lovers jumped from the
Charles Bridge into the Vltava River; sometimes they bound their hands and
hair together so that they would not be parted in death. Often the young
man first shot his partner and then himself, or they took poison, or they
jumped under a train. In rurally situated stories, lovers would often travel
to a town to commit suicide in a rented room at an inn. Sometimes, due to
clumsiness or emotional turmoil, one of the lovers failed in their suicide
attempt and remained alive, regretting this fact greatly and for a long time.
If both partners died, they were buried together in a grand ceremony.®

However, despite many such cases, not all broadside ballads addressing
love-related topics dealt with miseries, tribulations, and human tragedies.
Many of them simply represented immediate reactions to pleasant moments
of joy experienced by two lovers. Such songs often address the moment
at which young men and women leave behind their unattached lives and
enter the bonds of marriage. A typical example is “Nova pisen k proménéni
stavu manzelského” (“A new song on the change of marital status”), which
describes the last moments experienced by an unmarried girl before her
wedding.’ She considers the loss of her unattached life and the ever-nearing
moment when she will leave her childhood home behind forever. She says
farewell to her freedom, her home, her parents (whom she thanks for bringing
her up), and she asks God to protect her in her unknown future. A girl
considering marriage to an elderly widower typically experiences entirely
different emotions:

Vdovce bych nechtéla, vdovce I would not want a widower, I
bych se béla, would be afraid of a widower,

Ze by ta nebozka za dvefmi that his widow would stand

stdla, behind the door,

za dvermi stala, na mé volala, behind the door, asking me
abych tém sirotktim not to hurt the orphans [meaning
neublizovala.® the widow’s children, whom the

new wife must now care for].

6 Kopalova and Holubova, Katalog, p. 276, no. 2119.

7 Ibid,, p. 379, no. 2933.
8 Ibid,, p. 279, no. 2138.
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Figure 21. Broadside ballad about a spinster who
can’t get married. Novd piseri o staré panné, kterd se
vddti nemize, [1828-1860], Knihovna EU AV CR, sign.
KT XXXV D2 1-78 [58].

Broadside ballads devoted particular attention to people whose lifestyles
were considered unusual or were condemned by contemporary social
mores. The most obvious form of social suspicion concerned the situation
of spinsters.? The generally expressed attitude to spinsters in the texts of
broadside ballads was that social prestige was an impossible goal for them
to achieve until they married; as long as they remained unmarried, they
were mocked and shunned by the members of their immediate families
and more distant relatives. If a spinster did eventually marry, her groom
was usually a man in a disadvantageous social position—either there was a
substantial age difference between the partners, or the man was a widower
with a large number of young children.

The texts discussed above focused on amorous relationships prior to
marriage, but many broadside ballads were inspired by marital relations as
well. Most of these broadside ballads treated the topic of marital relations

9 Navratilova, Namlouvdni, pp. 70-71.
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humorously or even satirically, or as sources of advice. There are almost no
examples of broadside ballads celebrating a happy marriage or the joyful
emotions felt at the birth of a child. The authors of broadside ballads were
also largely uninterested in weddings as a ritual act—though many broadside
ballads were sung at weddings and printings of “wedding speeches” were
marketed. If a broadside ballad did address the topic of a wedding, it usually
began by presenting the notion of the ideal bride, before moving on to
complain about wicked wives. The ideal bride was presented as a poor girl
who was hardworking, virtuous, pious, and faithful to the grave.’® In addition
to depicting the “ideal bride” from a male point of view, we sporadically find
songs presenting women'’s ideas about the ideal husband:

Muz musi byt st¥tidmy, upfimny a A man must be sober, sincere and
vlidny, kind,

s ndmi mirné zachdazet, and treat us gently,

na prochéazku chodit, do divadla go for walks with us, take us to the
vodit, theatre,

na vylet nds provazet, accompany us on trips,

rano z loze vstéti, ohen rozdélati, in the morning, get up and start a fire,
pak putnu p¥inést vody, then bring a bucket of water,

kafi¢ko uvatit, na obéd ptipravit, make a coffee, cook lunch,

to zddnému neskodi.” that does no harm to any man.

When describing a woman’s role in marriage, broadside ballads tended to
portray women as subordinate, dependent on their husbands, and thus forced
to endure a difficult fate. Many broadside ballads took the form of marital
arguments whose participants used forthright, folksy insults in disputes
over drunkenness, gambling, and profligacy. In more than one case we
witness acts of domestic violence committed by men against their wives.

However, married men also received doses of insults from their wives,
as well as curses and, in some cases, a couple of slaps—though judging
from the broadside ballads analysed for this study, these were exceptional
cases. Nevertheless, the very survival of such words not only reinforces
that broadside ballads spoke to both men and women but also that they
realistically portrayed the complex, stressful, and variable nature of marriage
relations."

10 Holubov4, “Obraz,” p. 34.
11 Kopalova and Holubov4, Katalog, pp. 329330, no. 2538.
12 Ibid,, p. 81, no. 553.
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Figure 22. “A New Song about the False Love of the Female Sex.” The
woodcut illustration shows a man beating a woman with a stick. Novd
piseri o falesném milovdni Zenského pohlavi, 1866, Knihovna EU AV CR,
sign. KT XXIX N 60.

Since the authors of broadside ballads were mainly men, the texts pre-
dominantly contained complaints about or warnings against marriage, and
listed the advantages of the bachelor life. Husbands lamented the terrible
changes in their wives’ nature after marriage, sometimes accompanied by
humorous-satirical monologues about wicked wives and ugly old women:

Z vézeni mné panbuh The Lord can help me to escape from
pomtize prison,

od skaredé Zeny nemiize. but not to escape an ugly wife.

Dal bych si zazpivat rekvije, I would have the requiem sung to me
kdyby chtéla scipnout if that beast would snuffit [a request
bestyje.’s for a mass if the wife died].

13 Ibid,, p. 171, no. 1273.
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Analogous female monologues were conceived in the form of laments by
young women who were forced to marry old men. Old husbands were viewed
as miserly, lazy, and suffering from poor health, so looking after them was
difficult. In the broadside ballads, young girls were warned against these
marriages. Relationships between young men and old women are very rare
in the texts of Czech broadside ballads; when they do appear, they usually
end in tragedy."*

In general, broadside ballads depicting unhappy marriages tended to con-
sider the subject from the man’s perspective. Women were most frequently
viewed as quarrelsome, malicious, lazy, profligate (e.g., wasting money on
lotteries), and untidy. Men also criticized women’s love of fine clothing and
other fancy items (another spur to profligacy), their fastidiousness, and their
love of gossip.”® The authors of broadside ballads, furthermore, took a dim
view of women’s abilities in the domestic space.

One of the most common topics in marriage addressed by the authors of
broadside ballads was the effect of alcoholism on family life. The motif of
excessive drinking (especially of beer consumption) and the environment
of taverns were predominant. These kinds of establishments were viewed
especially as leading to the disruption and ruin of families.’® Some texts
feature monologues by unhappy men sitting in a tavern and complaining
about their over-dominant wives. They criticize their wives for restricting
them, failing to honour them as the family breadwinners, and even physically
assaulting them. The blame for all these wrongs is attributed to marriage,
which has stripped the men of their freedom, even though they appear free
to drink in excess, which can become the subject of the broadside ballad’s
moral.

The most tragic consequences of drunkenness attributed to men were
described in murder ballads. That alcoholism was in fact a major, society-
wide problem in the Czech lands of the nineteenth century is confirmed
by the author of the broadside ballad “Pisen o vrazdach a samovrazdé ve
Vartnsdorfu” (“Song about the murders and suicide in Vartnsdorf”), dating
from the second half of the nineteenth century. The broadside ballad tells
the story of a husband and the father of five children who drank away all
of his assets before attempting to solve his resultant problem by killing
his entire family and then committing suicide.'” Another broadside ballad

14 Ibid,, p. 335, no. 2576.

15 Holubova et al., Obrazy, pp. 133-139.

16 Rysava, “Pivo.”

17 Kopalova and Holubov4, Katalog, p. 210, no. 1594.
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concerns an alcoholic husband who, rather than paying off his debts for the
liquor he has drunk in the tavern, prefers to start a fire on purpose, which
by an unhappy accident kills his wife and children.®

Some texts criticize not only men but also women for their drinking habits,
most frequently accusing them of enjoying coffee and liqueurs—particu-
larly a sweet type of liqueur known as rosolka, made from a carnivorous
plant—which caused the wives to squander the household budget and
beg their husbands for more money to spend.” The popularity of coffee
was due to the fact that it was not only seen as a healthy and stimulating
beverage and a “good friend” in times of solitude, but also as something
without which a woman could not live. Women typically praised coffee in
fulsome terms, as cited below:

Ach kafe, ty Zenské uzdravujes, Oh, coffee, you make women healthy,

ale ¢asto kapsy vyprazdnujes, but you often empty pockets,
vyprazdnujes, vycistis you empty them, you clean them out,

a z bidy do nouze ptipravujes. and you plunge us from poverty into penury.
Boze smiluj se nad nami véemi, Lord, have mercy on us all,

nadél ndm ourody v nasi zemi, send us a harvest in our land,

neb jsme zvyklé kafe piti, because we're used to drinking coffee

bude nam ho tézko odvykati.> and it will be hard to give it up.

Another major reason for conjugal violence was jealousy; men felt this
emotion more frequently than women in ballads, and in such cases it also
often led to far more extreme consequences. However, one representative
example illustrating the wife, not the husband, as the guilty party is the
broadside ballad “Nova pisen o dvou vrazdach” (“A new song about two
murders”), dating from 1859.* This ballad features a jealous seamstress who
kills a young female servant because her husband has made shoes for the
girl. The appalling nature of the crime is reinforced by the fact that the wife
serves up the girl’s cooked breasts to her unwitting husband for his dinner.
When he finds out what has happened, he kills his wife in disgust and fury
and then promptly gives himself up to the authorities for execution. But
the nature of this wife’s retribution is unusual. When women turned into

18  Ibid., p. 170, no. 1264.

19 The consumption of alcohol was a highly gendered phenomenon in broadside ballads. While
men drank beer, women were typically presented as drinkers of sweet liqueurs. The consumption
of wine practically did not appear, as it was a privilege of the upper society.

20 Kopalova and Holubova, Katalog, pp. 127-128, no. 928.

21 Holubova et al., Obrazy, pp. 28-29.
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murderers out of jealousy, their preferred method of killing their husbands
tended to be poison.?

A particularly popular motif in broadside ballads about criminal acts are
instances where the woman (as wife) is condemned despite being innocent
of the crime, but is eventually liberated. Rescued, her honour is restored.
This common motif can be seen in “Pisen k svaté Panné Marii, kterak skrze
ni jedna Zena pti zivobyti zachovana byla” (“A song to the Holy Virgin Mary
who saved the life of one woman”).> In this case, the Virgin Mary points out
the real culprit—one Johann Fridrich from Vidava, who was an alcoholic
and beat his wife, eventually killing his three children and concealing the
knife under his wife’s pillow. She is subsequently sentenced to death, but
a vision of the Virgin Mary, accompanied by the three murdered children,
reveals the truth of her innocence and eventually the real murderer—the
husband—is convicted instead.>* At the end of the song there is an appeal
by the Virgin Mary, urging that such violence and accusations against
women should never happen again; she also promises that she will support
anybody who prays to her regularly. It is clearly one of the many broadside
ballads that belong to the worship or cult of the Virgin Mary (popular as
well across Catholic Western Europe and Britain).

The topic of an unhappy wife injured not so much by fate as by human
malice featured in stereotypically constructed tales of the tribulations
that such a woman had to endure. The authors of broadside ballads were
particularly ingenious when handling this topic; they variously modified,
paraphrased, and “grafted” it onto a range of different stories and song
motifs. In order to incorporate the subject from another genre into a
broadside ballad, and in order to sell it to the middling and low audiences
of broadside ballads, she thus typically lived in a poor rural setting (tales of
poor town-dwelling woman are rare). These women are brutalized (often
in very inventive ways) and sometimes murdered by their lovers or by their
lovers’ rivals, or alternatively, by their husbands or sons.

The most effective and compact application of this theme of women
brutalized by rivals for their love or by those related to them appears in
popular broadside ballads recounting the parable of the rich man and
Lazarus. In this broadside ballad narrative, the woman as wife first suffers
the death of her beloved husband, and then she is forced to undertake a

22 Kopalova and Holubova, Katalog, p. 57, no. 352.

23 Ibid,, p. 425, no. 328s.

24 The story of innocent women sentenced to death who are then saved by the Virgin Mary is
avery old trope dating from the Middle Ages; see Chartier, “The Hanged Woman.”



WOMEN IN BROADSIDE BALLADS: ROLES AND STEREOTYPES 207

long journey, tormented by hunger, loneliness, despair, and fear for her
children. At the end of her travels, she suffers humiliation, violence, and
rejection from her own family. But, as in the tales where the Virgin Mary
intervenes, in “Nova piseii o jednom p¥ib&hu, ktery se stal mili od Rezna”
(“A new song about one story that happened a mile from Regensburg”) God’s
justice does not desert her, and the widow and her children are eventually
saved from death.>

Not to be neglected is another important gender-related aspect of
broadside ballads focused on the family and women: that is, the ballads’
presentation of the tribulations of motherhood. Here again, the Virgin Mary
plays a major role. The religious faith of victims—women who are also
mothers—is frequently so strong that their lives are saved by the divine
power of the Virgin Mary, the protector of women and the patron of mother-
hood. Inspired by the widespread Marian cult, numerous texts tell stories
of women who are liberated from the clutches of the wicked thanks to the
intervention of Mary. Such is the case regardless of whether they are adult
married women or very young unmarried girls.?® Many broadside ballads
feature illustrations that are known to us thanks to the most widespread
Czech sentimental folk narrative “Ositelo dité” (“A child was orphaned”).?
In a divergence from the woman as mother motif, these broadside ballads
foreground a newly orphaned child weeping on his or her mother’s grave;
the dead mother, as an apparition, promises help or wreaks revenge on
the evil stepmother (who is the figure who typically mistreats the child)
and the equally typical apathetic father. The figure of the evil stepmother
seeking to rid herself of troublesome children—or at least treating them very
badly—is well known from traditional fairy tales (Cinderella, Snow White).

The most prominent message of broadside ballads, however, was that any
disrespectful mention of motherhood was tantamount to blasphemy. Even a
light-hearted joke about motherhood was considered a serious offence, with
severe penalties.?® Negative examples of motherhood were represented by
stepmothers, witches, mothers-in-law (furious and plotting revenge on the
women who had stolen their sons away from them), or women whose miserly
or sinful nature made them bad mothers; all such figures are presented as
evil and condemned. A template for such a sinful character is Lilith (the

25 Kopalova and Holubova, Katalog, p. 427, no. 3298.

26 Inthe broadside ballads analysed for this study, only one example was found of the Virgin
Mary rescuing a man.

27 Erben, Prostondrodni éeské pisné, pp. 383-384.

28 Holubova et al., Obrazy, p. 104.
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Jewish version of Eve), Adam’s first wife and the mother of demons and
evil spirits. She does not actually appear in the texts of broadside ballads,
perhaps because she is not a biblical figure. There are, however, allusions to
her in the text of some broadside ballads where there are certain parallels
between Lilith and a woman who gives birth to a monstrous child.

In the nineteenth century, furthermore, childless marriages were still
considered a major problem. The birth of a child represented the fulfilment
of a marriage.*® In order for a married couple to enjoy respect (and all avail-
able rights), it was essential to be fertile and to have children. With only a
few exceptions, childlessness was considered to be a divine punishment.
In broadside ballads, childless marriages were always viewed as a female
problem. Childless women were portrayed as materially rich yet with hearts
of stone. They often tormented or murdered their stepchildren and cruelly
drove from their homes the children of poor relatives and their suffering
mothers. They were beings who utterly negated the principles of motherhood.
If such women did become pregnant, the childbirth was always a lengthy
and difficult process, through which the mother suffered terribly, and the
child was usually born in some way damaged or deformed.3°

Special attention was also devoted to widows with children, that is, to
incomplete families that had lost their breadwinner and found themselves
without recourse, plunged into penury, almost on the lowest rung of society.’
In such situations, even the closest relatives refused to help the widow and
her children; in order to rid themselves of their poverty-stricken relatives,
families undertook the most brutal acts—indeed, in some cases a brother
would actually murder his sister.3* At such terrible moments in life, the
widows and orphans more frequently received assistance from their sacred
patrons and protectors: St. Ann,33 St. John of Nepomuk,3* and naturally above
all the Virgin Mary35—or, even more miraculously, from a sacred image of
the Virgin Mary associated with a pilgrimage site such as Svata Hora near
the town of P¥{bram3®:

29 Van Diilmen, Kultura a kaZdodennost, pp.163-164.

30 Kopalova and Holubov4, Katalog, p. 426, no. 3295.

31 Skofepovd, “Ochrankyné,” pp. 175-184.

32 Kopalova and Holubov4, Katalog, p. 309, no. 2375.

33 Ibid,, p. 46, no. 261.

34 Ibid., p.195, no. 1476.

35 Ibid., p. 150, no. 1114.

36 Svatd Hora, located near the town of P¥ibram around 8o kilometres from Prague, is a typical
Baroque pilgrimage site which even today remains one of the Czech Republic’s most popular
pilgrimage destinations.
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Pojdte vdovy a sirotci, lidé bidni na svété,
suzovani, opusténi k Marii se utecte!
Maria jest chudych matka,

chrani vdovu i sirotka,

jen volejte k ni, pozdravujte ji.37

Come, widows and orphans, poor people of the world,
suffering and abandoned, flee to Mary!

Mary is the mother of the poor,

she protects widows and orphans,

just call to her, greet her.

Despite such abuse, widows often had some saved income from their de-
ceased husbands or belongings they could sell, and were thus better able
to deal with the hardships of life. With these means, and the earnings from
labour such as spinning, they attempted to provide their children with at
least the most basic needs—food, clothing, and shelter—even at the cost of
humiliation, insults, or physical violence. By contrast, widowers lacked such
resilience. They were more prone to see their new life situation as hopeless, so
they sometimes turned to radical solutions. In the broadside ballad “Pravdiva
udélost o strasné vrazdé” (“True news of a terrible murder”), written by
the well-known Prague songwriter and pilgrimage leader FrantiSek Hais
(1818-1899), a widower hanged himself and his five children.®

To complete our picture of Czech women as depicted in broadside ballads
of the eighteenth and nineteenth centuries, which might well reflect in
many cases their real-life circumstances, let us turn to the physical depic-
tion of women as victims. Their specific appearance is left entirely to the
recipient’s imagination, and the only clear guide is the traditional reference
to the woman'’s unusual beauty. In the large majority of cases, the epithet
“beautiful” does not refer to, or at least not solely to, the woman’s physical
appearance, but more importantly to the beauty of her soul. This “beauty” is
dependent on her innocence, inner purity, naiveté—and above all her piety.

Besides the constantly present attribute of beauty, another specific at-
tribute of female figures is nakedness. The humiliation of a woman through
nakedness is a frequent motif in broadside ballads, and it is especially
effective since the women exposed in such a manner are usually pregnant,

37 Kopalova and Holubova, Katalog, p. 408, no. 3152.
38 Ibid., p. 48, no. 276.
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viewed by an entire gang of sinful bandits, who prevent her from hiding
her nakedness.

Hned ubohou obnazili, They immediately stripped the poor woman,
k sloupu ptivazali, tied her to a pillar,

kterej z nas ji vykuchame, which of us will disembowel her,

o to se radili.3® that’s what they discussed.

Nudity, however, is also found in stories of negative female figures, especially
in songs about souls that are trapped in purgatory for having made incom-
plete confessions, or owing money while still alive (such as a woman who
did not pay a girl a certain sum of money she owed).4° After their deaths,
these figures appear to their families bound by burning chains, surrounded
by evil spirits, or riding fiery horses. These scenes do not primarily express
humiliation, as in the case of the virtuous woman made naked; rather, in
these instances, the naked female form evokes the image of a bloodied,
pain-wracked body. It should also be emphasized that this image of a naked
body as soul suffering in purgatory appears only in the case of women.

The relationship between pure women extends beyond their naked-
ness to include their final confession and embracing of the Eucharist
(Holy Communion)—these acts are critical to confirming their inner
beauty and innocence in broadside ballads. Naturally, such depicted acts
reflect the Church’s increasing grip on social power and influence. Dying
without receiving last rites, making a final confession, and receiving the
Eucharist represents a sure path to purgatory. However, it is remarkable
how one-sided the texts of broadside ballads are: only women, not men,
must follow this ultimately coercive religious path if they desire salvation
in the afterlife.

A confession is a speech, and, of course, speech is a double-edged sword
that can be used against women. One of the sins for which women are
punished in purgatory is their loquaciousness—their delight in chattering
and spreading bad news. On the other hand, they often pass up their last
possibility of salvation by failing to confess their sins or acknowledge their
guilt. A confession consists of words spoken at the right moment and the
right time. Those words indicate truth, penitence, acknowledgement, and in
speaking them, a woman offers herself up to judgement and condemnation.
Here, the word is able to purify a person—even the loquacious woman—of

39 Ibid,, p. 20, no. 49.
40 Delumeau, Hfich a strach, pp. 411-439.
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her sins. In broadside ballads, however, a bad woman does not know how
and when to use her words; she chatters on her way to purgatory, if not hell.

Not only must a pious woman know more clearly exactly how and when to
use words, but in order for a woman to be able to enjoy the privileges of Holy
Communion, she needs to be very pious, in her inner (unspoken) soul. This motif
reached unprecedented levels of popularity in broadside ballads especially
during the nineteenth century. The texts clearly indicate that heroines enjoyed
a divine privilege—though only those who were mothers or mothers-to-be.+

Conclusion

Women in broadside ballads were weak and strong, wicked and “sacred”
figures. This mix reflects the contradictory attitudes to women. They were
weak because they could not defend themselves against the cruelties and
vicissitudes of life, including bandits and violent men. They were not only
physically weak, however; they were also often presented as slovenly,
poor, unhappy, abandoned, and often unloved. Women'’s strength, on the
contrary, laid in their souls, which were often full of goodness, faith, and the
patience with which they bore endless torments, pains, and humiliations
inflicted upon them by their partners, husbands, or close relatives. Women
were sacred in the sense that they were blessed with fertility—they bore
children—but they were also pious, and they turned to the most blessed
among all women, the Virgin Mary. All three of these properties determined
the main features or functions performed by women that are exalted in the
texts of broadside ballads. More than anybody else (except for children),
female heroes needed divine protection because of their physical weakness;
but also, more than anybody else they deserved thanks and protection for
their great piety and devotion. In the large majority of broadside ballads
with the theme of murders and miracles, the real or potential victim is
female—but unjustly so and often saved through divine intervention.

For female readers, broadside ballads with gender-related topics most
likely offered a reflection of their own lives, and, further, they often provided
spiritual and emotional nourishment, a moment of joy and solace, even
as they also depicted the constant round of daily drudgeries, worries, and
torments women of all kinds amongst the lower sorts faced.

41 It was unacceptable for a child to receive the Eucharist, though girls were allowed to, and
only the mother and the eldest daughter were permitted to receive Holy Communion on behalf
of an entire dying family.
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10. Give the Devil His Due: Demons and
Demonic Presence in Czech Broadside
Ballads

Maciej Metrak

Abstract

Maciej Metrak analyses devil and demonic presence in Czech broadside
ballads. He proves that demons played important roles in the Czech
metaphysical world order. Such is also the case across Europe. However,
in Czech broadside ballads, he shows that the devil is especially not God’s
enemy so much as his instrument of discipline and punishment: the devil
fulfils God’s will, and poses little danger to pious and honest Catholics.

Keywords: Devil, punishment, discipline, Catholic faith, folk piety

The devil, seen as a personification of evil and of all destructive forces in
the world, is one of the most popular characters in Central European folk
narratives, appearing in almost every genre and playing various roles in
different contexts.' Since Czech broadside ballads straddled the culture
of the upper classes and that of rural folklore,? we hear in them abundant
stories about demonic apparitions and supernatural punishment involving
infernal powers. The aim of this paper is to pursue the broadside ballad
vision of the devil through themes most popular in source material from
the eighteenth and nineteenth century, and to discuss its relations with
traditional Slavic oral folklore as well as official Catholic Church teachings
of the Counter-Reformation era.

1 Lugowska, “Obrazy diabta,” p. 8; Réhrich, “Cert,” p. 18; Michalec and Niebrzegowska-
Bartminska, “Jak chtop u diabta,” pp. 13-19.
2 Bogatyrev, Souvislosti tvorby, p. 116; Burke, Popular Culture, p. 63.

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH10
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The primary material I have studied resides in the collection of the De-
partment of Social Sciences in the Comenius Museum in Pferov (Oddéleni
spolecenskych véd, Muzeum Komenského v Pierové), which contains about
2,800 individual broadside ballads, or, more accurately, broadside ballad
“gatherings” (as explained in the introduction, often several broadside
ballads were printed on both sides of a single sheet and disseminated as such
to sellers; once folded and cut apart, the pages constituting an individual
broadside ballad were gathered and sewn together by seller or consumer,
resulting in a final ballad product).3 For the whole larger project from which
this chapter derives, I examined a representative corpus of 459 secular and
religious broadside ballad gatherings mostly printed between 1774 and
1866.4 For the purposes of this chapter, I have chosen 39 (appearing in 69
different editions of individual broadside ballad gatherings from the main
corpus) that mention the devil, Hell, and demonic apparitions. The content
of these texts will be presented and discussed in the latter part of this paper.

Names and Identities of Devils

Demons as presented in the analysed corpus are mainly generic repre-
sentatives of their kind, often appearing as types, not as individualized
characters. They are usually described with the Czech words ddbel (from
Greek didBoAog) and Cert (from proto-Slavic *¢brts), both words for “devil”
written without capitalization.’ In some of the broadside ballads the
demon is also identified by a broader term, zly duch (evil spirit), which
brings into focus his malicious character. Specific names of demons are less
common and can be found mostly in texts of a religious function (such as
prayer songs). Usually, the more sophisticated and poetic of these religious
broadside ballads resemble Czech Baroque poetry, suggesting that they
were originally works of religious literature from the Counter-Reformation

3 The broadside ballad gatherings at the Comenius Museum in Pierov constitute 2,800 of
2,811 catalogue entries (many of them sewn together into $palicek bundles but catalogued
individually), the additional entries consisting of a whole $palicek. A spalidek (translated into
English as “block”) was created when consumers bound and sewed their bought broadside ballad
gatherings into a larger book for their own personal use.

4 My cutoff dates are based on the chronology of Czech broadside ballad literature as shown
in Benes, Svétskd kramdrskd piseri, pp. 30—37, and Benes, Poslyste pisnic¢ku hezkou..., pp. 10-11.
Several exceptions were made for older and newer prints considered to be important for this
study; two such earlier examples from the eighteenth century are cited in this text.

5  The words are synonymous, but there is some stylistical difference—ddbel is more often
used in religious context, while dert appears in fairy tales, folklore, etc.
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era. Among the names for the demon given in most of such songs, we find
variations of Satan, Satan, or Satands and Lucifer.

Apart from the name itself, however, there is almost no mention of Satan
being the adversary of God and the entity responsible for the presence of
evil in the world. Out of the analysed texts, only two—the story of Faust
and a hymn to St. Barbara®—give more space to the idea of the demon as
a person with unique interests and duties in the infernal hierarchy. In the
first, we find two additional demonic names: Mefistofeles and Auerhan?;
in the second, we learn about the existence of “an infernal council” (rada
pekelnd) and the titles and duties of other individual devils: Lucifer is called
“the prince of Hell” (Lucifer kniZe hlubiny pekelné), Lokvencius is Hell’s
secretary, and Tartarus is a doctor of the law. The main demonic protagonist
from this ballad, defeated by St. Barbara, is the devil Junarius, whose main
duty is truly unique: he takes shame away from people, so that they can

sin without feeling remorse.®

Summoning the Devil

The question of the devil's name and identity is closely connected to the
performative power of words, a concept popular in traditional folk narratives.
As in oral folk tales, demons in broadside ballads usually gain access to the
mortal world through an invitation by a human character, be it deliberate
or unconscious. The main motive for intentionally summoning dark powers
is to gain material favours, like in the songs “Pisen o jistém mladenci, ktery
chudobnou pannu si oblibil” (“A song about a certain lad who fell in love with
a poor maiden”) and “Nova pisen vSem pravovéricim kfestantim vydana” (‘A
new song published for all righteous Christians”), whose female protagonists,
wanting to get rich, ask the devil to help them. In the first case, we hear a
narrative of the poor maiden’s words, “Dabla k sobé zvala, %e za penize svou

6 Vypsdnidalece rozhldseného a zndmého doktora Fausta, [1800-1850], MKP, call no. J-1015,
and Ndboznd piseri ke cti svaté panny Barbory, mudedlnice, [1800-1850], MKP, call no. J-516,
respectively.

7  Clearly an adaptation of the German Auerhahn (wood grouse), a bird traditionally associated
with evil powers due to its red and black colouring.

8 Itis obvious that both unusual texts cited above were not typical broadside ballads. The
story of Faust is described on its printing as a translation from Spanish via German, and the song
about St. Barbara is analysed by Josef Vasica as an example of Baroque poetry (Vasica, “Nékolik
poznamek,” pp. 284-285). Based on my study of the whole corpus, I would argue that the only
named devil known well among broadside ballad audiences was Lucifer.
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dusi jemu by zapsati chtéla” (“She summoned the devil, saying that she would
give him her soul for money”)9; and in the second case, we are told, “Ten
obycej méla, ty slova mluviti, ¢ertu za penize dusi chce prodati” (“She had
this habit of saying: I want to sell my soul to the devil for money”).*° Other
kinds of active cooperation between a human character and the devil are
unusual; I have found only one example of a broadside ballad mentioning
witchcraft and a demonic familiar of the witch."

More often than through deliberate cooperation, the demonic guest
arrives as a result of a human’s rash and unlucky choice of words, leading to
his or her doom (usually well deserved). For example, in the song “Pravdivy
ptibéh, ktery se stal na pomezi saském, v Zitavé” (“A true story that oc-
curred on the Saxon border in Zittau”) a brother, who refuses hospitality
to his widowed sister and her six children, casts them out, declaring,
“Rads bych sedm d'abl hned vidél v svém domé, nez tebe, zebracko, a ty
pancharty tvé” (“I would rather see seven devils in my house at this very
moment, than you, beggar woman, and your bastards”).** Seven demons
promptly appear, underscoring that the brother’s repudiation of his family
has summoned them. The antagonist is summarily taken to Hell, along with
his equally callous wife. A similar punishment follows upon the ill-spoken
words of an evil rich man in “Pisen pravdiva o jednom bohaprazdném
synu” (“True song about a certain godless son”). He organizes a party,
but the intended guests, recognizing his unnatural disregard for his own
kin, refuse to accept his invitation. The man curses them, and in anger
summons demonic visitors to take their place: “Pridte aspon Certi z pekla,
chci s vami hodovati, kdyZ pozvani hosti ke mné, nechtéji se najiti” (“Arrive,
atleast you devils from Hell. I want to make merry with you if my invited
guests do not like to come”). Following the traditional plotline, his curse
seals his fate.’

A slightly different version of this same plot mechanism can be seen in
the story of a poor woman, from the ballad “Pfibéh straslivy ktery se stal
bliz mésta Vindise, kdyz jedna matka détem svym zlé vinsovala” (“A terrible
story that happened near the town of Windisch, when a mother wished her
children ill”), who in the absence of her husband cannot provide for their
eight children. In a moment of desperation, the mother mutters that she

9  Piseriojistém mlddenci, ktery chudobnou pannu si oblibil, [1750-1800], MKP, call no. J-121.
10 Novd piseri vs§em pravovéricim kiestanum vyddna, [1850-1870], MKP, call no. J-1607.

1 Piseri o mocnostech kFiZe svatého Benedikta, [1800-1850], MKP, call no. J-301.

12 Pravdivy pribéh, ktery se stal na pomezi saském, v Zitavé, [1800-1850], MKP, call no. J-154.
13 Piseri pravdivd o jednom bohaprazdném synu, 1718, MKP, call no. J-120.
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is willing to sell her children to the devil: “Kdyby ¢ert prisel s penézy, dala
bych mu dvé nebo tfi [déti]™* (“If a devil came with money, I would give
him two or three [children]”). In the evening strange guests arrive at her
house: a beautiful and richly dressed couple, asking for three children to
be taken as their servants. Unlike the damned characters from the former
examples, who have been themselves sinful, the kidnapped children are
innocent; as such, they are ultimately rescued with the help of a priest,
whose prayer causes an angelic intervention. Likely such a happy ending is
possible because the persons abducted by demons were not the same ones
who summoned them.

Less typical usage of the summoning motif is present in the story of a
Milanese painter tempted and persecuted by the devil.'’s The moment of
temptation comes when the artist is painting a fresco in a church depicting
the Last Judgement, which contains the image of Satan. In this instance,
no audible invitation is needed; apparently, the act of painting an image of
the devil would seem enough to attract the demon’s attention. While the
emphasis put on the dangers of painting religious imagery may remind
one of the iconoclast ideas of the Reformation, the ballad is undoubtedly
Catholic. The text emphasizes that the painter was particularly vulnerable
to evil powers because he left his blessed medallion of St. Benedict at home.
The plotline, then, actually does not deviate from but dutifully follows
Catholic tradition.

Finally, as an extension of the examples above, wherein any reference
to the devil (even a non-verbal one) may summon the demon himself, we
must include the act of impersonating the devil; to do so is to dangerously
toy with evil powers. In “Pfikladnd pisen o jednom lakomém muzi” (“An
exemplary song about a certain greedy man”),' a greedy miller dresses
up as the devil to scare a poor widow and extort from her the last of her
money. Infuriated by the impostor, a real demon punishes the miller for
his evil actions and carries him away to Hell.

Significantly, broadside ballads do not use euphemisms when talking

” «

about the devil, such as “the horned one,” “the evil one,” etc., a custom

popular in more traditional folk genres.'? We thus find the terms ¢ert and
ddbelnot only occurring within quotes attributed to characters appearing

14 Pribéh straslivy ktery se stal bliz mésta Vindise, [1800-1850], MKP, call no. J-945.

15 Zalostnd piseri o jednom majlandském maliFi, jen? ukrutné pronasledovdn byl, 1800-1850],
MKP, call no. J-1777.

16  Prikladnd piseri o jednom lakomém muzi, [1750-1800], MKP, call no. J-140.

17 DiNola, Diabet, pp. 324-325.
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within broadside ballads stories, but we also read and hear those words in
parts of the broadside ballads spoken, with no ill intent, by the narrator.
Authors, printers, and probably singers did not treat the word “devil” as an
unspeakable taboo in and of itself.*® Such distinction between printed and
oral folk tales suggests that although the producers of broadside ballads
copied popular folklore motifs about devils, they did not fully connect with
them at the visceral, or superstitious, mentality of the folk.

Nevertheless, broadside ballad makers marketed their wares widely to
all sorts of consumers and could not afford violating their sensibilities. This
might explain why, despite the proliferation of illustrations on broadside
ballads generally, the whole corpus that I have studied reveals a noticeable
lack of illustrations depicting the devil; when demonic images do make an
appearance, they do so mainly on the newest prints from the turn of the
twentieth century. It would seem that many, if not most, buyers followed
tradition and did not want to keep the evoked likeness of a demon in their
homes. Such a vivid presence of the devil was likely perceived as a poten-
tial bringer of bad luck. Thinking along similar lines, popular chapbooks,
which included as a subgenre the broadside ballad, often emphasized that
particular religious images (such as the cross of St. Benedict) and certain
miraculous prayers printed on paper possessed the power to ward off evil
and, by extension, demonic presence. Furthermore, woodcuts were used in
magical and apotropaic roles (for example, to create devotional pictures for
swallowing), especially during the broadside ballad’s heyday in the late
eighteenth and early nineteenth centuries.

The Devil in the Plot

The various mechanisms of summoning the devil into the physical world and
the performative power words play in such conjuring are part of a broader
array of themes related to infernal powers. Other motifs connected with
demonic characters are largely dependent on the role played by the devil
once he is introduced into the narrative. Drawing from the classification
formulated by the Polish folklorist Jolanta Eugowska, we may describe several
modes of including the devil into types of folk narratives and analyse their

18 Additionally, in rare instances, the word ddbel is used in humorous songs as an insult to
describe an unpleasant and repulsive person.

19 Czech: Polykaci obrdzky, German: Schluckbildchen, small woodcuts used as a magical remedy
in folk medicine (see: Kafka, Ddrek z pouti, pp. 194-196).
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usage in broadside ballad stories. According to Lugowska,*® there are five
main imaginings of the devil in folklore: 1) the devil as creator, active in
the past; 2) the devil as evil power, active today; 3) the devil as protector
of the moral order; 4) the devil as supernatural enemy; and 5) the devil as
subject of ridicule.

The first of these representations, the devil as creator, appears in Central
European etiological folk tales, perhaps as a residue of the dualistic Indo-
European cosmology, wherein the divine Maker’s adversary is actively
co-involved in creating the world. However, within the large corpus of
broadside ballads I have studied, no such stories exist: there are no instances
of the devil interacting with God in any way, as there are no ballads about
the origin of Satan, the creation of the world, etc. Those are known only
from oral folk tales. A representation of the devil as co-Creator with God
would most likely have been deemed unchristian not only by Catholic
authors but also by official licensors, who would have acted to prevent
any such publication. Furthermore, Czech broadside ballads, with their
often-emphasized role as “news songs,” usually focus on the present world,
not its beginnings. One might posit as an exception those biblical and
hagiographical broadside ballads that offer their audience something like
a record of religious “history.” However, even in these broadside ballads,
the devil is not raised to a status aligned with the divine Maker. It would
seem that such an alliance is inconceivable, or at least not publicly so. I
have to date found no extant broadside ballad that imagines Satan and his
demons from a Christian theological perspective and shows their relation
to the Godhead.

The second image of the devil in folklore is as an evil power—a supernatural
creature who appears to humans always with malicious intent. He can be rep-
resented as either a non-threatening bogeyman or as a powerful threat—that
is, as a monster who attacks and even kills mortals. Among broadside ballads
which imagine the devil in this way are those that convey the motif of demons
kidnapping children (stories probably stemming from old Slavic beliefs) and the
devil as a tempter, offering a material reward for the act of selling one’s soul.
Among the variations on this latter motif are stories about the devil pushing
someone to sin so that that the devil might gain control over their soul after
death, as in the famed German legend about Dr. Faustus (whose “history”
was also disseminated in popular pamphlets and broadside ballads, before
being adapted as a play by Christopher Marlowe and, later, Johann Wolfgang
von Goethe). In Czech broadside ballads, the motif of the devil as a tempter

20 Lugowska, “Obrazy diabta,” pp. 8-16.
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is often present in otherwise realistic narratives about murderers, where a
short phrase tells the audience that, although the deadly deed was itself not
supernatural in character, the criminal was inspired by devilish whispers,
e.g,, “dabel mu do usi $eptal, aby ji zmordoval” (“the devil whispered into his
ear to kill her”),* or “on [...] skrze ni ze svéta sesel, co ji ¢ert porioukal” (‘he [...]
left this world because of her; she was encouraged by the devil”).??

Rarely, the tempter appears in the flesh, as in the already mentioned
story of the Milanese painter* and another broadside ballad about an evil
rich man and his impoverished brother,** wherein the devil unsuccessfully
tries to lure the pious poor man into sinning with money. The demon in
a physical form also makes an appearance in the broadside ballad about
a lazy barrel maker, “Pisen truchliva o becvari” (“A terrible song about a
barrel maker”),%s based on an influential, well-known folklore motif of an
unanticipated surprise. The protagonist of this tale, in exchange for gold,
agrees to give the devil, whom he met in the woods, something that he
will find at home but does not yet know about. This “surprise” happens to
be his newborn child; fortunately, the child is ultimately saved from the
terrible fate of hellfire thanks to the prayers of the barrel maker’s wife and
the intervention of the Virgin Mary.2

Most importantly, however, demons fulfil the role classified as the third
kind of representation of the devil in folk tales: as protectors of the moral
norm and of the rules of a moral society. In this role, demons are instruments
of God’s punishment. Apart from the few examples of temptation shown
in the previous paragraph, protagonists of broadside ballads usually sin on
their own accord, without an overt infernal temptation. They receive harsh
but generally just retribution for their actions. As shown by the already
mentioned examples, the sinner is in fact often fully responsible for both
the committed evil and the appearance of the demon who punishes him
or her. In a paradoxical way, the actions of the devil thus frequently serve
as a reminder of the importance of upholding religious virtues and rituals.
Sins punished by infernal incursion are often related to the act of breaking

21 Novdpiserio hroznévrazdé, kterou spdchaljeden rolnik na své manzelce, 1864, MKP, call no. J-32.
22 Piseri novd o preukrutném mordu, [1820-1870], MKP, call no. J-1786.

23 Zalostnd piseri o jednom majlandském mali¥i, jens ukrutné pronasledovdn byl, [1800-1850],
MKP, call no. J-1777.

24 Piseri pravdivd o jednom bohaprazdném synu, 1718, MKP, call no. J-120.

25 Piseri truchlivd o be¢vdri, [1780-1820], MKP J-554.

26 We may note that similarly to the already quoted Pribéh straslivy ktery se stal bliz mésta
Vindise, [1800-1850], MKP, call no. J-945, the innocents sacrificed by others are saved by Divine
providence.
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fast, immoral entertainment, and blasphemy against the Catholic tradition.
The devil may also serve as a guardian of social justice, smiting the wealthy
persecutors of the poor and victimized.*

In the fourth representation of the devil—the demon as a supernatural
enemy—he usually plays the role of an obstacle to be defeated by the hero. In
such narratives, the devil is typically depicted as an oafish monster (leading
us to Lugowska’s fifth representation of the devil as a subject of ridicule),
outsmarted by the mortal with whom he made a deal. But this kind of
story—a reversal of the cautionary horror tale—is not found in the Czech
broadside ballads I have studied. Such is the case even though the figure of
aridiculed ¢ert (devil) is well known from oral folklore.?® The absence of
the notion of the devil being defeated in broadside ballads may be explained
by its contradiction with the terrifying demons of religious teachings that
strongly influenced broadside ballads during their prominence.

In broadside ballads of the period under study, in sum, religion is key.
The only examples of defeated devils in the corpus I studied can be found
in narratives ending with the intervention of heavenly powers—often
direct actions by saints and angels—or at least the protagonist drawing
upon a powerful blessed object to effect the same action (e.g., the cross
of St. Benedict, a rosary, or a specific anti-demonic prayer). Based on the
analysed material, we can confidently conclude that in the world of broadside
ballads, no mortal can outsmart evil powers by him- or herself; rather,
humans have to beware of evil and call upon their religion for salvation
from it. Because the demon is a serious threat, Czech broadside ballads,
unlike their counterparts from Protestant Europe, exhibit no examples of
comical tales about the demons acting silly or becoming the victims of a
smart human opponent.>®

The Physical Image of the Devil

Due to the diverse roles played by the devil in folklore narratives, his physical
image may vary greatly between different texts and genres. According to
Christian theology, in his true form the devil is immaterial, but to interact

27 Baranowski, Pozegnanie z diabtem, pp. 58—62.

28 Rohrich, “Cert,” pp. 20-21.

29 Thisattitude differentiates Czech broadside ballads from similar genres in other European
languages, e.g., Dutch penny prints, where humorous stories about the devil can often be found;
see Salman, “Devotional and Demonic,” pp. 129-130.
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Figure 23. Selected panels from a ballad singer’s banner (Moravia, second half of the eighteenth
century). Left: a devil as a gentleman (though with visible horns), offering a deal to sign, in blood;
middle: devil as a hunter, tempting a man with gold; right: a gang of monstrous, fire-breathing
devils. Moravsky zemsky archiv v Brné, B 1 Gubernium, kart. ¢. 1621, sign. R 11/44a.

with mortals he can take on different shapes and persona that serve his
intentions best. In the European tradition, two contradictory images of the
devil appeared in antiquity and were reinforced in the medieval period.
On the one side, we see a monstrous image of a furry, horned, half-animal
beast, partially inspired by the satyrs of classical mythology. On the other,
we see a physically beautiful and alluring human, surrounded by an aura
of otherworldliness and curiousness. This second image correlates with the
idea of demon as tempter. In folk culture, the human-looking devil also often
aligns with the traditional opposition between “us” and “them”; that is, the
devil appears as a member of a different social class (usually a nobleman) or
a person belonging to some foreign group (typically an unliked neighbour
or someone distant to all Christendom, such as a Moor or a Jew).3°

Apart from a few texts which do not contain any physical description of
the demons in their stories, most devils in the analysed corpus appear as
humans, at least at the beginning of the stories. The devil is usually depicted
as arich and elegantly dressed man, described as either pdn (lord) or kavalir
(gentleman). In two examples, female demons are mentioned: strange ladies
willing to dance with blasphemers in “Pravdiva pisen o jednom straslivém
ptibéhu, ktery se stal v sardinské zemi” (“A true song about a certain terrible

30 Baranowski, Pozegnanie z diabtem, pp. 33—43.
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story that happened in the land of Sardinia”)?' and a she-devil aristocrat
accompanying the devil appearing as a nobleman in “Ptibéh straslivy ktery
se stal bliz mésta Vindise” (“A terrible story that happened near the town
of Windisch”).3* In another song the devils take on the guise of “wealthy
merchants from a faraway land” (“velky kupcy z daleké krajiny”).33 As such,
they are not only alien because of their social position but also because of
their exotic ethnic and geographic origins. Finally, in one instance, the devil
in the broadside ballad takes the form of a hunter, which closely resembles
his image as described in some traditional Czech folk tales.34

The vision of the devil as a rich and elegant person obviously fits into the
opposition between “us” and “them.” Since the audience (as well as most
protagonists of broadside ballads) was not wealthy, elegant, or beautifully
dressed, the emphasis on those qualities served at the same time as a sign
of distance and of believable temptation. The descriptions often mention
the ornate clothes of the devil: “pekelny duch ptisel. V satech pfemovanych,
knihu velikou nese, na sttl ji polozi a cely se tiese” (“the infernal spirit came
dressed in garments decorated with braid, carrying a large book that he laid
on the table, shaking with emotion”).35

The broadside ballad “Zalostn4 piseti o jednom majlandském maliti, jenz
ukrutné pronasledovan byl” (“A sorrowful song about a certain Milanese
painter, who was cruelly persecuted”)3® additionally signals the pride and
vanity of the devil himself, who asks to be depicted on a painting so beauti-
fully, that people would be mesmerized by his image:

V Satech premovanych, In embroidered

zlatem krumplovanych, and gilded clothes,

jako naky kavalir byl dabel the devil from Hell was standing there like
pekelny. some gentleman.

[-] [-]

Rekl dabel k malifi: The devil said to the painter:

Maluj mne pékného, Paint me beautifully,

31 Pravdivd pisert o jednom straslivém pribéhu, ktery se stal v sardinské zemi, 1849, MKP, call
no. J-1004.

32 Pribéh straslivy ktery se stal bliz mésta Vindise, [1800-1850], MKP, call no. J-945.

33 Piseri novd o jistych pribézich, které se w minulych éasech staly, [1780-1820], MKP, call no.
J97.

34 Pisert truchliva o becvari, [1780-1820], MKP, call no. J-554.

35 Novd piseri v§em pravovéricim kfestaniim vyddna, 1850-1870], MKP, call no. J-1607.

36 Zalostnd pisert o jednom majlandském mali#i, jens ukrutné pronasledovdn by, [1800-1850],
MKEP, call no. J-1777.
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tak jak mne tu vidig as you can see me

stat zapremovaného.37 standing here in these embroidered garments.

Later in the same ballad, the devil takes the form of a Jew to testify falsely
before the court. This image fits with the idea of the demon often appear-
ing as a member of a foreign ethnic group and is also consistent with an
anti-Semitic Christian stereotype of Jews as belonging to an alien, ungodly
community.3®

Another material attribute associated with the broadside image of devils
as wealthy noblemen is their luxurious carriage (kocdr, kryty viiz, Seza). In
such splendour the demons arrive when summoned and disappear equally
fast, usually carrying their victims to the netherworld or to a temporary lair
in the human world, situated in an abandoned and remote place:

S kocarem pro né prijeli, They came for them [the humans] in a carriage.
na devét mil v okamzeni Travelled nine miles in an eye-blink

vjednom pustém hradu and they [the humans] found themselves in an
byli.39 abandoned castle.

In the next example, infernal guests arrive in three carriages, with the fourth
one waiting for their victims. As one of the devils declares:

Ta ¢tvrtd drahd Seza This fourth expensive carriage
je pro vas zchystana, is prepared for you,
ta je pro pysné lidi, for the proud people
zlatem ukovana [...] gilded with gold [...]
a tak se s velikym hfmotem and so with a thunderous roar
odtud pry¢ ztratili. they left the place.
Ve veliké prudkosti With great speed
za mésto vyjeli, they rode out of town,
sam Jezi$ Kristus to vi, only Jesus Christ knows
kam jsou se podéli.4° where they went.
37 Ibid.

38 Dutch parallels can be found in Salman, “Devotional and Demonic,” p. 130. For a more
in-depth analysis of the image of the Jew in Czech broadside ballads, see Metrak, “Jezykowy i
kulturowy obraz Zyda.”

39 Pribéh straslivy ktery se stal bliz mésta Vindise, 1800-1850], MKP, call no. J-945.

40 Pravdivd piseri o jednom straslivém pribéhu ktery se stalv sardinské zemi, 1849, MKP, call no.
J-1004.
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Because the human-like, lordly appearance of the devil is strongly empha-
sized in descriptions of him, we may suspect that it was not the default form
by which Czech audiences imagined the devil’s features. In those parts of
broadside ballads where demons no longer have to camouflage themselves
as humans (and in some texts where no detailed description of the devil
is given), their very inhuman and brutal actions (carrying people off high
into the air, tearing sinners apart, threatening torture and demonstrating
superhuman strength, etc.) imply rather that such demons were more typi-
cally imagined in a monstrous form. Such a figuring of the devil is consistent
with traditional folk beliefs, religious iconography, and preserved Bankelsang
banners (as displayed in images in Figures 23 & 24).#!

Such monstrous demons are described as grossly repulsive, e.g., Seredn{
hosti (hideous guests),** ddbel seredny (hideous devil),* seredni ddablové
(hideous devils),** and their mentioned ability to fly allows us to envision
the demon in his “default” form as a winged beast. Another monstrous trait
is the stink of sulphur or tar. The song “Pisen nova o jistych pribézich” (‘A
new song about certain events”) describes an unpleasant odour arising
from an infernal fire that appears when the devils capture a sinner: “napluli
jsou smradem, plamenem svetnici” (“they have filled the sitting room with
a horrid smell and flames”).4> Such affinity with fire and heat can also
be deduced from the burning torture instruments with which the devils
threaten the mortals in the broadside ballad “Pfibéh straslivy ktery se
stal bliz mésta Vindise” (“A terrible story that happened near the town of
Windisch”).46

In some of the broadside ballads, infernal apparitions arrive in the human
world in recognizable animal shapes. However, it can be hard to distinguish
between zoomorphic demons and ordinary animals serving as a tool of God’s
punishment, as with other forces of nature, such as penalizing lightning and
earthquakes. Though these animal forms may resemble those in nature, their
infernal origins can be deduced from the authors’ choice of animals—mainly
species associated with evil powers in the Bible and folk culture, such as
serpents, toads, frogs, and scorpions, or black dogs, cats, ravens, and goats.

41 More information about the origin of attached illustrations can be found in Tich4, “K
déjinam.”

42 Pisert pravdivd o jednom bohaprazdném synu, 1718, MKP, call no. J-12o0.

43 Pisert truchliva o becvari, [1780-1820], MKP, call no. J-554.

44 Vypsdni dalece rozhldseného a zndmého doktora Fausta, [1800-1850], MKP, call no. J-1015.
45 Piseri novd o jistych pribézich, které se w minulych éasech staly [1780-1820], MKP, call no.
J197.

46 Pribéh straslivy ktery se stal bliz mésta Vindise, [1800-1850], MKP, call no. J-945.
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Figure 24. Selected panels from a ballad singer’s banner (Moravia, second half of the eighteenth
century). Left: devil speaking with a woman; middle: devil tearing a sinner apart; right: devil giving
a signed deal back to a praying woman. Moravsky zemsky archiv v Brné, B 1 Gubernium, kart. ¢.
1621, sign. R 11/44a.

The final theme known from traditional culture found in Czech broadside
ballads is the devil’s affinity with music, especially the kind of tune inviting
people to improper dancing (i.e., dancing in Lent or skipping mass because
of a party).#” The motif of the dance with the devil, ending with the death or
abduction of the sinner to hell, can be seen as a specific version of the danse
macabre, reminding the audience not only of the universality of death but
also of the punishment awaiting the sinful in the hereafter. Examples can
be found in the song “Pravdiva pisen o jednom straslivém piibéhu” (“True
song about a certain terrible event”),*® wherein infernal emissaries are
accompanied by an orchestra and dancers, and in “Pfibéh straslivy ktery
se stal bliz mésta Vindise,” wherein the very “strange” movements of the
dancers convey their demonic origin: “Po jidle muziku brali, divné vSickni
tancovali” (“After the food they had some music, everyone was dancing
strangely”).49

Discordant sounds accompanying such infernal movements were
understood as aberrations of angelic choirs, admired as divine voicings
harmonizing with the actions of benevolent supernatural powers. It is

47 Réhrich, “Cert,” p-19.

48 Pravdivd piseri o jednom straslivém pribéhu ktery se stalv sardinské zemi, 1849, MKP, call no.
J-1004.

49 Pribéh straslivy ktery se stal bliz mésta Vindise, 1800-1850], MKP, call no. J-945.
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such sounds turned awry that lead to wild and “strange” demonic dancing.
A hellish dance which cannot be stopped may also be a punishment for
sins, as in “Pisen k ustrnuti o rozpustilych tane¢nik’” (“A song to repent
about wanton dancers”). Demonic musicians also appear in this broadside
ballad to play for the blasphemers, who unlike the rest of their fellow
villagers, refuse to attend holy mass. The sinners, not heeding the repeated
warnings of their parents and priest, decide to enjoy themselves instead at
the local inn. But in a grotesquely ironic punishment for their “delightful”
debauchery, they find themselves supernaturally forced to dance until
they die of exhaustion:

Muzikanti potad hraj, The musicians play constantly,
oni posavad tancuji, they are dancing to this moment,
jak 8ipky porad béhaj, running fast like arrows,
odpodinuti nemaji. having no rest.
Od tance z noh krev jim From this dance the blood squirts from their
strika, feet,
zem cela krvi polita. [...] the ground is drenched with blood. [...]
0d sat litaji kusy, Scraps of their clothes are flying around,
z rukou, z nohouch kiiZe visi, the skin is hanging from their arms and legs,
az jim vidét z téla kosti the bones can be seen under their flesh
v tej nestastné veselosti.> in this unlucky merriness.
Conclusion

Demons, although appearing in the texts of Czech broadside ballads
far less often than God and benevolent supernatural beings (who are
mentioned in almost every song), still play important roles in the Czech
metaphysical world order. Their various parts in the ballad narratives
allow us to uncover the origins of those stories in Baroque preaching
exempla rather than in traditional Slavic folklore and demonology. As
part of such teaching, the devil of Czech broadside ballads rarely pos-
sesses individual character traits; more often he is only one of many evil
spirits arriving from Hell to tempt and punish sinful humans. As such,
he is terrifying to mortals and often acts violently. But perhaps more
frightening, he can also be scheming and deceitful, plotting intrigues
instead of using brute force (which is another way of saying he draws out

50 Pisert k ustrnuti o rozpustilych tanecnikii, 1753, MKP, call no. J-119.
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humans’ inherent inclination to sin). Demons may appear in different
shapes and even stay immaterial, but no matter their form, they always
pose a severe threat to humans, broadside ballads tell us, and should not
be taken lightly. In the material world, we see that such demons usually
lurk in remote places, such as deep woods and abandoned ruins, but the
fact remains that no space is completely safe from their influence, even
Christian places of worship. This is because, as Baroque teaching instructs
the audience of broadside ballads, the devil always lurks within; one
might go so far as to say he is of our own making. Indeed, demons gain
access to the human world mostly through an invitation made by mortals,
usually without overt ill intent but rather due to their inconsiderate
behaviour (itself a manifestation of sin). Yet evil or desperate people can
also deliberately invoke and sign a pact with the devil, selling their soul
for a material reward.

Mechanisms governing the metaphysical order of the world as described
in Czech broadside ballads render an important insight into the concept
that can be called Czech folk theodicy. In this theodicy, the Czech system
of belief combines epistemologies based on both folk tales and Baroque
religion. That is, despite the firm folk belief in the existence of an active
individual evil in the world in the form of Satan, most of the misfortunes
that happen to people in broadside ballads are interpreted in a Baroque
system not as the workings of Satan, but as God’s will and the result of human
failings. Such a dual vision diverges from both the orthodox doctrines of
Christianity, with its notion of an active and powerful Satan, and from
traditional Slavic folklore, with its dualistic order of the world, wherein
actions of the creator are mirrored by his mythical demonic adversary. The
texts of broadside ballads never question the agency and sovereignty of
God, who single-handedly decides the fate of the whole world. In this latter
interpretation, the devil is not God’s enemy so much as His instrument of
discipline and punishment. The devil, in sum, fulfils God’s will, and—by
extension—poses little danger to pious and honest Catholics who follow all
regulations and rituals of their religion and are equipped with devotional
protective items such as a rosary or a crucifix. In such a worldview, the
devil may be fittingly described with a famous quote from Goethe’s Faust
as the “Part of the Power that would / Always wish Evil, and always works
the Good.”™

51 Goethe, Faust, Part I.
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11. Reality and Fiction in Broadside
Ballads and Their Contemporary
Reception: A Case Study

Jana Poldkovd

Abstract

Jana Polakova’s paper presents a specific historical and locatable event—a
quadruple murder. She traces how it was reflected in a range of regional
sources, especially popular genres that have typically fallen outside
the historical domain, such as broadside ballads, chapbooks, and songs
recorded from the oral tradition. She compares this fictional depiction of

the murder with information from the trial and contemporary newspapers.

Keywords: News, murder ballad, orality, crime, fiction

Modern historiography is increasingly exploring subjective experiences of
particular events from the past; this new interest, as I shall detail, expands
the range of historians’ research techniques. In addition to drawing on
officially recorded sources (such as newspapers and archive materials
from the time of the event), it has become acceptable to use other cultural
sources, such as literature and oral tradition. This chapter presents a specific
historical event—a quadruple murder which took place on July 5, 1907, 20
kilometres north of the city of Brno—and traces how it was reflected in a
range of sources. Particular attention is devoted to popular genres that have
typically fallen outside the historical domain, such as broadside ballads,
chapbooks, and songs recorded from the oral tradition. Because the crime
was unusual, there is good reason to believe that public awareness of it
would have persisted for several generations, passed along through such
popular genres. Even today, residual traces of the story can still be found
in various accounts within the local and wider region. When a report of a

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH11



234 JANA POLAKOVA

particular event is disseminated, however, we typically find that certain
aspects of the “facts” always change or disappear depending on the source
of the report. This chapter demonstrates the morphing in accounts of the
above historical happening by employing several heuristic analyses of the
content of broadside ballads, verbal folklore, newspapers, and other sources.
As collective memory fades, we find, it is transformed into place memory
(a deliberately created recollection of a particular event, separated from it
by a time gap). It may then be revived at the regional level in the course of
diverse present-day social activities.

Broadside Ballads as a Historical Source

As noted above, the basis of modern methodological approaches to his-
toriography is shifting from objective, realistic syntheses of collective or
national history to the subjective stories of individuals—an approach
known as microhistory.' The traditional approach has been based mainly
on written, officially issued and preserved sources, while the microhistory
approach prioritizes personal, family, or collective memory, preserved more
privately or regionally in either written or oral form.

The material basis of broadside ballads ranks them among written (and
specifically printed) types of sources, but their origins and subsequent
dissemination—which also spread orally—places them on the boundary
separating these two kinds of sources. This confluence of media makes
broadside ballads an inspirational subject for research; it straddles the
borderline between the more unchanging, stable, preserved records of
writing and the more mutable, fluid, and often eventually lost records
of orality.” However, the documentary value of broadside ballads varies,
so using them as factual sources creates complications. Particularly for
historians, it is essential to take a critical approach to broadside ballads
as evidentiary.3 They were always targeted at a broad section of society,
and their production and continued survival depended on their ability to
succeed in the market. Preserved editions of broadside ballads, on the one
hand, bear witness to the wide interests and tastes of their consumers,

1 White, Metahistory, pp. 38—42; the most famous Western example of a microhistory is Carlo
Ginzburg's Il formaggio e i vermi (1976, translated as The Cheese and the Worms [1980]), which
focuses on the unique religious beliefs and cosmology of a single sixteenth-century miller.

2 Smetana, ‘K problematice,” pp. 14-15.

¥ o»

3 Kutnar, “Krama¥ska pisen,” pp. 77-78.
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including their hunger for news; on the other hand, they could also be
turned to mass propaganda, which in the Czech context was regulated by
censorship from the end of the eighteenth century onwards.* Broadside
ballads also offer an indirect source of information on the ideology and
social status of their authors (whose identity is nowadays usually unknown).
To historians, these texts are thus complicated representations of their
times, often offering distorted, multiple, or nuanced viewpoints; when
read as historical records, fact and fiction can be hard to distinguish.
Furthermore, the gap in time between the creation of a broadside ballad
and the present day can make the interpretative process even more chal-
lenging and lead to inaccurate interpretations (especially of past cultural
and social phenomena).’

An instance of what we may call temporal “warping” of perspective is
that not every past event which we consider important today produced a
broadside ballad (at least according to the surviving evidence). Our criteria
for privileging events, as we look back on an earlier period, often differed
from the official historiographic criteria of the time, especially when it came
to popular literature. Broadside ballads generally responded very quickly to
occasional events—so much so that the authors and publishers typically saw
no need to give dates. The desire for novelty also meant that most broadside
ballads were short-lived. However, there are cases in which broadside ballads
about the same event were published over several decades—though the
places and dates attributed to the event often varied. It is rare to find a
broadside ballad published more than ten years after the events to which it
refers, and such late versions may contain more inaccurate information.® The
functions of broadside ballads were to inform, entertain, educate, provide
moral instruction, and—especially in the case of murder songs—to satisfy
the audience’s desire for sensation and exhilaration.”

When assessing the proportion of facts to fiction in a broadside ballad,
it is therefore necessary to assess them alongside other types of sources.
Depending on the form of dissemination, sources can be roughly divided into
two types: written and oral. As a consequence of previous methodological
approaches in historiography, written sources are associated with a higher
degree of objectivity; yet objectivity is actually a relative concept, dependent

Scheybal, Senzace péti stoleti, pp. 68—74; Volf, “Z déjin.”

Dufka and Polakova, “Spolec¢enské udalosti,” p. 48.

Polakova, “Jak v Hrabovanech,” p. 86.

Grochowski, Straszna zbrodnia, pp. 152-166; Wiltenburg, “Ballads.”
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Casas-Delgado and Gomis, “Female Transgression,” pp. 47—52.
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on numerous external and internal factors.? The more recent an event is,
the better the chance a historian has of finding and comparing relevant
written sources. By contrast, oral sources, which mutate more quickly,
have been long neglected by predominantly positivist historiographers.*
Orality as factual record was not considered relevant, mainly due to its being
considered subjective and non-material. The oral was further dismissed as
the heritage of the lower, less-educated strata of society, who were prone
to mythologizing and inflating facts. Their oral products were considered
more suitable for research by ethnologists, anthropologists, literary scholars,
and non-expert collectors, rather than by historians.” But written and oral
sources could in fact converge, especially in the face of sensational real-life
events, such as a mass murder.

A Real Event and Its Depiction in Written and Printed Sources

In the early morning hours of July 5, 1907, a quadruple murder took place
20 kilometres north of the Moravian city of Brno on the road between
the well-known pilgrimage site of Kitiny and the village of Jedovnice.
The victims were two married couples: Josef Némec and his wife, Amalie,
along with Josef Hrazdira and his wife, Josefa. The brutal nature of the
crime shocked the population of this generally peaceful region and evoked
huge interest from local and national newspapers. On the same day as the
murders, investigators arrested a family of reportedly ill repute and lowly
social status from the nearby village of Ostrov: Jan Vajckorn, his wife Marie,
and their son, also called Jan. The case went to court in Brno; the prosecutors
assembled evidence to use against the accused, including statements from
more than 40 persons who testified against the reputation and intent of
the accused murderers. The weapons allegedly used to kill the victims
were seized from the accused, as were items of their clothing (stained

9 Internal factors include, e.g., the influence of the subjective evaluation of the source’s
author, the influence of the person who commissioned the song from the author (a monarch, an
aristocrat, an ecclesiastical functionary, etc.), differences in the evaluation of historical events
by those involved in them, etc. External factors include the fact that descriptions of historical
happenings not coincidentally correspond to the knowledge and experiences of the people
recording the events, as well as with the time gap between the production of the source records
and the actual events they describe. Claus and Marriott, History, pp. 3—23; Iggers, Historiography,
pp- 118-140.

10 The positivistic approach dominated historiography in the second half of the nineteenth
century.

1 Vanék and Miicke, Treti strana, pp. 26—29.
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with human blood), the remnants of a bank deposit book, a large sum of
money, and other items. From a present-day perspective, the prosecution’s
case lacked verifiable evidence against the Vajckorns, since the statements
of the accused were confused and sometimes mutually contradictory.
Some of the testimonies by those called upon to report were also mutually
contradictory or were not verified or taken into account at all by the court.
Nevertheless, by early-twentieth-century standards, the evidence was
considered sufficient for a verdict of guilty. None of the Vajckorns ever
confessed to the crime and they appealed against the court’s decision.
Differences between the individual witness statements appear to have
meant that originally the death sentence was imposed, but on March 19,
1908, this was commuted to life imprisonment (the equivalent to a death
sentence given the squalid conditions of prisons at the time). The son, Jan,
was the first of the three to die in prison (1911). His mother, Marie, died in
1916, and his father in 1920.

Of all the printed sources of the events, Czech- and German-language
newspapers are the most numerous. The first reports were printed by the
most widely read Moravian and Austrian newspapers on the day following
the murders, so the event was considered important enough to achieve
cross-national dissemination and interest.’* However, the newspapers
initially provided incorrect information. They recorded that the “Sedlak
family” (a nickname for the Vajckorn family) had committed the murders,
and only one report gave correct information about the victims. This
confusing information (incorrect regarding the perpetrators by using
a local nickname, but correct regarding the number of victims) never
appeared again in the newspapers; instead, journalists drew on different
sources of information (the names of the accused and the witnesses,
evidence, parts of witness statements), which was frequently repeated
(whether correct or incorrect). Further detailed facts about the case were
released gradually as the investigation progressed, but after ten days the
interest of both the investigators and the public had dwindled to noth-
ing. All the newspaper articles about the murders demonstrate a rapid
alignment with the generally declared opinions of the local population,
expanded to the “vox populi,” regarding the Vajckorns’ guilt, including
moral condemnation of them. This published judgement had a substantial
influence on the course of the trial.’ The next wave of interest focused

12 Brnénské noviny and its supplement Moravské noviny, Lidové noviny, Rovnost, Briinner
Zeitung.
13 Pettitt, “Journalism vs. Tradition,” pp. 76—77; Polak, “Soudni dohra,” p. 16.
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on the trial itself, which lasted three days. Only sporadic information
was published about the decision to commute the sentence from death
to life imprisonment.

The only two currently known chapbooks on the topic of the quadruple
murder near Kitiny—the broadside ballad verse text “Pisen o ¢tyfnasobné
vrazdé” (“Song about a quadruple murder”) and the prose text “Popis
o ¢tyfnasobné vrazdé” (“Description of a quadruple murder”)—were
published probably towards the end of 1907 or in the following year.'* The
author of both publications was Arnost Chladek (1862-?) from Hefmaniv
Meéstec. Chladek’s publishing activities focused mainly on criminal cases.
The presentation of these stories in separate verse and prose forms—which
differed from the practice used during the previous century in Czech lands,
if not, for instance, in England’>—was a relatively common feature of his
output. If we compare the content of the prose text “Popis o ¢tyfnasobné
vrazdé” with contemporary newspaper reports, we find that Chladek
copied entire passages from the newspapers, such as “sam ¢in, potutelné
patrné zavrazdéni ¢tyf osob ve voze na silnici, pfipomina pfepadeni
loupezniki za starsich dob” (“the deed itself, the sly murder of four people
in a cart on the road, resembles attacks committed by highwaymen in
former times”)."* When describing terrible events, contemporary journalists
were keen to emphasize their emotive and dramatic aspects; the texts of
news reports thus offered ready adaptation into marketable broadside
ballads.

To this end, Chladek’s prose text remains relatively close to the reality
as it was depicted in the sources available to him at the time of writing.
However, his verse text “Pisen o ¢tyfndsobné vrazdé” contains many
more departures from its prose counterpart. Chladek’s alterations appear
to have been mainly motivated by a desire to produce a sensational
account, incorporating a bizarrely appealing form of outrage and a strong
emotional impact to appeal to the mass popular market of broadside
ballads."

14 A broadside ballad is type of printed song text which in many cases is accompanied by
information about the melody of the song (or by musical notation); see Ivanek, “Poznamky
k vymezeni pojmu,” pp. 224-226. On the two extant broadside ballads about the murders,
see Chladek, Piseri o étyrndsobné vrazdé, [1907?], MZK VK-0000.216,ptiv. 66; Chladek, Popis o
Ctyrndsobné vrazdé, [1907?], MZK VK-0000.108,ptiv.22.

15 See the chapter by Ivanek and the introduction.

16 “Cty¥nasobnd vrazda”; Chladek, Popis o &tyFndsobné vrazdé, [1907?], p. 3, MZK
VK-0000.108,pfiv.22.

17 Bates, Crime, pp. 95-97.
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Figure 25. Scene from the trial of the Vajckorns. Chladek, “Popis o ¢tyfnasobné vrazdé,” [19077],
pp. 8-9, MZK, sign. VK-0000.108, pfiv.22.

The printed ballad, in an effort to follow broadside ballad tradition, evinces
rhyming verse structures (with varying degrees of success), and the “factual”
content appears to have been sacrificed to this end.’ Twenty-five stanzas
have a two-part structure, but only the first and (partially) the second
maintain a regular rhyming structure. In the introduction, the author
addresses the public (a typical feature of secular broadside ballads) and
presents the place, time, and main people involved in the events. 92% of
the text is devoted to the causes as well as to the course and consequences
of the event (from the perspective of both the victims and the murderers);
in reporting this way, the author makes use of an emotive, naturalistic style
of description that was particularly typical of murder ballads.’

Other types of written sources of our case study of mass murder from the
early twentieth century include not only the court files mentioned above,
but also local chronicles—though in this case the chronicles do not provide
any new insights. For the day of the murders, the municipal chronicle of

18 Benes, “Prameny,” p. 63.
19 Bencikova, “Prispevok,” p. 49, gives the figure of 58%, based on the example of a specific
broadside ballad.
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Figure 26. Title page of a broadside ballad about the quadruple
murder near Kitiny. Chladek, “Piser o ¢tyfnasobné vrazdé,” [19077],
MZK, sign. VK-0000.216,pfiv. 66. Notice how realistically the scene

is portrayed in this engraving, almost as if it was a photograph.

Kftiny only gives information on a children’s outing, and the parish accounts
of the village of Ostrov only provide a basic summary of the murder events,
including the names of the perpetrators and the victims.*°

The Depiction of the Event in the Oral Tradition

The events described became part of the oral tradition in the form of a song
that has survived in two basic melodic versions. The first version—which uses

20 Plch, “O bestidlni,” p. 7.
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a well-known broadside ballad melody—occurs in the wide vicinity of the
crime scene, in six textual variants. The second version has only been recorded
in one textual form. These variants of the song, which have been preserved
thanks to regional collectors both in written form and as audio recordings,
were gathered as part of field research that I carried out in 2018—2020, and they
form the basic material for this study. At the outset, it should be kept in mind
that in the oral tradition from the seventeenth to the twentieth centuries, the
folk songs were created by an author, whose identity is nowadays unknown,
as an expression of the author’s artistic ambitions and desire to present or
comment on an exceptional event. In the case of broadside ballads, it tends to
be unclear whether written forms of any of these texts influenced oral forms,
or vice versa, or whether there was influence in both directions.?* Robert
Smetana and Bed¥ich Vaclavek stated that at least half of Czech broadside
ballads had originated from folk texts; today the figure is estimated at around
one-third.** Broadside ballads originating from folk songs can be assumed
to have been originally oral in form. Over the course of time, they would
have been elaborated upon and disseminated in written form, only then to
be preserved again as part of the oral tradition. At the start of the twentieth
century, the popularity of Czech broadside ballads waned, and their function
as a key source of information for wide sections of society was eclipsed. As
aresult, the oral tradition about this time became disengaged from written
forms. It was thus possible for folk singers and songwriters to create folk songs
incorporating some remembered well-known and characteristic features
of earlier broadside ballads—their composition, rhythmic structure, or
melodies—without these folk songs ever being recorded in printed form.
This was probably the fate of the above-examined song (and its versions)
from the oral tradition telling the story of the K¥tiny murders.

Broadside Ballads and the Oral Tradition

Several authors have explored the relationship and mutual influence
between broadside ballads and the oral tradition in Britain as well as in
Western and—my focus—Central Europe. However, at least in the latter
studies, they were based only on songs with documented written and oral
forms.?3

21 Benes, Svétskd kramdrskd pisen, p. 23.
22 Smetana and Vaclavek, Ceské pisné kramdrské, p.15.
23 Droppova and Krekovicova, Podiivajte panny, p. 43.
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The song discussed in this chapter represents a type of very recently
disseminated broadside ballad that is less well documented and less well
researched. The only features that the printed broadside ballad about the
K¥tiny murders had in common with the oral forms of the song discussed
above are the topic and a small part of the text—part of the title of the
print, and part of the incipit in one oral variant of the song. Taking into
consideration place of origin, verse, and strophic structure, it is reasonable
to assume that the oral and printed versions of the song originated and
existed independently of each other. The oral version proved longer lasting;
the written version has only survived thanks to the initiative of an author,
memory institutions (museums, archives, libraries), and collectors, who likely
more often wrote down, thus preserving, the oral version, since broadside
ballads no longer thrived at this late time. We can only speculate on how
long the printed and oral versions would have lasted and influenced each
other during a period when broadside ballads enjoyed greater popularity.

The story of the murders has also survived residually in the form of other
folk texts (horror tales or stories), preserved within families or the region;
however, awareness of the story continues to wane with each new generation.**
Recollection has been retained mainly among members of the older generation
and the descendants of people who had a personal connection to the original
case. In 2020 I carried out a questionnaire survey of 30 pupils of the Kitiny
primary school (born in 2005 and 2006), who lived in or were descended from
inhabitants in the wider vicinity of the village; none of the respondents were
aware of the story of the quadruple murder. Still, as late as the turn of the
twentieth century, inhabitants of Ostrov were sometimes pejoratively known
as “Vajckorni” (“Vajckorns”), though few people were aware of the origin
of this term.?> Members of the oldest living generation of the area are still
aware of the term’s meaning, but it is no longer in general use. Additionally,
“Vajckorni” is also used in the region to denote individuals living on the margins
of society—with or without knowledge of the term’s origin. The writer Alfred
Technik (1913-1986), however, definitely drew on the murder facts, setting his
story in the eighteenth century?%; in a setting obviously resembling the actual
scene of the later real-life crime, an active band of highwaymen is led by a
husband and wife and their son, and the band is known as the Vajckorns.*?

24 Vansina, Oral tradition, pp. 22—27; Hlavacka, “Mista paméti,” p. 603.

25 Bréansky, “Strasna”; Plch, “O bestialni,” p. 7.

26 Barttiskova, “Alfred Technik.”

27 Technik, Mlyn, pp. 3637, 52-53, 77-79, 81-82, 157-159. For more on the influence of broadside
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ballads on twentieth-century Czech literature, see Styskal, “Kramarské pisné.
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“Reality,” “Truth,” and Fiction in Available Sources of the Kitiny
Murders

As is the case generally, “reality,” “truth,” and fiction are not identical con-
cepts when it comes to the records of the Kitiny murders. “Reality” refers
to the facts that were or are available at the time of the events, which in our
case study are contained in archives or other written sources (even when
their origins may have been oral). Investigators and judges of the murders
when they happened were only able to use the evidence and knowledge
that were available to them using the means at their disposal. The evidence
used to arrive at the verdict may have been entirely acceptable in terms
of the standards of the era, but they would not necessarily have been ac-
ceptable to present-day investigators. Viewed from a modern perspective,
the outcome of the case would likely not correspond with objective truth
based on current Western legal definitions of guilt “nade v§i pochybnost”
(“beyond a reasonable doubt”). This is not due to a lack of sources, but rather
due to their variant content as well as the difference between how crimes
are analysed and interpreted today and the practices that were common
more than a century ago.

Among the indisputable sources for the murders are the date/time and
place of the event and the people involved. Based on selected examples, the
following text presents the degree of reality and fiction found in various
types of sources. The verse text “Pisen o Ctyfnasobné vrazdé” gives the precise
date of the murders (July 5), but not the year. However, it can be deduced
from the final lines that the printings were issued directly after the trial
(which took place in November 1907), though the author incorrectly states
that the trial was held six months after the crime. The first stanza of the song
correctly locates the events in the vicinity of the pilgrimage site at K¥tiny,
near the village of Jedovnice. The other main locations are also correctly
stated. However, the prose text “Popis o ¢tyfnasobné vrazdé,” which offers
more space for detailed information, is an example of confused accounting:
it contains several inaccuracies in the toponyms or place names used. For
example, the village where one of the murdered families lived, Rogendorf
(today Krasova) is given erroneously as Rondorf, an error reproduced from
a misprinting in the text of a newspaper report. The oral versions of the
song give a more general indication of the location of the crime. They state
that it occurred near Kitiny or on a road near K¥tiny in the forest, or in the
deep forest of Kitiny. Probably the most serious inaccuracy is found in the
most recent news report on the crime, which was published in print and
online to mark the hundredth anniversary of the events, despite its effort
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to bolster its “truth” by including a statement from the descendants of the
Némec family.?® Although this report was written by a journalist from a
regional newspaper, he still overlooked even the computer autocorrect of
the name of the village (Jedovnice was “corrected” to nerovnice, a Czech
mathematical term ironically meaning “non-equation”).

Both the verse text “Pisen o ¢tyfndsobné vrazdé” and the prose text “Popis
o Ctynasobné vrazdé” present the victims as decent, hard-working people,
some of whom, we are told, played an active role in their community and
in local politics. Understandably, following stereotypes more necessarily
than “facts,” the perpetrators of their murders were described as individuals
with a criminal past, of low social status, and alcoholics.*® Their surname
(Vajckorn) was given in various spellings, though this was not unusual in
the Austro-Hungarian Monarchy; the name is of German origin. From
the surviving records of the interrogations conducted by the investigators
of the crime, it is evident that all the families involved earned a living by
buying agricultural products near their place of residence and selling them
in the nearby city of Brno; however, the Vajckorns’ business was described
as less successful. In the chapbooks and the newspaper reports, one of the
motives for the murders is identified as a desire for retribution against the
Némec family, who the Vajckorns felt had caused their business to fail.
According to the interrogation transcripts, the Vajckorns stated that they
had ceased trading several years before the crime was committed, and they
denied that they had sought revenge against their business rivals. However,
statements by local witnesses all reaffirmed the report that the Vajckorns
were involved in trading, and they emphasized the hatred between the
Vajckorn and Némec families. The court records, contemporary newspapers,
and chapbooks of the time stated that the Hrazdira family were random
victims, who had simply been in the wrong place at the wrong time. The
above-mentioned 2007 anniversary article about the murders, based on
an oral account, includes a further inaccuracys; it states that the Hrazdiras
had been the target of the attack, while Josef and Amalie Némec had been
random victims. But all the other orally transmitted versions of the song
identify the Vajckorns as the perpetrators and, of the actual victims, they
briefly mention Josef Hrazdira and his wife, Josefa. In some variants, there
is more elaboration and likely distortion of the victims: they are described
not only as traders but also Jews—probably meant to further align them
with merchants. (References to Jewish ethnicity generally had negative

28 Mokry, “Od bestialni.”
29 Bates, Crime, pp. 88-92.
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connotations in broadside ballads, but in this song no such connotations
are present.) Some variants also feature a mysterious (probably in “real-life”
non-existent) character, who in one version was described as having survived
the murderous attack.

The fourth and fifth stanzas of the verse text “Piser o ¢tyfnasobné vrazde”
describes one of the main pieces of evidence in the case—the bank deposit
book belonging to the baker Ondrej Kupka from Ostrov. According to this
text, on the day before the murder Kupka had handed the book to Josef
Némec in public, so the murderers were aware that he had withdrawn
the sum of 700 crowns. However, this is the only detail that corresponds
with the legal records. Moreover, the text may be misleading if not read
carefully, creating the impression that Némec had withdrawn double this
amount.3® In his witness statement, Kupka stated that he had handed over
the bank deposit book without anybody else seeing (not, as the song declares,
“in public”).3* Clerks from the bank confirmed that the money had been
withdrawn, but the money and the deposit book were both missing from the
scene of the crime. When the Vajckorns were arrested, the burned remains
of the deposit book were found in their fireplace, but the missing money
was not found until three weeks later (on the property of the Vajckorns).
The prose text “Popis o ¢tyFnasobné vrazdé” correctly gives the name of
the bank from which Némec had withdrawn the money, though a different
name is given in the verse text “Pisenl o ¢tyfnasobné vrazdé,” probably
in order to make the number of syllables fit. In accord with the idea that
money was “a” if not “the” motivation for the murders, newspapers and
chapbooks described the murder as a robbery.3* However, in the records
of the legal proceedings it is reported that a relatively large sum of money
was found at the scene.33 The prose text downplays the size of the sum and
states that the murderers searched the bodies of their victims for valuables.
To further confuse the reason for the murders, in the orally transmitted
songs no motive at all is given for them; these songs also lack information
on the events that followed the crime, and to make the cause of the crime
more confusing, the statement given to the authorities by the local citizens
identifies revenge as the motive.

According to the court files, the victims showed no sign of having resisted
the attack, indicating that they were killed in their sleep. (The murder took

30 Polak, Byli Vajckornivinni?, p. 37.
31 Vyslech.

32 Bates, Crime, pp. 93-95.

33 Soucdet.
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place some time around midnight. Traders’ horses often knew their way home
without human assistance, so it was common for people to sleep during the
journey.) This fact, which underlines the brutality and premeditated nature
of the crime, was emphasized in all the printed sources. Such viciousness
is underscored especially in the verse text “Pisen o ¢tyfnasobné vrazdé,”
where the author graphically describes the smashed skulls, the brains
spilling out of the victims’ heads, as well as their severed ears, noses, and
limbs. However, although the crime was clearly exceptionally violent, the
nature of such violence was not quite as extreme as was depicted in this
text, at least according to other reports. In the orally transmitted songs,
the horror of the scene is expressed merely by the presence of blood. The
folk narrative mentions the women begging for mercy (which also belies
the “fact” that they were asleep when killed).

Compared with the other sources, the broadside ballads devote consider-
able space (three and a half stanzas) to an emotive description of the
victims’ burials. In another marketing strategy to move their consumers,
the newspapers paid more attention to the eight orphans.3* The youngest
of the Hrazdira children was twelve years old, as was the eldest of the
Némec children. The fate of the four Némec children following the murder
of their parents was marked by further tragedy. The court files mention a
legal guardian, and the verse text “Pisen o ¢tyfnasobné vrazdé” mentions
their grandmother; but in reality they were left without any close relative
to care for them. They were placed in institutions or dispersed among
distant relatives throughout the Austro-Hungarian Monarchy. Due to
the war and post-war events, sadly, they never met each other again.
One of the four siblings, Franti$ek, remained living in what is now the
Czech Republic. The murder is still a living topic of conversation among
his descendants, though at the time of the murder he was four years old
and his recollection of the events must have been mediated through
other sources.3

Detailed information about the trial (November 13-15, 1907) can be found
in sources of official provenance. The prose text “Popis o ¢tyfnasobné
vrazdé,” though it tailors events for popular readers, gives a detailed

X

account of the trial; the verse text “Pisen o ¢tyfnasobné vrazdé” only
devotes half a stanza to it. Although the Vajckorns were accused of the
crime from the very outset, some newspaper reports suggested that the

evidence was inadequate. Expressions of regret for the wasted life of the

34 “Kc¢tyfnasobné,” p. 465.
35 Solafikové, “Vrazi.”
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Vajckorns’ son Jan are found both in newspaper reports and in the prose
text “Popis o ¢tyfndsobné vrazdé.” This text contains information on the
original death sentence, and the verse text “Pisen o ¢tyfnasobné vrazde”
erroneously states that the executions were carried out. It is not known
whether the author of this song had in fact found out that the sentences
had been commuted to life imprisonment, but, if he did, he chose not to
mention this information in order to reinforce the moralistic message of
the text—a typical feature of broadside ballads. In the oral account, the
Vajckorns received life sentences, and their son was sentenced to 20 years’

imprisonment.

Conclusion

The accuracy, scope, and, indeed, the very existence of available information
about the crime discussed in this chapter are rapidly diminishing within
the region with the passage of time. After all, the murders were known to
only a small number of people in the area and their interest has naturally
waned as the events recede further into the distant past. The oldest living
generation in the region still retains several variants of a song inspired by
the once-popular genre of the broadside ballad, but in some cases their
knowledge of it is secondary; they encountered the song in the printed
literature and have revived it as part of theatre performances or other
presentations at regional events. The transition from collective memory into
“place memory” is exemplified in the placement of a modest memorial at
the location where the crime was committed, known locally as U zabitych
(The Place of the Murdered Ones).3° The future bearers of witness to these
murders will thus be mainly written and material sources, in the form of
legal records, scholarly texts, and preserved popular literature.3” It will
be increasingly difficult to identify “objective historical truth,” which, as
we saw in the various accounts to date—legal records, printed broadside
ballads, and oral descriptions—were unstable from the very beginning.
Such is the fate of “facts” whenever they pass through human hands or
mouths, no matter the genre.38

36 As mentioned at the beginning of this chapter, the term “place memory” is a deliberately
created recollection of a particular event, separated from it by a time gap. Nora, “Between
Memory”; Mokry, “U zabitych.”

37 Uhlit, Brnénsky pitaval, pp. 227—240.

38 Vansina, Oraltradition, p. 112.
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12. Broadside Ballads as a Printed Medium
and the Rise of Literacy

Katerina Smyckova

Abstract

Katefina Smyckova analyses broadside ballads in terms of their media
properties. According to Smyc¢kova the formal features of broadside bal-
lads place them closer to oral communication than to written or printed
dissemination; the latter, printed characteristics of the genre made sung
Czech broadside ballads more suitable to “intensive” reading, by which she
designates the reading of a small number of texts. This kind of reception
is based on repetition, listening, memorizing, and internalizing of the
printed words. However, broadside ballads also played a key role in the
development of “extensive” reading, by which term Smyckova refers to
widespread and silent reading of a great number of texts by a broader but

more erudite audience.

Keyword: Orality, reading, literacy, reception, media

Broadside ballads can be defined in various ways; most frequently, defini-
tions apply concepts and methods from bibliology (book science) or literary
theory.! However, it is no less important to explore aspects of broadside
ballads connected with their role as a communication medium,; this study
therefore sets out to analyse broadside ballads in terms of their media
properties (specifically, the properties of printed Czech chapbooks, of
which broadside ballads were a subcategory), and to delineate broadside
ballads within the changing media space of the seventeenth and eighteenth
centuries. This transformative space was shaped by interactions between
oral and written culture, with printed books occupying the centre of the

1 Seethe introduction and the chapters by Ivinek and BydZovska et al.

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH12
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scriptural system. Typical features of scriptural print include paratextual
matters such as indices and lists, prefaces, rubrics, instructions for use, etc.
Other written (as manuscripts) or printed (as chapbooks) artefacts were
in closer contact with oral culture and absorbed some of its properties
in transitioning to print. In this study I will describe some of these oral
attributes and employ them to break down what has been treated by critics
as a simplistic dichotomy between scriptural (or printed) and oral media.
I posit that Czech chapbooks are a unique media system—a system that
entered into contact with other modes of communication and, in conjunction
with them, co-created a variegated media space in the literary production
of the Czech early modern era. Czech chapbooks, in sum, instrumentally
shaped and changed the nature of print. Furthermore, as we shall see, their
transformative influence was closely connected with changes in literary
production.

Czech literature in the seventeenth and eighteenth centuries, as in other
cultures, can be viewed from various perspectives: as a list of names and
books, made even longer by the inclusion of anonymous works, or as a
complex network of mutual interrelations, references, and interactions by
authors, printers, publishers, and consumers. From the media perspective
that guides this study, however, I look to print essentially as a material space
for communication. My focus thus falls primarily not on broadside ballads
considered in terms of content; rather, I zero in on their materiality and on
the physical format of the larger category of chapbooks. As in the media
theory of Friedrich Kittler, to clarify, my key concepts are not topic, author,
text, or even society or culture; instead, they are the material aspects of
surviving print.” In embracing this perspective, I further align my study
with contemporary media theorists who view various media not as mere
carriers of information, but as having agency: they influence situations,
perceptions, and experiences. From this perspective, the medium is not
merely a form, but also an environment and an activity. Some media theories,
if taken to their logical extreme, allow absolutely anything to be described
as a medium.? However, in this study I will approach media as a materiality
intended for communication. Adding to my material media approach to
broadside ballads and their uber-genre, chapbooks, is Yuri Lotman’s semiot-
ics. Other theoretical influences on this study include research into the
culture of printed and manuscript texts, particularly a seminal monograph
by Elizabeth Eisenstein, and the works of Alexandra Walsham and Julie C.

2 Kittler, “Unpublished Preface,” p. 93.
3 Krtilova and Svatonov4, “Vychodiska,” p. 8.
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Crick, Harold Love, David D. Hall, as well as two influential monographs by
Walter J. Ong and William A. Graham, exploring the relationship between
orality and scripturality. I will apply concepts from these works to present
the chapbook as a medium and to delineate its position within the media
space of the seventeenth and eighteenth centuries.

In order to concentrate our focus in this chapter, I will restrict my analysis
to one area of literary production—religious broadside ballads—though this
study also seeks to provide a more general insight into the variegated media
aspects of broadside ballads as a whole. The reason for this narrower focus
is not merely to reduce the amount of material analysed, and thus allow for
a deeper focus. Not only did religious songs represent an important subtype
of broadside ballads, but they were also a genre with close links to the oral
tradition: most people sang religious songs in church, on pilgrimages, and
in going about daily tasks; the singers either knew the words by heart or re-
peated them as prompted by the hymn leader. The role of orality in the media
space of the seventeenth and eighteenth centuries was far from negligible
(which is why I avoid the term “literature” wherever possible—indeed the
phrase “oral literature” is quite paradoxical).# The simplest media model is
thus that of a space in which the oral and scriptural interact. However, this
model needs to be unpacked further to distinguish between communication
in manuscript and in print (each form was governed by its own rules) and
also to distinguish chapbooks from other types of printed production (the
principles on which chapbooks functioned were distinctly different from
those which governed book publications more generally). I turn first to
describe and clarify these differences.

The starting point will again be the simplest model—the interaction
between the scriptural and the oral. Even leaving to one side the technical
and economic differences between oral and written or printed communica-
tion, there are still several other properties that enable us to define these
two poles. Written (mainly printed) communication is usually official in
nature; it mediates the literary canon, is aimed at a broad and anonymous
(though also elite) readership, and is subject to censorship, either via direct
or indirect mechanisms (direct mechanism of censorship: laws, official
inspections, confiscating, destroying of books; indirect: the publisher offers
some new [“better”] books; the author writes a book with regard to the
official rules). Authorized script, especially once turned into print, fixes
the text: it makes the text a closed and stable entity, removes it from the
processes of ongoing dialogue (and thus debate), and imposes on it a single

4 Ong, Orality, p.10.
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or uniform narrative tone. By contrast, the oral tradition is “polyphonic”;
itis an endless process of exchange that by virtue of being passed by word
of mouth from one person to another becomes open to other systems. It
cannot easily be subjected to censorship, or at least it is subject only to
“autonomous and also communal mechanisms” of censorship, meaning that
if something orally passed along proves unsatisfactory (for whatever the
reason), it quite simply tends to be no longer transmitted, and thus eventually
ceases to exist.? The oral tradition is closely bound up with communication
and the participants in such communication. Orality is in a constant state
of flux. At the same time, ironically, it tends to be a conservative medium,
in the topics and themes it addresses as well as the formulas and textual
structures it depends upon for memorization. Orality, it should further be
noted, is also associated with non-verbal means of communication, such
as gestures, which can become an elaborate media system in its own right,
like sign language.®

In this admittedly simplified model I here outline, written culture is best
represented by printed books, which occupy the centre of the scriptural
system. Other types of scriptural communication, I would argue, are more or
less peripheral to printed texts; that is, such print to varying degrees interacts
with oral culture. Perhaps the clearest manifestation of the principles of
oral culture that interact with texts can be found in manuscript production.
After the advent of print, manuscripts were usually vehicles for unofficial
(or semi-official) communication; in some cases, they were also a way of
evading censorship. Furthermore, they were targeted at a narrow group
of recipients—specifically, the reading elite. If they were commissioned
(written to order), they were designed to meet the requirements of that
patron, who ordered their production either for his own use or to pass
on as a gift. Manuscripts also feature fewer purely textual elements, sug-
gesting a limited readership, which would be the case in many scriptural
texts. For example, manuscript hymn books contain substantially fewer
indices and lists, and are missing much paratextual matter that guides a
reader (prefaces, rubrics, instructions for use, etc.). Finally, in manuscripts,
communication with the addressee was not restricted solely to the texts.
In other words, they relied on an overlap with oral communication. This
dependence of the textual on the oral can also be seen in the formulas on
written title pages: instead of simple titles such as Pisné adventni (Advent

5 There is the official accusation of slander that can be filed in the curse (an accusation of a
slur spoken, though not written).
6 Ong, Orallty, p- 67; Assmann and Assmann, “Kanon,” p. 9.
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songs), manuscript hymn books feature formulas such as Pocinaji se pisné
adventni o vtélen( Pdna naseho JeziSe Krista v Zivot blahoslavené a vidycky
Cisté Panny Marie (Beginning with Advent songs on the Incarnation of Our
Lord Jesus Christ in the womb of the blessed and always pure Virgin Mary).?
Such an extensive title includes recognizable formulas that correspond more
with a text intended to be heard than one for silent reading. Manuscript
communication was also more open to other systems along both synchronic
and diachronic lines, as when scribes often left blank spaces in their texts
to be completed or corrected later (for example, in hymn books, new songs
could be added at a later date, based on a remembrance of a song or a new
textual production). Indicating the sympathy of scriptural manuscripts
for their often barely literate reader, finally, manuscripts made much more
frequent use of glosses, explanatory notes, and similar features than did
printed works. All these features align manuscript production not exclusively
but very closely with oral forms of communication.’

Although chapbooks emerged much later than other forms of print, many
of their media characteristics make them more similar to oral than to print
culture. Like manuscripts, chapbooks belong primarily to semi-official
culture; this is particularly evident in the fact that some broadside ballads
are examples of folk-devotional or superstitious texts, as well as of songs
taken from the Protestant songbooks produced by exiles from Bohemia. They
were also an important medium for the dissemination of the specialized
superstitious prayers, transmitted also in the form of manuscripts and
orally, for example, Sedm zdmkii (The seven locks).? Furthermore, in printed
hymn books we find songs composed by the Bohemian exiles of the post-
White Mountain era among broadside ballads: for example, a 1703 printing
from Brno contains three such songs.' It was easier for chapbooks to evade
censorship than it was for printed books—partly because chapbooks were
quickly produced in large numbers and disseminated widely," and partly
because they often lacked information on the name of the publisher and
the place and date of publication, thus making it harder for authorities
to track them down. It was not unusual for the date to be given merely in

7 Bozan, Slavicek, p.1; Raska, Kanciondl, 1774, H12 500, Slovické muzeum v Uherském Hradisti,
p. VIL

8 Graham, Beyond the Written Word, p. 7; Ong, Orality, p. 123.

9 E.g., Sedm nebeskych zamkii, [1775-1820], KNM L.A.

10 Pisnicky nové, pobozné a kajici, 1703, MZK STS-0128.631,pf1v. 15. For more details, see Smyckova,
“Lieder der b6hmischen.”

11 Forexample, from 1780 to 1785 the Hilgartner printing house in Jindtichtiv Hradec published
around 250 pilgrimage songs or prayers, and just 40 books (Simeéek and Travnicek, Knihy, p. 78).
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the generalized form “vyti§téno roku tohoto” (“printed this year”). Such
generalized dating did not necessarily reflect an attempt to avoid censorship;
it may have served as a way of emphasizing that the printing was new,
similar to the frequently occurring description “nova pisent” (“a new song”),
which appealed to the public’s love of novelty, as we also see in the English
broadside ballad tradition."

In all such cases delineated above, the connection between broadside bal-
lads and oral songs is particularly obvious. As with manuscripts, the printed
medium of the time was not based solely on script, whether handwritten or
printed. Like manuscripts, chapbooks and their subcategory of broadside
ballads further aligned with oral forms of communication in their open-
ness to other media systems—and to the world beyond the borders of the
Bohemian Crown lands. They do not feature such typically manuscript-like
elements as inscriptions or the practice of leaving some pages blank, but the
common practice of consumers sewing together collections of printed texts
(mostly broadside ballads or prayers, i.e., chapbooks) into gatherings known
as spalicky (blocks) can be interpreted as a practice akin to the collage-like
nature of orality.3 This practice enabled the owners of individual, small-scale
printings to combine and assemble them whichever way they wanted, in
unlimited numbers of texts and pages, constituted of whatever content and
in any configuration they chose. Unlike books with a single “narrative tone,”
these chapbooks or “blocks” combine large numbers of different narrative
perspectives; in this sense, once again, they are closer to orality, specifically
to the “polyphony” that is typical of oral communication.*#

Some of the common characteristics between chapbooks and orality as
media can be verified if we turn our focus away from their purely media
properties and focus specifically on the genre of texts collected in chapbooks
known as broadside ballads.’> Chapbooks disseminated many types of
texts—for example, they included religious lyric poetry that was specific
to the era—but I will here focus on the genre of broadside ballads, which
of all the subgenres collected within chapbooks has the deepest roots in
oral culture.

Even the wording of many of the title pages of broadside ballads is remi-
niscent of oral production: like manuscripts, these title pages include an

12 E.g., Novd piseri aneb smutné pripamatovdni nynéjsich bidnych ¢asu, vytisténo roku tohoto,
KNM L.A., A 41/4.

13 For more details about $palicek, see the introduction and the chapters by Ivanek, Dufka,
and Bydzovska et al.

14 Ong, Orality, p.133.

15 Formore details on broadside ballads as a subgenre of chapbooks, see the chapter by Ivanek.
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abundance of information about the content of the printing—e.g,, “Pravdivy
ptibéh o dvouch bratrich, kterak mladsi bratr mél byti z zavisti starsiho
bratra svého k smrti odsouzen, v§ak ale misto mladsiho byl starsi bratr
usmrcen” (“A true story about two brothers, of which the younger brother
was to be condemned to death due to the envy of his elder brother, yet the
elder brother was killed instead of the younger one”).*® But such information
initiates position taking, if not an actual dialogue; it requires a listener to
engage in an exchange, not a reader who has no way of interacting. Indeed,
broadside ballads were primarily presented in the form of interactive oral
recitation—singing in public places, often accompanied by a hurdy-gurdy
or a barrel organ,' to stimulate audience participation. In singing along, or
tapping one’s toe (or actually dancing to the song), the audience not only
necessarily engaged with the subject matter of the broadside ballad but also
with the other audience members gathered round, sometimes shoulder to
shoulder. The invitation to interact spontaneously with the sung broadside
ballad, if only with the presenter, is evident in the frequent opening formula
“Posloucheijte...
(and of broadside ballads, as the chapter by Fumerton shows, across nations):
for example, “Poslouchejte, lidé malo, co se s Julianou dalo” (“Listen, people,
to what happened to Juliana,” from a broadside ballad about St. Juliana);
“Poslouchejte, vsickni lidé, o ¢em se vam spivat bude” (“Listen, everybody,
to what will be sung to you,” from a broadside ballad about divine justice);
or with slight variations: “Bedlivé mé poslouchejte” (“Listen carefully to me,”
from a broadside ballad about the Last Judgement).® Audiences of broadside
ballads disseminated on the streets were also helped to interpret them by
the presenter showing them panels that featured simplified illustrations
of the story with expressive gestures and grimaces.” All of these imaging

”

(“Listen...”), which is again typical of oral communication

elements reinforced the non-scriptural character of broadside ballads; in
particular, the elaborate and stylized gestures in the poster illustrations
and likely re-enactments by the presenter of the ballad narrative would
have had a powerful effect on the listeners’ memory, reinforcing later oral
if not necessarily textual dissemination.*°

16 Pravdivy p#ibéh [...], [1748-1860], EU AV CR, v. . i. Ia.

17 Simeéek and Travnicek, Knihy, p. 81.

18 Ong, Orality, p. 34. Piseri historickd [...], 1732, KNM KP P 380/1; Piseri novd [...], 1770, KNM 27
H 45; Bdéte a ¢inte pokdn(|...], [1651-1700], KNM 27 F 25,p¥iv. 4.

19 Benes, “Dramatické prosttedky,” p. 102. This style of presentation is called Bankelsang in
the German tradition as the interpreter is standing on a bench (Bank). For more details, see the
chapter by Ivanek.

20 Ong, Orality, p. 67.
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The stylized addressing of the audience, as well as other features of the
texts, could be seen as “formulas.” Such repeated phrases or words, including
formulaic epithets, are considered by Walter J. Ong to be the foundation
of oral production. These formulas emerged in response to the need to
organize the oral and the printed text in such a way that it would be easy
to remember and recall without the help of consulting script.** As a result,
many broadside ballads include similar elements; their originality does not
lie in the invention of new verbal templates, but rather in the reconfiguration
of verbal formulas. It is true that this conception of originality was to some
extent shared by all literary production up to the eighteenth century, before
the wide spread of literacy; however, in broadside ballads, the formulaic
tradition persisted long into the nineteenth century. New material was
treated in a traditional manner, or as Ong puts it, “in an essentially formulaic
and thematic noetic economy.”* As in oral culture, novelty was rarely
emphasized; the main emphasis was on the text’s rootedness in ancestral
traditions and thus a long-lasting sense of familiarity.> Examples include
the frequently occurring topos of the antiquity of pilgrimage sites, whose
origins were claimed to lie way back in the era of Saints Cyril and Methodius,
the Byzantine missionaries who evangelized the Slavs of Moravia.**

The conservatism of broadside ballads thus lay not only in the expressive
resources they used, but also in preserving age-old formulas and topics. In
oral culture, conservatism guaranteed that constantly repeated information
would not disappear and was even reassuring or comforting for the people.
The media that conveyed such conservatism remained a typical feature of
types of written communication that were close to oral principles until
the nineteenth century.s Broadside ballads retained old aesthetic values
and methods regardless of contemporary developments in other areas of
literary production. In this respect, they appear to have been the most stable
medium, the layer of culture that proved the most resistant to “explosions.”®
Although broadside ballads frequently feature the title “Nova pisen” (“A
new song”), as in England and other countries, as Fumerton discusses in

21 Ibid,, pp. 35, 42.

22 Ibid,, p. 42.

23 Ibid,, p. 42.

24 E.g., in the song addressed to the Virgin Mary of Zarogice “Na stokrat bud pozdraven4, na
tisickrat pochvalena” (“Be greeted a hundred times, praised a thousand times”) or in the song
from Lutrsték “Pochvalena budiz od nas, Maria” (“Praise be from us, Maria”); Malura and Ivanek,
Horo krdsnd, pp. 69, 220, 283.

25 Ong, Orality, p. 40.

26 Lotman, Culture, p.166.
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her chapter, genuinely new texts were actually very rare—and the listeners
themselves both expected and relished tried-and-tested textual templates
and traditional plotlines. The “novelty” of broadside ballads consisted mainly
in the moment: in “managing a particular interaction with this audience
and this time.”?

A dependence on the communicative context—or at least on a particular
region as the source for such context—can also be seen in the topics and
themes of broadside ballads: typical examples are the already-mentioned
pilgrimage songs, which were usually associated with a specific pilgrimage
site. The regionality of broadside ballads is also evident from the number
of printing houses that published them—nearly 200, meaning that almost
every town had its own printing house.?®

Looking to the printing houses returns me to the larger topic of this study:
the media properties of broadside ballads as widely printed in their time,
with a focus on the chapbooks in which broadside ballads as a subcategory
were printed. Chapbooks differed from printed books not only because they
were published more by more printing houses and more widely disseminated,
but also because they were distributed within essentially self-contained,
though broad-ranging, settings: fairs, pilgrimages, religious festivals, and
other such gatherings.*® The dissemination of manuscript production was
also different than that of printed books. Both media—manuscripts and
chapbooks—contained a large repertoire of texts that were not published in
large-scale printings (as in the case of religious songs, in hymn books); this
applied not only to doctrinally problematic songs (such as those originating
among non-Catholic exile communities) but also to some pilgrimage songs.3°

All the media features distinct to both manuscripts and chapbooks make
it possible to detach them from the dichotomy of the scriptural versus the
oral, and instead to view them as interrelated media systems. Of course,
these almost symbiotic media frequently interacted with yet other media,
combining with them to create a variegated communication space for
contemporary literary production. The boundary line between systems
of media is in this sense highly permeable; elements from outside any one
media system constantly pass through it, while components that originally
formed part of that system are excluded from it, continuing to exist beyond
the boundaries of the system, from which space they can then potentially

27 Ong, Orality, p. 41.

28 Simeéek and Travniek, Knihy, p. 81.

29 Ibid., pp. 81-82.

30 Malura and Ivanek, Horo krdsnd, pp. 57-58; Smyckova, Pavel, p. 89.
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Figure 27. A model of the media spaces surrounding Czech literacy.

be re-integrated into their media scheme of origin.3' In the case of religious
songs, components of the media may include not only the specific texts of
the songs but also variant texts, themes, means of expression, and so on.
Media space is thus fundamentally dynamic—both synchronically (the
dynamism of inter-systemic interactions) and diachronically (the constant
process of development over time). However, we can view this media space
in the Czech early modern era as a single semiotic system, in which various
subsystems coexist. The question that follows is: What position do chapbooks
occupy within this variegated and evolving media space, and how do they
inscribe themselves into it?

In accordance with Lotman, we can depict this meaning-making media
space in the form of a circular model.

However, my imagined circle does not have clearly delineated edges;
rather it is “a specific semantic mass whose boundaries are framed by a
multiplicity of individual uses.”* The limits that form the circle are thus
blurred, enabling a constant flow between its inside and outside. Such

31 Lotman, Culture, p. 115.
32 Ibid,, p.19.
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permeability causes the system to function in a dynamic and unpredict-
able way. Lotman’s resulting “semantic mass,” in the sense of its centre, is
best represented by elements belonging to the scriptural, most strongly
defined by printed religious books. The fuzzy edges of the circle, which
dissolve into extra-systemic spaces, are created by orality. In this “open”
conceptualization of the circle of media communication, we can situate
chapbooks and manuscripts as variably moving from centre to (and through)
periphery. Such a tenuous placement accords with Friedrich Kittler’s notion
of the “boundaries” of the title page and preface of a book, along with other
metadata.33 It is no coincidence that Kittler'’s more defined “boundaries”
than Lotman’s resemble the elements that are typical of highly developed
scriptural texts. They are finished works and, as such, they are removed
from the in-progress “edginess” of oral communication. Aligned in so many
ways with orality, manuscripts and chapbooks noticeably suppress or simply
neglect grounded media elements (for example, an entire work may lack
a title). These media, in sum, are less firmly anchored within a centred
system than are other printed books. Rather than occupying the centre of
the circle of communication, they tend towards its periphery. That is why
they play a major role in the dynamism of the entire media system—both
from a synchronic and a diachronic perspective.

This dynamism arises from the materiality of media, but it may change
a literary production. For example, Kittler programmatically reduced all
literary works to their fundamentals as technical apparati. Based on this re-
duction he reached the conclusion that a change in the “system of inscription”
around 1800 is what led to a paradigm shift in literary production. Thinking
along these lines, he concluded that “Very simple and technical practicalities,
because they ensured a general alphabetization, emerged as the material
basis for the success of German classicism and romanticism.”* Universal
literacy is also a concept of key importance for such thinking, and 1800 is a
milestone year. Studies have shown that the volume of chapbook production
increased by several multiples at the end of the eighteenth century.35 We
can see a correlation here: the introduction of compulsory basic education
brought literacy to all strata of society. Though the process of such education
was gradual over time, the thinking is that genuine universal literacy dates
only from around 1800 onwards. The boom in the production of chapbooks
around this time can thus be viewed as a natural response to the growing

33 Kittler, “Unpublished Preface,” p. 98.
34 Ibid., p. 96.
35 See the chapter by Bydzovska et al.; Malura and Ivanek, Horo krdsnd, p. 50.
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readership—which was expanding to include those middling to low strata
of society that were among the most important addressees of these texts.

However, still drawing on Kittler as well as other media theorists, it is also
possible to see the connection between the changing media landscape (the
increase in chapbook production) and societal changes (increasing literacy)
as a flow in the other direction: chapbooks not only responded to the growth
in literacy; they may also have helped to facilitate it. Chapbooks were more
user-friendly than large printed books: they were more easily accessible
(especially due to their lower cost); they were more widely distributed (at
markets, fairs, pilgrimages, etc.); and their closer links with oral culture
made them more approachable for the strata of society in which the roots
of literacy were still shallow.

The boom in the production of chapbooks after 1800 can further be viewed
in the context of a shift from intensive reading to extensive reading—a
change to which the expansion of literacy was instrumental. In situations
of intensive reading, readers ordinarily have access to only a small quantity
of text (the Bible, a hymn book, a prayer book, or the like). Such a paucity of
available texts leads not only to repeated readings of the same text, but also
to listening to the text read out loud (whether in a gathering at home or in
church), and to some extent memorizing and internalizing the text. Through
such intensive reading, the text becomes part of an individual’s internal
thought patterns, influencing their speech, gestures, and even relation-
ships. Intensive reading demands only minimal readership skills; reading
a well-known text is more akin to recitation, with occasional consultation
of the written text as an aid.3¢ During the nineteenth century, there was a
shift from intensive to extensive reading—a change to more widespread
and even “surfing” of texts, which German historians associate mainly with
bourgeois readership and its re-orientation away from religious literature
and towards literary fiction.3” In the Bohemian Crown lands, this shift can
also be seen in the context of the boom in the production of chapbooks—as
the bi-directional interaction between the media and society.

The features of chapbooks, of which broadside ballads were a subcategory
we have seen in this study, in many ways place them closer to oral com-
munication than to written or printed communication, as exemplified in
scriptural texts. These same features, furthermore, make them more suitable
for intensive reading, based on repetition and listening, than extensive reading
based on widespread and often silent reading. Chapbooks differed from

36 Andrlova-Fidlerova, “Lidové rukopisné modlitebni knihy,” p. 391.
37 Simedek and Travnicek, Knihy, p. 8o.



BROADSIDE BALLADS AS A PRINTED MEDIUM AND THE RISE OF LITERACY 267

manuscripts and printed books in one other key respect: they were affordable,
both to produce and to purchase. They thus became a form of consumer
goods, and, as such, they served to prepare a broad readership for the advent of
extensive reading. Chapbooks and broadside ballads thus ultimately made it
possible for a new type of literature and readership to emerge—literature that
was written to be read extensively. Of course, these popular texts were not the
only factor in the emergence of modern Czech literature—linguistic factors
were also of particular relevance. German-language novels, for instance, had
been published in Bohemia since well before 1800, thus boosting a readership
for future fictional literature written in Czech. Nevertheless, a more important
factor than a knowledge of novels and other literary genres was the ability
to read extensively. Occupying the fuzzy borders between the oral and the
scriptural, we find that chapbooks and broadside ballads could be intensively
read; but they also played a key role in the development of extensive reading
among large sections of the population.
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13. Melodies of Czech Broadside Ballads
in the Historical Contexts of Song
Culture

Tomas Slavicky

Abstract

Tomas Slavicky deals in his paper with the possible ways of searching
for the melodies to which Czech broadside ballads might be sung.
He begins by addressing the available musical sources of the time
(e.g., printed hymn books, manuscripts, and even oral tradition).
Importantly, he also addresses the problem of textual and melodic
variability. Turning first to extant documented tunes, Slavicky declares
that the initial step of research into any original melody requires
searching out recorded evidence of notated sources of the period in
which the broadside ballad was composed. This research should be
based not only on extant period-specific printings, but also on tracks
of collective memory.

Keywords: Musicology, orality, memory, tune imprint, hymn books

Czech broadside ballads all have one feature in common—the absence
of notated scores for their melodies. In this chapter, I will deal with the
possible ways of searching for the melodies of Czech broadside ballads in
different musical sources (e.g., printed hymn books, manuscripts, and oral
tradition), and with the complementary problem of textual and melodic
variability. For contemporary users of broadside ballads, tune imprints
giving references to recommended melodies were entirely sufficient, as
they were in Britain; melodies formed part of the collective memory. But
having lost such a communal repertoire of songs, the past practice of simply
naming melodies on the broadside ballad page today forces us to look to

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
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other relevant sources for those melodies’ notations." While the textual
and graphic aspects of broadside ballads can be investigated in detail using
philological, literary-historical, or art-historical methodologies, research into
the melodies of broadside ballads relies upon ethnomusicological methods
and other relevant musical-historical knowledge.* This methodology faces
the challenge that most notated scores of melodies date from a later period
than the printed broadside ballads and very frequently originated as records
taken from the oral tradition. Orality mutates over time and within com-
munities; it thus does not necessarily reflect the tune as sung when the
broadside ballad was printed.

In order for a broadside ballad to be sung to a particular melody, that
melody needed to be already established in the collective memory within
the region of the ballad’s dissemination. Since melodies named on broadside
ballad sheets had various origins, their way of being sung (or speculatively
thinking, their notation) must be sought in a range of sources as well.3
However, as the first generations of ethnologists were very aware, many
broadside ballads existed for a long time first as part of an oral tradition,
undergoing variation before being recorded in print (after which they might
well have a continued and mutating oral life).* Thus, passed orally along
(even if also existing as printed text with reference to the melody), there was
no need or effort made to musically notate them. Research thus focused on
various practices involving contrafacta (i.e., the setting of different texts,
whether religious or secular, to a common melody), contraposita (wherein a
stable text is set to different melodies), and textual paraphrase (see below).

Types of Sources

The three most frequent types of tune imprints given in printings of Czech
broadside ballads are “ma svou notu” (“has its own tune,” i.e., there is a special
tune reserved for this ballad), “zpiva se jako...”
ence to another well-known tune), or “povédomou notou/obecnou notou”
(“to a familiar melody/to a general melody,” i.e., the choice of melody can

be selected by the user from those in the community’s repertoire of known

(“to be sung as...,” i.e., a refer-

tunes). When the production of broadside ballads was at its peak in the Czech

For the most recent summary and bibliography, see Skofepova, Kramdrské pisné, pp. 9—12.
For more details, see the chapter by Frolcova.
Sehnal, “Napévy.”

N N

See Susil, Moravské ndrodni pisné, p. 45.
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lands (1750-1850), a verbal reference was more practical than an expensive
print of a notated score. Notated scores of melodies were generally only used
for religious songs when it was necessary to codify a concrete version of a
melody for collective singing. As a result, the most reliable sources for musical
notation are printed or manuscript hymn books and collections of organ
accompaniments from the nineteenth and twentieth centuries. However,
even among these sources, notated records of folklore versions of tunes are
far from rare. In the case of pilgrimage songs, for instance, it is sometimes
deemed necessary to expand the range of concordant sources to include
examples from language variants from neighbouring communities. Because
these memory melodies were in widespread use at popular pilgrimage sites
(such as Mariazell and Czestochowa), visited by people with various native
languages, we find many melodies for Czech songs among German, Polish,
and Slovak notations of the songs.5 Another type of source comprises
notated records of secular broadside ballads, which must be sought among
all types of ethnomusicological documentation. These records and their
melodic variants frequently contain valuable information on the reception
of the secular broadside ballads.

The Performance and Reception of Broadside Ballads

The production of broadside ballads was a commercial activity, and printings
of this genre of song were among the cheapest types of printed matter on the
market. At the height of their popularity (from around 1750 to 1850), their
target readership was defined more in terms of social status than nationality.
In the Kingdom of Bohemia and the Margraviate of Moravia (both of which
were part of the Habsburg Monarchy and then part of the Austrian Empire
after1804), German was the official language of the state authorities. Czech,
on the other hand, was the majority language used in everyday communica-
tion, and it further played a respected role in ecclesiastical life and primary
education. But the book market was more stratified in terms of language use:
educated people communicated in Latin, graduates of the Normalschulen
(higher schools in major cities, since 1774) were trained to read in German,
and the aristocracy was traditionally multilingual. Czech-language books
were targeted at communities for which Czech was the normal medium of
communication; these groups mainly had only a basic elementary education

5  Mariazell in Austria and Czestochowa in Poland belong to the most important international
Marian pilgrimage sites in Central Europe.
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and lower purchasing power. On the other hand, the stable literary form
of Czech was widespread: it was accepted even in regions where the local
dialect was closer to modern Polish (especially in Tésin Silesia), and Slovak
speakers living in Hungary also understood it.

The “target group” for Czech broadside ballads consisted of the large
constituency of people who were engaged not only by reading but also by
singing or listening to songs in Czech. At the same time, however, this group
held to a long-established and varied song repertoire that was passed on
by oral tradition. Broadside ballads, in sum, represented only a marginal
segment of a large collective memory. Diverse sources indicate that well into
the nineteenth century collective singing from memory was an ordinary
part of everyday life.® Communal song accompanied all forms of social
practice, including public worship and pilgrimages, annual festivals in rural
communities, and assorted forms of family meetings and collaborative work.
The sellers of broadside ballads were particularly interested in hawking at
the occasions attended by large numbers of people (fairs, pilgrimages). At
these events, consumers bought the broadside ballads and subsequently
brought them to their home communities. It is evident that the majority
of producers and composers of broadside ballads were familiar with these
expanded cultural occasions, and through broadside ballads they were able
to respond to the changing demands of the market as well as to the long-term
needs and preferences of consumers. The reception of songs then continued
via a range of traditional means, both oral and printed. Orality and print,
that is, came into mutual interaction. Even in the mid-twentieth century,
some songs originally published as broadside ballads were sung during
communal manual labour (e.g., spinning or feather plucking), typically
performed during the winter months; furthermore, communal pilgrimage
broadside ballads formed part of the church singing repertoire.”

An important factor of additional note in the reception of Czech broadside
ballads is the substantial growth in literacy during the eighteenth and
nineteenth centuries.® Despite this development, however, the traditional

6  Perhaps the best-known statement of this fact is from the composer Antonin Dvoiéak: “The
Slavs all love music. They may work all day in the fields, but they are always singing, and the
true musical spirit burns bright within them” (Pry, “Enthusiasts Interviewed”).

7  Malura and Ivanek, Horo krdsnd, p. 623; Slavicky, “Kramarsky tisk,” pp. 174-176.

8 General school attendance was introduced in the Bohemian Crown lands from 1774, and
it became compulsory in 1869. The census of 18go found that around 90% of people above the
age of six were literate, that is, they were able to both read and write. See Srb, 1000 let, p. 122.
However, we do not know the full extent of literacy in that period. We do know that literacy in
Austria (including the Czech and German parts of Czech lands) was generally high. As early
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practice of hymn leading (wherein individuals would learn a hymn by
repeating lyrics sung by a “leader” familiar with the song) continued to be
used in situations where individual reading of a text would not be possible.
Religious songs were also sung in this manner by pilgrims when walking, as
were secular songs during communal manual labour (as mentioned above).
Here, too, the majority of the sung repertoire appears to have consisted of
songs whose lyrics were passed on by memory. However, it should be noted,
publishers also responded to the growing desire for lengthier songs, or songs
which addressed current affairs that could not be memorized quickly (or
easily retained in the memory). In such cases, it was simpler for users to
buy the songs in the form of broadside ballads.

It should also be mentioned that Czech broadside ballads encompass
a broad spectrum of functional types. Among them, there is a slight pre-
dominance of religious songs, which in turn are dominated by pilgrimage
songs. However, during the nineteenth century, various kinds of secular
songs grew in importance—ranging from news songs, to versified versions
of stories with an obligatory component of moral instruction at the end of
the songs, to tunes that can be best categorized as satirical. Knowledge of
the melodies that might have been used for these songs can provide us with
an insight into this diversity of genres and their functions.

Interactions between Broadside Ballads and Hymn Books

The oldest Czech broadside ballads, whether religious or secular in content,
often contain tune imprints referencing melodies of religious songs. However,
during the eighteenth and nineteenth centuries, as noted above, the situation
was reversed; religious broadside ballads frequently included tune imprints
for melodies derived from secular songs. This interchangeability of tunes—a
phenomenon that can be found in the melodies of Czech songs from as early
as the sixteenth century—is most clearly visible in pilgrimage songs.?
The pilgrimage song repertoire lay outside the normative framework of
liturgical singing, and the sheer quantity of such songs reveals the long-term
popularity of collective pilgrimages to both local and more distant holy sites.
Aboom in the production of pilgrimage songs came around the middle of the

as the eighteenth century, for instance, Austrian and Czech peasants who graduated from the
local school read music. In the second half of the nineteenth century, furthermore, notated
hymn books were published and distributed to the public at large.

9 Hostinsky, 36 ndpévii, pp. 6-8.
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eighteenth century, and a further flourishing followed upon the relaxation
of the restrictions imposed by Emperor Joseph II (1780-1791), when there
was a spontaneous revival of the pilgrimage tradition.'

The custom of disseminating Czech religious songs in small-format
printings (created from a single sheet), lacking notated scores, began to
develop after the publication of the first printed Czech hymn book in
1501 (notably—and impressively—the oldest printed hymn book in the
world)." During the Reformation, such broadside ballads, or what some have
referred to as “leaflet songs,” also became a popular form for dissemination
in Central Europe. However, in the sixteenth century, a strong tradition had
already emerged of large-format, bound hymn books, both handwritten
and printed, Latin and Czech, and Catholic and non-Catholic (published by
such religious institutions as the Utraquist Church, Unity of the Brethren,
Unity of the Lule¢ Brethren, Lutheran Church). During the subsequent
era of recatholicization (approx. 1621-1740), this extensive Czech religious
song repertoire was not rejected; rather, it was preserved, standardized,
and adopted by printed Catholic hymn books, which as late as the end
of the seventeenth century still functioned as compendiums of old and
new religious songs for all occasions.'* This repertoire of hymns appears
to have remained mostly unchanged during the eighteenth century.”® In
this later period, however, new religious songs were published mostly as
broadside ballads. Such broadside ballads, complementary to the traditional
repertoire, were later integrated into both printed and manuscript hymn
books.'* The reforms of Emperor Joseph II (1780-1791) introduced yet new
standardized church songs (known as Normalgesdnge, or “normal songs”),
but these subsequently made up just one layer of the entire, more embracive
hymn song repertoire. In the first half of the nineteenth century, there were
three layers of repertoire: old songs (from the seventeenth and eighteenth
centuries), “old-fashioned” Normalgesdinge, and newly created songs, all of

which remained in common use. These new songs were mostly published
as broadside ballads.

10 During the Enlightenment reforms of Emperor Joseph II (1780-1791), the state imposed a
regulatory framework on Church institutions, including the prohibition of pilgrimages and
the closure of places of pilgrimage. Attempts to revive or replace the institutions affected by
these measures lasted almost throughout the entire nineteenth century. For the revival of the
pilgrimage phenomena and their songs, see Malura and Ivanek, Horo krdsnd, pp. 28—33.

11 Kouba, Slovnik, pp. 250—251.

12 Skarpova, “Mezi Cechy,” pp. 53-59.

13 Sehnal, “Die Entwicklungstendenzen,” p. 139.

14 Malura et al., Jan Josef Bozan, pp. 24—25; Smyc¢kova, Pavel Raska, p. 27.
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In the first half of the nineteenth century, different types of mediums
were used for preserving the sung repertoire (old printed hymn books,
manuscript hymn books, and broadside ballads). It was not until 1863
that the first modern, standardized Czech Catholic hymn book, known
as Svatojdnsky kanciond! (St. John [of Nepomuk]’s hymn book), by Vincent
Bradac, was published.’s Fascinatingly, and not atypical in other countries as
well, although its editors expressed a critical view of melodies of broadside
ballads, they nevertheless incorporated some of them into their publication.'®
The “St. John hymn book” (1863)—and other hymn books produced in all
dioceses throughout Austria as part of the Cecilian reforms—introduced a
normative repertoire for church singing. Some of the songs that have origins
in eighteenth- and nineteenth-century religious broadside ballads are still
featured in diocesan hymn books today.

As part of the subsequent Cecilian reforms,'” a special normative com-
pendium, Poutni kniha (Pilgrimage book), consisting of Czech traditional
pilgrimage songs (which were previously, in most cases, disseminated
as “mere” broadside ballads) was published in 1893.”® The editors were
also critical of the previous tradition of Czech religious broadside ballads,
which had been a substantial part of Czech pilgrimage broadside ballads.
Therefore, they included only some pilgrimage broadside ballads in their
compendium, and they substantially changed their printed form (following
contemporary linguistic, prosodic, and theological norms). The editors also
often normatively modified older melodies that had been preserved in oral
tradition. However, subsequent reports indicate that the reform of Poutni
kniha efforts were unsuccessful, and pilgrimage hymn leaders continued
to prefer older traditional songs (preserved in earlier broadside ballads,
pilgrimage books, and manuscript hymn books).'

In the following decades of the twentieth century, another paradigm
shift can be observed. The negative attitude to the tradition of broadside
ballads was reversed. As of the 1940s, local pilgrimage hymn books based on
ethnomusicological documentation of traditional songs were published.*

15 Bradad, Kanciondl.

16 Ibid,, p. [2].

17 Cecilianism was a movement seeking to reform Catholic liturgical singing. It promoted a
radical return to Gregorian chant and classical vocal polyphony; in Central Europe it also sought
to revive older forms of folk religious singing.

18 Korec, Poutni kniha.

19 Kolek, Radostnd cesta, pp. 267—268.

20 Ethnomusicological documents record not only songs performed orally, but also specific
broadside ballads that singers kept with them. Kolek, Radostnd cesta, pp. 267—268.
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Some of them were pilgrimage songs that originated in broadside ballads.
This living tradition of pilgrimage songs was preserved even during the ban
on public pilgrimages (1951-1989) in communist Czechoslovakia. A new
edition of pilgrimage songs, Salve Regina, based also on the memories of
living witnesses, was published in 1992. The hymn book’s notated scores of
traditional melodies, importantly, were edited by ethnomusicologists and
revised in collaboration with living witnesses.*"

Interaction between Broadside Ballads and the Repertoire of
Secular Songs in Collective Memory

Early collectors of folk songs in the first half of the nineteenth century
were well aware that the repertoire of secular songs held in the collective
popular memory included numerous printed broadside ballads that had
undergone various textual and musical renderings into the oral folk tradition
(and vice versa).** Authors and printers of broadside ballads were in close
contact with folk songs, and this was reflected not only in their borrowing
of melodies, but also in their extensive use of textual paraphrases. It is
common to find different versions of the same song in editions of folk
songs and in contemporary broadside ballad prints. A typical example is
the long-established song “Louceni, lou¢eni, coz je to tézka véc” (“Parting,
parting, what a difficult thing it is”), which was published as a folk song
by Krolmus (1847) and Erben (1864) but was also printed as a broadside
ballad.?8 In the broadside ballad versions, the song was modified into a
wedding song, to mark the moment at which the bride parted from her
parents, or, alternatively, to mark a son’s goodbye to his parents and friends,
asoldier’s parting from his beloved, or in a parodic form, as “Loucent pijaka
s koralkou” (“A drinker’s parting from his liquor”).* In many other cases, in
the absence of detailed information, it is difficult to tell which version (the
folk or the broadside ballad, and within those two genres, which specific
version) acted as the template for later adaptations.

21 A practical songbook means that it is not a scientific edition, but a book actually for singing.
This songbook from 1992 is, of course, notated, as are most songbooks from the beginning of the
twentieth century. See Maly, Salve Regina.

22 Susil, Moravské ndrodni pisné, p. 45.

23 Erben, Prostondrodni éeské pisné a rikadla, no. 357; Krolmus, Staroceské povésti II, pp. 58—59.
24 Pisert novd o svatebnim louceni, [c. 1850], sign. KP L 61/6, KNM; Piseri neb smutné louceni
[..], [1790-1840], sign. KT3119, EUP; Novd piseni. Loucenivojina s milkou, 1861, sign. KT 3113, EUP;
Louceni pijdka s koralkou, 1860, sign. KT1384, EUP.
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Variability of Melodies

Many secular and religious songs were sung to the same melodies, but the
style of performance differed. If any form of song (including a dance song)
was used for religious purposes, it became assimilated into the traditional
style of ritual singing—typified by slow tempos, looser rhythms, and length-
ened cadences. Moreover, the standard practice of hymn leading, as noted
above, resulted in dividing the songs into separate verses. Such subdividing
of hymns was also reflected instrumentally, in many organ accompaniments
dating from the nineteenth century, where interludes of adequate length
were added at the end of each verse, in order to hear the leader reciting the
following verse. It was not until the time of the Cecilian reforms at the end
of the nineteenth century that the practice of singing from individually
handheld hymn books became common. With this development, hymn
leaders were no longer needed in churches, and the organ interludes were
replaced by caesuras in the printed scores and texts, allowing the singers
to pause for breath. The new organ accompaniments were also now written
in faster tempos designed for continuous, uninterrupted singing.

Today, the musical notation of the older style of religious (liturgical,
processional, pilgrimage) singing places specific demands on the notation
of rhythm and the critical reading of notated scores. Melodies can either
be notated in a manner resembling transliteration (i.e., as a rhythmically
precise record of the “original” recording, using absolute numerical values),
or they can be “transcribed” into a melodically and rhythmically logical
pattern accompanied by more dynamic markings.

The growing variability of melodies, furthermore, manifests itselfin an
increased and universal tendency towards their ornamentation in singing
as well as in the notation by which the melodies were first recorded (as
mentioned above). Given such elaborations, it is not always possible to
reliably determine the original form of a melody. Sometimes melodies
exist in so many distinct variants that the only reliable indicator that they
are related is the metric structure of the verse. However, here, too, we may
encounter the opposite process, in which the melody remains unchanged but
is adapted to a different text in a different metre. If necessary (or desired),
modifications may happen in the other direction: favourite melodies might
be adapted for texts with different metric schemes,*> and, in some cases,
they were more substantially modified for various types of asymmetrical

25 See, e.g., the melody of “Nastokrat bud pozdravena” (‘A hundred salutations to you”), with
the following metric structure: 87 87 88 87 syllables in the strophe. This format was variously



280 TOMAS SLAVICKY

verses or refrains.?® In such instances, it is always necessary to distinguish,
admittedly somewhat subjectively but with ethnomusicological experience,
what can still tenably be considered a modified version of the same melody
and what is in fact a different melody, albeit one which incorporates a very
similar melodic motif.

The Principles of Contrapositum, Contrafactum, and Paraphrase

The principle of contrapositum (essentially the option to set the same text to
different melodies) is a typical characteristic of the Central European broad-
side ballad repertoire, as of the British and elsewhere. Some printed Czech
hymn books from the seventeenth and eighteenth centuries®? frequently
attached a simple tune imprint for a second (alternative) melody, which was
likely as widely familiar as the main melody written in its score. Notated
records of memory songs also document both the replacement of older
melodies with newer ones and also the presence of regional melody types.®
During the nineteenth century, the repertoire of secular broadside ballads
also demonstrates the international migration of new melodies; an important
role was played here by the growing mobility of the general population and
the presence of itinerant musicians.?® Contrapositum provides the main
strategy for investigating the processes that influenced the persistence
of old melodies and the incorporation of new melodies into the memory
repertoire used by the authors and singers of broadside ballads.

The principle of contrafactum essentially involves the opposite of
contrapositum: the setting of different texts to a melody; this was also a
common practice. Contrafactum resembles the principle of contrapositum
but is viewed from the perspective of the melody rather than the text; in
its application, the researcher observes the transfer of a melody to various
contents and settings. Typical manifestations of this principle can be seen
in the use of a general, or “like” notation, or just in the “singability” in the
application of tune to text. The most common task in tracking contrapositum

adapted for the strophes 85 85 77 85; 87 87 7 87, and 84 84 77 7 (see Maly, Salve Regina, pp. 263,
295, 65, and 292, respectively).

26 See, e.g., the melody for “Dékujeme 6 Maria” (“Thank you, oh, Mary”) with the strophe 87
87 88 87, which was variously adapted for the strophes 87 87 87 87; 87 87 88 77; 83 83 6 83; and
556 556 66 554 (Maly, Salve Regina, pp. 471, 210, 213, and 39, respectively).

27 Bozan, Slavicek.

28 See the chapter by Frolcova.

29 Kletha, Harfenictviv Cechdch, pp.130-144.
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is to follow the long life of traditional melodies or of internationally wander-
ing melodies.

A specific and frequently occurring type of contrafactum in the repertoire
of broadside ballads can be seen in the use of textual paraphrase; this
essentially involves the modification of a song for a different type of use.
Sometimes, in the most minimalized version of this practice, nothing more
of the “original” text is retained than the melody, strophic structure, and
text incipit. The common denominators are thus the incipit and the melody.
However, a new version of the text evolves, adapted for a different audience
or function. The simplest examples of contrafactum are the variant forms of
pilgrimage broadside ballads, in which the name of the relevant site (or sites)
is changed and inserted into the tune as necessary. Examples of this practice
can be found dating back to hymn books of the Baroque era (ca. 1620-1775).3°
More extensively modified textual paraphrases can also be found in the
numerous adaptations of Marian songs, adapting them for pilgrimages to
St. Ann3' or to Mount Kfemesnik, for instance.3> We also find that similar
incipits often conceal or obliquely reference a wide range of variants and
paraphrases of one ballad text and its melody. For example, the broadside
ballad “Na cellenské hore krasna bila rtize” (“On the hillside of Mariazell, a
beautiful white rose”) was also published for regional pilgrimage sites with
minor textual changes (“Na vranovské hote,” i.e., “On the hill of Vranov”);
we also find a new but very similar textual paraphrases for pilgrimages
to St. Anthony (“Na blatnické hore,” “On the hill of Blatnice”).33 The song
“Na marianské [variant: vranovské] hore rize kvete” (“On the hill of Mary
[Vranov] a rose blooms”) also has a very similar incipit but, in addition, it
has a different strophic structure. Yet other incipit paraphrases include a
freer adaptation to St. Catherine (“Na sinajské [variant: sionské] hote kvitek
kvete,” “On the hill of Sinai [Zion] a flower blooms”), and St. Mary Magdalene
(“V tom berounském kraji kvitek kvéte,” “In the country of Beroun a flower
blooms”). The popularity of pilgrimage broadside ballads is further reflected
in more extensive secular paraphrases of them, such as (“M4a duse schovej

30 SeeBozan, Slavidek, p. 576. The song “Vitej, tisickrat vitej” (“Welcome, a thousand welcomes”)
includes an instruction to insert the name of the relevant pilgrimage site: Boleslavskd—Svato-
horskd—Svatokrtinskd—6 Turanskd—d6 frydeckd Maticko (i.e., as rendered in English, the names
for Boleslav, Svata Hora, K¥tiny, Tufany, and Frydek).

31 See, e.g,, Maly, Salve Regina, p. 37; Brada¢, Kanciondl, p. 125.

32 See, e.g., Maly, Salve Regina, p. 55; Skotepova, Kramdrské pisné, pp. 126-127.

33 Here and below, I give examples from the living repertoire (Maly, Salve Regina, index on
pp- 501-570). For the broadside ballads that served as templates, see Knihovna Narodniho muzea,
“Spali¢ek,” and “Databaze kraméiskych tiskd.”
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se"—re-rendered, “M4 mila schovej se”; that is, “Hide, my soul"—“Hide, my
lover”). Paraphrase can be seen widely used within such secular broadside
ballads, as when “Zadny nevi co jest liska” (“Nobody knows what love is”)
is parodied in the paraphrase “Zadny nevi co jest dilo/radost/robota/gkola,”
i.e., “Nobody knows what a job/joy/work/school is.”3*

Types of Melody

In view of the processes of melodic stability, morphing, and dissemination
described above, it is more understandable that the tune imprints of Czech
broadside ballads refer to a considerable variety of melodic types. Dating,
not only identifying, these melodies is consequently often problematic, and
in their simplicity as well as in their consistency even as they change, they
also offer only very limited scope for critical stylistic analysis. Nevertheless,
we can posit the existence of (and we can attempt to define) several types
of eighteenth- and nineteenth-century tunes that differ both from the
common styles of the sixteenth and seventeenth centuries and even from
melodies that were typical of the late nineteenth century.3> The three most
prominent types of tunes can be observed within something like a layering
historical process. We witness older melodies derived from pre-Baroque
and Baroque hymn books, approximately before 1775 (which are often
transformed into modal or pre-harmonic scales and asymmetric rhythms);
oral, regionally specific folk melodies, both religious and secular; and simple
instrumental-type melodies.3

The last of these three distinctive mutating types has remained common
into the twentieth century in the notated records of pilgrimage songs as
well as of secular songs. Their typical features include diatonic major scales
(i-e., without chromatic tones), a narrow range (often just 5-6 tones), and an
absence of modulations—all features respecting the limits of traditional
portable accompanying instruments (bagpipes, diatonical harp, hurdy-gurdy,
dulcimer, etc.). Josef Leopold Zvonar describes these extended old melodies,
with national revival rhetoric, as typical of

ranni a vecerni pisné zbozného obsahu, které venkované pamatuji, ale
dnes se vytraceji; rovnéz tak jsou I nékteré pisné k Panné Marii a k sv.

34 Malura and Ivanek, Horo krdsnd, p. 366.
35 Sehnal, Die Entwicklungstendenzen, pp.147-152.
36 These melodies are typical of eastern Moravia. For more details, see the chapter by Frolcova.
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Janu Nepomuckému skoro znarodnélé, a vsak i ty nevynikaji ni¢im, co
by na narodni zpév nas zvlastniho svétla davalo.

morning and evening songs with devotional content, which are still
remembered by rural people but are now becoming forgotten; some
of them are songs to the Virgin Mary and St. John of Nepomuk, thus
becoming almost folk songs, yet they have no characteristics that would
be considered typical of our national singing.3?

This type of melody matches several descriptions of traditional folk
music.3® In 1860, Zvona¥ attributes the predominance of simple, diatonic
melodies to the widespread use of bagpipes and basic brass instruments
(such as non-valved French horns, trumpets, and the like), which were
able to provide accompaniments only in a restricted range of harmonic
functions.?® From the mid-nineteenth century onwards, the traditional
instruments for the accompaniment of folk music (both urban and village)
were replaced by new types of instruments that were able to play a whole
chromatic scale and promoted new types of melodies. Then, the traditional
type of melody continued to restrict itself to the natural overtone scale that
was playable by older instruments. An important indicator of this simple
accompaniment is the second voice part recorded by Frantisek Susil as an
alternative melody for a traditional Mariazell pilgrimage song (proceeding
in typical instrumental “French horn fifths”).#° One potential area for future
research might productively involve investigating the style of improvised
folk counterpoint, including ways in which it has been retained or updated
over the course of time.

Perspectives

Systematic research of melodies associated with Czech broadside ballads
should focus mainly on revealing the regularities underlying their variability
together with developing a better classification of their stylistic layers. From
the examples presented in this chapter, it is clear that this mode of research
cannot involve simply following traditional documentation in the sense of

37 Zvonai, “Slovo o ¢eskych narodnich pisnich,” p. 199.
38 Zibrt, Jak se kdy v Cechdch tancovalo, p. 348.

39 Zvonal, “Slovo o ¢eskych narodnich pisnich,” p. 199.
40 Susil, Moravské ndrodni pisné, no.134.
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bibliographic searches for melodies based solely on tune imprints in order
to allocate them to individual printings of broadside ballads. Instead, the
first step must be the documentation of notated sources coupled with
analysis of the surviving melodies. The aim of this research will be to reach
a fuller understanding of the ways in which these melodies were propagated,
transferred, and transformed within the large Czech-language repertoire of
broadside ballads from the seventeenth century to the nineteenth century.
Such research must be based not only on extant printings but also on tracks
(electronic recordings as well as notations made from surviving collective
memory), for better or worse documented in the past and partly still alive,
even as such memory continues to fade today.
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14. The Melodies of Broadside Ballads and
Pilgrimage Songs and the Many Media
of the Song Tradition

Véra Frolcovd

Abstract

Véra Frolcova analyses in her chapter melodies of Czech broadside ballads
and pilgrimage songs as well as the media more generally of the song
tradition (including printed and manuscript hymn books and pilgrim-
age books as well as documents of secular and religious songs from the
oral tradition). Frolcova’s analysis is based on musical scores (sung from
memory) of Czech broadside ballads made by folklorists from the 1940s to
the 1950s. Frolcova shows a synthesis between folk melodies and broadside
ballads, especially in their repertoires of religious songs.

Keywords: Ethnomusicology, musical scores, folk songs, pilgrimage songs,
hymn books

Czech broadside ballads, which were published from the seventeenth to
the nineteenth centuries, do not contain musical notation. However, musi-
cal sources (printed and manuscript hymn books and pilgrimage books,
records of secular and religious songs from the oral tradition) indicate
that these broadside ballads were indeed sung, and that some were passed
on via memorization within a communal oral tradition. Evidence indeed
suggests that Czech broadside ballads existed in at least two different
forms—as printed (including written) and as sung (oral)—with much
mixing of these two media.' Via the oral tradition, broadside ballads would
have especially come into contact and mixed with folk songs. Folklore

1 For more information, see the chapter by Smy¢kova.

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
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Figure 28. Two examples of a reception of a song in the collection of the Institute of Ethnology at
the Czech Academy of Sciences. Insert, bottom left: in the form of a broadside ballad; Large MS
sheet: in the form of a musical score sung from memory and recorded. Novd pisen, 1882. EUB, sign.
A 504/40KT; Mesias ptisel, 1936. EUB, sign. A 504/40.
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collectors have recorded all kinds of melodies sung typically at communal
events: pilgrimages, fairs, religious ceremonies (for instance, as part of the
rituals of Lent, Advent, and Christmas), as well as weddings and funerals.
From the beginning of the nineteenth century, these antiquarians have
also recorded the musical scores of broadside ballads sung from memory
(an example can be seen in Figure 28).

Sources for the music of broadside ballads have also been studied by
ethnomusicologists, who have developed what might be termed a “reception-
based concept” for researching songs.? This approach begins with research
into broadside ballad gatherings and their production, and then proceeds not
only to investigate the notated records of the tunes, but also how they were
sung, including audience and community reception (that is, their adoption
and dissemination over time and within a cultural space). Ethnomusicologi-
cal research into broadside ballads also forms part of the interdisciplinary
area of hymnology, which more specifically explores recordings of memory
sources for folk religious songs as well as connections between secular and
religious songs and contrafacta.3 From the perspective of ethnomusicol-
ogy, broadside ballads can (and should) be studied in the context of their
vocal performance, dissemination of melodies, and song tradition more
generally.* The term “medium,” applied within such contexts, is understood
by ethnomusicologists as a category of historical communication, both in
the sense of the carrier (bearer) of a song and the mediator of song culture,
which includes both carrier and his or her audience, including the larger
community.5 The material media for the repertoire of Czech broadside
ballads, as distinct from the medium who is the bearer or receiver of them,
are multifarious: chapbooks (within which gatherings of broadside ballads
are a subcategory, as discussed in the introduction and in other chapters of
this volume); “blocks” (Spalicky), that is, improvised collections of broadside
ballads, made by the owners); manuscript and printed hymn books; memory
and orality; and vocal performance, including intonation and gestures (at
communal events such as fairs and festivals).

Ethnomusicological sources for broadside ballads are dominated by
songs with religious themes, especially songs about the Passion or those

2 Hostinsky, Ceskd svétskd pisert, pp. 6—7; Smetana and Vaclavek, Ceské pisné kramdrské,
pp- 16-17; Holy, “Etnomuzikologie,” p. 781; Holzapfel, Lexikon, pp. 198, 277-278.

3 Suppan, “Hymnologie,” pp. 517-518; Slavicky, “Kramaisky tisk,” p.183. On relations between
hymn book songs and broadside ballads, see the chapters by Slavicky and Rug¢in.

4  Traxler, “Kramaftska pisen”; Urbancova, “Letakové tlace,” p. 123.
5  Schilling, “Das Flugblatt,” p. 26.
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devoted to the Virgin Mary or saints (St. Ann, St. John of Nepomuk, etc.).%
One specific group of folk religious songs consists of pilgrimage songs,
which are viewed as a song genre determined by their specific function.’
Research in this area focuses on regional and international melody types
in broadside ballads and pilgrimage songs in memory sources from the
nineteenth and twentieth centuries, and on the media through which songs
and the song tradition were disseminated. This research seeks to answer
the following questions: Which melody types were characteristic of the
various vocal performances of broadside ballads? Was there a synthesis
between broadside ballads and folklore melodies in the regions of Moravia
and Silesia? And, finally, is there a recognizable tradition of Czech broadside
ballads and their melodies?

Sources and Methodology

Broadside ballad gatherings, as in English broadside ballads, include
tune imprints that are printed above the song text.® These tune imprints
were adopted by the publishers of broadside ballads as a tried-and-tested
practice that had been used in manuscript and printed hymn books
from the era of the Bohemian Reformation onwards.® The idea behind
such imprints is that the song was so familiar that audiences would
recognize its melody by name alone. However, many broadside ballad
gatherings lack tune imprints, so the vocal performance of these songs
relied on memorial re-enactment or still-extant tunes, both conveyed
orally. The most important sources of information about these melodies
are musical sources that are mainly unconnected with the production
of broadside ballads. These consist of notations in ethnomusicological
and hymnographic sources, as observed above. Some are notated purely
from memorial reconstructions (records of vocal renderings of broadside
ballads that were still sung in the nineteenth century and then rendered
in manuscript or published in folklore and other printed collections,
such as hymn books and songbooks). Such musical sources for broadside
ballads are complemented by ethnographic sources; these give informa-
tion on the contexts and functions of vocal performances, which shaped

M o»

Kouba, “Lidovéa duchovni pisen,” p. 481.
Malura and Ivanek, Horo krdsnd, p. 61.
Tune imprints in English broadside ballads are discussed in the chapter by Fumerton.

© o3 O

For more information, see the chapter by Slavicky.
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oral and printed traditions and influenced the variability of renderings
of songs.’ The memory sources date mainly from the nineteenth and
twentieth centuries. Of particular importance are the notated records
made by Frantisek Lysek and Jan Polacek, which are now held by the Brno
branch of the Institute of Ethnology at the Czech Academy of Sciences
(Etnologicky tstav Akademie véd CR, EUB). These sources document
the culmination in the development of sung broadside ballads as well as
their earlier phases of development. Fascinatingly, the musical sources
indicate that the performers of broadside ballads had no interest in musical
originality. The singers used and adapted well-known tunes of various
origins, precisely because their audiences could easily adopt them. In such
re-enactments of melodies, there is only a loose relationship between the
text and the recurring tune. The musical history of these songs is one of
contrafacta and melodic variants, a distinctive mixture of melodies that
travelled with the stallholders, songwriters, itinerant musicians, and
pilgrims to sacred places.

One way of carrying out historical ethnomusicological research is to
apply what we might term the “retrospective context method.” In the first
phase of this methodology, researchers collate variants of melody types
with regard to the date and time at which they were recorded as well as
their function, context, and the medium of the song. The main criteria for
melody type are tectonic: the strophic scheme and the metro-rhythmic
model." Following this methodology, individual documents are placed
in retrospective order, based on time, from the present to the past. In the
next phase, researchers analyse and compare variants, characterizing
them on the basis of the functions and musical style, or stylistic layer, of
folk songs." Folk songs from Moravia and Silesia are characterized by two
basic musical styles, known as the Eastern song style and the Western
song style, respectively.s The geographical boundary between the regions
associated with these two styles is formed by mountainous or upland
areas: the Pavlovské vrchy Hills, the Chiiby Hills, the Hostynské vrchy
Hills, and the Beskydy Mountains (in the eastern and southern part of

10 Krekovicov4, “Barokovy obraz Smrti,” p. 24; Frolcova, “Legenda,” p. 165.

11 From an ethnomusicological perspective, a strophe (stanza) is a musical unit of a song, an
entity which is repeated. A strophic scheme comprises the number of syllables in each line of a
strophe (expressed numerically) and its metrical-rhythmic form, i.e., the musical form in terms
of rhythm and metre (expressed as a letter).

12 The function of the song is determined by its aim and social situation, e.g., wedding songs,
pilgrimage songs, etc.

13 Holy, “Na okraj etnografické hranice,” pp. 21-22.
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the Czech republic). In the geographical area representative of the Eastern
song style, musical features still surviving today include modal elements
in harmonic and non-harmonic scales, descending melodies, melismatic
elements, and irregular rhythms.'* The Western song style evolved from
modes into the harmonic major/minor system,; in this regard it is akin to
musical classicism.'> From the historical perspective, both of these styles
existed in parallel with each other during the nineteenth and twentieth
centuries, yet in different geographic spaces.

To date, I have studied a total of 160 broadside ballads tunes. This sam-
pling is admittedly inadequate for a quantitative methodology, but it does
suggest general characteristics of broadside ballad melodies. My approach is
qualitative and selective, making it possible to identify significant melody
types.'®

Melody Types

One group of melodies, I have found, is represented by widely known secular
songs corresponding with the Western song tradition. These tunes were
published as broadside ballads from the mid-eighteenth century onwards,
and they also appeared as tune imprints—for example, after 1870, the
broadside ballad “Vimt ja jeden krasny zamek” (“I know one beautiful
castle”) or the international tune of the broadside ballads called “Harfenice”
(“The harper”)."” These relatively stable melody types were adapted to fit
numerous broadside ballad texts. Other melodies display greater variability:
one tune imprint or one melody might have multiple versions over time,
or versions might differ between regions.’® Some variants of printed tunes
on broadside ballads became part of the oral tradition (and, indeed, may

14 Melodic elements derive from medieval church music modes, such as the seventh mode
(Mixolydian) or the fourth mode (Lydian), which occur in various structures in Moravian folk
songs (Susil, Moravské, no. 97; Trojan, Moravskd lidovd piseri, p. 205). In melismatic singing, one
syllable is distributed over more than one note. Melismatic singing is the opposite of syllabic
singing, in which each syllable is sung to just one note.

15 Classicismis an artistic style, and a stylistic epoch in the development of European music
covering the period approximately between 1740 and 1810.

16 Tyllner and Vejvoda, Ceskd lidovd piser, p. 12.

17 Sehnal, “Napévy,” p. 279; Benes, Poslyste pisnicku, p. 151, no. 49; Kopalova and Holubova,
Katalog, p. 442; Klettha, Harfenictvi, p.132.

18 The same phenomenon in English broadside ballads is mentioned in the chapter by Fumerton.
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well have derived or interacted with it), living their own life as folk songs."
Thus the culture of the vocal performance of broadside ballads in Moravia
and Silesia enabled both regional and international melodies to establish
a long tradition.

Regional Melody Types in Broadside Ballads: Folk Tunes with
Elements of Modality and Free Rhythm?°

We should note that modal tunes of broadside ballads were recorded on
the basis of vocal performances even after the “official” establishment in

music theory of major-minor tonality and even after formal symmetrical
rhythm had gained predominance. For instance, a lyric broadside ballad
addressed to the Virgin Mary and entitled “Matic¢ko bozi, nebeské zbozi”
(“Mother of God, heavenly goods”) existed in the oral tradition during the
second half of the nineteenth century in two melodic variants.* The older
of these variants is as follows:

Y ¥ S S S ¥ S S S— S S S—— Y _S—— ——
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Ma-ti-¢ko Bo-zZi, ne-beské zbozi, tysrdj-ska ra-zi-cka a Bo-zi ma-ti - ¢ka.

Figure 29. The melody of the Baroque broadside ballad recorded from memory in the mid-
nineteenth century (Susil, Moravské, no. 139).

The melody in this notation is modal. It features a descending Mixolydian
seventh (descending minor seventh), a modal element which creates a tritone
in the melody (the raised fourth interval known as the diabolus in musica or
“devil’s interval”). Now let us consider more intensively and extensively the
history of this broadside ballad in relation to its song, as noted in Table 1.
What does such a history show?*?

¥ o

19 Krekovitov4, “Barokovy obraz Smrti”; Thotova, “Kramarska pisen.
20 Modality is a designation for the melodic elements (scales) used in the tonality of medieval
church music; modal elements occur in various forms of Moravian folk songs. Free rhythm
denotes a rhythm that lacks a regular metrical impulse.

21 Susil, Moravské, no. 139; Barto$ and Janacek, Ndrodni, no. 1984; Kucerova, Sbératel, p. 298.
22 AsImentioned at the beginning of my paper, I use a “retrospective context method.” This
is an ethnomusicological approach drawing first on the most recent sources and proceed-
ing backwards into the past in order to determine the age and context of a song, such as a
pilgrimage.
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Table1. Tracing the tradition, melody, and medium (conveyance) of the
broadside ballad “Matic¢ko bozi, nebeské zbozi” (1663-1942)

Date Text incipit Melody source, Medium,
provenance strophic scheme function, context
1942 “Maticko Bozi, notation pilgrimage, pilgrim-
Zarogice nebeské zbozi” 5a 5a 6b 6b 6r age book, singing at
Kolek, Radostnd, (“Mother of God, a state of the Virgin
p. 186 heavenly goods”) Mary

1893 “Maticko Bozi, notation memory, oral

Velkd nad Velickou nebeské zbozi" 5a 5a 6b 6b 6r pilgrimage tradition

Barto$ and Janacek,
Ndrodni, no. 1984

1859 “Maticko Bozi, notation memory, oral
Moravia nebeské zbozi" 5a 5a6b6¢ tradition
Susil, Moravské,
no. 139
1852 “Maticko Bozi, notation printed hymn book
Moravia nebeské zbozi” 5a 5a 6b 6b 6r
Becdk, Ndpévy,
no. 101
[1761-1798] “Mati¢ko Bozi, tune imprint broadside ballad
[Moravia] nebeské zbozi” “Bud pozdravena,
MZK VK- blahoslavena” (“Be
0000.684,pfiv. 58 greeted, blessed
one”)
1768 “Maticko Bozi, tune imprint manuscript hymn
Borsice, J. J. Pomykal nebeské zbozi" “Bud’pozdravena, book
AMK 21118 blahoslavena”
[1730-1755] “Mati¢ko Bozi, notation manuscript hymn
Rajec, Slovakia nebeské zbozi” 5a 5a6b 6b 6r book
Ruscin, “Vplyv,”
p. 293
1719 “Maticko Bozi, notation printed hymn book
Bohemian Crown nebeské zbozi” 5a 5a 6b 6b 6r
lands
Bozan, Slavicek,
p.548
1701 “Mati¢ko Bozi, tune imprint broadside ballad
Litomysl, nebeské zbozi” “Bud pozdravena,
NK Pisnicky IV,ptiv. 47 blahoslavena”
1663 “Maticko Bozi, notation manuscript hymn
[Tel¢] nebeské zbozi” 5a 5a6b 6b 6r book

Konréd, Déjiny, p. 385

The song “Maticko Bozi, nebeské zbozi” has a tradition lasting almost
300 years; the oldest known written record of the song is found in a
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manuscript hymn book dated by Konrad to 1663.%3 This earliest ver-
sion, which was disseminated via Baroque (ca. 1620-1775) printed and
manuscript hymn books, is a simple melody covering an interval of a
fifth and based on a latent major tonality.> The rendering of the melody
can be seen in 1859 adapted into the regional folklore style, a process
reflected in the change in the tonality and the melodic line. The tradition
of this religious song, we see, was shaped by several media: manuscript
hymn books from Moravia (Tel¢, Borsice) and Slovakia (Rajec), broadside
ballad gatherings, printed hymn books, pilgrimages devoted to the Virgin
Mary, and oral memory.

Folk Dance Tunes in Harmonic Tonality and Religious
Contrafacta of Secular Songs

Another typical feature of Bohemian broadside ballads from the seven-
teenth to the nineteenth century is the use of melodies from both secular
and religious songs. In such interchanges, the melody appears to have
had no relation to the content of the broadside ballad itself; secular songs
adopted melodies from religious songs, creating secular contrafacta of
religious songs.?> There are also documented cases of the opposite process,
as religious songs used melodies from secular songs, thus creating religious
contrafacta of secular songs. This process occurred in all the media
of song culture that were current at the time (hymn books, broadside
ballad gatherings, etc.), and it took several forms of expression within
Central Europe.?® A typical practice in Moravia and Silesia was the use
of dance tunes of the secular folk songs for religious songs. These dance
tunes were adopted for religious broadside ballads sung at pilgrimages
and weddings during the late eighteenth century and the first half of
the nineteenth century. We can see in this practice an example of the
spontaneous reception and adopting within an oral tradition of broadside
ballads that have been identified from ethnomusicological sources.
However, the printings of broadside ballads give no indication of the
use of the secular dance tunes for the religious broadside ballads.?” The

23 Konrad, Déjiny, p. 385.

24 Bozan, Slavicek, p. 548; Ruséin, “Vplyv,” pp. 254, 292—293.

25 Sehnal, “Napévy,” p. 279.

26 Suppan, “Hymnologie,” p. 520; Kouba, “Lidova duchovni pisen,” p. 481.

27 Unlike England, the Bohemian Crown lands had a strong tradition of religious broadside
ballads, which were sung (for example) by participants in Catholic pilgrimages. The use of
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use of folk melodies for religious songs corresponds with the historical
circumstances in the second half of the eighteenth century: Emperor
Joseph II's ban on pilgrimages not only sent the pilgrimage tradition
into sharp decline, but also strengthened the influence of folk melodies
on pilgrimage songs.?®

In musical terms, the dance tunes used in the Czech religious broadside
ballads belong to the large group of Polonaise-type melodies with triple
metre, either in major or minor keys. These melodies generally consist of
three components (AAb, ABc), and they were widely used for various texts,
with dozens of contrafacta. In historical sources from the seventeenth and
eighteenth centuries, such songs are referred to as Hanatica (meaning that
their origin was in the Central Moravian region of Hand), where they were
played to accompany dancing in aristocratic society® During the nineteenth
century and the first half of the twentieth century, dance tunes were also
played in instrumental form by folk musicians; however, they were primarily
associated with religious broadside ballads sung mainly at weddings and
on pilgrimages. They have survived in memory sources in the Opava region
of Silesia, and in the Moravian region of Lachia (Lassko).3° The dances and
their melodies had numerous regional designations, including staroddvny
(ancient) and tanéc (dance; see Figure 28). Typical dance melodies can be
found in the broadside ballads “Kdyz mily Pan Jezi$ na nebe vstupoval”
(“When our dear Lord Jesus rose to heaven”), “Panenka Maria po svété
chodila” (“The Virgin Mary walked the world”), and numerous contrafacta.?!
The media for their dissemination were memory, the oral tradition, and
custom.

well-known secular folk melodies made it possible for pilgrims to sing collectively. However,
secular dance melodies only represent a small group of the melodies used in religious broadside
ballads. In this study I present notated examples of non-dance melodies (notation in Figure 29)
and dance melodies (notation in Figure 28, 30 and 32).

28 Slavicky, “Kramafsky tisk,” pp. 173-174; see also the chapter by Slavicky. Although some
pilgrimage sites became defunct, Emperor Joseph II's prohibition did not bring a complete
end to pilgrimages. However, their organization changed; they were no longer arranged by the
secular and ecclesiastical elites (e.g., burghers, the nobility, and religious confraternities), but
instead the initiative was taken by less educated and less privileged laypeople, mostly from
rural areas.

29 Vetterl, “K historii,” p. 278.

30 Lysek, Pisné, p.14.

31 Lysek, Pisné, p. 38, 41; Panenka Maria po svété chodila, 1937, EUB A 504/50; Pochvileny budiz
od nds Kristus JeZis$, 1941, A 509/33, 35.
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Figure 30. Notation of a typical Czech melody known as “Tane¢ni svata” (“Sacred dance”). EUB,
sign. A 504/50 (Proskovice 1937).

International Melody Types Occurring over Large Areas

Secular dance tunes were also adapted by pilgrimage songs that tran-
scended regional and linguistic boundaries. These dance-turned-pilgrimage
tunes can be found across relatively large areas. A model example is one of
four melodies for the Czech folk ballad “Utonula” (“The drowned woman”),3*
which was used for a pilgrimage song devoted to the Virgin Mary of Frydek,
“Na frydecké hore krasna, pékna riize” (“On the beautiful hill of Frydek,
a lovely rose”).33 From the end of the eighteenth century, the song can
be seen to have travelled: it was also disseminated in broadside ballad
gatherings for the pilgrimage site at Mariazell in Austria, and it appears
to have spread to other Marian pilgrimage sites, too, both as a text and
as a melody.3*

In the oral tradition during the second half of the nineteenth century and
into the twentieth century, Czech, Slovak, Silesian, and Polish melodic vari-
ants developed as contrafacta, and were used for pilgrimages and Christmas
events.3> Their characteristic features include an upbeat major tonality,
a waltz rhythm, and a shared form (though with varying rhythms in the
central section of the song).3¢ In the mid-twentieth century the melody was
used in instrumental form for secular dancing.

The category of international melodies expands further. It includes other
tunes for Czech, Silesian, Slovak, and Polish pilgrimage songs as well as
legend songs devoted to the Virgin Mary.37

32 Erben, Ndpévy, no. 55 (Bude vojna, bude); cf. Vetterl and Hrabalova, Gubernidlni, no. 29;
Susil, Moravské, no. 188, 189.

33 Nafrydecké hore,1941. EUB A 509/27.

34 There are also adaptations of the song devoted to St. Anthony of Padua for the pilgrimage
sites at Blatnice pod svatym Antoninkem and Prasiva (Malura and Ivanek, Horo krdsnd,
p- 234)/-

35 EUB A 221/137, A 507/73, A 509/25; Maly, Salve Regina, pp. 72, 214; Pindur, “Poutni kostel,”
p- 35; Bartkowski, Polskie spiewy religijne, pp. 294—295; Bartminski, Polskie koledy, p. 94.

36 Tyllner and Vejvoda, Ceskd lidovd piseri, p. 231. Form designates the musical structure of a
song, the relationship between the subcomponents (lines) and the larger entity (the strophe).
37 Frolcova, “Legenda,” p.171.
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Figure 31.Title page of the pilgrimage broadside ballad Na frydecké
hore. Ndboznd pisen k Panné Marii Frydecké, [1801-1850], MZK

VK-0005.856.
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Figure 32. Above: notations of a Czech-Slovak-Polish melody type for pilgrimage songs. I: 1975
Zéblatie (Slovakia). Pilgrimage song devoted to St. Anthony of Padua in Blatnice pod svatym
Antoninkem (Droppova and Krekovicova, Pocuvajte panny, p. 58). II: 1941 Marianské Hory (Czech
Republic). Pilgrimage song devoted to the Virgin Mary of Frydek (A 509/27, EUB). llI: [1873] Krakéw
region (Poland). Pilgrimage song devoted to the Virgin Mary (Kolberg, Dzieta wszystkie, 6, p. 242).
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Perspectives

Ethnomusicology demonstrates the benefits of using memory sources and
explores the connection between oral and manuscript cultures.3® It reveals
the critical limits of historical research. Or rather, it expands such research.
The musical documents ethnomusicology studies include historical local
variants of songs that show how melodies were integrated into local and
regional cultures. Ethnomusicological methodology, drawing on the inter-
mediality and variability of broadside ballads, also generates new insights
for verifying Konrad’s thesis on the continuity of Old Czech religious songs
in some areas of eastern Moravia.3° The tradition of broadside ballads and
their melodies, furthermore, plays a key role in this history, as has been
demonstrated here from two perspectives:

1. Interms of time: some religious broadside ballads from the seventeenth
and eighteenth centuries have a tradition lasting 200 years or longer.
This tradition, however, was not singularly rooted in broadside ballads;
it was co-formed by a number of related printed, oral, and cultural
media. Broadside ballad gatherings contribute to a larger tradition
within which they freely mixed with hymn books, pilgrimage, and
other songs, which further invites consideration of vocal performance
and local customs.

2. In terms of cultural space: during the process of dissemination of
broadside ballads, regional and international melody types emerged
especially from pilgrimages and vocal performances (which traversed
both space and time).

Broadside ballads, in sum, represent one link in the chain of a song tradi-
tion that extends beyond the historical existence of print: some broadside
ballads, often passed along orally, are still sung today. In this chapter, I
have shown how in Moravia and Silesia there was a synthesis between folk
melodies and broadside ballads, mainly in the repertoire of folk religious
songs. This can be seen in harmonic dance melodies and, in rare cases,
also in modal melodies associated with free rhythm. The melody types
of nineteenth-century religious broadside ballads presented here do not
occur in the repertoire of Czech hymnology, so they have a unique value as

38 Smyckova, RiiZe, p. 12.
39 Konrad, Déjiny, pp. 461-462; Slavicky, “Kramatrsky tisk,” p. 177.
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sources. Additionally, these melodies remained unaffected by the Cyrilian
reforms of church music.#® A potential avenue for future research would
involve the investigation of melodies as indicators of inter-confessional
relations—not only between the song cultures of Catholic and non-Catholic
Churches but also between Roman Catholic and Greek Catholic cultures.
Examples include the broadside ballads about Our Lady of Sorrows. A
further possible focus of hymnological and ethnomusicological research
would be more extensive and comparative investigation into pilgrimage
songs, including those printed as broadside ballads, within regional and
international contexts.

Works Cited
Primary Sources (Written)

Kdyz mily Pan Jezi$ na nebe vstupoval, Ruda nad Moravou 1933, notated by Bohuslav
Indra, sign. A 221/137, EUB.

Krestanskd dusicko, rozmyslej malicko, Marianské Hory 1941, notated by Frantisek
Lysek, sign. A 509/25, EUB.

Mesias prisel na svét pravdivy, Bartovice 1937, notated by Frantisek Lysek, sign. A
504/40, EUB.

Na frydecké hore krdsnd, péknd rize, Marianské Hory 1941, notated by Frantisek
Lysek, sign. A 509/27, EUB.

Panenka Maria po svété chodila, Proskovice 1937, notated by Frantisek Lysek, sign.
A 504/50, EUB.

Pochvdleny budiz od nds Kristus Jezi$, Proskovice 1941, notated by Frantisek Lysek,
sign. A 509/33, EUB.

Pomykal, Jan Josef. Kanciondl, Borsice 1768, inv. no. 21118, AMK.

Poslechnéte, lidé, co budu zpivati, Proskovice 1941, notated by Frantisek Lysek,
sign. A 509/35, EUB.

Ta presvatd jména JeZis a Maria, Brusperk 1939, notated by Frantisek Lysek, sign.
A 507/73, EUB.

40 The Cyrilian reforms were a Bohemian and Moravian manifestation of the Cecilian Move-
ment’s efforts to reform church music and singing in the Catholic Church; they were promoted
from the 1870s onwards. The reformers sought to exclude secular elements and return to the
aesthetics of Gregorian chant (Slavicky, “Kramaisky tisk,” p. 178).



THE MELODIES OF BROADSIDE BALLADS AND PILGRIMAGE SONGS 301
Primary Sources (Printed)

Bozan, Jan Josef. Slavicek rdjsky [...]. Hradec Kralové: Vaclav Tybély, 1719, sign.
4-482, EUB.

Nova pisert o svatbé v Kdni Galilejské. Skalica, dédicové J. Skarnicla, 1882, sign. A
504/40KT, EUB.

Pisnic¢ky nové pobozné k Blahoslavené Panné Marii. Litomy$l: Daniel Vojtéch
Kamenicky, 1701, sign. Pisnicky IV,piiv. 47, NK.

Pisnicky nové pobozné k Blahoslavené P. Marii. N.p.: N.p., [1761-1798], sign. VK-
0000.684,ptiv. 58, MZK.

Secondary Sources

Bartkowski, Bolestaw, ed. Polskie Spiewy religijne spotecznosci katolickich. Studia
i materiaty 1. Lublin: Towarzystwo Naukowe KUL, 1990.

Bartminski, Jerzy. Polskie koledy ludowe. Krakéw: Universitas, 2002.

Bartos, Frantisek, and Leo$ Janacek, eds. Ndrodni pisné moravské v nové nasbirané.
Praha: Ceska akademie cisaie Josefa, 1889-1901.

Becak, Tomas. Ndpévy ke katolickému kanciondlu. Viden: T. Bec¢ak, 1852.

Benes, Bohuslav, ed. Poslyste pisnicku hezkou... Kramdrské pisné minulych dob.
Praha: Mlada fronta, 1983.

Droppova, Lubica, and Eva Krekovi¢ova. Pocuivajte panny, ajvy mlddenci... Letdkové
piesne zo slovenskych tlaciarni. Bratislava: Eterna Press, 2010.

Erben, Karel Jaromir. Ndpévy prostondrodnich pisni eskych. Praha: Alois Hynek,
1862.

Frolcova, Véra. “Legenda o putovani Panny Marie, zazra¢ném uzdraveni ditéte a
kajicim kovarti v obfadnim zpévu 19.—21. stoleti jako fenomén sttedoevropského
kulturniho spolecenstvi.” Ndrodopisnd revue 22, no. 3 (September 2012),
pp- 163-175.

Holy, Dusan. “Etnomuzikologie (hudebni folkloristika).” In Hudebni véda III.
Discipliny hudebnivédy, 2, ed. Vladimir Lébl and Ivan Polednak, pp. 778—822.
Praha: SPN, 1988.

Holy, Dusan. “Na okraj etnografické hranice na Moravé.” Ndarodopisny véstnik
Ceskoslovensky 2 (1967), pp. 21—42.

Holzapfel, Otto. Lexikon folkloristischer Begriffe und Theorien (Volksliedforschung).
Bern: Peter Lang, 1996.

Hostinsky, Otakar. Ceskd svétskd pisert lidova. Praha: V. Siméacek, 1906.

Kletiha, Jiti. Harfenictviv Cechdch. Historie vandrovnich muzikantii z Nechanic.
Praha: Granit, 1998.



302 VERA FROLCOVA

Kolberg, Oskar. Dzieta wszystkie, tom 6. Krakowskie II. Wroctaw—Poznan: Polskie
Towarzystwo Ludoznawcze, 1963.

Kolek, Antonin. Radostnd cesta k Staré Matce Bozi Zaro$ské. Staroddvnd barokovd
pout. Brno: Obéanska tiskarna, 1942.

Konrad, Karel. Déjiny posvdtného zpévu staroceského od X V. véku do zruseni literdt-
skych bratrstev. Praha: Cyrillo-Methodéjska knihtiskarna, 1893.

Kopalova, Ludmila, and Markéta Holubova. Katalog kramdrskych tiski. Praha:
Etnologicky ustav Akademie véd CR, 2008.

Kouba, Jan. “Lidova duchovni pisen.” In Lidova kultura: Narodopisnd encyklopedie
Cech, Moravy a Slezska II, ed. Stanislav Brou¢ek and Richard Jet4bek, p. 481.
Praha: Mlad4 fronta, 2007.

Krekovicova, Eva. “Barokovy obraz Smrti—nevesty vo folklére alebo putovanie
jednej jarmo¢nej balady.” Ndrodopisné informdcie XXV, no. 1 (1993), pp. 20—-30.

Kucerova, Judita. Sbératel lidovych pisni Martin Zeman z Velké nad Velickou
(1854—-1919). Brno: Masarykova univerzita, 2011.

Lysek, Frantisek. Pisné z Lasska, ed. Marta Toncrova. Brno: Etnologicky ustav
Akademie véd CR, 2004.

Malura, Jan, and Jakub Ivanek, eds. Horo krdsnd, spanild! Poutni pisné na Moravé
(1600-1850). Brno: Host, 2019.

Maly, Frantisek. Salve Regina. Poutnicky kanciondl pro pouté a laické poboznosti.
Brno: Salve Regina, 2015.

Pindur, David. “Poutni kostel od prvni svétové valky do soucasnosti.” In Prasivd,
ed.Jan Al Saheb, pp. 35-39. Tésin: Muzeum Tésinska, 2o011.

Rus¢in, Peter. “Vplyv ¢eskych kancionalov v slovenskych katolickych rukopisnych
pramenoch z rokov 1657-1809.” In Duchovnd pieseri medzi pisomnou a uistnou
tradiciou: Suvislosti hymnologickych prameriov z tizemia Slovenska, ed. Peter
Rus¢in, Eva Veselovsk4, and Zlatica Kendrov4, pp. 189—320. Bratislava: Ustav
hudobnej vedy SAV, 2019.

Schilling, Michael. “Das Flugblatt der Frithen Neuzeit als Paradigma einer his-
torischen Intermedialitétsforschung.” In Die Intermedialitdt des Flugblatts in der
Friihen Neuzeit, ed. Alfred Messerli and Michael Schilling, pp. 25—45. Stuttgart:
S. Hirzel Verlag, 2015.

Sehnal, Jifi. “Napévy svétskych pisni kramaftskych v17. a18. stoleti.” In Vdclavkova
Olomouc 1961. Sbornik referdtu a diskusnich prispévkii o kramdrské pisni, ed.
Jaromir Dvorak and Josef S. Kvapil, pp. 275-286. Praha: SPN, 1963.

Slavicky, Tomas. “Kramaisky tisk jako hymnograficky pramen—nékolik poznamek
krepertoaru marianskych poutnich pisniig. stoleti.” In Obrazy Zeny v kramdrské
produkci, ed. Markéta Holubov4, pp. 169—-188. Praha: Etnologicky ustav Akademie
véd CR, 2008.



THE MELODIES OF BROADSIDE BALLADS AND PILGRIMAGE SONGS 303

Smetana, Robert, and Bed¥ich Viclavek. Ceské pisné kramdrské. Praha: Svoboda,
1949.

Smyckovd, Katetina. RiiZe chuti prerozkosné. Antologie moravskych rukopisnych
kanciondlit 17. a18. stoleti. Praha: Univerzita Karlova, 2015.

Suppan, Wolfgang. “Hymnologie und Volksliedforschung.” In Handbuch des
Volksliedes. Band II. Historisches und systematisches—interethnische Beziehun-
gen—Musikethnologie, ed. Rolf Wilhelm Brednich, Lutz R6hrich, and Wolfgang
Suppan, pp. 517-525. Miinchen: Wilhelm Fink Verlag, 1975.

Susil, Frantisek. Moravské ndrodni pisné s ndpévy do textu viadénymi, ed. Robert
Smetana and Jaroslava Vaclavkov4, 4" ed. Praha: Vy$ehrad, 1951.

Thotov4, Véra. “Kraméisk4 piseti jako inspira¢ni zdroj ¢eské pisné lidové.” Cesky
lid 97, no. 1 (March 2010), pp. 51-74.

Traxler, Jif{. “Kraméiské pisen.” In Lidovd kultura: Narodopisnd encyklopedie Cech,
Moravy a Slezska 2, ed. Stanislav Broucek and Richard Jetabek, pp. 427—43o0.
Praha: Mlad4 fronta, 2007.

Trojan, Jan. Moravskd lidovd pisern: melodika, harmonika: o harmonické strukture
lidové pisné jako rezultdtu melodické slozky. Praha: Supraphon, 1980.

Tyllner, Lubomir, and Zdenék Vejvoda. Ceskd lidovd piseri. Historie, analyza,
typologie. Praha: Bérenreiter, 2019.

Urbancova, Hana. “Letakové tlace jako pramen marianskych legiend.” Musicologica
Slovaca 27, no. 1 (2010), pp. 122-145.

Vetterl, Karel. “K historii hanackého tance Céfava.” Cesky lid 46, no. 6 (Novem-
ber 1959), pp. 277-286.

Vetterl, Karel, and Olga Hrabalov4, eds. Gubernidlni sbirka pisni a instrumentdlni
hudby z Moravy a Slezska z roku 1819. Stréznice: Ustav lidové kultury, 1994.

Website

Ustav hudebni védy Filozofické fakulty Masarykovy univerzity v Brng. “Melodiarium
hymnologicum bohemiae.” https://www.musicologica.cz/melodiarium/song.php?

Abbreviations

AMK—Arcidiecézni muzeum Krométiz (Museum of the Archidiocese of Kromé¥iz)

EUB—Etnologicky tistav Akademie véd CR, v. v. i., knihovna brnénského
pracovisté (Institute of Ethnology, Czech Academy of Sciences, library of the
Brno branch)

MZK—Moravska zemska knihovna (Moravian Library)

NK—Narodni knihovna Praha (National Library, Prague)



304 VERA FROLCOVA
About the Author

Véra Frolcova: Researcher at the Institute of Ethnology, Czech Academy
of Sciences, Czech Republic, http://www.eu.avcr.cz/cs/pracovnici/vera-
frolcova/. Frolcova has co-edited three collections of essays and co-authored
two monographs, most recently, Velikonoce v ceské lidové kulture, 2nd g,
(2020). frolcova@eu.cas.cz.



15.

Czech Religious Broadside Ballads
in Slovak Manuscript Hymnals of
the Eighteenth and Early Nineteenth
Centuries

Peter Ruséin

Abstract

This chapter by Peter Rus¢in is focused on the influence of Czech religious
broadside ballads on Slovak religious songs during the eighteenth and
early nineteenth centuries. Rus¢in shows that Czech broadside ballads
significantly affected the development of Slovak hymnography during
this period. This transfer between shared genres of different countries
was enabled by the similarities of the two languages, Slovak and Czech,
allowing the publication by printing houses of broadside ballads in both
languages. Such a transference can be especially seen in the nation’s
shared privileging of Marian pilgrimage sites and in the cult of some
saints, especially St. John of Nepomuk. Czech broadside ballads published
by Slovak printing houses were eventually adopted by other media, such
as manuscripts and printed hymn books, to the extent that some of the
broadside ballads became an established part of the official Catholic
hymnographic repertoire in Slovakia.

Keywords: Musicology, Slovak broadside ballad, hymn book, manuscript,
pilgrimage song

The overall influence of devotional broadside ballads on Slovak religious
songs (hymns) has not yet been investigated, despite the popularity of

religious broadside ballads and other songs in print. In an aim to initiate
a key contribution toward filling this critical gap, I turn to the heyday of
religious and other broadside ballads—those printed in the eighteenth
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in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH15



306 PETER RUSCIN

and nineteenth centuries. A major challenge presents itself, however:
from 1700 to 1804, no printed Slovak Catholic hymnals have survived.
It is thus only possible to trace the influence on, and development of,
Slovak religious songs of this period by investigating the hymnals that
do survive. I therefore necessarily turn to extant hymnal manuscripts.'
Taking such a tactic (using manuscripts to deduce connections to the
most popular broadside ballads) is not a sure-fire route of influence,
I realize. Nevertheless, this approach allows us to posit similarities or
“kinships” between the extant repertoire of Czech broadside ballads
on Slovak religious songs (whether oral, manuscript, or printed). Such
a “crossover” approach is justified in large part because of the long-
established cultural links between the Czechs and Slovaks as well as
the mutual intelligibility of the Slovak and Czech languages. We can
further find similarities between Slovak and Czech broadside ballads
generally in terms of their content, genre, function, and distribution. An
important role in the relationship between the two lands and languages
was also played by the fact that some Slovak printing houses published
both Slovak and Czech broadside ballads (especially the Skarnicl family’s
printing house in Skalica).

This chapter pursues these influences and similarities through the follow-
ing structure. First, in the introduction, I provide a very brief characterization
of the Slovak broadside ballad, including its relationship with the Czech
broadside ballad. I then turn to eighteenth-century Slovak hymnography
and briefly discuss the generic relationship between broadside ballads
and religious songs (hymns). I follow this preliminary discussion with a
presentation of chosen individual Slovak manuscript hymnals that also
contain a representative repertoire of Czech religious broadside ballads (a
significant number of 153 songs).

With this necessary background information, I then proceed to analyse
the repertoire of Czech broadside ballads that can be found in Slovak
manuscript hymnals of the eighteenth century, focusing not only on the
number of texts but also their topics, adaptations, and receptions. This
section of my chapter offers four songs as examples that allow us to trace
a long tradition crossing Czech broadside ballads, via Slovak manuscript

1 The hymnals published in printed form during this period were of local importance only;
they did not introduce new elements to the larger regional repertoire (that is, they consisted of
mere reprintings of older hymns). Also—and admittedly this is a problem with Czech broadside
ballads and, for that matter, of broadside ballads generally—they did not contain musical
notation.
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hymnals, to a hypothesis of the features of printed Slovak hymnals (texts,
melodies, adaptations).

The Tradition of Broadside Ballads in Slovakia?

The production of broadside ballads within the territory that is now Slo-
vakia developed during the second half of the eighteenth century into
the nineteenth century, as referenced above.? In most cases, these ballads
were printed in very small formats, thus extending their formal similarity
to Czech broadside ballads. Their printed size was the tiny, pocket-sized
sextodecimo or duodecimo, though from the second half of the nineteenth
century, they were also printed in octavo size. These printings would be
produced from one full sheet or a half-sheet, which, I surmise (at least in
Slovakia), was then folded as well as cut by the printers. (In Czechia, such
printings may have only been folded by the printers; alternatively they
may simply have been passed on as a single sheet to the seller—or even
potentially the consumer—who himself folded, cut, and then sewed the
sheets together into what we have dubbed a “broadside ballad gathering”
or “product” made from assembling some double-sided printed leaves of
a sheet.) The Slovakian publications, again similar to those in the Czech
Republic, contained a descriptive title and a woodcut on the title page. Like
Czech broadside ballads, they also sometimes contained more than one
broadside ballad.4 The oldest known Slovak broadside ballads, based on the
date of their publication, were published in 1749 and 1759 by printing houses
in Bratislava and Trnava.5 Slovak broadside ballads were also published in
large print runs by printing houses in the western Slovakian city of Skalica

2 During this period (1700-1804), the territory of present-day Slovakia was part of the Hungarian
state, ruled by the Habsburgs (the Hungarian monarchs). The territory is now the Slovak Republic,
the eastern neighbour of the Czech Republic.

3 Previous research into Slovak broadside ballads has been conducted mainly by folklorists
and bibliographers (Droppovd, “Letakové piesne”; Droppové and Krekovicovd, Pocujte; Klimekova
etal,, Bibliografia). These mostly collectors have used various terms to denote the printed songs
on which I focus—the terms jarmocné piesne (fair songs [for secular texts]), puitové piesne
(pilgrimage songs [for texts with religious content]), or, more generally, letdkové piesne (leaflet
songs). Since their production and dissemination is mostly the same as that of Czech broadside
ballads (though the “naming” of such songs is much broader in Czechia—see the introduction),
for the purposes of this chapter, I use simply the term “Slovak broadside ballads.”

4  Similarly, as in the Czech tradition, gatherings of Slovak broadside ballads were collected
by the printers.

5  Balent, Banskobystrické, p.13.
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(the Skarnicl and Teslik families), in the central Slovakia city of Banska
Bystrica (Tumler, Machold families), Banska Stiavnica (Lorber family),
and Levoca (Podhoransky, Reiss families). In terms of their dissemination
in Slovakia, broadside ballads were almost exclusively sold at large public
gatherings, fairs, and at pilgrimage sites; they were not usually hawked on
the streets or door to door.

From the second half of the eighteenth century, a key role in the dissemi-
nation of most Czech broadside ballads in Slovakia was played by members
of the Skarnicl family, who were among the most prominent printers in
Moravia and Slovakia. The Skarnicl family’s history also tells us much of the
inter-influence between printers across territories, forming something of
a network. Josef Antonin Skarnicl (1729-1813) established a printing house
in Skalica (Slovakia) in 1759, but he had learned his trade in the Bohemian
town of Jindtichiv Hradec. In his youth, he was then employed by Franz
Anton Hirnle’s printing house in the Moravian town Olomouc (Olmiitz).
His consequent marriage to Hirnle’s daughter Antonia Theresa would later
form a basis for close links between the management of the Hirnle printing
house and Skarnicl’s own business in Skalica.’ Furthermore, the broadside
ballads published in Skalica by Skarnicl’s sons (Franti$ek Xaver Skarnicl and
Jozef Skarnicl) supplied both the Czech and Slovak markets with religious
broadside ballads for many decades. Importantly as well, the production
of the Skalica printing house had a strong influence on other printers in
the Hungarian provinces to which today’s Slovakia once belonged.” The
Slovak printing houses at Skalica and Banska Bystrica were, in fact, the
most important producers of broadside ballads in Slovakia; production at
other printing houses was considerably smaller. But these printing “giants”
of broadside ballads in Slovakia grew from a many-pronged territorial and
linguistic publishing network.

In addition to showing such wide interconnections, a key point of my
tracking this print heritage is that it takes us back to the oral tradition.
Here again pilgrimages play an important role, as we have seen throughout
this volume, underscoring another interconnection—between the oral

6 Brezina, 350-roénd histdria, pp. 14-15.

7  The Machold family printing house in Banska Bystrica is one of the examples that this
influence was evident. During the interwar period in twentieth century, the Machold family
printing house in Banska Bystrica found a small package containing 58 broadside ballads, a large
number of which had been produced in Skalica and Litomysl. It was evident that manuscript
alterations had been made to broadside ballads for the purposes of the printing house in Banska
Bystrica. This practice was evidently the work of Filip IIl Machold, who managed the company
from 1875 to 1900 (Balent, Banskobystrické, p. 15).
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and printed. There is no doubt that one factor which stimulated the print
market in broadside ballads was the presence of popular Marian pilgrim-
age sites, where oral religious songs were integral, in the vicinity of the
printing houses (gaétin, Marianka, Staré Hory, and Levoca). However, the
publication of broadside ballads in Slovakia that reflects the pilgrimage oral
tradition became prominent only during the final decades of the eighteenth
century—from 1762 in Skalica under the printer Josef Antonin Skarnicl, and
from 1783 in Banska Bystrica under the printer Jan Josef Tumler. We must
not obscure the origins of these later publications of religious broadside
ballads by ignoring previous oral, manuscript, and printed religious sources,
including those from other lands.

Links between Czech and Slovak Hymnography

Czech hymnography had a long-lasting influence on Slovak hymns, thanks
to the similarity between the two languages. In the eighteenth century,
the only hymn books printed for Slovak Catholics in Hungary were small
works containing selections of hymn texts taken from seventeenth-century
hymnals or collections of hymns published as appendices to prayer books
or catechisms.® The development of Slovak Catholic hymns was to some
extent a local and spontaneous process, and it differed from region to
region. Surviving manuscript sources confirm that during this period,
many Czech hymns entered the Slovak hymnographic repertoire via Czech
hymn books, as did numerous Slovak broadside ballads. Czech hymn books
were expensive and not very affordable for Slovak users, so it was Czech
broadside ballads that played the key role in mediating the adoption of Czech
hymns.? This period of influence was reversed in the nineteenth century,

8  The Catholics were dominant in the Slovak-speaking part of Hungary from ca. 1674. The
influence of a rich Protestant (Lutheran) hymn tradition was evident, but minor, especially in
the eighteenth century, when they were persecuted in Hungary until the Patent of Tolerance
was issued by Emperor Joseph II in 1781. The Slovak Catholics, which were the majority, tried
to develop their own tradition, but mainly Hungarian Catholic hymnals were published in
Hungary in the eighteenth century. For the period from 1701 to 1780, bibliographies of Slovak
printings list a total of fourteen editions of various small-scale hymn books without musical
notation and of no more than local significance; furthermore, they do not introduce new items
into the repertoire and instead merely reprint hymns from earlier collections. See Pottcek,
Stipis, no. 612—615, 619—623, 806—807, 837839, 856864, 1013—1020.

9 Notably, during this period the texts of both Czech and Slovak broadside ballads displayed
a lesser degree of variability than their melodies. Comparative research of selected Slovak
manuscript songbooks from 1657 to 1809 has identified 153 song texts of Czech origin which were
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when printed Slovak hymn books began to contribute to the dissemination
of printed Czech hymns.

Adding to the complication of influence is the role of broadside ballads
as a medium through which a particular repertoire of hymns was dis-
seminated; a sampling analysis reveals the difficulty even in defining the
term “broadside ballad” because the repertoire of Czech broadside ballads
incorporated numerous songs that had originated in printed hymn books.*
As a result, the Czech musicologist Jifi Sehnal has used the term “false
broadside ballad,” meaning a mixed generic influence.” In fact, it was not
unknown for songs to “travel” in the opposite direction, as is documented
by several broadside ballads published in Stejer’s Czech hymn book; these
songs were disseminated in the form of Czech broadside ballads before the
hymn book was even published.**

Consideration of influence, especially when it comes to culturally
valued hymn books, also requires including the idea of their “estimation.”
Today, as other contributors to this volume have noted, the notion that
the textual components of Czech broadside ballads were of poor literary
quality, adapted to the limited aesthetic demands of the lower classes, is
considered outdated. In fact, a deeper analysis of the repertoire of Czech
broadside ballads—especially from the Baroque period (ca. 1620-1775)—has
revealed a number of valuable (and even in their own time esteemed) poetic
texts, whose quality often exceeded that of the works found in Baroque era
hymn books.” The dividing line between broadside ballads with religious
content, on the one hand, and songs collected in hymn books, on the other
hand, cannot always be clearly drawn—whether in terms of typology (i.e.,
literary or musical style), genre, or formal features (for instance, verse and
strophic structures).

In sum, in terms of Czech to Slovak influence, the migration of religious
songs between hymn books and broadside ballads, and their transfer from

not incorporated into the canonical Slovak printed hymn books Cantus Catholici and Cithara
Sanctorum. This inventory is not complete, as many manuscript sources from this period have
still not yet undergone bibliographic processing. See Rus¢in, “Vplyv,” pp. 243—269.

10 The idea of “medium” is understood by ethnomusicologists as a category of historical
communication, both in the sense of the carrier (bearer) of a song and the mediator of song
culture, which includes both carrier and his or her audience, including the larger community.
In my discussion above, the medium is, for example, the broadside ballad and the printed or
manuscript hymn book.

1 Sehnal, “Napévy,” p. 277.

12 §tejer, Kanciondl ¢esky; §karp0vé, “Mezi Cec/ly,” Pp- 94—96.

13 Ivanek, Pisné o svatych, pp. 20-21.
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Czechia (Bohemia and Moravia) to Slovakia, followed a number of different
paths. These might be schematized as follows:

Czech hymn book - Czech broadside ballad + Slovak broadside ballad
- Slovak hymn book

Czech broadside ballad » Czech hymn book - Slovak broadside ballad
- Slovak hymn book

Czech broadside ballad — Slovak broadside ballad - Slovak hymn book
Czech hymn book/Czech broadside ballad —+ Slovak hymn book - Slovak
broadside ballad

Of course, it is not always possible to reliably reconstruct the migratory
path taken by a particular song, as the existing database of extant broadside
ballads is not complete and has not yet been fully catalogued. The transfer
of religious songs between religious printed media was also accompanied
by shifts in their primary functionality (from their initial use in specific
situations, such as being sung on pilgrimages or sold at fairs, to more general
functions, such as being sung in churches and not restricted to a particular
region—and vice versa). We also must recognize that when the compilers
of nineteenth-century Slovak hymn books incorporated Czech broadside
ballads into their collections, they frequently abridged the longer texts, or
made various linguistic modifications in order to adapt the texts to the
standard form of the Slovak language. Modified in this way, texts that had
originated as Czech broadside ballads were then further reproduced in
later Slovak printed hymn books. Czech religious broadside ballads, having
undergone minor linguistic modifications, can also be found among Slovak
broadside ballads (that is, outside hymnals).

Minor linguistic modifications of Czech religious broadside ballads appear
among such Slovak broadside ballads, especially in the last decades of the
nineteenth century and the beginning of the twentieth century. However,
the Slovak texts did not undergo substantial changes that impacted their
literary style. So even those Czech broadside ballads with a relatively elevated
mode of expression remained essentially unaltered. In this connection,
we should recognize the scholarly position that the difference between
hymn book songs and broadside ballads is more a matter of the medium
through which the texts were disseminated than any stylistic characteristics
or generic properties.”* However, drawing a distinction between songs
published as broadside ballads and those published in hymn books does

14 Ibid,, p. 21.
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prove useful when tracing their occurrence in sources covering a long
period of time. It was the diversity of the media through which the songs
were disseminated that led to the emergence of different versions of the
same song. In the Slovak tradition, religious songs published in the form of
broadside ballads during the nineteenth century, for example, had a more
stable form than their equivalents in hymn books printed during the same
period; this fact can be attributed to the relatively large number of editions
of Slovak hymn books.'s

Slovak Manuscript Hymn Books from the Period after 1730

In the absence of surviving Slovak printed hymn books, I turned to extant
examples of Slovak manuscript hymn books from the period 17301831 to
determine the presence within them of Czech broadside ballads. These
manuscript hymn books originated in the territory of Slovakia (at that time
Upper Hungary), mainly in rural areas or monasteries.' Local choirmasters,
organists, or educated individuals compiled manuscript hymn books for
their own use, often copying hymns from printed or manuscript sources.
These manuscript hymn books were used not only for singing in church but
also in various other acts of worship, religious feasts, or pilgrimages. The
oldest among the extant manuscripts that served as sources is a notated
hymn book from Rajec (Rajecky kanciondl), which lacks a title page and
has no known author. The town of Rajec is located in the north of Slovakia,
and the hymn book is estimated to date from between the 1730s and the
1750s."7 A slightly later source is a smaller manuscript hymn book with

15 My thesis includes the wide repertoire of older hymns in the Czech language; subsequent
divergences between hymns were connected to the fact that the editors of printed hymn books
were keen to create better Slovak adaptations of Czech texts than those of their predecessors. A
large number of such “refurbished” printed hymn books were published during the nineteenth
century. The following editions exemplify the large scale of Slovak hymn books containing new
versions of the texts of older hymns, published between 1838 and 1882: Knapp, Spdsob; Holly,
Katolicky spevnik; Valentovi¢ and Sasinek, Krestansko-katolicky spévnik; Egry, Katolicky spevnik;
and Matzenauer, Duchovny spevnik katolicky.

16 An exception is Fobb, Cantional, which was written in the region of Banska Stiavnica—a
large town by Hungarian standards, and a prosperous community. In 1782, Banska Stiavnica
had 23,192 inhabitants, making it the third largest provincial city in Hungary after Pressburg/
Poszony (Bratislava) and Debrecen.

17 [Rajecky kanciondl]. Manuscript without title page. It’s named after the place where it was
found. Apparently, it was written over several decades, finished approximately in the 1730s.
Source dating is based upon its repertoire. The “author” rewrote new hymns (that are not in
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Figure 33. “Pozdraven bud Frantisku,” originally a Czech broadside ballad, in the manuscript
compiled by P. Paulinus Bajan OFM (Beckovsky slovensky spevnik, pp. 161-162). Slovenska narodna
kniznica, Literarny archiv, fond Vievlad Gajdos, sign. A XXXVIII-58.

musical notation, known as Kanciond! Antona Dulaya (Anton Dulay’s
hymnal); in 1747, it was donated to the (now defunct) Franciscan monastery
of St. Catherine at Katarinka near the city of Trnava.® The Beckov Slovak
manuscript hymn book (Beckovsky slovensky kanciondl), compiled by the
Franciscan pastor and musician Paulinus Bajan (1721-1792), is another early
example, dating from Bajan’s time at the Beckov monastery (1758). The
hymn book contains religious songs and arias for the Franciscan choir.*
Bajan not only copied songs for this hymn book from various different
sources, but also in several cases he composed his own melodies for the
hymns. Additionally, he wrote a number of new works, some of which were
inspired by well-known songs from Moravian hymn books or broadside
ballads.

A later notated extant manuscript hymn book, entitled Cantus Catholici,
whose title page bears the date 1770, originated at an unknown location
somewhere in central Slovakia.* It’s a copy of an older Slovak hymnal by

older printings) from the Czech hymn book of Jan Josef Bozan, Slavi¢ek rajsky (1719), and from
the hymn book of Antonin Koniés, Cytara Nového Zdkona (1752).

18 Dulay, [Kanciondl].

19 P. Paulinus Bajan (Order of Friars Minor) was born in Vradiste, close to the Hungarian-
Moravian border. He grew up in Skalica, a town that had a close cultural relationship with
Moravia. After he joined the Franciscan order, he served in the Provinciae Sanctissimi Salvatoris.
Many monasteries from Slovak-speaking parts of Hungary and also from eastern Moravia
belonged to this area. His longest period in service was in the Skalica monastery. During this
time, he preached in many churches in the area, including in parts of eastern Moravia. That’s
why it’s not a surprise that he knew a lot of Czech broadside ballads. After all, many of them
were printed in Skarnicl’s printing house in Skalica.

20 Bajan, £terni.

21 Cantus Catholici.
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Figure 34. “Pozdraven bud Frantisku,” a Czech broadside
ballad. Poboznd piseri o svatém otci Frantisku Serafinském,
[1830], MZK, sign. VK-0000.382,pfiv.24.

the same name, which contains both traditional and newer religious songs
from the Catholic and Lutheran traditions. The surviving examples thus
suggest that manuscript hymn books were thriving in Slovakia and also
often interrelated with both other manuscripts and other printed texts.
However, though the written hymn books were evidently in most cases
copied from widely disseminated printed sources, their melodies appear
to have followed local singing practices (evident from the many instances
wherein their notations differ from the melodies given in the printed hymn
books that largely functioned as the source).

Not all hymn books contained musical notation, however. Another
manuscript hymn book, for instance, more modest than most in its content,
was written by Mati$ Al$ani in 1784; it contains Catholic hymns without
musical notation.*” Such absence of notation can be found in extant rural
hymn books as well. Typical is the countryside hymnal of Jozef Tomalak
(Kancional Jozefa Tomaldka), compiled in 1787 by an organist from the village
of Lendak.?8 The hymnal, we find, provides musical notation only for some

22 Al$ani, Pisné katolické.
23 Tomaldk, Cantiones.
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of the songs. Furthermore, the notation is simple and unskilled, befitting
someone unschooled in higher musical skills such as we see produced by
more urban locales. However, Andrej Ozym’s rural hymn book (Kanciond!
Andreja Ozyma) varies significantly from this rule: though originating in
a small village, it contains much musical notation, and quite sophisticated
notation at that. Ozym, the choirmaster from the village of Kvacany in
the Liptov region, surprisingly recorded the local melodies very precisely,
even figuring in bass notation. The manuscript lacks a title page, but from
marginal notes it can be dated to 1797. It is also atypical for countryside
manuscript hymnals to contain a relatively large number of song texts and
melodies.**

Continuing the tradition of manuscript hymnals (with or without musi-
cal notation) into the nineteenth century—sources, I have argued, that
were influenced by broadside ballads and themselves sources for later
printed hymnals—are two standout works. These consist of an anonymous
hand-notated manuscript hymn book entitled Laudate Dominum from
1809,%5 with musical notation, and a manuscript hymn book compiled
by Jan Potocky, a notary from Velky Bobrovec, near Liptovsky Mikulas
(Kanciondl Jana Potockého), without musical notation.2® Both works offer
significant and unusual contributions to the manuscript and print hymn
book traditions, in particular, because they include a very large quantity of
song texts. I conclude this section by pointing out the great importance to
the overall line of influence I want to trace in this chapter (from broadside
ballads to printed hymn books via manuscript hymnals) by noting the key
relevance of another later manuscript hymn book by Ozym (1831). This
hymn book includes broadside ballads*” and—even more importantly—a
large manuscript hymn book by Anton Fobb (Kanciondl Antona Fobbay),
from the Banska Stiavnica region—which, though lacking musical notation,
contains a very large proportion of broadside ballad texts. In fact, the Fobb
manuscript showcases the highest proportion of broadside ballad songs
than any of the other hymnals discussed above.?®

24 Ozym, [Kanciondl). This is evidently the oldest of four surviving manuscript hymn books
compiled by Andrej Ozym. Though the title page of the manuscript has not survived, as noted
above, it bears similarities to Ozym’s other manuscripts in the handwriting and graphic design,
as well as the crossed-out name on the first page.

25 Laudate Dominum.

26 Potocky, [Kanciondl]. Manuscript without a title page, lacking the introductory pages.

27 Ozym, Cantional. This manuscript hymn book originated when Andrej Ozym was living
in Okoli¢né.

28 Fobb, Cantional.
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Official Hymn Books versus Non-official (Folk) Hymnals

My objective, of course, is to focus on the key occurrence of Czech broad-
side ballads in Slovak manuscript hymn books. But to do so, we cannot
ignore their “afterlife” in the nineteenth century, as I concluded above.
That is, we must also trace their occurrence in later printed hymn books
in Slovakia—especially those published from 1804 onwards. The content
of the printed Slovak hymn books at the beginning of the nineteenth
century, in fact, indirectly confirms what one might term a “culmination”
of Czech broadside ballad influence at this time on published Slovakian
hymnals. Among these culminating printed hymn books is the published
Fijalka libeznejviiné (A pleasant-scented violet). Though the work did not
include musical notation, it clearly played a major role in the adaptation
of both Czech and Slovak broadside ballads into the church singing
repertoire of central and eastern Slovakia.?® The hymn book was so widely
popular and adopted by churches that many versions remained in print
for 120 years. But though clearly becoming expansively popular (both
geographically and temporally), this text was first published simply as
aregional church hymn book in 1780 by Michal Podhoransky’s printing
house in Levoca.?°

Unfortunately, no copies of this first edition of Fijalka libeznej viiné have
survived; the earliest extant copy is from the fifth edition, published in
1807.3' This later edition, like its predecessors, is printed without musical
notation; it also lacks information on its place of publication (though the text
was evidently printed by Jozef Karol Mayer in Levoca). The text contains 83
hymns, including, notably, some Czech broadside ballads. No information
is available about the other editions, nor about the hymn book’s first, local
version—other than the lack of musical notation. Later, in 1835, a new
hymn book (though with almost the same title) was published by another
Levoda printer, Jan Werthmiiller. However, the unknown editor of this text
omitted some of the hymns that had appeared in the earlier versions. In their
place, he added a substantial number of older songs—including broadside
ballads—and published his new collection under a variant of the original

29 Fijdlka; Still, Fijalka; Velkd Fijalka.

30 See Potucek, Sipis, no. 839. Information about this early edition later capitalized on has
been provided by Jan Misianik, who drew his conclusions on the basis of Pohoransky’s own
statements, which are held at the Levo¢a municipal archive; Misianik, Bibliografia slovenského
pisomnictva, pp. 73-74.

31 Fijdlka.
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title: Velka fijalka libeznejviiné (A large pleasant-scented violet), touting his
more expansive collection with the word “large.”*

Werthmiiller's hymn book—Ilarger than the original he drew upon—was
a multifunctional collection of religious songs intended both for private
use and for singing in church and on other religious occasions. Though its
title evokes the earlier hymn book from the Spis diocese, the text did not
have the Church’s official approval. After several editions of this revision
of the original hymn book and its own subsequent edition, a priest from
Levocda thus stepped in to right the wrong done to the original. Named
Pavel Still, this priest compiled an updated version of Werthmiiller’s hymn
book, returning to the original title (though with orthographic changes):
Fijalka ltibeznejvorie33 However, as if in recognition of their popularity, he
kept several songs that included broadside ballads (clearly, he was also in
tune with the times as he made substantial changes to the language of the
texts in order to bring them closer to the then-standard form of the Slovak
language).

Nevertheless, the new—even if it reflects the newly current—can often
be perceived as strange, especially to those who embrace tradition. Still’s
linguistic modifications, we thus see, did not meet with widespread ac-
ceptance. In 1860 yet another version of the hymnal was published by other
printing houses in Hungary under the less self-touting title Velkd fijalka (A
large violet). The repertoire of songs gathered in this hymn book was a bit of
a mixture attempting to please a wider variety of tastes. The printing thus
partly adopted Pavel Still's version, with its extra songs added, but notably
made Still's linguistic modifications more subtle. As I have suggested, the
printer’s goal was likely to reflect versions of the hymn book that were
already well established, especially in rural areas, which held on to tradition
longer than did urban areas. Additionally, the intent was probably to revert
to and thus preserve “fond” older versions of Slovak broadside ballads that
were most familiar to the masses.

In subsequent decades, the influence of this “Violet” hymn book spread
to other parts of today’s Slovakia and Hungary where Slovak-speaking com-
munities lived—with the exception of south-west Slovakia and Povazie (the
region bordering on eastern Moravia). So widespread was the hymn book’s
influence (especially in its latest version, even though backward-looking in
its revision into a more traditional linguistic edition) that it was adopted as
the hymn book for Slovak emigrants to the United States (1907). Indeed, it

32 Ruséin, “Vydania,” pp. 25-27. See also Pottcek, Sipis, no. 668, 669, 812—819.
33 Still, Fijalka.
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was self-published by Emil Nytray of New York at Jan Steinbrenn’s printing
house in the Bohemian town of Vimperk—such was the extraordinary
popularity and geographical scope of this hymn book.3* Indeed, despite
linguistic “tweakings” to satisfy traditionalists, all editions of the hymn
book dating from 1860 onwards (when we observe the last adoption of
Czech broadside ballads) share the same stable structure and repertoire.
In modern terms, the hymn book was, quite simply, a “best seller.”

As my case study tracking the long history of this one widely embraced
hymn book demonstrates, we find broadside ballad texts included, either in
modified form (taken from the oldest versions of the hymn books published
around the turn of the nineteenth century) or even in their original form (as
in broadside ballad texts adopted by later versions of hymn books in order
to please traditionalists, or what I have inferred in the title to this section,
“folklorists”). None of these editions was officially approved by the Church—
but they were approved by the populace. It appears that the ecclesiastical
authorities tolerated such “folk” hymnals, though they did attempt at times
to revise the texts.3> The multifunctional nature of the “Violet,” combining
standard liturgical songs with songs de tempore (hymns designed for a specific
part of the ecclesiastical year) and further including broadside ballads, suited
printers because it guaranteed commercial, mass-marketed success.

Certain tactical editorial interventions in the traditional repertoire
did receive Church approval. Geography may have played a part in such
official sanction. Exemplary is the 1804 hymn book by Juraj Holly, entitled
Ndbozné katolické pesnicky (Catholic religious songs). This hymnal (which
helpfully for scholars, contains musical notation) was not only the first to
be published in the oldest standard form of the Slovak language, but also
served mainly the western area of the country. The contents reflect that the
editor took into consideration regional traditions, which were influenced to
an extent by the broadside ballads printed at the Skarnicl printing house.
But—and here’s how the locally popular edition likely received Church
approval—the texts and melodies of the songs were subjected to substantial
editorial interventions aligning them as well with Church tradition.3® The
Czech broadside ballads adopted by Holly also appear in other notated
hymn books published in Trnava by Véclav Jelinek and later by the Society

34 Potucek, Sipis, no. 819. The year of publication is not given in this edition. The catalogue
of the Slovak National Library dates this example to 1900.

35 Besides the already-mentioned edition by Pavel Still (1855), two Budapest-printed editions
of the “Large violet” (1892 and 1919) were edited by a Slovak Catholic priest living in Budapest:
Franti$ek Bleskan. See Potucek, Supis, no. 668, 669.

36 Ruscin, “Ndbozné katolické pesnicki,” p. 265.
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of St. Adalbert in the nineteenth and twentieth centuries. However, specific
regional elements persisted in the Catholic hymnographic repertoire of
eastern and northern Slovakia, which did not receive Church approval.
Likely, such regional dominance was substantially influenced by continued
wide popularity in these areas of the “Large Violet,” which we find as well
in the hymn books compiled by Stefan Janovéik and Andrej Hlinka that
were published in Ruzomberok (central Slovakia) at the beginning of the
twentieth century.

The Repertoire

Examining the sample of Slovak manuscript hymn books from the period
17301831, I found they contained a total of 50 Czech broadside ballads.3?
Of these, I found 27 (more than half) included in Slovak printed hymn
books that were published in the nineteenth and twentieth centuries.
Analysis of these sources makes it possible to trace the influence of Czech
broadside ballads on Slovak hymns and the place of such ballads in the
wider tradition of church singing. My analysis also identifies the preferred
themes of the Czech broadside ballads that were adopted into manuscript
and then passed onto print hymn books. We can also trace the alteration and
updating of both Czech texts and melodies (which happened in Czechia as
well) in Slovak manuscript and printed hymn books.3® In terms of themes,
the Czech broadside ballads adopted into the extant printed Slovak hymn
books can be characterized as follows:

37 Iwasdealing with the larger hymn books, preserved in Slovak libraries and archives. These
hymn books likely include the majority of Slovak hymns in this period.

38 The modifications of Czech broadside ballads in Slovak sources concerned primarily the use
of Slovakized forms of Czech words—to the extent of occasionally using entirely different Slovak
words than those related to the Czech; this process of linguistic adaptation necessitated some
changes to the verse forms, including their syllabic structures. Such changes sometimes involved
borrowing words and phrases from other Slovak religious songs on similar themes. We also find
cases in which a Czech broadside ballad was adapted to reflect aspects that were specific to local
life (such adaptation occurred in Czech broadside ballads themselves, especially when adapting
asong about one pilgrimage site to refer to another). In terms of the melodies, editors of Slovak
hymn books typically used variations of older versions of broadside ballads, including those
found in Czech chapbooks and hymn books; they also sometimes set the Czech-turned-Slovak
words to a different melody entirely. In the case of contrafacta, we occasionally observe efforts
to update a song by replacing an older melody (from the sixteenth or seventeenth centuries)
with a newer melody. Such modifications suggest a certain gap between the origin of the Czech
broadside ballad (localized in time, place, and historical moment) and the different happenings
into which it was adopted for the Slovak repertoire.
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Marian songs (14)

Songs addressed to Jesus Christ (6)

Songs about saints (specifically, St. John of Nepomuk, St. Anne, St. Mary
Magdalene, and St. Francis of Assisi) (12)

Lenten songs and laments (11)

Songs with eschatological themes (3)

Songs of the Eucharist (2)

Songs relating to narrative legends (2)

The themes covered in the adopted Czech broadside ballads not only re-
flect their adaptability to a variety of forms of Catholic worship, but they
also mirror their suitability to the wider development specifically of late
Baroque era religious songs in the Catholic tradition. The thematic core
of late Baroque religious poetry generally lay in lyrical texts about Christ,
Lenten songs and laments, the Virgin Mary, and (in later decades) a focus
on saints (spurred by the cult of St. John of Nepomuk or of St. Anne). The
analogous verse structures that we find in several groups of Czech and
Slovak broadside ballad texts (suggesting that they, at least for the most part,
shared a particular melody) may have been one factor that accelerated the
spread of these ballads as hymns; one example from Slovakia is the series
of songs by such titles as “Ach ja zarmouceny” (Oh, I am full of sorrow”),
“Boha mého vzyvam” (“I call upon my God”), and “Radosti oplyvam” (“ am
full of joy”). The process by which Czech broadside ballads became part of
the Slovak repertoire can be especially illustrated by examples from the
largest shared thematic group: Marian and pilgrimage songs. In sum, these
foci are especially simpatico to Slovakia because they contain geographical
references to locations that are also mentioned in Slovak manuscript hymn
books (such as Our Lady of Sastin or Our Lady of Staré Hory), as well as in
chapbooks, some of which had a purely local scope.3?

A more complex issue, however, concerns the adaptation of broadside
ballads in printed hymn books during the nineteenth and twentieth
centuries, when texts and melodies were subject to editorial changes (as
occurred in the antiquarian movement of England and other countries). The

39 Forexample, the Czech broadside ballad devoted to the Virgin Mary of K¥tiny, “Sly$im hlas
slavicka” (‘I hear the voice of a nightingale”) was also published by Slovak printing houses (Skalica,
Banska Bystrica), which retained the reference to this culturally shared Moravian pilgrimage
site. However, pilgrimage songs were often easily adaptable to their referenced pilgrimage site,
as we have frequently seen. Tomalak, Cantiones, fol. 64, for instance, gives a variant of the song
devoted to the Moravia pilgrimage site that was adapted for a different local pilgrimage site in
the village of Zdiar (in the foothills of the Tatra Mountains).
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problematic question is, What exactly were the sources used by the editors
of these hymn books? Were they Slovak broadside ballads, manuscript
sources, or—abandoning all these documented forms—the oral tradition
of a particular area or region? In most cases, it is likely that editors, as in
other countries striving to preserve older “traditions,” drew on a combination
of different sources and media, as well as on their own creative input. The
high degree of textual variability (not only in the texts from broadside
ballads but also in other religious songs of Czech origin), which we find in
the Slovak hymnographic editorial tradition, is a consequence of efforts to
adapt “original” songs (whatever the format) in order to bring them closer
to the existing standard form of the Slovak language—efforts which had
varying degrees of success. Here we can observe a tension between the
natural conservatism of church singing, on the one hand, and the editors’
not-always-successful attempts to introduce their own innovative elements
(even in the spirit of preservation), on the other. Turning to the latter and
focusing on the melodies of religious songs, we can observe this problematic
play out in the ambitions of two editors responsible for the most important
Slovak hymn books of the twentieth century: Jozef Chladek and Mikul4s
Schneider.

Moving towards a specific but also an expansive conclusion for this
chapter, I turn in the following section to broadly delineate my hypothesis
of hymnal heritage (as—not incidentally—exemplified by the two editors
above). I will focus, in particular, on a case of a Czech broadside ballad
that best illustrates the genre’s adoption by Slovak manuscript hymnal
sources and its subsequent key place in the Slovak repertoire of printed
hymn books. But I shall also extend that lineage up to those hymn books
that were published in the twentieth century. In sum, beginning with just
one exemplary Czech broadside ballad but then moving on to others, my
goal is to summarize definitively a chronology that can be traced from the
earliest occurrences of a religious song among such Czech broadside ballad
sources, through its earliest appearance as a Slovak broadside ballad, to its
eventual appearance in Slovak hymn books, and right up to the present day.

“Kdez mam hledat Jezise, jehoz sem stratila?” (“Where should I
look for Jesus, whom I have lost?”)

The genesis of the song that serves as title to this, the first in a series of case
studies, is a telling and also puzzling one. The author of the oldest version
of the text was the Slovak Lutheran preacher and poet Joachim Kalinka
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(1601-1678). The text was later published in a Slovak Lutheran hymn book,
and it appeared in subsequent editions of the same hymn book as late as
the twentieth century.4° Going against the (up to this point hypothesized)
lineage, it would seem, a Czech broadside ballad was derived from the
Slovakian hymn (versus an opposite derivation), and the Slovakian version
extended its influence far into recent Slovak history. The Czech broadside
ballad, on the other hand, was created by expanding the original Slovakian
authorized text (from 17 to 27 strophes); it was published at least five years
later, in 1683.4

On further analysis, we find that although the Czech broadside ballad
and the original Lutheran one share several identical strophes, the content
of the two versions is subtly yet distinctly different. The Slovak original
hymn focuses primarily on the image of the Church, which is presented
traditionally as a bride seeking her groom, as in the amorous imagery from
the biblical texts of the Song of Songs. But the Czech broadside ballad version
devotes more attention to the figure of Mary Magdalene, embodying her,
also traditionally, as the repentant sinner. Also as in the traditional biblical
story, in the Czech broadside ballad she encounters the resurrected Christ,
whom she mistakes for a gardener.

This only somewhat later and expanded Czech version of the Slovak
hymn found its way into several late Baroque Czech Catholic hymn books;
in particular, it was sung to commemorate the feast of St. Mary Magdalene
on July 22.4* Now the heritage from Czech to Slovak broadside ballads
begins. The Czech text was published as a broadside ballad in Slovakia
at the end of the eighteenth century.*? The song’s melody, we find, was
recorded in Slovak manuscript hymn books at a somewhat earlier date,
though the melody was also appended to the Lutheran version of the text,
which at the time was better known in Slovakia. Despite this apparent
overlapping of influence, we must note that the melody is almost identical
to the version found in a Czech printed hymn book, suggesting a Czech
heritage.** The Czech broadside ballad later spread into Slovakia via the
production of local printing houses, and also found its way into printed

40 Tranovsky, Cithara sanctorum, pp. 740—-741. On the appearance of the song in subsequent
editions, see Augustinova, Cithara, pp. 300—301.

41 Pisnicky duchovni, [1683], KNM 1683, sign. 27 H 25. See Knihopis, no. 13.514. The date is
estimated according to Skarpové, “Mezi Cechy,” p. 289.

42 Stejer, Kanciondl ¢esky, p. 1083 (see Skarpové, “Mezi Cechy,” p. 449); Bozan, Slavicek rajsky,
p. 662; Konias, Cytara, p. 483.

43 Novd pisert k Panu Jezisi, |...], [1783-1794], KNM, K 110/21.

44 Bozan, Slavicek rajsky, p. 662; Cantus, [1770], fols. 118-121a.



CZECH RELIGIOUS BROADSIDE BALLADS IN SLOVAK MANUSCRIPT HYMNALS 323

hymn books (though it underwent minor linguistic alterations in the
process).*

“Maria pod kiiZzem stoje (stala), zalostné plakala” (“Mary stood
under the cross, weeping in sorrow”)

Here, as the title indicates, we find another telling, if variant, case study,
more along the lines of the path of influence I have foregrounded in this
chapter. It is a Czech Lenten Marian lament originally found in printed
Czech hymn books. Its text exemplifies the highly emotive Baroque style,
and indeed, it was featured in Czech Baroque era hymnals dating from
around the turn of the eighteenth century.4® From the mid-eighteenth
century onwards, following the trajectory we have frequently noted, it was
often published as a broadside ballad in Moravia and Bohemia.4” Again, as
is typical of the Czech broadside ballad influence on Slovak hymnals, the
oldest written record of the song in Slovakia (including a notated melody)
is in a manuscript hymn book dating from the first half of the eighteenth
century; the melody, not surprisingly, is similar to versions found in Czech
hymn books.*® The Slovak hymn book lists it as a Lenten song, as do later
Slovak manuscript hymn books (although later editions only provide the
text, without melodic notation).*® The song was even later published in a
Slovak printing house located in Banska Bystrica as a pilgrimage broadside
ballad devoted to Our Lady of Staré Hory (a nearby pilgrimage site that was
known for its Stations of the Cross).>° The song does not feature in church
hymn books of the nineteenth century; however, it does not disappear
from Slovak hymnal history. At the beginning of the twentieth century, it
remerges in an abridged form (with substantial linguistic modifications,
reflecting the times) in two major Slovak hymn books. In a kind of return
to the song’s Slovak roots, these shortened hymnals give variants of the
melody from the above-mentioned eighteenth-century manuscript hymn

45 Velkd Fijalka, 1860, p. 191.

46 Holan and Karel, Capella, p. 203; Bozan, Slavicek rajsky, p. 118; Konias, Cytara, p. 79.

47 Pisnicky pobozné [...], Brno: ]J. M. Svoboda heirs, 1749, MZK, STS-0450.088.

48 Rajecky kanciondl, pp. 98—99.

49 Alsani, Pisné katolické, fols. 26—27; Fobb, Cantional, p. 249, Potocky, [Kanciondl], pp. 360—363.
The most widespread version of the text is in Al$4ni’s hymn book, Pisné katolické (1784), where
the song has 31 strophes.

50 Piseri rozluénd k Panné Marii Starohorskej |...], 1841. SNK, SD 3408/11.
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book.5' History, especially when it comes to religious broadside ballads and
hymns, does repeat itself.

“Boha mého (svého) vzyvam, pisen si zaspivam” (“I call upon my
God, I sing this song”)

I cannot fully round out the history of the Slovak tradition of religious hymns
and broadside ballads without turning, finally, to those many derived from
Czech religious broadside ballads celebrating the cult of St. John of Nepomuk.
The song to St. John titled above became extremely popular in Slovakia.
Accessible databases of Czech broadside ballads record its original dating
to the first half of the eighteenth century.>* Several decades later, it was
published as a broadside ballad by the printing house in the Slovakian town
of Skalica.53 Surprisingly, however, given the lineage of influence that has
dominated my argument, this trajectory represents an aberration in that
the song did not appear in Slovak manuscript hymn books until the end of
the eighteenth century (that is, after, not before, its Slovak publication as a
broadside ballad); however, the text corresponds with the Czech versions
and the version printed in Skalica.5* Perhaps even more surprisingly, given
its unusual trajectory—directly from Czech broadside ballads to Slovak
broadside ballads—the manuscript hymnal, once printed, was adopted
by official church hymn books soon afterwards, and it has remained in
these hymn books up to the present day. Nevertheless, the latest printed
adaptation, found in a hymn book dating from 1804,55 refers to the melody of
a Czech broadside ballad about St. Anne, entitled “Ach ja zarmouceny” (“Oh,
I am full of sorrow”).5% This tune imprint is evidently a later development,
and indeed, the Czech broadside ballads give different melodies of which
this printed tune is but one.5? Nevertheless, we see ultimately not a direct
line of lineage so much as a swirl of interconnection between Czech and

51 Hlinka and Chladek, Nabozny krestan, no.156; Péstényi, Jednotny katolicky spevnik, no.147.
52 Dvé nové pisné o svatym Janu Nepomuckym |[...], [1731-1761], MZK VK-0000.025,pFiv. 22.

53 Novd piseri o svatym Janu Nepomuckym |...], [1751-1800], MZK VK-0001.000.

54 Fobb, Cantional, p. 396; Potocky, [Kanciondl], p. 360.

55 Holly, Ndbozné katolické pesnicky, p. 213.

56 This was a variant of the popular melody of the German folk song “Wenn ich ein Véglein
wir.”

57 InCzech broadside ballads from the eighteenth century, the song is accompanied by a tune
imprint referring to the melody “Pojdte sem h¥i$nici” (“Come here, sinners,” notation by Bozan,
Slavicek rajsky, p. 120).
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Slovak broadside ballads as well as hymnals—an interconnection, as we
have often seen, that reaches across bordering lands, and that is, as the last
section will show, international.®

Conclusion

My analysis of Slovak manuscript hymn books from the eighteenth and early
nineteenth centuries has shown that Czech broadside ballads had a major, if
variable, influence on the development of Slovak hymnography during this
period. Such influence resulted from the intercultural exchange between
Czech and Slovak broadside ballads and hymn books (both manuscript and
printed), which was in turn a consequence of the fact that Slovak printing
houses (especially that of the Skarnicl family) published broadside ballads in
both languages. In general—though not always in a direct line, as we have
seen—Czech broadside ballads published by Slovak printing houses were
eventually adopted by other media, particularly manuscript hymn books.
This transfer was also affected by other factors, chief among them being the
cross-border cult of Marian pilgrimages (whose destinations were located
near to several printing houses). When Czech or even Slovak broadside ballads
were incorporated into Slovak manuscript hymn books, their function often
shifted (for example, from a Lenten song to a more general-purpose hymn).
Furthermore, longer broadside ballads were abridged for the purposes of in-
clusion in hymn books—which needed to be singable within a service—and
linguistic modifications were sometimes made to fit the Slovak language
usage. Some of the songs adapted in this manner became an established
part of the official Catholic hymnographic repertoire in Slovakia, though, as
we have also noted, many remained unofficial representations of regional
hymns, to which the official Church often wisely turned a blind eye. One
simply cannot deny either the local or the wider relations between religious
broadside ballads, folk songs, and hymns. In fact, I am inclined to conclude
that, ultimately, these intermixed media, as the voice not so much of the
Church but of the people, have an organic life of their own. All were a shaping
part of the religious broadside ballad and hymnal tradition of Slovakia.

58 Egry, Katolicky spevnik, pp. 144-145; Radlinsky, Nabozné vylevy, p. 1005; Janov¢ik, Aleluja,
no. 115; Péstényi, Jednotny katolicky spevnik, no. 423. Since broadside ballads, tunes, and even
hymnals and related songs continually mutate, it should be noted that later printed Slovak
hymn books and collections contained different versions of the melody. All these hymn books
give the same melody as the 1804 hymn book for this song.
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16. The Language of Czech Popular
Broadside Ballads: Revisiting the Low

Jana Pleskalovd and Olga Navrdtilovd

Abstract

This chapter is devoted to the language of Czech broadside ballads. The
authors here examine the opinions about the “lowly” language of broadside
ballads that have prevailed among Czech linguists and literary scholars
during the twentieth century. They claim that the language of broadside
ballads does not differ substantially from that of other texts, even of the
elite, from the same era. However, they do find substantial linguistic
differences when comparing older printed ballads (of the seventeenth
century) and newer ones (of the eighteenth century) as well as religious
and secular broadside ballads.

Keywords: Linguistics, Czech language, grammar, religion, class

Aim of the Study

The main aim of this study is to explore the language of Czech broadside
ballads produced for the populace in the seventeenth and eighteenth
centuries. We begin towards the end: with the opinions on such lowly
language that have prevailed among Czech linguists and literary scholars
during the twentieth century. We then revisit such opinions from a more
systematic approach: we use a representative sample of texts to determine
whether and to what extent contemporary judgements and observations
are tenable and reliable. Our research also considers whether it is possible
to identify differences in the language of the investigated texts depending
on their thematic nature (specifically, secular vs. religious) and the era in
which they were produced (seventeenth century vs. eighteenth century).

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH16



334 JANA PLESKALOVA AND OLGA NAVRATILOVA
Previous Opinions on the Language of Broadside Ballads

Although twentieth-century scholars have conducted extensive research
into Czech broadside ballads, the language of these texts has not yet been
systematically investigated. This may be the reason why scholarly publica-
tions (both by linguists and literary theorists) frequently contain negative
evaluations of the printed songs. The negative evaluation was not specific
only for the Czech broadside ballads. For example, in her discussion of
popular English printed ballads, Fumerton observes such negativity was
also the case among the English literary elite even of the sixteenth and
seventeenth centuries. The Czech modern (de)evaluations of its broadside
ballads reflect a more general modern view that the entire Czech language,
not just that of the streets or populace, was “alanguage in decline” during the
period following the Battle of White Mountain (1620). The language of this
period—and the language of Czech broadside ballads—is discussed below
in (a) synthetic works covering the general history of the Czech language,
and (b) studies and monographs focusing specifically on the language of
broadside ballads."

Older publications on the history of the Czech language, we see, generally
take a negative stance towards the language of the Baroque period, ca.
1620-1775 (including the language of broadside ballads, if this genre is
explicitly mentioned in them).” For example, Milo§ Weingart states that
books from this period “po strance gramatické spravnosti upadaji [...] ¢im dal
tim vice” (“show an increasing decline from the grammatical perspective”).
Only a minority of authors takes a dissenting view towards this overall
negative evaluation.* More recent works on the history of Czech literature,
as noted above, likewise take a predominantly negative stance towards
Baroque literature (including the language in which it was written): e.g.,
“Byla to tvorba konven¢ni snazici se hovét vkusu a ¢asto vkus kazici” (“It
was conventional literature, which pandered to tastes and often degraded
tastes”).> One scholar who focused specifically on the language of broadside

1 A complete overview of all publications addressing the language of broadside ballads of
the Baroque era (ca. 1620-1775) in general will be made available on the project website (Kosek
etal.,, “Broadside Ballads”).

2 E.g., Weingart, Vyvoj; Vondrak, Vyvoj; Cutin, Vyvoj. The Baroque era dated approximately
from 1620 to 1775.

3 Weingart, Vyvoj, pp. 30-31.

4 Havranek, Vyvoj deského spisovného jazyka; Havranek, “Vyvoj spisovného jazyka ¢eského”;
Slosar et al., Spisovny jazyk.

5 Danhelka et al., Déjiny, p. 477.
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ballads was Véra Michélkova.® Her study is an important document of
contemporary attitudes towards the language of Czech broadside ballads
(and Czechian Baroque era, in general):

V textech kramarskych pisni se setkavame s typickou cestinou upad-
kového obdobi pobélohorského se vsemi znaky jeji rozkolisané normy.
[...] Do jazyka pronikaji prvky nespisovné a regionalismy. [...] Toto pro-
sakovani nare¢nich a nespisovnych jevi [...] dotvrzuje vnitini rozklad
veleslavinského jazyka.

In the texts of broadside ballads, we encounter the typical Czech
language of the post-White Mountain period of decline, with all the
features of its unstable standard form. [...] [The language is] infiltrated
by non-standard and regional elements. [...] This infiltration of dialect
and non-standard features [...] underlines the internal disintegration of
Veleslavin’s language.”

Among the examples of this supposed decline that Michalkova cites are the
following phonological changes: /u:/ > Jou/, [#/ > [€i/, [e:/ > [i:/. Bohuslav
Benes further documents the occurrence of these features (and also the
dialect elements that were typical of broadside ballads).?

It is evident from the above that all levels of the language of Czech
broadside ballads (and indeed the Czech language in general during the
seventeenth and especially the eighteenth century) contain elements that
were later (from the perspective of the codification of modern standard
Czech) evaluated as substandard.f In particular, these include phonological
features including vowel raising /e:/ > /i:/, the prothetic consonant /v-/
and diphthongization /i:/ > [ei/ and /u:/ > Jou/, as well as lexical features
(elements of dialect and other forms of spoken language, etc.).'® More recent

6 Michalkova, “K jazyku.”

7 Ibid., pp. 224—225. Daniel Adam z Veleslavina (1546—1599) was a prominent Prague printer
and author. He is considered one of the most important representatives of Humanist literature in
the Czech language. The linguistic quality of the Czech-language works published by his printing
house was highly esteemed. For this reason, the Czech language dating from around the turn
of the seventeenth century is sometimes known as “Veleslavin Czech” (Koupil, “Veleslavinska
Cestina”).

8 Benes, Svétskd kramdrskd pisen.

9 Michélkova, “K jazyku,” pp. 224—225.

10 For this phonological reason, the present study focuses primarily on spoken language,
even when printed, which secondary sources identify as the level of language most affected
by non-standard forms, as it is in most countries. This study carries out a detailed analysis of
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studies of texts from the Baroque era (1620-1775) indicate that these “progres-
sive” features generally co-occurred with older, more conservative forms."
The co-occurrence of both conservative and progressive forms could have
been motivated by various factors, such as rhyme schemes, syllable counts,
printers’ or compositors’ habits, stylistic dissimilation or variation, the
author’s attempt to capture the audience’s attention, and so on. The latter
two factors are connected with a further important issue. In Baroque era
Czech (as in other periods in the development of the Czech language) we
can distinguish two basic styles: higher style (biblical, archaizing) and lower
style (deliberately adopting elements of the spoken language, including
novel phonological and morphological features).'* However, during the
Baroque era no stable standard existed for either of these styles. Quite
the contrary, in fact: texts from this period are characterized by a mixing
of elements from both the higher and the lower style. This occurs both in
texts that strive to attain linguistic prestige and also in low-style texts.
The deliberate mixing of elements from both styles often performed the
function of stylistic dissimilation, and in texts that were intended to be
read aloud (such as sermons), it was a means of capturing and maintaining
the hearer’s attention.” It is therefore important not to view the presence
of innovative forms in broadside ballads as a symptom of a low style, but
rather to understand the phenomena as a commonly used stylistic resource
that was present in many other texts of the period, whichever style they
belonged to.

The Linguistic Material for This Study

The material for this study consists of 131 broadside ballad gatherings
(library inventory numbers) containing a total of 254 broadside ballads.
The texts from the seventeenth century comprise 48 broadside ballad

individual phonological changes, exploring 1) their occurrence in the analysed broadside ballads
and 2) a comparison of their features with texts in other genres (especially of the high style),
and information given in contemporary grammars. In view of the restricted scope of this study,
other levels of language are dealt with only briefly. Slashes denote /phonemes/, the symbol “>”
denotes phonological change.

11 See Kosek, “Kancional”; Sime&kova, Hldskoslovi.

12 See Fidlerova et al., Déjiny, p. 87.

13 For example, Baroque era rhetorical manuals recommended that sermons should alternate
between high style and “medium” style (i.e., elements of vernacular language, including expressive
lexical terms, etc.) in order to maintain listeners’ attention (Fidlerova et al., Déjiny, p. 102).
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gatherings (165 individual broadside ballad songs, consisting of 157 reli-
gious and 8 secular), and from the eighteenth century 83 broadside ballad
gatherings (89 individual broadside ballad songs consisting of 58 religious
and 31 secular). The disproportion between the numbers of religious and
secular songs is caused by the well-known fact that secular individual
broadside ballads exist in substantially lower numbers than do religious
broadside ballads. It is generally estimated that religious broadside ballads
make up around two-thirds of the total production of such printed songs,
with secular broadside ballads accounting for less than one-third.'# In
addition, many printings of secular broadside ballads lack information
on the year or place of publication, which lays considerable limitations
on the reliability of a linguistic analysis. This study, therefore, works
mainly with printings that give explicit information on the place and year
of publication.’s Specifically, we analyse texts printed in Brno, Prague,
Olomouc, Litomysl, Hradec Kralové, and Kutna Hora during the period
1650—1799. Our linguistic analysis is substantially influenced by the topics
of the texts, which vary only slightly. The main topics of religious broadside
ballads are expressions of praise for God, the Virgin Mary and the saints,
and appeals to them for assistance. The topics of secular broadside ballads
centre on love stories, accounts of natural disasters, and the like. Such
stereotypical content means that the linguistic material at our disposal
is relatively uniform, which is reflected in the frequent occurrence of
the same lexemes, phrases, and clauses. On the one hand, this naturally
limits the options for investigating the lexical and syntactic aspects of the
broadside ballads; on the other, it allows for consistent analysis across the
available analytical spectrum.

Analysis
Phonology

We considered the following phonological changes to be examples of the
general process of “decline” that the Czech language supposedly underwent
during the Baroque era of 1620-1775:

14 See, e.g., Benes, Svétskd kramdrskd pisert, p. 27. Also see the introduction.

15 We have also included some printed songs lacking information on the place of publication,
but only in the case of the seventeenth century, when a relatively low number of broadside ballad
gatherings included information on the location and date of publication.
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fu:/ > Jou/ (@mys! > oumys/—“intention”);

prothetic /v/ (okno > vokno—*“window”);

[ > [ei] (dobry > dobrej—"“good”; byt > bejt—"“to be”);

[e:] > [i:] (pékné dité > pékny dité—"“pretty child”; mléko > mliko—“milk”).

£ N

However, the negative evaluation of the above listed changes is ahistorical:
in essence, it viewed the language from the perspective of codified standard
Czech, yet such codification did not occur until the period that followed the
Baroque era (i.e., during the nineteenth century). In fact, the codified form
of modern Czech did not incorporate these changes into its phonological
system.

Based on the occurrence of these phonological changes in broadside
ballads, it may appear that the language of these texts is indeed “non-
standard”; however, we wish to emphasize a very important point. In the
seventeenth and eighteenth centuries, the Czech language had not yet been
codified, so it is not yet tenable to speak of a dichotomy between standard
and non-standard forms. Based on contemporary grammars and an analysis
of the language of historical texts in various genres, we can only gain an
idea of the cultivated form of the Czech language at any time; we cannot
speak of the existence of standard (e.g., codified) Czech as such. For this
reason, it is not appropriate to evaluate the Czechian Baroque era as “non-
standard” on the basis of the occurrence of the above-listed phonological
changes. In any case, several such changes did not appear for the first time
in the Baroque period; they can also be found in texts from the sixteenth
century, a period which is often referred to as a “golden age” in the history
of the Czech language.'® Some features of Baroque Czech thus represent an
integral part of a natural process of development that began much earlier
(in the sixteenth century).

Contemporary Bible translations can be of assistance when attempting
to determine the stylistic status of progressive changes in the language that
was used during the Baroque era. Throughout the history of printed literary
production, the language of Bible translations has always been viewed
as a model of cultivated, prestigious language use, as it was in European
countries/languages. We can thus assume that the features that were
adopted by Bible translators were not at the time considered to belong to
the “declining” form of the language. Our analysis of phonological features
in broadside ballads, therefore, compares the occurrence of selected later

16  Fidlerova et al., Déjiny, p. 108.



THE LANGUAGE OF CZECH POPULAR BROADSIDE BALLADS: REVISITING THE LOW 339

phonological changes with the situation previously found in contemporary
Bible translations.

Diphthongization /i:/ > /&i/

In word-medial position (in the root or the prefix), this change began to
occur during the seventeenth century, and it became widespread in the
written language during the eighteenth century. It was found in word-medial
position in both high-style and low-style texts, but in suffixes it was found
only in low style. The results of this change in word-medial position can be
seen in contemporary Bible translations (see, e.g., Optat’s New Testament
[1533], Blahoslav’s New Testament [1564/1568], the Melantrich Bible [1570],
the Severyn Bible [1537])." In some word bases, the diphthong /ci/ is also
accepted by the translators of the Kralice Bible.! Similarly, the text of the
St. Wenceslas Bible includes the progressive /ei/ in word roots, and the
commentaries on the translation contain occasional examples of this suffix
change.” Baroque era grammars generally accept the variant forms /i:/ and
[ei/ regardless of the position in the word.>

Our analysis reveals that the diphthongization /i:/ > /ei/ is also
clearly present in broadside ballad texts. However, we observed certain
differences in its occurrence.” In the seventeenth-century broadside

sy v

17 Kyas, Ceskd bible, p- 152; Porak, Humanistickd ¢estina, p.137; Simeckova, Hldskoslovi, p-125.
18 The Kralice Bible (Bible kralick4) is one of the sixteenth-century Bible translations that was
strongly influenced by contemporary biblical Humanism. It was produced by the Unity of the
Brethren (Unitas Fratrum, Jednota bratrska) between 1579 and 1594, and it was the first Czech
translation to draw on the original languages of the Bible texts (Hebrew and Greek). From its
publication to the present day, it has always been highly esteemed in Czech society for the quality
of its language; for a long time, it was considered the model for correct usage; Kyas, Ceskd bible,
pp- 182—210.

19 A typical lexical item which frequently occurs in this Bible translation with the new diph-
thong is, for example, the noun pejcha (pride). For details of the differing extent of this change
in the text of the St. Wenceslas Bible and in the commentaries on the text, see Vintr, “Jazyk,”
p- 200. The St. Wenceslas Bible originated between 1677 and 1715 as the official Catholic Bible
translation. The text was produced by members of the Jesuit order on the basis of the official
Latin Sixtine Vulgate that was prepared following the Council of Trent. The language of the St.
Wenceslas Bible (and parts of its text) draws on the traditional Kralice Bible.

20 E.g.,Rosa, Cechoreénost; Stejer, Zddek. For an overview of contemporary Czech grammars,
see Koupil, Grammatykari.

21 However, our claim is somewhat relativized by the fact that the analysed texts (which display
little variation and have similar topics) do not contain many examples of the older form -y- in
word-medial position. In some songs there are no examples, while others (due to the lack of
variation among the texts) contain the same words, derived from just a small number of lexical
morphemes.
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ballads, this diphthongization is common in the lexical root, e.g., pejcha
(pride), zmejlila (she made a mistake).>” There are more examples in the
eighteenth-century texts, where a clearer difference emerges between
the secular and religious broadside ballads. Examples of /ei / in suffixes,
we have found, hardly occur at all in the religious texts, whereas they are
more common in the secular texts: e.g., velkej (big), nebohej (“poor” in the
sense of “unfortunate”).> However, even this diphthongization is relatively
infrequent in the secular broadside ballads. An almost complete absence of
diphthongization is a typical feature of Baroque hymn books, which tend
towards a high style and thus use more conservative linguistic forms.>*In
this regard, then, the situation in the texts of religious broadside ballads
corresponds closely with that of contemporary hymn books. In addition,
we find secular broadside ballads are more open to the influence of the
spoken language, and thus they adopt more progressive variants reflective
of contemporary usage; such was entirely in accord with contemporary
practices.

Diphthongization /u:-/ > fou-/

The /u:-/ > Jou-/ diphthongization occurred in most parts of the Czech-
speaking territory as early as the fifteenth century. It gradually penetrated
into high-style language during the sixteenth century, and later it became
established in word-initial positions.?> The course of this change in word-
initial position was influenced by the fluctuating vowel quantity associated
with this placement. The new diphthong /ou-/ was also adopted in the
language of Bible translations, as can be observed in Optat’s New Testament
(1533), the Melantrich Bible (1570), the Severyn Bible (1537), Blahoslav’s New
Testament (1564/1568), and the St. Wenceslas Bible (1677-1715); the only
translation in which it does not occur is in the Kralice Bible (1579-1594).2
The new diphthong was also positively received by some authors of Humanist
or Baroque grammars.*

22 The examples pejcha and zmejlila were documented in Pisnic¢ky velmi pobozné, 1681, MZK
VK-0000.543,p¥iv.11, 1v, and Pisnicky pobozné, 1651, MZK VK-0000.542,ptiv. 25, 5r.

23 The examples velkej and nebohej were documented in Novd piseri mlddenciim a panndm, 1789,
MZK VK-0000.752,pFiv. 17, 3v, and Novd piseri mlddenciim a panndm, 1789, MZK VK-0000.752,ptiv.
16, 31.

24 See Kosek, “Kancional,” pp. 237-238.

25 Porak, Humanistickd cestina, p. 107.

26 Kyas, Ceskd bible, p. 152; Vintr, “Jazyk,” p. 200; Simec&kova, Hldskoslovi, p- 85.

27 See, e.g., NudoZer, Grammaticae; Rosa, Cechofeénost; gtejer, Zdcek.
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The texts of the broadside ballads contain so few examples that they
make it impossible to determine the systematic extent of these changes
with any degree of confidence.?® Nevertheless, we can observe in broadside
ballads a more rapid increase in the quantity of diphthongized forms during
the course of the eighteenth century. Some lexical items still exist only
with the original /u:/ or /u/, but others exhibit the new diphthongs—for
example, compare usta (mouth) x ourodu (harvest).? The form of other
lexical items fluctuates between the older and newer variants: e.g., umys!
x oumysl (intention).3°

Prothetic Consonants /v-/, [h-/

Examples of prothetic /v-/ (prothesis meaning the addition of an extra sound
or syllable to the vocal beginning of a word, in theory to help make it easier
to pronounce) already occur in the Bible translations from the sixteenth
century: Optat’s New Testament (1533), the Melantrich Bible (1570), and oc-
casionally in Blahoslav’s New Testament (both translations—1564 and 1568).3!
However, prothesis is entirely lacking from the Kralice Bible (1579-1594)
and to a large extent also from the St. Wenceslas Bible (1677-1715; here it
is present only in several isolated cases).3* Grammars from the Humanist
and Baroque eras provide contradictory opinions on prothesis: some gram-
marians did not recommend the use of prothetic /v-/ in high-style texts,33
others viewed prothesis as appropriate mainly in poetry inspired by the
metrical schemes of ancient Greek and Latin verse (alternating long and
short syllables),3* and some authors of Baroque era grammars recommended
not to use prothesis at all.35

Prothetic /h-/ does not occur in any of the analysed texts. Prothetic /v-/
occurs only very occasionally in both the seventeenth-century texts (seven
occurrences) and the eighteenth-century texts (six occurrences). In a few
cases, prothesis would seem to serve as a means of linguistic expressivity,

28 There are a total of 120 examples in the religious and secular broadside ballads.

29 Both were written using the grapheme v-. The examples usta and ourodu were documented
in Pisnicky nové a velmi pékné, 1693, MZK VK-0000.542,piiv.18, 7v, 13v.

30 The examples dmys! and oumys! were documented in Pisnic¢ky velmi pobozné, 1681, MZK
VK-0000.543,ptiv.11, 6v, and Truchlivd pisen, 1751, MZK VK-0000.778,ptiv. 63, 2v, 41.

31 Kyas, Ceskd bible, p-152; Sime&kova, Hldskoslovi, p- 30.

32 Kyas, Ceskd bible, p.199; Vintr, “Jazyk,” p. 201.

33 Blahoslav, Grammatica; Jandit, Grammatica.

34 Rosa, Cechorecnost; Dolezal, Grammatica.

35 E.g.,Konstanc, Lima; gtejer, Zddek.
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as documented in lexical items such as voZraly (an expressive word for
“drunk”),3% and in other cases it reflects a process of lexicalization, e.g.,
vorati (to plough).3?

The occasional occurrence of the prothetic consonant in the analysed
broadside ballads of our study is very important. As has been mentioned
above, prothesis was almost entirely absent from Baroque era Bible transla-
tions, and it was also rejected by the Baroque era grammarians. It is also
quite rare in other printed genres from this era.3® From this pattern of
occurrence, we can deduce that phonetically prosthetic forms were viewed
as examples of low style. However—and this fact is key—the minimal
occurrence of these forms in the broadside ballads we analysed indicates
that the tendency we discussed by modern scholars to stereotype broadside
ballads as examples of low style is not a tenable approach—certainly by the
consumers for whom ballads were aimed, within their own time. Indeed, at
least with regard to this issue (and others, for that matter), Czech broadside
ballads from the seventeenth and eighteenth centuries have more in common
with high-style texts.

Vowel Raising /e:/ > [i:/

The change /e:/ > /i:/ occurs only sporadically in Humanist era Bible
translations.?¥ Humanist grammars devote very little attention to this
change, which evidently reflects its slow pace of spread. The main text of
the St. Wenceslas Bible contains occasional examples of /i:/, but it is much
more frequent in the accompanying commentaries and prefaces—both
in lexical roots and in suffixes.*® Baroque grammarians take a relatively
positive stance towards the results of this change; they generally accept the
occurrence of variant forms that serve stylistic dissimilation.*

It is further evident from our analysis that there is a substantial difference
between the seventeenth-century and eighteenth-century texts with regard
to this particular change. In seventeenth-century texts the vowel raising /e:/ >
[i:/ is rather sporadic (in both word bases and suffixes): e.g., lihal (hatched).4
However, in eighteenth-century texts there are many more examples of this

36 Pisnicky pobozné, 1651, MZK VK-0000.542,ptiv.24, 3v.

37 Ibid., 5v.

38 Simeckova, Hldskoslovi, pp. 55-56.

39 Porak, Humanistickd cestina, p.148; Simeckova, Hldskoslovi, p-185.
40 Vintr, “Jazyk,” p. 200.

41 Drachovsky, Grammatica; Rosa, Cechofeénost; Konstanc, Lima.

42 Pisnicky pobozné, 1651, MZK VK-0000.542,ptiv.24, 2r.
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phenomenon (especially in suffixes). It is also evident that the new form /i:/
is considerably more frequent in secular broadside ballads—see, e.g., “od Viry
Katolicky, Mocnare velikyho” (“From the Catholic faith, Great Sovereign”).43
In some instances, the use of the progressive form /i:/ is motivated by the

rhyme scheme: e.g., “Bok ostrym Kopim prohnany, vSeckno Télo obnazeny
(“His side pierced by a sharp spear, His entire body naked”).44

Morphology

Some Baroque era texts contain examples of progressive morphological
features (changes in word forms) which gradually penetrated from spoken
language into low-style texts, and which (with the exception of the verb
suffix) were not accepted in the later codification of the standard Czech
language.*5 With regard to declension (changes in word forms to reflect
syntactic function), these features are: progressive dual forms of the in-
strumental case in plural nominal, pronominal, and adjectival declination
(e.g., s témi hezkymi hochy — s téma hezkyma hochama); the unification of
gender differences in the nominative plural forms of adjectival declension
(e.g., hezci chlapci - hezky chlapci, hezké Zeny - hezky Zeny, hezkd dévéata
hezky dévcata); and feminine forms of the nominative plural used in place of
neuter forms in pronominal and adjectival declination (e.g., ta stard mésta
- ty staré mésta). With regard to conjugation, these features are multiple:
the change to the progressive form of the infinitive suffix (-ti > -¢; e.g., nésti
- nést) and non-congruent transgressive forms (e.g., on nesa - on nesouc/
nesouce; ona jdouc - ona jdouce, etc.).

Declension
Dual Forms of the Instrumental Case in Plural Nominal Declension

Certain differences can be observed within the analysed texts with
regard to the formation of the instrumental case of plural nouns. The

43 Truchlivd piseri, 1751, MZK VK-0000.778,p¥iv. 63, 2v, 3r.

44 Pisnicky nové avelmipékné, 1693, MZK VK-0000.542,piiv.18, 6v.

45 Contemporary texts included many more progressive morphological forms than we can
discuss here; due to space constraints, this chapter presents only the most important of these
forms.
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seventeenth-century texts feature the traditional forms across all
declension types: e.g., nad Pddy svymi (over his falls),*® s Zenami (with
women).*” In the eighteenth-century texts, we find a greater occur-
rence of progressive instrumental forms (reanalysed characteristics of
extinct dual markers): e.g., s bramborama (with potatoes), s chlupama
(with hairs).*® However, the secular broadside ballads display a stronger
tendency to the unification of instrumental plural suffixes by using
otherwise extinct dual. Such forms occur only very rarely in religious
broadside ballads, as in véky vékoma (for all time).49 We can conclude
that these progressive forms were not used in religious broadside ballads
due to the very nature of the texts: when addressing God and the saints,
broadside ballads privileged the traditional high-prestige language of
Bible translations.

New Forms of the Instrumental Case in Plural Pronominal and
Adjectival Declension

Progressive forms of the instrumental plural (formally dual) in pro-
nominal and adjectival declension also appeared during the seventeenth
century, though some grammarians did not recommend the use of these
practices.>® They also occur occasionally in broadside ballads, especially
in secular texts from the eighteenth century, e.g., “Lidma jinejma, klestma
ohnivyma” (“Through other people, with fiery tongs”).5* The use of the
progressive instrumental suffix in only one of the elements of a noun
phrase (either the head noun or the modifying adjective/pronoun) is very
often motivated by stylistic dissimilation, as it deliberately distinguishes
between different forms of instrumental plural suffixes within the
same noun phrase,® e.g., mezi vzdctnyma pdny (among noble lords), s
velikyma bolestmi (with great pains).53 In view of the very low number of
examples we found in the analysed texts, it is evident that the progressive

46 Pisnicky velmi pobozné, 1681, MZK VK-0000.543,ptiv.11, 61.

47 Pisnicky nové avelmi pékné, 1693, MZK VK-0000.542,ptiv.18, 7v, 13r.

48 Novd piseri mlddencim a panndm, 1789, MZK VK-0000.752,ptiv. 16, 4r.

49 Pisnicky pobozné, 1651, MZK VK-0000.542,ptiv.24, 3v.

50 Kosek, “Kancional,” p. 248; see Konstanc, Lima.

51 Jisty straslivy pribéh, 1750, MZK VK-0000.386,ptiv.6, 2v, 4r.

52 This feature of texts from the period is explored by Vykypélova, “K distribuci,” p. 223.

53 The examples mezi vzdctnyma Pdny and s velikyma Bolestmi were documented in Truch-
livd pisent, 1751, MZK VK-0000.778,ptiv. 63, 2v, 3v, and Pisnic¢ky velmi pobozné, 1681, MZK VK-
0000.543,pFiv.1y, 5r.
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forms were viewed by the authors as stylistically “marked” (spoken or
expressive).

Unification of Gender Differences in the Nominative Plural Forms of
Adjectival Declension

A gradual unification of gender differences in the nominative plural forms
of adjectival declension can be observed in the texts we studied; this pro-
cess began in the spoken language during the sixteenth century.5* In the
broadside ballads from the seventeenth century, these traditional forms
still predominate: e.g., mnohé neresti (many vices), krdsnd mésta (beautiful
cities).55 However, during the eighteenth century we discovered a significant
increase in the number of progressive forms (though they were still in a
minority compared to traditional elements): e.g., hesky chlapci (handsome
boys), jaky hosti (which guests).5® In some cases, the use of these forms
appears to have been motivated by the rhyme scheme: srdce boli, hiichy
mnohy (the heart hurts, many sins).5?

Feminine Forms of the Nominative Plural in Place of Neuter Forms in
Pronominal and Adjectival Declension

Neuter nouns with feminine pronominal and adjectival declension began
to appear in the spoken language during the sixteenth century, and then
penetrated into low-style texts. They are very infrequent in the analysed
broadside ballads from the seventeenth and eighteenth centuries, occur-
ring only occasionally in the eighteenth-century texts: e.g., ty svaté slova
(the holy words).5® As often happens with transitional changes, they also
frequently co-occur with the original forms: e.g., na své kolena x na kolena
svd (to his knees).59

54 Kosek, “Kanciond,” p. 248.

55 Pisnicky velmipobozné, 1681, MZK VK-0000.543,pFiv.11, 2v, 2r.

56 The examples hesky chlapci and jaky hosti were documented in Novd piseri mlddenciim a pan-
ndm,1789, MZK VK-0000.752,piiv. 17, 21, and Jisty straslivy pribéh, 1750, MZK VK-0000.386,p¥1v.6,
4r.

57 Pisert k Panné Marii, 1799, MZK VK-0000.340,piiv. 23, 3.

58 Novd piseri k Panu JeZisi, 1798, MZK VK-0000.002,p¥iv. 28, 4r.

59 The examples na své kolena x na kolena svd were documented in Piseri poboznd, kterak
Panna Maria Cellenskd, 1766, MZK VK-0000.100,pFiv.19, 6v, and Piseri k Panné Marii, 1799, MZK
VK-0000.340,pFiv. 23, 2v.
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Conjugation
Infinitives

Again as often happens during linguistic transitions, in reviewing the texts
of our sample, we find infinitives co-occur with the older suffix -ti at the
same time as with the more progressive suffix -£.°° The co-use of these
variant forms, it would appear, depends mainly on the number of syllables
in the line or the rhyme scheme: e.g., “jestli své€ta neopustis, muky vééné
trpét musis” (“if you do not leave this world, you have to suffer eternal
torment”: linguistic forms determined by eight-syllable lines)®'; “Nékteré
dité jen nepocne risti, souc stafi v letech v péti nebo Sesti” (“Some children
do not begin to grow until they are five or six years old”; in this case, rhyme

dictates language use).5?
Transgressives

The Czech language has a specific verb form known as the transgressive
(prechodnik). Transgressives have the formal properties of adjectives, since
they are bearers of the grammatical categories of case, gender, and number,
but they are also able to form phrases with a function corresponding to that
of adjunct clauses. During the historical development of Czech, transgres-
sives became extinct in the spoken language approximately during the
sixteenth century. In present-day standard Czech they are considered
archaisms. The disappearance of transgressives from written Czech occurred
during the seventeenth and eighteenth centuries and, in this written format,
reflected violations of their concord with the clause subject. But the usage
was expansive. The formal aspects of transgressives in broadside ballads,
for instance, correspond with those documented in hymn books of the same
era.® The ratio of congruent to incongruent transgressives is approximately
1:1, reflecting a fine fulcrum of change—though certain differences can be
observed between texts from the seventeenth and the eighteenth centuries.
The seventeenth-century texts contain a large number of transgressives
(especially present tense transgressives; past tense transgressives occur

60 This situation is fairly typical of Baroque era texts (ca. 1620-1775); e.g., for the Baroque hymn
book Jeslicky, it is described by Kosek, “Kancional,” p. 251.

61 Pisnicky nové avelmipékné, 1693, MZK VK-0000.542,pfiv.18, 5r.

62 Pisnicky velmipobozné, 1681, MZK VK-0000.543,ptiv.11, 3r.

63 Kosek, “Kanciondl,” p. 251.
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only sporadically). But in the eighteenth-century texts there are fewer
transgressives, and there are more incongruent forms than in the previous
century. For example, the use of singular feminine forms and plural forms
for masculine nouns: e.g., “Anjel [...] chtic” (“the angel [...] wanting”),%+
which reflects the gradual loss of awareness of “correct” or traditional
transgressive forms.

Lexis

The vocabulary used in broadside ballads corresponds entirely with their
genre and the topics they address. Ecclesiastical lexis is typical of religious
broadside ballads: e.g., hfichy (sins).%5 Secular broadside ballads—dealing
with situations from everyday life such as love or natural disasters—use
vocabulary from everyday life, such as kafé (coffee), kosté (broom),°¢ as
well as proper nouns such as the hypocoristics Baruska (diminutive form
of Barbara) and Cecilka (diminutive form of Cecilia).5?

Although secondary sources cite the frequent use of dialect elements
as evidence that the language of broadside ballads belonged to a lower
style—a phenomenon, incidentally, that we do frequently find in English
broadside ballads—our research did not substantiate this claim. On the
contrary: we found that the vocabulary of religious broadside ballads was
in fact typical of the language of higher literature. This is reflected in the
relatively small number of lexical items from spoken language and the
frequent occurrence of elements that were typical of high style, such as a
series of synonyms or pairings of words which emphasize key points in the
text: e.g., “v nouzi chudob&” (“in need—poverty”),% or in the habitual use
of lexical derivation expressing abstract concepts, as in words denoting
qualities by means of the suffix -ost (an approximate equivalent of the
English -ness): e.g., poboZnost (“piety,” literally “pious-ness”).%? The only
exception comprises loanwords from German suggestive of an opposing
position (which were frequently used in the spoken language); these can
be found in both secular and religious broadside ballads: e.g., “do marstale,

64 Pisert poboznd o svatém Otci Frantisku Serafinském, 1763, MZK VK-0000.100,ptiv.20, 3r.
65 Pisert k Panné Marii, 1799, MZK VK-0000.340,piiv. 23, 3.

66 Novd piseri mladencum a panndm, 1789, MZK VK-0000.752,pFiv. 16, 4r.

67 Novd piseri mlddencum a panndm, 1789, MZK VK-0000.752,pFiv. 17, 2r.

68 Novd piseri k Panu Jezisi, 1798, MZK VK-0000.002,ptiv. 28, 2r.

69 Pisnicky velmipobozné, 1681, MZK VK-0000.543,pFiv.11, 2r.
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hurtem” (“to the stables, quickly”).”° However, these lexical items occur
only sporadically, and they often co-occur with Latin loanwords, which
belonged to the language of higher literature: e.g., lilium (lily), konvalium
(lily of the valley).”* In view of the topics they address, the secular broadside
ballads are far more open to vocabulary from spoken language than their
religious counterparts. Still, we must recognize that even here they occur
relatively rarely—for example, in the case of expressive lexical items with
pejorative connotations: e.g., vyZére (denotative meaning “eat up”), vozraly
(denotative meaning “drunk”).”” Secular broadside ballads also contain
fewer of other above-mentioned elements of high style (series of synonyms,
etc.). The topic, therefore, played a key role in determining the lexical
properties of broadside ballads. All said and done, our analysis did not
reveal any substantial differences between the seventeenth-century and
eighteenth-century broadside ballads.

Syntax

In brief, the syntax of broadside ballads (both at the clause level and at the
sentence complex level) is very simple, corresponding entirely with the song-
like character of the texts. Most sentence complexes are not very elaborate,
mainly having just one degree of dependence. This is a key distinguishing
feature of them from “high” literature.

Conclusions

The study presented in this chapter demonstrates that the traditional nega-
tive evaluations of the language of Czech broadside ballads—promulgated
by Czech linguists during the twentieth century—are not tenable. The root
cause of the problem is that they were not based on a representative analysis
of authentic linguistic material. In addition, they took no account of the
historical context, and they were ahistorical to the extent of comparing the
language of the Baroque era with modern codified standard Czech, although
such codification did not occur until the nineteenth century.

70 Jisty straslivy pribéh, 1750, MZK VK-0000.386,piiv.6, 21, 3r.

71 Piseri poboznd o svatém Otci Frantisku Serafinském, 1763, MZK VK-0000.100,pfiv.20, 1v.

72 The examples vyZére and vozraly were documented in Novd piseri mlddenciim a panndm,
1789, MZK VK-0000.752,p¥iv. 16, 2v, and Pisnicky pobozné, 1651, MZK VK-0000.542,p¥iv.24, 3v.



THE LANGUAGE OF CZECH POPULAR BROADSIDE BALLADS: REVISITING THE LOW 349

On the basis of our research, it is evident that the language of the analysed
broadside ballads does not differ substantially from that of other texts
from the same era (especially hymn books and sermons). However, our
study also reveals that the two criteria of comparison (secular vs. religious
broadside ballads; seventeenth century vs. eighteenth century) are of key
importance when describing broadside ballad linguistic material. While
broadside ballads from the seventeenth century tend to reflect the con-
servative linguistic situation at the end of the sixteenth century and are
only partially open to progressive changes, eighteenth-century broadside
ballads are far more reflective of these changes, both in phonology and in
morphology. We also found substantial differences when comparing religious
and secular broadside ballads. Religious broadside ballads maintain the
tradition of high-style biblical language; this is evidently caused in part by
the authors’ respect for the topic and in part by the fact that certain phrases
from Bible texts or sermons were firmly anchored in common people’s
minds. By contrast, secular broadside ballads—dealing with everyday life
and sometimes describing it in an overly naturalistic manner—are far more
open to influences from spoken language. As we found, research into the
language of Czech broadside ballads thus represents a fascinating journey
through the various styles of this most popular of printed forms in Czechia.
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The Orthography of Czech Broadside
Ballads from the Seventeenth and
Eighteenth Centuries

Pavel Kosek, Veronika Bromovd, Alena Andrlova Fidlerovd,
and Dmitrij Timofejev

Abstract

The authors of this chapter present the first ever analysis of the orthog-
raphy of Czech broadside ballads from the seventeenth and eighteenth
centuries. Aligning with the previous chapter by Pleskalova and Navrati-
lova, they show that the features of the language of broadside ballads in
fact do correspond with the general orthography of Czech printers of
the time, whatever their targeted class of consumer. They show that the
orthography of Czech broadside ballads is influenced by a mixture of
long-preserved archaic features and innovative tendencies (including the
use of capitalization). The chapter also reflects the concurrence of both
types of Czech black-letter typefaces typical for Czech printings from
the seventeenth and eighteenth centuries (Schwabacher and Fraktur).

Keywords: Linguistics, language, Czech orthography, black letter,
capitalization

Our aim in this paper is to analyse the orthography—the letters and spelling
or graphemes and their distribution—of Czech broadside ballads from
the seventeenth and eighteenth centuries. More specifically, we seek to

demonstrate and characterize an orthographic system, as well as to trace
this system’s dynamic historical development. Due to space constraints,
we cannot supply a comprehensive coverage of this topic here—that would
require a book unto itself. Instead, we focus on select phenomena that will

still provide scholars with invaluable insights into some key features of the
orthography of Czech broadside ballads. Our focus is thus related to that

Fumerton, P,, P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH17
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of the chapter by Pleskalova and Navratilova, which analyses the language
of broadside ballads. As was mentioned in that piece, scholars have not yet
devoted adequate attention to such linguistic aspects of Czech seventeenth-
and eighteenth-century broadside ballads. The same observation applies
to an absence of scholarly studies of their orthography. This paper thus
represents a first analysis of the orthography of broadside ballads."

From the end of the eighteenth century to the mid-nineteenth century,
Czech orthography underwent a series of reforms that imposed fundamental
changes on broadside ballads. Given such dramatic alterations in this later
period, we decided to limit the scope of our analysis to the earlier, what one
might term “originary,” development of orthography in broadside ballads (the
period covering the first half of the seventeenth century to the second half of the
eighteenth century). Due to the exceptionally large number of broadside ballads
that have survived even from this more limited time period, we have further
narrowed our focus to representative broadside ballads published by those
printing houses in towns and cities that played an important role as regional
centres and that provided different book-printing traditions: Litomys] (East
Bohemia), Brno and Olomouc (both Moravia). We also only chose broadside
ballad printings that give information about the place and year of publication,
or those for which the place and year can be deduced from the narrative content
or bibliological interpretation. The resulting material totalled 33 gatherings
of broadside ballads, which we transliterated from black letter into modern
typeface; these transliterations formed the basis for our orthographic analysis.

This chapter is structured as follows. First, we describe the orthographic
system used in Czech book printing during the seventeenth and eighteenth
centuries (to situate the reader, we also provide a very brief account of the his-
tory of Czech orthography). Having thus historically narrowed our focus, we
dig deeper within this period to uncover the repertoire of selected graphemes
used in the investigated broadside ballad gatherings (including punctuation
marks) and the rules governing their distribution. We further complement this
focus on graphemes with an analysis of the typefaces used in printing them,
which, as our study reveals, influence the distribution of some graphemes.
We conclude with a section describing the distribution of minuscules and
majuscules in these broadside ballad texts; this last section addresses an

1 Though unique in studying the orthography of the genre of broadside ballads, this study
has the advantage of being able to draw on previous findings of research into the orthography
used in Czech printed and manuscript texts of other genres from the sixteenth century (and
also partly from the seventeenth and eighteenth centuries): e.g., Porak, Humanistickd cestina,
pp- 158-160; Vykypélovd, Wege, pp. 141-252; Fidlerova, “Orthography and Group Identity.”
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important dispute in early modern scholarly orthographic discussion, which
varies greatly according to the different text types addressed.

Development of Czech Orthography in the Seventeenth and
Eighteenth Centuries

Orthographic usage in seventeenth- and eighteenth-century Czech was
the result of the turbulent development of Czech orthography that began
at the end of the thirteenth century and culminated in the second half of
the sixteenth century. Between approximately 1550 and 1600, orthographic
practice stabilized in book printing, even as it continued to vary widely in
manuscripts. For this reason, Czech orthography of the seventeenth and
eighteenth centuries needs to be divided into two separate domains: printers’
orthography and scribal orthography.” Because Czech broadside ballads
were by definition printed, their orthography belongs to the first of these
two domains. The foundations for this orthographic practice were already
laid in the first grammar of the Czech language, published in 1533.3 During
the seventeenth century, the books printed by the Unity of the Brethren at
the turn of the sixteenth and seventeenth century came to be viewed as a
model for linguistic correctness—to such an extent that their orthographic
practice was commonly known as “Brethren’s orthography.™

The Degree of Obligatoriness Associated with Printers’ Orthography

Historically, printers’ orthography was not codified. However, throughout the
seventeenth and eighteenth centuries, grammars and orthographic handbooks
were published that presented relatively detailed information on proper

2 As, we have already noted, a series of reforms were implemented between the end of the
eighteenth century and the mid-nineteenth century that were most unsettling; they caused
Czech orthography to break with its previous tradition and to evolve into new forms (which
will not be the purview of this study). For an overview of the history of Czech orthography, see
Berger, “Religion and Diacritics.”

3 Optatetal., Gramatika éeskd, pp. 4-32.

4  The Unity of the Brethren (Unitas Fratrum, Jednota bratrska) was established around the
middle of the fifteenth century as a radical variant of the Czech Reformation. Members of the
church helped to create the standard form of the Czech language in the early modern era. This
standard form was respected in subsequent periods, and ultimately it became the basis for
the codification of modern Czech. To follow the evolution of the terminology of Middle Czech
orthography, see Kosek, “Bratrsky pravopis.”
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orthographical practices.5 Some of these works thus attempted to influence
contemporary orthographic usage; that said, the fact is that their actual impact
was limited.® The unification of printers’ orthography took place to a large
degree on the basis of previous practice as well as the mass production of
printed materials (which resorts to standardization in the commercial goal of
minimizing production costs so as to gain competitive advantage with cheaper
products). In this case we might best speak of “market-driven” standardization.
However, even though the printers’ orthography became relatively stabilized
during the course of the sixteenth century, it still incorporated a certain degree
of variability as a result of the interplay of the following factors:

1. Gradual acceptance of linguistic changes that had taken place in the
spoken language

2. The (un)availability of specific letters (mostly majuscule and/or
minuscule letters with diacritics or special letters, e.g., “hard <t>”

3. Absence of spelled-out codification

Characteristic Features of the Orthography Used in this Study’s
Investigated Broadside Ballads

In this section we will present the characteristic features of the orthography
of the broadside ballads under investigation (from the first half of the seven-
teenth to the late eighteenth century). In most respects, the orthography of
these publications is typical of a shared system of orthography of the time,
although it also reflects the historical evolution of that system.

On a very general level, the orthographic system used in these texts can be
classified in terms of distinct units of sound, or segmental (more generally,
phonological) units, and characterized by the following correspondence?:

1 phoneme < 1 grapheme

This orthographic principle is based on the Roman alphabet. When the
Roman alphabet lacks graphemes representing Czech phonemes, a number

5 See Porak, Humanistickd cestina, pp.158-160; most of the Czech grammars from the sixteenth
to the eighteenth centuries that also deal with orthography are cited in the chapter by Pleskalova
and Navratilova.

6  With the exception of the above-mentioned Optat et al., Gramatika eskd.

7 Benes, “Grafémika.”
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of possible solutions have been applied in accordance with the Czech
orthographic tradition. Some solutions are as follows:

1. A combination of a Roman letter and a diacritical mark: i.e., we see a
diacritized grapheme in which a glyph denotes a specific phonological
value associated with the grapheme. More specifically®:

a. the use of a diacritic distinguishes long vowels from their short counter-
parts: <a> /a:/ x <a> [a/, <é> [e:[ x <e> [e], etc.; a distinct Czech diacritized
long vowel is <ti>, which denotes /u:/°

b. the use of a diacritic distinguishes palatal consonants from their non-
palatal counterparts: <t> [c/ x <t> [t/, <d> [}/ x <d> [d/

c. the use of a diacritic distinguishes palatalizing vowels from non-
palatalizing vowels: <é> ['e/ x <e> [ef; e.g., <té> [ce/ x <te> [te/

d. the use of a diacritic distinguishes palato-alveolar sibilants from alveolar
sibilants: <§> [ <§> [[/ x <s> [s/, <Z> [3] x <z> [z/

2. A combination of two Roman letters, i.e., digraphs, as in <S{> for majuscule
[fl, <{f> and <{s> for minuscule /[/, <ti> before <a> / <a> for /c/, <ni> before
<a> [ <a> for /n/.

3. The texts also feature combinations of both above-listed solutions, i.e.,
diacritized digraphs, especially for majuscules—primarily <Rz> for /r/,
<Cz> for [4].

4. A typical feature of orthography from this period is the fact that the pho-
nemic value of a grapheme can be determined by its combination with the
subsequent grapheme, e.g., the graphemes <d>, <t>, and <n>, when preceding
<i>, <ij> [ <j> or <é>, represent the phonemes /3/, /c/, [p/, respectively, whereas
when they precede other graphemes, they represent /d/, /t/, /n/, e.g., <déti>
[eci] “children” x <nebudete> [nebudete] “you will not be.”

5. Some graphemes are distinguished by a specific typographic form:

a. for along palatalizing /i:/, the unigraph <j> or the digraph <ij> is used,
distinguishing it from a short palatalizing /i/, which is written as <i>

b. to distinguish between two I-graphemes, the upper part of the stem slopes
rightwards for the originally hard /}/, transliterated as <}>, distinguishing
it from the straight stem of the so-called central /1/, transliterated as <I>.

8  The tradition of using diacritic markings with Roman letters to represent specific Czech
phonemes was established by the treatise Ortographia Bohemica at the beginning of the fifteenth
century; Berger, “Religion and Diacritics,” pp. 258—260.

9 Pointed brackets denote <graphemes>, slashes denote /phonemes/, multiplication sign x denotes
counterparts. We use the IPA (International Phonetic Alphabet) to represent phonemic values.
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Reflection of Phonetic Changes

Table2. The number of occurrences (absolute frequencies) of selected

orthographic features in the investigated Czech texts

¢ Cz Rz R Z Zi 6 h + $ H
1641 Olomouc, KNM KP K 115i 1 - 4 6 - 16 2 - 164 - -
1650 Litomysl, MZK VK-0000.542,pfiv.22 2 - - 45 24 237 2 0
1652 Olomouc, MZK VK-0000.385,pfiv.10 - 3 3 - - - 107 - 5
1655 Olomouc, MZK VK-0000.542,pfiv.11 - 5 - - 3 - 42 - -
1659 Litomysl, MZK VK-0000.543,piiv.6 - 4 - - 24 23 929 1 -
1664 Litomysl, MZK VK-0000.542,piiv.8 - 1 4 1 18 70 29 188 1 -
1676 Olomouc, MZK VK-0000.543,piiv.19 - 10 4 - 3 - - 132 - -
1681 Litomysl (?), MZK VK-0000.316,pfiv.3 - 2 3 1 1 - - 1 - -
1682 Litomysl (?7), MZK VK-0000.316,piiv.1 - 2 3 - 1 - - - - -
1685 Olomouc, MZK VK-0000.542,pfiv.6 - 6 1 0 2 - - 34 - -
1686 Olomouc, MZK VK-0000.543,piiv.5 - 3 2 - 7 - - 220 - 2
1692 Brno, MZK VK-0000.543,pfiv.16 - 1 3 - 3 - - 107 - 4
1693 Brno, MZK VK-0000.542,pfiv.18 - 8 1 - 2 - - 35 - 1
1695 Brno (?), MZK VK-0000.543,piiv.24 - 4 2 1 5 - - 8 - 1
1695 Olomouc, MZM uc ST 0323 08 - 1 - - 2 - - 96 - -
1699 Olomouc, MZM uc_ST 0323 07 - 2 - - 1 - - 75 - 1
1702 Brno, MZK STS-0128.631,pfiv.31 - 8 2 - 4 - - - - -
1703 Litomysl, MZK VK-0000.316,pfiv.2 1 - 1 - - 3 3 17 - -
1704 Litomysl (?), MZM uc ST 0323 06 3 1 - 1 10 25 17 130 - 1
1712 Olomouc, MKP P-52 - 5 3 - 2 - - 87 - -
1713 Litomysl, MZK VK-0000.001,piiv.9 - - - - 1 18 7 68 - -
1742 Brno, MZK VK-0000.175,pfiv.31 - - - - - - - 14 - 2
1744 Olomouc, MZK VK-0000.534 - 2 - - - - - 18 - 4
1745 Brno, MZK VK-0000.085,pfiv.10 - 2 - - 1 - - 40 - 1
1746 Litomysl, MZK STS-0449.267 - 2 1 - - - - 19 - -
1746 Olomouc, MZM uc ST 0323 09 - 18 1 - 9 - - 95 - 1
1748 Olomouc, MZK VK-0000.100,pfiv.30 - 8 - - 4 - - 76 - 1
1748 Olomouc, MZK VK-0000.100,pfiv.36 - 13 7 - 9 - - 106 - 3
1751 Olomouc, MZM uc ST 0323 11 - n - 7 - - 105 - -
1756 Brno, MZM uc ST 0323 04 - 2 - - 2 - - 24 - 1
1762 Brno, MZK VK-0000.100,pfiv.38 - - - - 1 - - 3 - -
1763 Olomouc, MZK VK-0000.457,pfiv.13 - 3 - - - - - 21 - -
1788 Olomouc, MZK ST1-0374.069 14 - 7 - 8 - - 14 - 3
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[s ij j Vo uo a , / = 8 ! ? ()
8 105 108 - - 23 25 338 104 134 - -
5 36 14 - - 21 29 287 73 102 - -
12 72 63 1 9 17 6 265 87 95 12 - - -
14 45 49 - 1 16 5 118 56 60 2 - - -
5 3 157 - - 24 8 253 63 67 22 - - -
66 116 159 - - 69 35 521 128 177 20 - - -
25 66 145 - - 37 35 361 109 96 5 - 8 -
4 - 134 - - 28 15 170 59 60 1 - - -
14 - 66 - - 13 9 151 47 41 5 - - -
8 37 79 - - 24 - 155 47 77 10 - - -
5 15 128 - - 18 2 299 91 85 9 - 2 -
9 - 156 - - - 14 314 63 92 3 - - -
12 - 150 - - 27 5 217 70 43 9 1 3 -
1 - 150 - - 8 9 202 66 61 10 - - -
3 6 158 - - 28 - 275 55 86 25 12 2 -
8 3 95 - - 17 3 187 71 72 15 - 3 -
- 113 - - 20 0 226 48 87 1 - - -
6 - 85 - - 24 3 150 46 50 1 - - -
20 = 173 = = 26 24 300 76 81 18 5 5 =
56 - - n 7 101 39 34 1 - - -
8 - 48 - - 9 4 134 21 33 1 - - -
5 - 27 - - 13 67 22 21 1 1 - -
9 - 64 - - 16 - 98 45 M 1 = = -
12 - 44 - - 5 - m 25 33 1 = = -
7 - 38 S 3 - 58 9 32 2 - - -
n - 186 - - 32 2 297 87 8 14 S -
- 50 - - 3 3 133 48 32 9 = = -
- 107 s o« 25 2 26 72 97 21 S 1
- 278 = = 61 - 403 108 108 5 2 - -
20 - 28 - - 1 52 - 21 28 1 1T - -
2 - 24 - - 5 62 - 28 24 1 = = -
3 - 64 - - 6 1 119 35 44 - - - -
4 - 100 - - 25 238 - 75 97 20 - - -
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The investigated broadside ballad gatherings reflect the phonetic changes
that took place in the spoken Czech language during the fifteenth century,
which began to penetrate into the written form of the language during the
sixteenth century.'* However, the extent to which the orthography reflects
these changes differs among the individual broadside ballad gatherings™:
1. Monophthongization /go/ > /u:/ and monophthongization /ie/ > /i:/, which
took place in Czech during the fifteenth century, meant that for a certain
period long /u:/ was written with the digraph <uo> and long /i:/ with the
digraph <ie>. However, in the second half of the sixteenth century this
representation began to be replaced by forms corresponding with the spoken
language. Long /u:/ began to be written with the grapheme <>, and long
[i:/ with the graphemes <ij> and <j>, though for a certain period both forms
existed alongside each other: <ie>—<j> [ <ij> and <uo>—-<i>. Similarly,
the diphthongization /u:/ > /oy / occurred in the spoken language during
the fifteenth century, whereas in the written language, the grapheme <t>
persisted during the sixteenth century. It was not until the second half of the
sixteenth century that the diphthong form of the grapheme <au> became
established, though <> continued to occur sporadically until the beginning
of the seventeenth century. As Table 2 shows, the investigated broadside
ballad gatherings contain no examples of the older written forms <ie> for
/i:/ and <a> for /u:/. Only two of the texts contain occasional examples of
the digraphic graphemes <Vo>, <uo> for /u:/. The grapheme <> does not
occur anywhere, and the diphthong /oy / is always written as <Au> / <au>.
2. The historical depalatalization that took place in the second half of the
fourteenth century caused most palatalized consonants to become hard
consonants. The only consonants to remain fully palatal were /3/, /c/, [n/.
Other consonants underwent hardening, and this affected the quality of
some vowels following palatalized / hard consonants."?

3. This historical depalatalization caused the so-called central /1/ to merge
with hard /}/ in most parts of the territory where Czech was spoken; it was
only in eastern and northern Moravia that the original distinction was
retained. However, despite the fact that there was only one phoneme /1/
in most of the territory, the Czech printers’ orthography mainly preserved
the tradition of two l-graphemes during the seventeenth and eighteenth
centuries. This is confirmed by an analysis of the investigated broadside

10 Table 2 displays the absolute frequencies of selected orthographic features in the investigated
texts.

11 For an overview of these changes, see Porak, Humanistickd ¢estina, pp. 48-160.

12 Lamprecht et al., Historickd mluvnice, pp. 86-97.
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ballads. Table 2 shows that most of the analysed texts include both <> and
<I>. Only two texts do not contain the grapheme <}>, and in three texts the
total number of occurrences of this grapheme is lower than ten.

4. The original articulatory distinction between soft /i/ and hard /i/ became
extinct in most of the Czech language territory during the course of the
fifteenth century (in approximately the same areas where /1/ and /}/ were
merged). However, the combinatory difference remained between palatal-
izing and non-palatalizing /i x /'i/; e.g., <pany> /pa:ni/ x <pani> /pa:ni/. In
other cases, the distribution of i-graphemes was governed by analogy or
the historical principle, or it became lexicalized. This original distribution
was not always respected, so hard <y>, <y> or soft <i>, <j> / <ij> occur in
etymologically non-original positions. After alveolar sibilants <y>, <y>
is always written, even though etymologically it was soft /i/, /i:/: <cyzy>
“foreign/strange,” <{yto> “sieve.”

Typographic Factors

The existence and distribution of some graphemes was influenced by the
development of the typefaces used and the typographic options open to
printing houses. It is evident from the investigated texts that the existence of
some orthographic features depended on the typefaces that were used. When
typesetting broadside ballad gatherings, printers’ workshops often used letters
that were worn with use and that could not be used for more prestigious types
of printed works (see also the section “Typefaces” below). Because these worn
letters were relatively old, they preserved orthographic features that were
already archaic when the broadside ballad gathering was published:

1. As has already been noted, majuscule letters usually lacked diacritics, so
specific solutions were applied:

a. similar letters without diacritics were used, mainly in the case of long
vowels (<NOWA> “new”)

b. digraphs (<TIELA> “body”), or digraphs with diacritics were used
<Cztowék> “man/person”

c. position marks were used; e.g., <z> was always followed by hard <y>
| <y>, so the majuscule /3/ could be represented by the combination of
the grapheme <Z> and soft <i>; e.g., <Ziwy> “alive”

2. The distribution and form of some graphemes was influenced by the
existence of ligatures. For instance, the form of <é> underwent a shift during
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the sixteenth century, as the diacritic mark gradually moved from its original
position above a consonant, via a position between the consonant and the
following vowel, and finally to the position above the vowel, as follows:

<te> > <t'e> » <té>

The form <t’e> was a ligature.” The existence of such ligatures is a typical
feature of older printed texts.* The “survival” of older typefaces (from the
sixteenth century) during the seventeenth century is evident from Table 2,
which shows that ligatures were present in eight broadside ballad gatherings
dating from the 1640s.

3. The existence of ligatures also influenced the distribution of competing
graphemes for long /i:/. In the mid-sixteenth century, there was competi-
tion between <j> x <ij>."s However, during the seventeenth century <j>
definitively gained the upper hand. This development is again illustrated
in Table 2. Both forms, <ij> and <j>, are documented in all texts up to the
1670s. However, in the texts dating from the final third of the seventeenth
century the digraph <ij> occurs only sporadically, and from 1700 onwards
only <j> is found. The presence of <ij> in editions from the second half of
the seventeenth century can be viewed as a symptom of the continued
use of older typefaces. Nevertheless, the use of <j> or <ij> could also have
been influenced by how many <j> and <ij> letters the typesetter had at his
disposal in a particular typeface; if he lacked <j>, he would use the digraph
<ij> instead.

4. The printers’ orthography includes allographs (alternative graphemes)

denoting the same phoneme:'

a. A typical feature of the printers’ orthography is the use of two graphemes
for the phoneme /s/. Among minuscule graphemes there is competition
between <s> and <{>, and this can be seen in all the investigated texts. The
distribution of these graphemes depends on their position in a word: <s>
occurs as the separate non-syllabic preposition s (with), in the function

13 Similarly, for <d"e>, <n’e>, <b"e>, <p’e>, <w'e>, <f"e>, <w'e>.

14 Voit, Encyklopedie knihy, pp. 819—820.

15 Itislikely that during the sixteenth century this competition reflected confessional differ-
ences: the printed texts of the Unity of the Brethren preferred <j>, while Utraquist texts used
<ij>; see Vykypélova, Wege, pp. 235—252.

16 The distribution of competing graphemes for /b/, /i/, /i:/, /1/, /s/ and /f/ in five versions of
a song about St. Vojtéch (Adalbert), printed between 1595 and 1719, is analysed in Vytlaéilova,

xn

“Promény pisné.
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of a prefix, in the consonant clusters /ss/ (orthographically <sf>), /§s/
(orthographically <{{s>) and in word-final position, while <{> occurs in
all other positions.

b. Another prominent feature of the printers’ orthography is the existence
of several different graphemes used to represent the phoneme /[/. Among
the minuscule graphemes there are three forms, <{f>, <fs>, <§ > (with the
typographic variant <§>), which have complementary distribution: <{{>
occurs in word-initial and word-medial position, whereas <{s>, <§> /
<§> occur in word-final position or in the first position in the consonant
group /[J/. The occurrence of <§ > / <§> depends on the typeface used: in
some editions it is not found at all, while in others the diaeresis <§ > is
used, and the diacritic <§> is only used in exceptional cases.

c. In some versions of Schwabacher typefaces there are two variants
for the phonemes /b/ and /h/ (<b> x <6>; <h> x <h>), which (like the
graphemes <l> and <}>) differ in that one variant has a straight stem, while
the other variant has a rightward slope in the upper part of the stem. These
allographs are a known element of typography in this era, but they were
never particularly widespread because the difference in graphic form
did not represent a phonological difference."” This is confirmed by the
investigated corpus of Czech broadside ballad gatherings; the allographs
only occur in the texts published up to the 1660s (see Table 2).

Typefaces

Like other genres during the seventeenth and eighteenth centuries in Czech,
printed broadside ballads featured two typefaces, both of which resembled
what the English would call “black letter” or “Old English”: Schwabacher
and Fraktur.”® We can usually observe a functional difference between
the two: Schwabacher was generally used for the main text, while Fraktur
was used for prominent elements not belonging to the main text (titles,
headings, incipits). Larger or smaller Schwabacher lettering was also used
for this second function. Only four examples from the investigated corpus
of broadside ballad gatherings use Fraktur for the main text.'9 However,

17 Kosek, “Bratrsky pravopis,” pp. 183-187.

18  Voit, Encyklopedie knihy, pp. 274—275, 869—871.

19 Novina jistd, 1681, MZK VK-0000.316,piiv. 3; Novina jistd, 1682, MZK VK-0000.316,p¥iv. 1;
Pisnic¢kyvelmipobozné, 1685, MZK VK-0000.542,ptiv. 6; Pisni¢ka novd, 1695, MZK VK-0000.543,pr1v.
24.



364 PAVEL KOSEK, VERONIKA BROMOVA, ALENA ANDRLOVA FIDLEROVA, AND DMITRIJ TIMOFEJEV

Fraktur is entirely dominant for initial letters. Some of the letters display
signs of considerable wear, supporting the thesis (outlined above) that
printers used older typefaces that were unsuitable for more prestigious
publications. The age of these typefaces may have influenced the presence
of certain elements such as the above-mentioned ligatures: e.g., <t’e>) or
the digraph <ij>. Other outdated features include several printers’ ab-
breviations that occasionally occur in the analysed texts from the 1650s:
<gaké®> = gakého, < kazdé'> = kazdému, <trwa> = trwdm.*° These old-style
abbreviations disappeared from Czech book printing by the beginning of
the seventeenth century.*

Punctuation

The repertoire of punctuation marks is very simple compared to other
texts printed in the same era. The investigated broadside ballad gatherings
usually include commas <,> and slashes </> (absolute frequencies are given
in Table 2). Each of the investigated texts also includes colons <:>, periods
(full stops) <.> and hyphens <-> (used to divide words). Question marks and
exclamation marks appear sporadically; brackets and the semi-colon <;>
occur in just one text, and just once each. Commas <,> and slashes </> were
alternative forms that performed the same function until the mid-eighteenth
century: commas were used in the middle of a line, while slashes appeared
at the ends of lines (as opposed to English broadside ballads, where the slash
indicated the line continued to the right and above or below the line).?* The
slash began to disappear in this function in the mid-eighteenth century,
and it was eventually replaced entirely by the comma.

Majuscules

The use of majuscules (capital letters) in older Czech texts has attracted
relatively little attention from scholars.?® Understandably, majuscules
have been studied more in older German texts, and German scholars have

20 <gaké®> in Piseri o svaté Panné Barbore, 1650, MZK VK-0000.542,p¥iv. 22; < kazdé"> in Pisnicky
nové, 1652, MZK VK-0000.385,ptiv. 10; <trwa> in Pisnicky nové, 1652, MZK VK-0000.385,pfiv. 10.
21 Voit, Encyklopedie knihy, p.1036.

22 Kosek, “Bratrsky pravopis,” pp. 183-187.

23 Anoverview of the (relatively sparse) older literature is given in Fidlerova et al., “Uzivéni,”
pp- 285—286, 289—290.
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developed a detailed methodology for such research.?# For this reason,
here (as in the research by Fidlerova, Dittmann and Vladimirova into the
use of majuscules in early modern Czech Bibles, i.e., from the end of the
fifteenth century to the eighteenth century) we follow the approach taken
in the most extensive German study of this topic, authored by a team led
by Rolf Bergmann and Dieter Nerius and published in 1998.%5 In line with
this approach, we distinguish between the use of majuscules motivated by
textual reasons (in titles and headings, at the beginnings of texts, sections,
chapters, paragraphs, etc.), syntactic reasons (to mark the beginnings of
simple sentences or sentence complexes, citations, direct speech, etc., and
within a sentence complex to mark the beginnings of main and dependent
clauses), and lexical reasons (according to word class, with a more elaborate
classification based on semantic and word-formation criteria applied to
nouns and adjectives).

Textually Motivated Uses of Majuscules

a. Majuscules in titles and headings. The titles of the investigated broadside
ballad gatherings, and the headings of individual broadside ballads (if the
gathering contains more than one broadside ballad) always begin with
a majuscule. The description of the situation elsewhere within the titles
and headings is more complicated due to the large number of lexically
motivated majuscules used at the beginning of nouns and adjectives—a
common feature in all of the investigated texts (see below). For this reason,
the only majuscules within the titles/headings (except the initial letter)
that can be considered to be demonstrably textually motivated are those
at the beginning of other word classes, e.g., relative pronouns, adverbs not
derived from nouns, prepositions, or conjunctions.?® However, in the large
majority of cases, these majuscules appear at the beginning of a line—and,

24 Modern German orthography differs significantly from the orthographies of other European
languages. In German, all nouns are capitalized today. Thus, the capitalization of all nouns
is a matter in dispute in Germany even today and its origins have been thoroughly studied
(Bergmann et al., Die Entwicklung).

25 Bergmann et al., Die Entwicklung; a detailed description of the modified methodology used
for Czech can be found in Fidlerové et al., “Uzivani”; Fidlerova, “Uplatnéni” (this topic was later
taken up by Nyvltova, “Psan{”).

26 Relative pronoun, for example, in Novina jistd, 1682, MZK VK-0000.316,p¥iv. 1; adverb not
derived from noun in Pisni¢ky velmi pobozné, 1685, MZK VK-0000.542,p¥iv. 6; prepositions in
Pisnicky tiinové, 1695, MZM uc ST 0323 08; Piseri novd, 1745, MZK VK-0000.085,ptiv. 10; Pisnicky
o dni soudném, 1751, MZM uc ST 0323 11; conjunction in Piseri novd, 1746, MZK STS-0449.267.
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in some cases, the word is the only word in a line. They are thus motivated
more by typographic than textual considerations. Their occurrence is more
frequent in the texts published from the 1740s onwards, regardless of the
town or city in which the broadside ballad gathering was printed.

b. Majuscules at the beginning of tune imprints. These occur without exception
in all the broadside ballads investigated. If a tune imprint begins with an
introductory word or phrase (such as jako..., Spivd se jako..., etc., meaning
“Like...,” or “It is sung like...”) followed by a colon, the majuscule is always
used both at the beginning of the introductory formula and at the beginning
of the tune imprint itself (after the colon).

c. A second majuscule after the more or less decorative initial letter with which
the text of all the investigated broadside ballads begins. In a large majority
of cases, this majuscule is used regardless of the size and graphic design of
the initial letter. However, from the 1760s onwards this rule became less
obligatory; in two of the three most recent texts in the sample this majuscule
is not present, and the initial letter is followed immediately by a minuscule.*?
d. The words Amen or Konec (End), signalling the end of a broadside ballad.
These words always follow the period (full stop) or, exceptionally, slash at
the end of the last strophe, so they always begin with a majuscule. However,
in almost half of the investigated broadside ballad gatherings (fifteen),
this final word is printed entirely in majuscules, while in eighteen of the
broadside ballad gatherings this is not the case. It appears that the use
of all majuscules in these final words was considered optional up to the
mid-eighteenth century (some texts have this feature, others do not), but
it later started to prevail (it is present in all the texts from 1748 onwards).
e. Majuscules at the beginning of sentences, after a period (full stop). In a
normal text, this would fall under the syntactic principle that governs the
positioning of majuscules, but in the investigated broadside ballads it is
(atleast in part) textually motivated. All the investigated texts are divided
into strophes; each strophe begins with a majuscule and ends with a period
(full stop), and periods are never found within a strophe.?® This rule also
applies if one sentence extends over more than one strophe (e.g., the first
and second strophes of a broadside ballad published in Olomouc in 1686

27 Majuscule after the initial letter: Piseri velmi péknd, 1763, MZK VK-0000.457,p¥iv. 13; minuscule
after the initial letter: Pisnicky adventni, 1748, MZK VK-0000.100,p¥iv. 38; Pisnicky adventni, 1788,
MZK ST1-0374.069.

28 Inexceptional cases, a strophe may end with a slash or a colon, but (as in the other investigated
broadside ballad gatherings) the beginning of a strophe is always marked with the symbol <{>
and a majuscule, e.g., Piseri o svaté Panné Barbore, 1650, MZK VK-0000.542,ptiv. 22, and Pisnicky
pobozné o umudeni Krista, 1704, MZM uc ST 0323 06.
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consist of one simple sentence, but the first strophe ends with a period and
the second strophe begins with a majuscule).®

f. The strophes of some broadside ballads (not necessarily all the broadside
ballads in one gathering) are divided into two equal parts by a colon, which
is often followed by a majuscule. In such cases, majuscules are also used in
word classes where they otherwise hardly occur at all, such as conjunctions,
prepositions, verbs or adverbs. Here a majuscule is used despite the fact
that it does not mark the beginning of a sentence. This form of division
within strophes occurs in thirteen broadside ballad gatherings from the
investigated sample, most commonly in those from Olomouc and more rarely
in those from Litomysl or Brno.3° In five broadside ballad gatherings the
colon is always followed by a majuscule, in seven there is a predominance
of majuscules after the colon, and in just one there is a predominance of
minuscules (ratio 20:2).3' We can thus observe a tendency to treat this
division similarly to the division between different strophes, and thus to use
amajuscule after it. However, this was evidently not felt to be an obligatory
rule, as the printers usually followed it inconsistently.

Syntactically Motivated Uses of Majuscules

The only use of majuscules in the investigated broadside ballads that can
be classified as syntactically motivated is their positioning after a colon at
the beginning of a passage of direct speech that is not at the beginning of a
strophe. Such passages of direct speech are found in just six broadside ballad
gatherings, with a total of eighteen occurrences: of these, in twelve cases the
direct speech begins with a majuscule and in six cases with a minuscule.3*

29 Piseri historickd, 1686, MZK VK-0000.543,pfiv. 5.

30 Olomouc: Pisnicky historické, 1641, KNM KP K 115i 1; Pisnicky nové, 1652, MZK VK-0000.385,ptiv.
10; Pisnicky velmi pobozné, 1685, MZK VK-0000.542,p¥iv. 6; Pisnicky tri nové, 1695, MZM uc ST
0323 08; Pisnicky ndbozné, 1699, MZM uc ST 0323 07; Pisnicky ranni, 1746, MZM uc ST 0323 09;
Pisnicky adventni, 1748, MZK VK-0000.100,ptiv. 36; Pisnicky adventni, 1788, MZK ST1-0374.069;
Litomysl: Pisnicky velmi pékné, 1659, MZK VK-0000.543,ptiv. 6; Pisnicky pobozné o umuceni
Krista, 1704, MZM uc ST 0323 06; Pisnicky nové, 1693, MZK VK-0000.542,piiv. 18; Pisni¢ka novd,
1695, MZK VK-0000.543,ptiv. 24; Pisn[i]¢ky pobozné, 1702, MZK STS-0128.631,ptiv. 31.

31 Pisnicky tfinové, 1695, MZM uc ST 0323 08.

32 Passages of direct speech are found mostly in the broadside ballad gatherings printed
in Olomouc (Pisert historickd, 1676, MZK VK-0000.543,ptiv. 19; Pisert historickd, 1686, MZK
VK-0000.543,ptiv. 5; Pisnicky adventni, 1748, MZK VK-0000.100,p¥iv. 36; Pisnicky o dni soudném,
1751, MZM uc ST 0323 11), less frequently in Litomysl (Piseri o svaté Panné Barbore, 1650, MZK
VK-0000.542,ptiv. 22; Novina jistd, 1682, MZK VK-0000.316,piiv. 1).
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In such cases we can thus observe a relatively inconsistent tendency to use
majuscules—similar to the situation with colons marking internal divisions
of strophes (see above). The fact that in both situations there was a tendency
rather than an obligatory rule indicates that printers did not consider one
or the other level of textual division important; instead, the punctuation
mark which preceded the particular word seems to be the decisive factor.

Lexically Motivated Uses of Majuscules

a. Nouns:

i. Proper names: In the large majority of the investigated broadside ballads, all
proper names and other names begin with a majuscule.33 The only exception
is the text published in Litomysl in 1664, in which not all but still 94.87%
of proper names and other names begin with majuscules.34

ii. Appellatives: The percentage of appellatives beginning with majuscules
differs considerably, from 50.30% to 100.00%; the mean value is 84.61%.35
If we divide the investigated broadside ballad gatherings chronologically
into successive groups of between five and seven according to their date
of publication, we see that the percentage of appellatives beginning with
majuscules increases over the course of time, from a mean value of 69.80%
(gatherings published in 1641-1659) to 94.13% (gatherings published in
1751-1788). Already at the beginning of the period under investigation,
majuscules were used in the large majority of cases for nomina sacra, nouns
denoting persons (human beings) and other concrete nouns. Thus, the
increase in the percentage of appellatives with majuscules over the course
of time is not related to them, but it is due to an increase in the capitalization
of abstract nouns (which rose from a mean value of 46.86% during the
period 1641-1659 to 88.51% for the period 1751-1788—see Table 3).3¢ While
the date of publication was found to have a substantial effect on the total

33 The number of nouns of this type (i.e., those where the use of the majuscule is not textually
motivated, as the noun is not positioned at the beginning of a title, strophe, etc.) in one text
ranges from 44 to 672; the mean value is 246. In total 8,134 nouns were evaluated.

34 Pisnicky pobozné, 1664, MZK VK-0000.542,piiv. 8.

35 50.30% in Pisnicky nové, 1652, MZK VK-0000.385,ptiv. 10;100.00% in Novd pisert, 1756, MZM
uc ST 0323 04.

36 The traditional, but not always clearly defined categories of abstract and concrete nouns
we delimit according to Ewald, “Konkreta versus Abstrakta.” Simply speaking, as concrete we
count all the cases when a noun is used to denote an entity that can be detected by at least one
of our physical senses; all remaining cases are counted as abstract.
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proportion of appellatives printed with majuscules, the influence of the
place of publication only had a small effect: the broadside ballad gatherings
printed in Brno contain an average 86.36% of appellatives with majuscules,
while the figure for Olomouc is 84.84% and for Litomysl 84.25%.

iii. Nomina sacra and names of the saints have one more specific feature: in
some cases, they are printed not with one majuscule, but with two or three
at the beginning of the word, or they may be printed entirely in majuscules.
Two majuscules are used at the beginning of the words Bii/ (God), Jezis
(Jesus), Kristus (Christ) and adjectives derived from these nouns, as well as
(in exceptional cases) in the word Pdn (the Lord) or the name Maria ([Virgin]
Mary). The word Kristus is occasionally printed with three majuscules.
Words sometimes printed entirely in majuscules are Biih, Bozi (God’s), Jezis,
Kristus, Pan, Syn (“Son,” denoting Jesus) and Maria, or the names of the
saints that form the subject of the text (Josef, Jan). This means of expressing
a special degree of respect is found in the large majority of the investigated
texts, though it is generally not used in a systematic manner (i.e., a single
text may feature the same word printed sometimes with one majuscule
and other times with two or more).3” The frequency and systematicity of
the use of two, three, or more majuscules increase over the course of time:
while in the older broadside ballad gatherings this practice was used in a
non-systematic way and in a minority of cases, by the 1740s, it had become
the predominant practice, albeit only applied to a narrower range of lexemes
(it ceased to be applied to the words Syn, Pdn, and Kristus).

b. Adjectives: We also observed an increased use of majuscules with adjec-
tives over time, ranging between 11.00% and 65.52%.3% However, throughout
the entire investigated period majuscules were used substantially less in
adjectives (total mean value 26.75%) than in nouns, and the proportion
increased only slightly over the course of time (see Table 3). As is the case
with nouns, the place of publication has only a small effect on the use of
majuscules with adjectives, though the differences here are somewhat
larger than for nouns (Brno 30.38%, Olomouc 26.26%, Litomysl 24.40%).
c. Other word classes: Majuscules are used only in exceptional cases at the
beginning of other word classes—they appear in cases in single figures and
only in a small number of broadside ballad gatherings. In these instances,

37 Exceptions: Pisnicka poboznd, 1655, MZK VK-0000.542,p¥iv. 13; Piseri historickd, 1686, MZK
VK-0000.543,ptiv. 5; Pisnicka novd, 1695, MZK VK-0000.543,ptiv. 24; Pisn[i|cky pobozné, 1702,
MZK STS-0128.631,pFiv. 31.

38 The number of adjectives in one broadside ballad gathering ranges from 26 to 264; the mean
value is g1. In total, 3,019 adjectives were evaluated—11.00% in Novd piseri, 1756, MZM uc ST
0323 04, and 65.52% in Pisn[i|¢ky pobozné, 1702, MZK STS-0128.631,ptiv. 31.
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the practice is the most common in numerals, personal pronouns referring
to God or the saints, verbs derived from nouns or expressing respect, and
adverbs derived from nouns.39

Table3. Percentage of words with majuscules in selected groups of nouns and in

adjectives

Mean percentage of words with majuscules

Period of Nouns
publication N Oth vt

All Nomina ouns. er Abstract Adjectives

. denoting concrete
appellatives sacra nouns
persons nouns

1641-1659 69.80 98.57 88.16 87.36 46.86 23.57
1664-1686 81.57 93.90 97.95 94.21 63.35 23.54
1692-1699 79.86 100.00 96.79 9718 61.64 17.67
1702-1713 89.20 86.78 99.19 93.30 81.18 30.20
1744-1748 91.12 100.00 100.00 98.84 78.20 30.54
1751-1788 94.13 99.46 99.72 100.00 88.51 33.88
Conclusions

The orthography of the investigated broadside ballads corresponds with
the printer’s orthography that was current at the time of their publica-
tion. In many aspects it displays a degree of variation, but in most cases
this variation is in line with contemporary usage. Both Schwabacher and
Fraktur typefaces were used when printing broadside ballads, but printers
generally used older letters to reduce costs (newer lettering was reserved for
more prestigious printed works, as is the case in most countries). Several
tendencies can be observed in the orthography of the analysed broadside
ballads, such as the rapid decline of the digraphs <uo>, <ie> during the first
half of the seventeenth century, the definitive replacement of the digraph
<ij> by the unigraph <j> in the second half of the seventeenth century, the
relatively late adoption of the diacritized majuscules <C> and <R> in the
mid-eighteenth century, and the decline of the slash </> and its replace-
ment with the comma <,> in the second half of the eighteenth century. Our

39 Examples of verbs: kralovati, rytérovati (Piseri historickd, 1676, MZK VK-0000.543,ptiv. 19)
or rdciti (Pisnicky ranni, 1746, MZM uc ST 0323 09). Examples of adverbs: letos, doma (Novina
Jistd, 1682, MZK VK-0000.316,piiv. 1) or smrted(né (Piseri novd, 1692, MZK VK-0000.543,p¥iv. 16).
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analysis also confirms the influence of typefaces on the distribution of
several graphemes: e.g., the pairs of alternative graphemes for /b/ and /h/
are found in the oldest printings, mainly those from Litomysl. A growing
tendency toward employing majuscules was also observed, mainly in cases
where the majuscules were lexically motivated. This tendency is so strong
that in the texts printed in the 1740s and later, almost all nouns and a third
of adjectives begin with majuscules. In sum, we find, on the one hand, an
interesting mixture of long-preserved archaic features, caused mostly by
the use of old typefaces; on the other, a progressive tendency (which was,
however, later rejected by the creators of modern Czech codification) to
capitalize an increasing number of words.
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18. English “Heyday” Broadside Ballads

Patricia Fumerton

Abstract

Patricia Fumerton investigates English “heyday” broadside ballads,
wherein single-sided sheets of paper by the late sixteenth century
expanded in size to accommodate lots of decorative black-letter text,
divided into two parts (the second part pursuing the verse and tune of
the first), as well as an abundance of woodcut illustrations and other
ornaments, and, of course, the required tune title(s). The English heyday
broadside ballad lasted until circa 1690, by which time ornamentation
(except for musical notation), tune titles, and black letter temporarily
died out for some 15 to 20 years (the ballad’s size forever diminished
and black-letter text never made a comeback beyond the occasional

word or phrase).

Keywords: English broadside ballads, collectors, black letter, illustrations,
tunes

Introduction: The Global Protean Broadside Ballad

Why, you might ask, would the founding director of the English Broadside
Ballad Archive (EBBA, https://ebba.english.ucsb.edu/) not only collaborate on
a collection of essays focused on Czech printed ballads but also contribute a
chapter to such a collection? A preliminary answer was sketched out in the
introduction to this book: the Czech lands especially of the late seventeenth
and eighteenth centuries published ballads that not only originated in the
sixteenth century as single-sided printed sheets, but that also resemble in
many ways pre-1701 English broadside ballads. Essentially, they share key
features of what I and my team at EBBA have termed the English broadside
ballad “heyday.” To summarize in a sentence the far-flung printed ballad
commonality we observe: each country, in its ballad heyday, printed on

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
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a single sheet multiple media—text, art, and song—that addressed an
array of topics intended for cheap, mass marketing to the populace at large.
But my co-editors would assuredly agree with me in posing a significant
caveat: even in boldly advancing such shared print features, we by no means
propose identity. The vast geographical, temporal, and cultural distances
that separate the heyday printed ballads of England and those of Czech lands
(and, for that matter, other countries) make such twinning impossible. In
many ways, indeed, this chapter underscores the difference, not sameness,
between English and Czech broadside ballad phenomena. But such can
be said of the English broadside ballad itself, even in its heyday, as one
tracks its progress from the late sixteenth century through to the end of the
seventeenth century (not to mention beyond its heyday death, marked by
the loss of “Old English” or black-letter typeface and the temporary absence
of illustrations on such ballad artefacts), as the genre continues to morph
distinctly for two more centuries. In sum, the English broadside ballad as
a genre was, by its very nature, protean.

Perhaps—and here I am admittedly surmising—such continual mutation
is due to the constantly repositioned needs and demands of the masses.
Certainly, they must regularly adjust their jobs, places, and thinking in
order to just get by. With limited education, they are also especially sus-
ceptible to shifting marketing forces (what we today call “social media”).
I have painstakingly detailed what defines an English broadside ballad in
developing EBBA; but I have been persistently flummoxed by the artefact’s
shape-shifting character, as if it were an organic creature. To study the
broadside ballad, whatever its location in space and time, I have concluded,
is to wrestle with a constantly mutating entity. At the risk of over-glorifying
our academic endeavours, broadside ballad scholars internationally must
become something of an intellectual Menelaus. Like that mythological
king, who physically wrestled with the shape-shifting god, Proteus, we
must critically grapple with an always mutating artefact if we have any
hope of pinning down the broadside ballad entity to make it speak Truth,
however momentarily.

Given the inherent mutation of broadside ballads, this expansive sec-
tion of our collection, which looks to the printed ballad genre in countries
bordering but also far afield from Czech lands, naturally reveals many
differences. However, it also uncovers surprisingly strong likenesses in the
very face of continual change. I embrace Bruce Smith’s positivist vision of the
cultural scholar’s potential for accomplishment in their attempts to inhabit
a seemingly long-past cultural phenomenon, specifically his addressing the
modern-day study of the historically distanced English broadside ballad.



ENGLISH “HEYDAY” BROADSIDE BALLADS 381

Smith outright rejects academic attempts at achieving intellectual or even
emotive identification or sameness with the past. Instead, he advocates what
he terms sympathetic “analogy.” From our present “is,” he argues, we can
still inhabit a powerfully felt “like” or, what he alternatively terms, a “kinetic
analogy” of the “was.” My chapter seeks to capture just such a moving
analogy or, in my own alternative phrasing, an “intellectual and affective
approximation” with England’s once vibrant broadside ballad experience.
Additionally—especially in its last section—I seek to adventure one step
further: to gesture towards an analogy that can even more affirmatively
cross the vast expanses of space and time to inhabit another culture’s
analogous experience, specifically that of the Czech populace who, like
the English, once lived and breathed broadside ballads on a daily basis.
With a sympathetic analogy to the English habitation of their own heyday
broadside ballads, we might just recognize—without flagrantly affirming
sameness—that we can as scholars create a bridge that allows us to cross
even wide cultural divides.

In my efforts to traverse the historical bridge between the now and then, I
focus, in this chapter, specifically on defining the English heyday broadside
ballad: its features, dissemination, function, and consumption. Exemplary
is the ballad imaged in Figure 35.

The remarkable phenomenon of the heyday broadside ballad, as illus-
trated in Figure 35, saturated the late-sixteenth- and seventeenth-century
popular London market—hence my foregrounding of the term “English.”
It specifically targeted and captivated a barely tapped market base: that
of the lower middling to poor. But, if sometimes only furtively, broadside
ballads were also admired and purchased by the socially elite and erudite,
including collectors who proudly owned them. Many actually lived during
the artefacts’ heyday. These included John Bagford (a shoemaker by trade,
who rose to become a ballad collector for others, even as he amassed his
own collection, and also a learned scholar who aspired to write—but sadly,
never realized—a history of print); the maniacally devoted Oxfordian,
Anthony Wood; the 1% Earl of Oxford, Robert Harley; and socially aspiring
Samuel Pepys. Even many elite nineteenth-century antiquarians, such as
the 25" and 26 Earls of Crawford and James Halliwell-Phillips, privileged
heyday broadside ballads, not only collecting them but also republishing
their texts for scholarly access. They did so despite fierce antagonism in
their time from folklorists. The folklore movement’s most famous and vocal
crusader was the American scholar James Francis Child, who flourished in

1 Smith, Phenomenal Shakespeare, pp. 170-171.
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Figure 35. Example of an English “heyday” broadside ballad: “A merry Dialogue betwixt a married
man and his wife, concern the affaires of this carefull life,” ca. 1619-1629, EBBA 30190. Facsimile
sheet; manipulation done by English Broadside Ballad Archive. @ British Library Board. Roxburghe
2.266-267, C.20..7.266-267.

the latter half of the nineteenth century. Valuing and seeking to recover
what he termed the “traditional,” “oral,” and “pure” ballad (that is, oral song
predating what he considered its contamination by print), Child dubbed
the most immense and famous heyday broadside ballad collections of the
seventeenth century “veritable dunghills.” So captivating was Child’s holy
grail myth of the purely oral ballad that it was embraced by scholars and
the general public well into the mid-twentieth century (and for some, up
to the present day).

Most influential in later casting scholarly light on the nineteenth-century
antiquarians’ efforts and their objects of devotion, and thus in recovering
the broadside ballad genre as worthy of academic attention, was Tessa
Watt, in her groundbreaking study published in 1999, Cheap Print and

2 Cited in Brown, “Child’s Ballads,” p. 67. Ironically, as Brown points out, though Child dispar-
aged printed ballads, he often drew on them for source materials.
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Popular Piety. But it wasn’t until broadside ballads re-emerged on the
popular scene in digital archives, with the public dissemination of the
World Wide Web circa 1990, that the full affordances of heyday broadside
ballads could be made available both to scholars and the general public.
Most influential in recovering extant heyday broadside ballads as well as
their multimedia—individually catalogued and searchable—is the English
Broadside Ballad Archive (EBBA). Founded in 2003 and archiving to date
10,000 of the estimated 11,000 surviving heyday ballad artefacts (of the
millions lost to disposal, recycling, and the ravages of overuse and time, to
which cheap print is always vulnerable), EBBA stands out globally as the
most important digital broadside ballad resource for scholars of the early
modern genre. Through EBBA—and I do not mean to “toot my own horn”
since it took a village of over 400 people and 20 years to date to create this
expansive resource—anyone can thus now re-appreciate by inhabiting
something analogous, if not identical, to an early modern multimedia
broadside ballad experience. I draw on EBBA extensively in the course of
this chapter.

The English Broadside Ballad Heyday

Primarily, then, let us focus on what we at EBBA mean by the English
broadside ballad “heyday,” in all its permutations. I further ask you, in the
last section of this chapter, to open your minds to embrace an imaginative,
if not entirely unfounded, analogy. There I propose that you consider
what I firmly believe is a, if not the, key social function—even perhaps
internationally—of heyday broadside ballads: individualization. Though
differently manifested, I argue, an intense “subjectivity,” or making the
artefact one’s “own,” dominates the consumption of both English and Czech
broadside ballads in their respective heydays. Indeed, the countries’ respec-
tive mass-marketed ballad artefacts, we find, were ironically—considering
their ephemerality—very much not impersonal but rather personalized
objects. They were regarded across their lowly consumers as treasured
extensions of their very beings. They were expressions of their individual
identity or “I.”

The heyday of the broadside ballad virtually burst onto the London print
scene in the 1590s, brashly dominating urban popular culture into the 1640s
(though more covertly through the dangerous print era of the English Civil
War from 1642 to 1651 and Cromwell's Commonwealth up to 1659); they then
prominently re-emerge, if on smaller sheets and with more pastoral topics,
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with the restoration of monarchy in 1660, continuing up to the 169os.3 The
term “heyday” for this remarkable development refers to an enhancement
of the ballad’s multimedia: prominent eye-catching, ear-catching, and
toe-tapping text, art, and song—all printed on one side of a sheet of paper
(in this way, these artefacts were significantly unlike the double-sided
printing of Czech heyday single-sheet ballads, if not unlike their original
single-sided format of the sixteenth century).

Catching the eye was the swirling black-letter typeface, which was
dubbed fondly from its inception, and known even today, as “Old English,”
although also often referred to as Gothic font. Black-letter type resembled
its handwritten counterpart, forming a continuum between script and
print. The intensely serifed type consisted of elaborately formed curls, tails,
and feet on its letters. Such an aesthetically appealing font, I posit, would
have been especially alluring to the barely literate or illiterate, for whom it
would have appeared more like decoration than meaningful words. But most
eye-grabbing in the ballad’s heyday would have been the many (typically
four) large illustrations, which ran across the top of the broadside ballad
sheet, just below the ballad’s title. Such “eye candy” was sweetened with an
abundance of prettified flourishes made from ornamental arrangements
of tiny metal pieces, often evoking floral patterns, as well as the frequent
appearance of elaborately carved rectangular woodblocks, usually placed
as “headers” or “footers” to the body of the ballad’s text. All such fancified
embellishments framed or divided the ballad’s columns of black-letter
verse and larger illustrations; most can be seen in Figure 35 above. An
ear-catching melody, furthermore, can as easily be read and heard. Tunes
were signalled by a tune title or titles, printed between each ballad’s main
title and its illustrations (on its own line, as exemplified by “To the tune
‘Dulcina

”

above). Such tune titles usually referenced what would have been
a well-known melody, like “Dulcina,” or if it were new, one easy to learn.
Furthermore, black-letter text and tune collaborate in broadside ballads to
form rhythmically recognizable patterns of measures, thymes, and refrains,
though not always, or even as a rule, following the Princeton Encyclopedia of
Poetry’s definition of ballad measure (four lines consisting of 4-3-4-3 stresses
and rhyming abab or abcb).* The Encyclopedia’s definition actually draws
on the measure and rhyme schemes of the oral “folk” or “traditional” ballad.
Printed or broadside ballads, we find, are much more variable in their

3 Evidence that broadside ballads continued to be published during the English Civil War is
provided by the extremely rare survival of the Manchester ballads, most (covertly) pro-Royalist.
4 See Gahan, “Ballad Measure in Print.”
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patterning of text and rhyme. Such is the case between and even within
printed ballads, which can morph before one’s very eyes on reading or singing
the verse. The line stanzas alone might transition from 4 to 6 to 8 lines. More
shape-shifting verse was common. In any given four-line stanza, for instance,
the measure might be 4-4-4-4, or 4-4-3-4, or 3-3-3-3, or any combination of
such patterns, especially when extended to longer stanzas. Finally, the rhyme
scheme might appear as abab or abcb, but also as aabb, or abac, or some
other variation on such simple rhyming patterns. There are even broadside
ballads written and sung in iambic pentameter as well as famous tunes that
fit this measure, such as “Fortune my Foe” and “Death and the Lady.” Even
broadside ballad refrains can vary, usually just subtly, throughout the text,
alternating just as a melody in music might improvise upon an instrumental
or sung base line. Even in acknowledging such mutations, however, we still
find that English heyday broadside ballads are overall relatively regular in
whatever patterns they set. They are also most certainly “catchy,” whatever
were their varying measures, rhymes, or refrains. Just listen to any ballad
recording in EBBA, and you'll be struck by how quickly the tune sticks in
your brain, so that you find yourself (sometimes maddeningly) humming
that melody for the rest of the day or longer.

In listening to a heyday ballad tune, you'll also likely experience some-
thing of a kinetic experience, if only subliminally, akin to that of dance.
Not surprisingly, as Smith observes, the English word “ballad” derives
from the Old French balare, meaning “to dance.” Many English ballad
tunes were originally dance melodies. Foreign courtly dance tunes, such
as “Greensleeves” and “Rogero,” frequently crossed the Channel and were
quickly naturalized or “Englished.” But dance tunes also migrated into Lon-
don from the countryside along with the approximately 10,000 immigrants
ayear—necessary to replenish the large numbers of city labourers who died
off, especially in plague years, as well as to feed the city’s expanding maw,
hungry for more labour. Those migrating to London from the countryside
were in many ways like the migrants to Brazil’s cities from the north-eastern
arid sertdo, as discussed by Katefina Bfezinova. Both sets of migrants sought
a better life by travelling to urban areas, even if their dreams were usually
and sadly dashed. And just as poor migrants to cities from north-eastern
Brazil brought with them their own local culture, including their beloved
cordel, so the impoverished from across today’s United Kingdom brought
with them to London their home town customs, including their cherished
country dances and songs.

5  Smith, “Putting the ‘Ball’ Back in Ballads,” p. 323.
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Ben Jonson mocks the adoption of countrified dance tunes by broadside
ballad marketers as well as their eager and, in his mind, ignorant consumers
in his play Bartholomew Fair. The doltish country “gentleman,” Bartholomew
Cokes, becomes so entranced by Nightingale’s hawking of a broadside bal-
lad that he is unsuspectingly pickpocketed by the balladeer’s partner in
crime, Edgeworth. Jonson jabs even deeper at such silly ballad engagement.
Enthusiastically singing along to the ballad’s tune, which Nightingale names,
“Paggington’s Pound” [a deliberate bowdlerization of the popular tune title
“Packington’s Pound”], Cokes exudes, “Fa, la la la, lala la, falalala"—a
common ballad nonsense refrain—adding, “Nay I'll put thee in tune, and
all!” He then—and here’s the clincher—proudly declares the tune’s origin:
“my own country dance!” (3.5.56—57, my emphasis). Country dancing is
sometimes even illustrated in heyday broadside ballads, as in the familiar
image of the circle dance around a piper, made from a woodblock much like
the cracked survivor held today at the Huntington Library, in San Marino,
California (both shown in Figure 36).

One could thus not only see but also hear, sing, hum along, or even kineti-
cally sway, with muscle memory of a country dance, to heyday broadside
ballads—and not just at fairs like Jonson’s staged Bartholomew Fair. As
heyday broadside ballads became objects of mass dissemination in London,
marketed in the millions of copies by the late sixteenth century (as Tessa
Watt estimatesG), they were encountered just about everywhere. Printers
and publishers sold them in their shops, of course, and their apprentices
mounted them on cleft sticks protruding from makeshift printers’ stalls.
But heyday broadside ballads were also pasted up on posts, walls, and just
about every available public space in London. They were waved by hawkers
strategically positioning themselves on street corners; held up and belted out
by kindred peddlers at public gatherings, such as market places and execu-
tions; mongered and posted up in the many alehouses dotting every block of
London’s streets; seen and sung in shops by workers, especially carpenters,
blacksmiths, weavers, and other tradesmen who would pace their labours
to the rhythms of the ballad tunes; and embraced as both art and melody
in domestic spaces, where the women of the house might sing along as they
spun, again labouring to the rhythms of the ballads, perhaps occasionally
glancing up to admire the decorative broadside ballad they sung that might
well be pasted on their home’s wall—the poor man’s oil painting, if you will.

I'would argue, in fact, that the English heyday broadside ballad privileged
the visual over all of its other multimedia (especially if one considers the

6  Watt, Cheap Print, p.11.
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Figure 36. Impression from an English broadside ballad and an extant woodcut of country
dancing. Left: woodcut impression from “The Dairy-Maids Mirth and Pastime on May-Day. [...] To
the Tune of, Over His and High Mountains,” ca. 1685-1688, Pepys 3.201, EBBA 21214, showing a
ring of country dancers, with a piper in the centre. By permission of the Pepys Library, Magdalene
College, Cambridge. Right: woodcut of a similar scene, in Huntington Library, Armstrong #9,
labelled likely incorrectly on the back as “Witches Dance,” though likely noted correctly as “much
earlier than 1700.” Inherited by John White of Newcastle ca. 1700 on the death of his parents, who
were printers in York.

black-letter text as part of the ballad sheet’s decoration). Certainly, Samuel
Pepys thought so. In the handwritten title page to his five-volume collection
of broadside ballads (assembled before his death in 1703), Pepys proudly iden-
tifies his assemblage as “My Collection of Ballads”; even more significantly
for the purposes of my argument, he lamentably adds that after 1700 “the
Form, till then peculiar thereto, vizt of the Black Letter with Picturs seems
(for cheapness sake) wholly laid aside, for that of the White Letter [roman
type] without Pictures” (EBBA 32621). Ben Jonson, in his aforementioned
staging of the country bumpkin Cokes enraptured by the ballad-monger
Edgeworth’s wares, foregrounds not only the attraction for Cokes of the
ballad’s country-dance melody. He also capitalizes on what he sees as the
masses’ fondness for ballad illustrations. Mistress Overdo, Cokes’ sister,
notably asks him, “Has’t a fine picture, brother?” Cokes responds nostalgi-
cally, “O sister, do you remember the ballads over the nursery chimney at
home o’ my own pasting up? There be brave pictures!” (3.5.45—47). In sum,
England and Czech heyday broadside ballads were both unquestionably
multimedia fare, consisting each of text, art, and tune; but if the Czech
artefacts most prominently served up the decorative black-letter text, to the
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extent of printing it on both sides of a sheet, the English foregrounded the
visual, to the extent of printing not only ornamental black-letter typeface
but also multiple illustrations and other decorations on one side of the sheet
so that the disseminated artefacts could be pasted up as eye-catching art.
The insatiable demand for especially visually enticing heyday broadside
ballads in London was not restricted to that city. Certainly, London dominated
ballad printing up to 1701 (with Edinburgh coming in a distant second and
Glasgow third). But London printers and publishers made sure to capitalize on
the rural market as well—not to the extent that we see in Czech lands, where
their ballad artefacts were primarily aimed at a rural consumer—but still
seeking to reach a major sector of that population as well. Chapmen carried
London’s published ballads in their packs far into the countryside, stopping
at villages and especially seeking out rural fares or feasts, like the sheep-
shearing feast in Shakespeare’s Winter’s Tale, at which the rogue Autolycus
is enthusiastically welcomed on his arrival in the guise of ballad-monger.

A Smorgasbord of Topics

Producers of English broadside ballads by the late sixteenth century and
massively in the seventeenth century expanded all facets of their wares.
They increased the literal size of the ballad sheets, now typically printed
in landscape format, to accommodate two parts of the subject addressed
as well as a plethora of illustrations and other ornaments. But they also
vastly amplified the previous period’s range of ballad topics. They especially
included many more secular and often everyday—what one might dub
“common”—subjects. In doing so, they fascinatingly moved topically in
the opposite direction to Czech heyday broadside ballad makers of the
eighteenth and early nineteenth centuries. The Czech producers privileged
religion. English heyday ballad producers did not reject this subject by any
means, however, nor did they reject other pre-heyday and familiar sixteenth-
century ballad themes: in addition to religion (foremost), these prominently
included elegies on deceased elites, wonders or monsters, and a topic-
cum-format called “flytings.” Such flytings took the form of back-and-forth
exchanges, such as the series initiated by Thomas Churchyard in his “Davy
Dicars Dream” (ca. 1551-1552) against Thomas Camel, which subsequently
snowballed to involve other authors in the flyting, each using his own
broadside ballad to attack another. Authors engaged in flytings called upon

7  See especially Fumerton, The Broadside Ballad in Early Modern England, pp. 321-379.
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ad hominem strategies to accuse another author, rather grandiosely and
based on little evidence, of heresy and treason. But in seventeenth-century
heyday broadside ballads, we can find only traces of such earlier flytings
in the form of back-and-forth exchanges on all sorts of topics spoken from
the position of various “I's” within a single broadside ballad.®

Even as flytings of the sixteenth century morphed by the late sixteenth
century and into the seventeenth century into exchanges between personas
within a ballad, so ballad topics transformed their subjects considerably
beyond the sixteenth-century repertoire that included flytings topics about
religion, death of the high-born, and wonders/monsters. Seeking a popular
market, broadside ballad producers offered a much larger range of topics.
These included—and this is but a partial list—good fellowship (which,
though often celebrated, we as frequently hear could bankrupt drinkers,
alas); ironically glorified citified fashions; disputes over whether city or
country life was better; the attractions and corruptions specifically of
London; familial duty (sadly, we are informed, often not observed); abuse
by masters of their apprentices; the latest news from neighbouring and
faraway foreign lands; occasional local topics that bore especially on the
detriment of the poor, such as hoarding corn by the rich in times of famine,
or rack-renting by landlords when housing was in much need; misfortunes
of the lower sorts generally; love of all social classes as well as between
social classes, whether fortunate or unfortunate (Pepys’s two categories
that end up getting quite mixed up in his table of contents); gender disputes;
sex—whether sanctioned, illicit, or forced—more sex, and yet more sex. A
subgenre of marriage was the topic of which partner worked harder—the
husband or the wife—as well as the advantages and disadvantages of mar-
rying widows (of which there was an abundance in the early seventeenth
century, to the lament in ballads of lusty and available maids). But perhaps
sex sold most. Exemplary of this topic is the heyday broadside ballad wherein
amaid laments her lack of a “dil doul” (dildo). By “dil doul,” the maiden does
not mean an artificial penis (as we would today) but the real thing—she
wants sex with a man, loss of her virginity, and seemingly only incidentally,
marriage—and she is willing to pay to get it. EBBA holds no less than four
versions of this lewd ballad, all like that from the Bagford collection, EBBA
37514. They are locatable in EBBA as a group by a simple text search of the
text word “dil doul”; the keyword “sex” returns a mind-boggling number
of ballads on the topic, too numerous to allow one to find our “dil-doul”
ballads within the returns.

8 See Nebeker, “Textual Publics.”
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Heyday broadside ballads not only offered a wide variety of such topics
in their wares; they also appealed to differing subject positions. As noted
above, flytings were common in the sixteenth century. But in the ballad’s
heyday, the back-and-forth strategy is localized or internalized to a single
sheet. A single broadside ballad took the form of sung dialogues between
individualized characters who are each, literally, given a voice. This market-
ing strategy was far unlike that of Czech heyday broadside ballads, which
were typically sung by a narrator, as if the producers wanted to create, by
contrast with the English, a common vocal ground (and thus something
like a communal voice). In the English phenomenon, such common ground
was not possible: the persona in the heyday broadside ballads vocalized
different sides of an issue, and in reading or singing along, one would be
inclined to pick sides. Not only hawkers but also potential consumers, who
gathered around the mongers and likely joined in the song, were forced to
adopt every subject position in singing the broadside ballad, but at the same
time, they could especially boisterously take on the position with which
they most identified. Heyday broadside ballads even offered ballads on
opposite stances of the same subject about which they were written, one
after another—a bit like “flytings,” except they were often written by the
very same author! This marketing tactic was skilfully employed by one of
the few named seventeenth-century ballad authors—and the most famous
such author—Martin Parker. Exemplary of Parker’s multi-marketing strategy
are his series of heyday broadside ballads on widows and marriage: consider
one, exemplified by EBBA 20179, issued circa 1625, which strongly favoured
young men marrying widows (they were wealthy, sexually experienced,
unlikely to wander, etc.); but this was soon followed by a second ballad,
EBBA 20178, published just over a year later, circa 1627, which took up the
position of poor maidens faced with their prospective husbands, young men,
marrying older widows, and arguing for the attraction of marrying maids
instead (they are young and lusty, not old and shrivelled up). Both subject
positions appealed to the populace at large, depending on the position the
auditors/consumers favoured (and were willing to purchase).

Affordability

“Purchase” is the key word. Appeal to the masses meant nothing if ballad
artefacts were not affordable. Their makers (primarily printers and publish-
ers) ensured that English, like Czech heyday broadside ballads, were exactly
that. The former sold for a penny at the beginning of the seventeenth century
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and a half penny by its end—the cost of a pint of ale or a loaf of bread. In
Czech lands, they were even cheaper: 2 kreuters for the usual four-times
folding of a double-sided single sheet that produced a tiny sextodecimo-sized
product (beer at the time cost more—about 4 kreuters in a pub).? In fact,
heyday broadside ballads in both England and Czechia were the cheapest
form of print, affordable to even the “low;” if only on an occasional basis for
the very poor. But let’s say the would-be purchaser didn’'t have the means
on hand actually to buy a broadside ballad. No worries—the English urban
and Czech rural indigent could still hear and see broadside ballads since
the artefacts were hawked visually and orally just about everywhere. The
printed ballads were made available to, in a word, everybody. Given people’s
skill at the time for memorization and the ballad’s easy-to-learn tunes (aided
by the English ballad’s relatively regular—even in variability—textual
measures, thymes, and refrains), learning a ballad by heart would not be
that difficult. Furthermore—a point we will return to in the concluding
section—owners were always eager to show off any broadside ballads
they purchased, often folding them up and carrying them in their pockets
to pull out at a moment’s notice, proudly displaying and/or singing them.
Perhaps that’s why Rollins conjectures that English stall sellers and hawkers
likely only posted up or sang the first part of the two parts that constituted
heyday broadside ballads—doing so created more incentive for potential
consumers to purchase and thus know (as well as own) the whole story and
all its illustrations.*

Keeping costs low depended, in both England and Czech lands, on printers
and publishers using the cheapest forms and practices of printing. Foremost
in importance, as is true of all print in all times, was figuring in the high
cost of paper. To keep the cost of their wares low, producers of broadside
ballads employed budget paper, known in England as “brown”—the cheap
kind used today by grocers to wrap fish bought in stores, wherein you can
see flecks of dirt and other impure matter, even the odd hair or bug. In
addition to low-cost paper, printers employed the lowest-cost ink, whether
soot- or iron-based (the latter turned to a rusty hue over time and, by virtue
of its acidic nature, literally ate through the paper, thus tragically ruining
the artefact its consumers so cherished). Printers also recycled cheaply
obtained (because much-used and often worm-eaten) woodcuts. Holes can

9 For English prices, see Fumerton, Broadside Ballads from the Pepys Collection, p. 16n6; for
Czech ones, am indebted to the research of my collaborator, Marie Hanzelkova, communicated
in conversation with me.

10 Rollins, “Black-Letter Broadside Ballad,” p. 260.
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be seen in such aged cuts where the larvae of worms ate through the wood,
thereby showing literally the woodblock’s age—the older the woodcut, the
more wormholes—which, as a side benefit, aids scholars in dating the cuts.
Finally, the printers’ mantra for the entire broadside ballad production
process might best be summarized as “quick and dirty” production: fast
composing of the type and illustrations as well as of the ballad’s printing.
Proofing, to the extant any was done, was typically performed “on the
fly” (that is, the printer might, or might not, stop the press to correct a
composing error discovered as the sheets ran through the press, such as
the frequent error of setting an “n” upside down so that it looks like a “u”
(as in, “Loudon”)—or he might just let the error go). In their determination
to produce the lowest-cost product, printers and publishers—and it’s often
difficult to distinguish between the two"—necessarily cut corners. Based
on the abundance of compositors’ and printing errors that we find in extant
broadside ballads (such as skewed type on a page, or a wrinkle in the paper
that obscures part of the print or ornament, or upside-down, reversed, or
overly cramped letters and words), it would appear that the masses truly did
not care about such minor deformities. They bought the artefacts anyway.
Another important strategy of cost-cutting was for printers/publishers
to dodge the fees of officially registering their planned jobs. All works
printed in England by the mid-sixteenth century were required by law to
be recorded by the Stationer’s Company. Costs of registration depended
on the length of a work, with a one-page broadside ballad running at the
lowest fee of 6 pence. Still, that sum was equivalent nationwide to a wage
labourers’ daily earnings circa the mid-seventeenth century, so printers/
publishers often dodged the law. Rollins—who has scoured the surviving
Stationers’ registers—estimates that only half of extant printed broadside
ballads were registered.’* Given that a broadside ballad could be composed
and printed quickly (“on the fly”) with no imprint on the sheet that would
allow authorities to track the artefact’s source, and that all traces of the print
job—the type and ornaments—could be broken up and redistributed into
their “sorts” easily within a day, authorities were pretty much at a loss in
their efforts to track down and censor broadside ballad producers.
Printers, furthermore, reused all or parts of texts, and especially tunes
and woodcuts, thus further cutting costs. They typically called the published

11 Many printers were also publishers, and vice versa. The only clear signal of designation is
when the imprint at the bottom of the broadside ballad page declared “printed by xxx, for xxx.”
In most of these instances, the “by” indicated the printer and the “for” indicated the publisher.
12 Rollins, “Black-Letter Broadside Ballad,” p. 281.
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Figure 37. Examples of woodcut impressions from three separate Pepys ballads of the “Lady with
Fan” (known to EBBA as “The Artichoke Lady”); taken in order from Pepys 1.32-33 (EBBA 20154),
1.332-333 (EBBA 20117), and 2.39 (EBBA 20663). By permission of the Pepys Library, Magdalene
College, Cambridge. Notice, in the third image, that though the lady has lost her signature fan and
is much worm-eaten, the printer considered her still marketable.

product “new,” though technically it was (mostly) recycled. This strategy not
only cut costs; it also appealed to the paradoxical popular desire for some-
thing both fashionable and yet also familiar. Known tunes were thus often
retitled after the latest “hit” broadside ballad to circulate it; but such tunes
would be instantly recognized by the masses as not only a reused but often
a familiar melody, perhaps deriving from one of their own home country’s
dances. Evoking a similar “homey” response were the reused woodcuts that
we see over and over again. Strikingly, when cuts became so worm-eaten or
worn down as to be unusable, printers would often not have a new woodcut
drawn but the same, or a strikingly similar, illustration carved. Consider the
manifold appearances of the woodcut of a lady holding a fan, whom the EBBA
team early on fondly dubbed “The Artichoke Lady” (since her strange fan
looked to the team like a California artichoke). So popular was this otherwise
undistinctive image in the heyday of the English broadside ballad, that the
woodcut, when it became too worm-eaten or worn down, was frequently
recut, if in a slightly different—but still recognizable—mode. Even when
sorely degraded, the Artichoke Lady continued to be used by printers on
broadside ballad after broadside ballad. She even made an appearance when
her signature fan hand wore off (see the three different impressions of the
Artichoke Lady from the English heyday broadside ballads in the Pepys
collection, where no less than 50 such impressions appear; Figure 37).3

13 Thavereferred to the patchwork making of heyday broadside ballads by various terms over
the years, most recently, in 2021, as “moving media” in The Broadside Ballad in Early Modern
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Morphing beyond Recognition

The above narrative defines and tracks the English heyday broadside
ballad from its emergence in the late sixteenth century until the end of
the seventeenth century, during which time it sported a clearly recogniz-
able format. That said, the broadside ballad “heyday” as defined by this
chapter—decorative black-letter text printed on one side of a sheet of paper
together with multiple illustrations and one or more tune titles suggesting
how the ballad might be sung—does not evade the protean morphing of
the broadside ballad genre. Most notably often arising in the seventeenth
century were relatively undecorated white-letter typeface broadside bal-
lads (what we today would call roman font ballads) usually devoted to
in-the-know political subjects, as documented by Angela McShane Jones.
These later printed political ballads in subject matter look back to their
sixteenth-century predecessors, which arose at the time of Henry VIII's
schism with the Catholic Church of Rome. But the later political ballads
(typically also intertwined with religion) document in detail “in-the-know”
machinations for the politically astute and court-savvy. Their foci are diverse:
in-depth particulars of political manoeuvrings during the English Civil
War of 1642-1651; positionings regarding the restoration of the monarchy
in 1660; or the so-called “Glorious Revolution,” when the Catholic-leaning
James I, after his short reign of 1685-1688, fled to France under Protestant
resistance that ushered in the reign of King William and Queen Mary of the
Netherlands. A political incident that perhaps triggered the greatest flurry of
white-letter broadside ballads in the period was the contrived plot to murder
Charles IT, known as the Popish Plot, which was promulgated by Titus Oates.
Though increasingly white-letter (roman font) “documented” such political
events, we nevertheless find that, over the course of the entire seventeenth
century, the heyday broadside ballad was—no matter the political focus
of the day—increasingly losing its distinctive “Old English” or black-letter
typeface, as well as its ornamental features. Pepys, as noted above, lamented
in the title page to his collection such a loss—the death stroke to the heyday
broadside ballad. Countering McShane Jones'’s thesis, furthermore, we find
that one reaction against the period’s civil discord that appears post-1660

England. An early article by Alexandra Franklin (“The Art of Illustration”) describes the cut-and-
paste production of broadside ballad images as resembling “collage.” Of the many publications
devoted to this topic, see my most recent: Fumerton and Palmer, “Lasting Impressions of the
Common Woodcut.” Una Mcllvenna, in her expansive book on execution ballads (Singing the
News), discusses the reuse of tunes across both religious and secular ballads in Western Europe;
she dubs this phenomenon “contrafactum.”
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Figure 38. Example of a late broadside ballad with musical notation: “An Heroical Song on the
Worthy and Valiant Exploits of Our Noble Lord General George Duke of Ablemarle. [...] To the Tune
of St. George,” 1667, EBBA 36420. The British Library Board. Luttrell Ballads. V.20.f.3 (101).
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Figure 39. “The Catholick Ballad: Or An Invitation to Popery, upon Considerable Grounds and
Reasons. To the Tune of 88,” 1689, by Walter Pope; printed on both sides of the sheet, EBBA 36396.
Courtesy of the Society of Antiquaries of London, Dyson-Perrins 3, 48.

is the publishing of many non-political pastoral broadside ballads that are
as likely to be printed in white-letter as in black-letter typeface. My point,
along with that of Pepys, is that black letter, whatever the ballad’s topic,
was dying out for good (or for worse?) in England as we approach the latter
part of the seventeenth century.

Further indicative of the broadside ballad’s continual morphing, however,
to the extent of mutating almost beyond recognition, are the many lookalike
single-sheet verses that appeared on the scene in the seventeenth century,
taking on an “analogous” but not quite “the same” form of broadside ballads.
Though typically printed on one side of a single sheet, the verses usually
lack the multimedia, multiple topics, and rhythmic song quality of heyday
broadside ballads. They most resemble the relatively plain sixteenth century,
pre-heyday ballad genre, especially elegies. Also surging in abundance are
broadside verse panegyrics and eulogies (what one might think of as the
reverse of elegies), which, other than being broadsides, in no way resemble
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the broadside ballad genre. In addition, towards the end of the seventeenth
century, in response to the populace’s demand for cheap songbooks—whether
the “low” could read the notation or not—many a broadside ballad sported
musical notation instead of a woodcut impression (scholars often point
out that such notation is “nonsense” in that it cannot be made to fit the
accompanying printed text; in sum, it itself functions something like an
ornament). See, as an example of musical notation in place of an image,
Figure 38 (though in this case, most musicologists would accept the notation
as, with slight adjustments, meaningful). Significantly—and a tribute to the
broadside ballad always morphing as an artefact—we find self-declared
“ballads” in black letter printed on bot# sides of a sheet of paper. Such texts
dominated the later ballad “heyday” of Czech lands, but they appear in
England as well. Figure 39 flaunts such a double-sided printed sheet, still in
black letter (if absent of other decoration), and still with a tune title, and—
importantly—declaring itselfin its title a “ballad.” How odd! Or rather, how
fitting for a protean genre that constantly shape-shifts before one’s very eyes.

It’s Personal

I conclude with a brief but telling focus on one facet of broadside ballads
that is consistent across the genre’s heyday in England and in Czech lands,
however differently manifested. That key feature is intimacy. The hawked
artefacts, on consumption, become literal extensions of the individual
consumers who purchased them. The ballad objects are without doubt
“personal.” In England, for instance, we often see extant fold creases on
sheets, indicating that they likely were often carried around in their owner’s
pockets. At a moment’s notice, they could be taken out and shown, even
passed around, if only to a select few, as the owner desired. In one most
moving anecdote that demonstrates just such an instance, Pepys tells the
story of a young naval officer turning up with most of the naval pride for
a public funeral procession in London on May 15, 1668. “Lord,” he admires,
“to see [...] the young commanders and Thomas Killigrew and others that
came.”* This comment could have led to a critique by Pepys of those “very
young commanders,” whom he often criticized in his diary, complaining that
Charles IT and his brother, York, were stocking the navy with inexperienced
courtiers rather than seaworthy sailors.’> But instead, Pepys’s attention

14 Pepys, Diary, 9.200.
15 Ibid., 71022 and nig.
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is diverted: “[HJow unlike a burial this was, Obrian [one of these young,
court-appointed officers] taking out some ballets [ballads] out of his pocket,
which I read and the rest came about me to hear; and there very merry we
were all, they being new ballets.” Pepys appears not to have sung these
ballads—which would have been most inappropriate for him to do at a
funeral—but he nevertheless reads them aloud to the small public gathering
he has spontaneously created. At this very moment, while surrounded by a
gathering of young officers he would have otherwise criticized, Pepys seems
to have lost all track of time and the social as well as the political context.
His next paragraph begins: “By and by the Corpse went.”

Obrian’s pulling out of his pocket some new ballads, which were read by
Pepys, not only creates an intimate circle but also a circle of forgetting—of
losing track of time and of the social as well as the political context—that
extends the personal being (the subjective “I”) beyond even mortality.

Such a personal investment in purchased broadside ballads—to return
to the terms of Bruce Smith, with which we began this chapter—offers us
a “kinetic analogy,” and, I would also add, an affective one, to that of Czech
consumption of printed ballads. First, even more than the English, as my co-
editors and I noted in the introduction to this collection, citing Josef Petrtyl,
Czech purchasers of ballad artefacts played a key role in making them.
That is, consumers may very well may have purchased a flat double-sided
multimedia sheet from a seller, and then personally hand-folded, hand-
cut, and hand-sewn the resultant pages. In such intimate production, the
resultant broadside ballad booklet was everywhere marked by the owner’s
own hand. Indeed, since he or she would add to their sextodecimo-size
block gathering with more ballads or other sheets (always representative of
the owner’s interests, to the extent sometimes of reflecting a personalized
theme to the collection), the block organically grew as an extension of the
owner’s “I.” Second, as with the English ballad artefacts, the many tiny—in
so many ways—"“blocks” (Czech blocks, like the one shown in Figure 2 in
the introduction, as we noted there) fit neatly in one’s pocket for carrying
around. Like their English counterparts, they could thus also be pulled
out for an occasional showing and singing in an impromptu but owner-
initiated gathering.'” Across expanses of space and time, we thus see a highly

16 Ibid., 9.200.

17 Czechblocks also organically grew along with their owners as they were increasingly added
to and inherited by several generations of one family. In the process, they would become more
corpulent “homebodies.” Sometimes very thick and heavy, these enlarged blocks were even
more precious, in the sense of valued, but unlike their tiny, pocket-sized beginnings, they lost
their easy mobility as they grew.
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personalized presentation of broadside ballads—at a particular time and
place, and to a select audience of the owner’s own choosing. English and
Czech heyday broadside ballads were intimate affairs. They were extensions
of the consumer’s very being, if only for and in a passing moment. Through
such an intimate, if ephemeral, experience the heyday broadside ballad
allowed the English urban and Czech rural masses to momentarily create
an enduring subjective and thus personal memory.
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19. Broadside Ballads in Poland: Content,
Forms, and Research Perspectives

Piotr Grochowski

Abstract

Piotr Grochowski examines broadside ballads published in Poland, focus-
ing on their genres as well as the dominant perspectives and achievements
in Polish scholars’ research. At the same time, he presents the most typical
features, forms, and trends in the development of Polish broadside bal-
lad research. His study covers especially the decline of Polish broadside
ballads as mass-marketed artefacts, which can be traced to the turn of
the nineteenth through the twentieth centuries.

Keywords: Polish broadside ballads, chapbooks, printers, pilgrimage sites

Introduction

Polish and Czech broadside ballads are characterized by numerous rela-
tionships and kinships. The vicinity of both countries, the existence of
border areas inhabited by a mixed population, and the fact that in different
historical periods part of the present territories of Poland and the Czech
Republic lay within the same political and administrative units, has led to
intense cultural and economic contacts. This interrelationship also applied
to printers and publishers specializing in the production of chapbooks,
which included, as we've seen, broadside ballads; they frequently adopted the
experiences, strategies, and business models practiced by their neighbours,
and sometimes even published printings aimed at both Polish- and Czech-
speaking audiences.' In the case of such bilingual publishing enterprises, the

1 Suchbilingual activities were carried out and published by, among others, Franciszek Orzet
(Frantisek Orel) from Frydek (Frydek) and Karol Prochaska (Karel Prochazka) from Biata/Cieszyn.

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH19
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similarity of the two languages was particularly important. This “language
likeness” significantly facilitated the publishers’ use of each other’s printings
in preparing works for their own audiences. The translation of songs was
quite common, many of which can be found in the extant repertoire of
Polish and Czech broadside ballads.? The intense pilgrimage movement
played a key role in encouraging these devotional translations because many
pilgrims from the Czech lands travelled to popular Polish sanctuaries in
Kalwaria Zebrzydowska and Czestochowa. Such pilgrimage across borders
created an important community of those eager to purchase the broadside
ballads sold at their sacred destination sites.3 The cultural inter-crossings
outlined above make Polish publications an important point of reference
and comparative material for a researcher of Czech broadside ballads.
Pursuing these relationships in this chapter, I will examine the broadside
ballads published in Poland, with an eye to their various genres as well as
the most important perspectives and achievements in the field of research
on them. My ultimate goal is to expand our perspective on both Polish and
Czech broadside ballads so as to more fully understand them as closely
intertwined phenomena.

I begin with three introductory remarks or guides for the readers on their
pilgrimage through this chapter. Firstly, I will treat the term “broadside
ballad” not as a genre so much as a physical artefact, following the defini-
tion presented at the start of this volume. This artefact, to summarize
that definition, consisted of a single sheet of paper on which were usually
printed one or two songs by the cheapest methods—what one might call
“quick and dirty” printing (the printer not wasting any space by printing on
both sides of the sheet, using low-quality paper and ink and worn typeface,
and having little concern for smudging or errors). These cheap prints, as
the introduction further details, were then folded, cut, and (rarely) loosely
sewn into a very small, typically sextodecimo size, “gathering” (though it is
not entirely clear whether the printer himself had a hand in some stage(s)
of this process of creating the broadside ballad gathering).* Secondly,
my goal is to present the most typical features, forms, and trends in the
development of Polish broadside ballads; thus, the less common or only

See also the chapter by Szturcovd, which focuses on Czech-Polish interrelations specifically in
Marian songs of the nineteenth century.

2 Szturcova, “Cesko-polské."

3 Szturcova, “Kult poutnich mist.”

4 Contrary to Czech marketing practices, wherein the printer as well as a hawker might sell
broadside ballads, the Polish artefacts were distributed most of all at fairs and pilgrimage sites
by itinerant merchants.
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occasional phenomena and forms will be omitted. Thirdly, my analysis
is based on materials collected by me in libraries and archives during my
research on so-called news songs (in Polish, piesni nowiniarskie) from the
turn of the nineteenth through the twentieth centuries, as well as on the
collection of printings made by Natalia and Piotr Wawrzkiewicz.5 This ap-
proach thus means that my focus on broadside ballads in this chapter covers
mainly the span of time in which they were in decline as mass-marketed
artefacts. However, it should be noted that this phenomenon was present
in Polish culture from the sixteenth century onwards and was subject to
many historical changes, which are not the primary focus of this study. I
also omit here the diversity of Polish broadside ballads, especially in the
nineteenth and early twentieth centuries. During this span of time, due to
variant political conditions in different parts of Poland, we find radically
divergent socio-cultural conditions and legal regulations influencing the
development of the market of chapbooks, as well as the nature of the texts
published within them.®

Terminology and Research Perspectives

In Polish research practice, no single concept has developed that would
correspond to the English term “broadside ballad.” Among the various
Polish terms used by scholars for printed artefacts akin to English broadside
ballads, the most commonly employed words would be translated closer to
phrases foundational upon the noun “song.” The following such translated
phrases are most prominent:

1. A“stall song” (Pol. piesri kramarska)—a phrase derived from the words
“stallkeeper” or “stall” (Pol. kramarz/kram), indicating a typical way
of distributing broadside ballads by itinerant traders selling their
products from stalls they would set up on squares and streets (this
Polish term is similar to Czech denotation kramdrskd pisert).”

2. A*“fairsong” (Pol. piesri jarmarczna)—a phrase created from combin-
ing song with the noun “fair” (Pol. jarmark), which indicates a typical

5  Grochowski, Straszna zbrodnia, pp.18—22; Wawrzkiewicz, Katalog drukéw ulotnych. Hereafter
in references to the original language, “Polish” will be abbreviated to “Pol.”

6 From 1795 to 1918, Poland did not exist as a sovereign state, and its lands were within the
borders of Russia, Prussia, and Austria (from 1867 Austria-Hungary).

7 Formore details, see the introduction and the chapter by Ivanek.
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place for the distribution of broadside ballads (this Polish term is

similar to the Slovak denotation jarmocnd pieser:).?

3. A“street/yard/cobblestone song” (Pol. piesri uliczna/podwdrkowa/bru-
kowa)—expressions formed from the nouns “street”/“yard”/“cobblestone”
(Pol. ulica/podwdrko/bruk), respectively, and like the first and second,
indicating places of distribution: i.e., in yards and streets that were
commonly covered with cobblestones at that time.

4. An “indulgence song” (Pol. piesri odpustowa)—a phrase that draws
on the noun “indulgence” (Pol. odpust), indicating both the circum-
stances of the distribution of the songs and their content. This content
was related to the characters and events connected to the sanctuaries
where indulgences were held.

5. A‘“dziady song” (Pol. piesti dziadowska)—a phrase derived from the
word dziad (plural dziady), which formerly had several meanings.
Among many possible referents, the noun was used to describe
wandering beggars; such itinerants, as in Britain, and as indicated by
some Polish researchers, were among the singers who would perform
and/or sell broadside ballads.

6. A‘“newssong” (Pol. piesri nowiniarska)—a phrase created from tying
“song” to the noun nowina. In old Polish, this word meant an account
of a famous (usually seen as extraordinary) and current event. Such
subject matter stands out as one of the most important themes of
broadside ballads.

In research practice, some of the terms indicated above are usually used
in a broad sense and refer to all songs published in the form of broadside
ballads (such as a “stall song”). Others are employed in a narrower sense to
describe broadside ballads with specific content and/or formal genre-related
features (an “indulgence song,” a “news song”). Most of them also derive
from the specific places and circumstances under which the broadside
ballads were performed or distributed (a “street/yard/cobblestone song,” a
“dziady song”)—even a “stall song” references a place (a stall). However, it
should be underscored, Polish scholars did not make a precise distinction
or classification of particular types of broadside ballads, and the terms
indicated above are usually used quite freely and interchangeably.
Unlike the instability and inconsistency in its use of terms for broad-
side ballads, Polish research, we find, is quite systematic when it comes
to disciplinary approaches. Basically, the scholarship is dominated by

8 For more details, see the chapter by Ruséin.
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three different methodologies: book history (specifically, research in book
publishing, disseminating, and reception); history and ethnography; and
literary studies.

The first systematic approach of book history to Polish broadside ballads
was conducted by Karol Badecki, who collected and prepared for publication
a scholarly edition of broadside ballads from the sixteenth, seventeenth,
and eighteenth centuries. The working title for his collection was “A Secular
Folk Song of the Polish Baroque in Contemporary Print”; unfortunately,
however, Badecki'’s death in 1953 stopped all work on the project, and the
planned publication remains extant only in typescript to this day.? Polish
broadside ballads from the sixteenth and eighteenth centuries were also
included in the papers of Konrad Zawadzki, who incorporated them into
his bibliography of news leaflets, treating them as an early production of
the printing press.”® His work was continued by other researchers in the
project “A Digital Library of Leaflets Published in Poland or Concerning
Poland from the Sixteenth, Seventeenth, and Eighteenth Centuries,” which
included the creation of an online database. The web archive contains
descriptions and scans of almost 2,000 prints, including dozens of early
broadside ballads." Extensive bibliographic work on popular publications
from the nineteenth and twentieth centuries is currently being carried out,
also in digital form, by the aforementioned Natalia and Piotr Wawrzkiewicz.
However, the electronic database they are creating is only in the design and
testing phase; it is presently only partially available as a text document.**

An important place in Polish research on broadside ballads lies in the
related field of bibliographical studies to which the work of Zawadzki as well
as of Natalia and Piotr Wawrzkiewicz have contributed, as noted above. This
approach is adopted by the works of two researchers who dealt with prints
from the turn of the nineteenth and twentieth centuries. Janusz Dunin,
one of these two scholars, in a book on popular publications distributed by
stallholders, devoted two chapters to broadside ballads. He therein described
their content, publishing forms, and methods of production and distribu-
tion. At the same time, he introduced a fundamental division between
broadside ballads distributed mainly in a rural environment, which contained
a more traditional repertoire (called piesri kramarska [stall songs]), and

9 Karol Badecki’s materials are kept in the Jagiellonian Library in Krakow (manuscripts
section); manuscripts no. 7779 and no. 7780.

10 Zawadzki, Gazety ulotne polskie; Zawadzki, Poczqtki prasy polskiej.

11 See the database of Polish news leaflets: “Digital library.”

12 Wawrzkiewicz, Katalog drukéw ulotnych.
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those that embraced more new, fashionable songs, which were circulated
mainly in cities (those called piesrt podwdrkowa/brukowa [yard/cobblestone
songs]).”s In subsequent research, he continued his analyses of individual
types and methods of the publication of broadside ballads.** The second
of the aforementioned scholars, Stanistaw Nyrkowski, authored the only
anthology of Polish broadside ballads to date. This singular edition is entitled
Karnawat dziadowski. Piesniwedrownych spiewakow (XIX-XXw.) (Dziadowski
carnival: Songs of itinerant singers [nineteenth—twentieth centuries]). The
collection became quite popular, to the extent of finding a wider audience
than academic scholars; it thus had a significant impact on both public
knowledge and academic research concepts regarding Polish broadside
ballads. However, the assumption expressed in Nyrkowski’s book title—that
the performers and distributors of these types of songs were wandering
beggars—is particularly important because it is, in fact, controversial. I will
pursue this contentious topic in more detail later in this chapter.

The selection of texts presented in Nyrkowski’s anthology is also problem-
atic: it fails to reflect the full thematic diversity of Polish broadside ballads
during the period of his focus. The major content problem is that he includes
hardly any religious broadside ballads, even though they were at the time a very
important part of the repertoire of Polish broadside ballads. Such neglect—
what one might go so far as to call “erasure”—is typical of the research practices
of the communist period. In that era, religious topics were often deliberately
eliminated from research on folk culture and other popular forms of writing.
Behind this exclusion lay the fear of exposing oneself to interference or more
unpleasant punishments by the official censors. Scholarship in Nyrkowski’s
time, in sum, was constrained by the iron fist of Marxism.

It is worth adding that, within the large category of book history, in
addition to the above-mentioned editions and bibliographies of Polish
broadside ballads, there are also many helpful insights on this subject
included in bibliological studies that were devoted to the history of popular
religious literature and the art of printing, especially in the publications of
Renata Holda and Tomasz Ratajczak.’s

The second clear systematic methodology we find in the study of broad-
side ballads—adopting a historical and ethnographic perspective—is best

13 Dunin, Papierowy bandyta, pp. 15-86.

14 Dunin, Studia o komunikacji spotecznej; Dunin, “Druk i wielkomiejski.”

15 Hotda, “Druki religijne z oficyny wydawniczej Teofila Nowackiego w Piekarach Slaskich”;
Hotda, “Druki religijne z oficyny wydawniczej Nowackich w Mikotowie”; Ratajczak, Druki
wadowickie; Ratajczak, Ksigzki religijne i quasi-religijne; Ratajczak, “Pie$ni religijne.”



BROADSIDE BALLADS IN POLAND: CONTENT, FORMS, AND RESEARCH PERSPECTIVES 409

represented by the works of Franciszek Kotula. Engaged in extensive field
research, Kotula gathered a collection of about 300 chapbooks that included
broadside ballads (currently held at the Ethnographic Museum in Rzeszow).
In his works, he analysed both the broadside ballads’ cultural function in
former rural communities and their reflection of current historical events.'

In my own various work on broadside ballads, I primarily adopt the third
system in approaching broadside ballads: a literary studies perspective.
Adopting this methodology, I examine their genesis and early forms,"” as
well as describe individual genres of broadside ballads (e.g., news songs,
verse legends, pilgrimage songs, parodies, etc.) or analyse specific themes
(e.g., the end of the world and Judgement Day, historical events, natural
disasters, and the like).”® In many of my works, however, I try to combine
a literary with an anthropological approach, treating the texts of popular
broadside ballads as something like social documents that reflect specific
types of mentality, religious beliefs, and stereotypes. A similar methodology,
one that combines a literary perspective with attempts to illuminate the
historical and socio-cultural context of various broadside ballads, also
appears in the works of other researchers, such as Czestaw Hernas, Jacek
Sokolski, Michat Walinski, and Tomasz Ratajczak."

Forms of Publication and Methods of Distribution

The combination of a literary with a historical and a socio-cultural approach
reveals that the formal characteristics of Polish broadside ballads depended
on the time and place of their publication. It should be noted, however, that
both these parameters (time and place) are usually difficult to establish
unequivocally. In earlier publications, the publishers typically did not
provide either the year or the place of the publication. Later, information
about a publisher’s and/or printing house’s location usually appears on the
printed artefact, but the year of publication is still very rarely indicated.
Approximate dating of broadside ballads is thus usually possible only on

16 Kotula, “Polityczne piesni”; Kotula, “Ryciny odpustowych.”

17 Grochowski, “Staropolskie pie$ni.”

18 For my publications devoted to those genres and themes, see in parallel order, these works by
Grochowski: Straszna zbrodnia; Jarmark tradycji; “Polskie piesni”; “Lamenty dziadka”; “Nastroje
spoteczno-religijne.”

19 Hernas, “Z epiki dziadowskiej”; Sokolski, “Dziadowska piesn”; Walinski, “Piesn jarmarczna?”;
Ratajczak, “Obraz meki Chrystusa”; Ratajczak, “Od Biblii do poezji kramarskie;j.”
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the basis of their content (described events), typographic features, and
knowledge about the activities of publishing companies and printing houses.

In the sixteenth, seventeenth, and eighteenth centuries, the printings in
quarto format (4°), consisting of four pages and commonly containing one
broadside ballad, dominated publications of the form. During this period,
illustrations were rare; most often, only small decorative motifs were used
at the beginning and end of the text. Relatively often, however, on the first
page we find a hint about the melody to which a given song was to be sung;
this took the form of an allusion in incipit or refrain invoking the title or
part of the text of another popular song whose tune was well known.

In the nineteenth and twentieth centuries, the forms of publishing
broadside ballads changed significantly. The transformation can be at-
tributed to new developments in printing techniques but also in the market
of chapbooks. We notice a gradual decline of interest in broadside ballads
among the nobility and educated urban populations, which runs parallel
with an increase in the reading skills among peasants (in Poland this expan-
sion in literacy took place only in the second half of the nineteenth century).
The audience for broadside ballads thus shifts. Now it consisted of mainly
the poor inhabitants of villages and lowly city workers. This phenomenon
forced publishers to adapt their offerings to consumers who had far fewer
financial capabilities and different interests than the elite.

To cater to the desires of the lower financial spectrum of society, who
wanted more for less, publishers switched from the quarto to the sexto-
decimo (16°) format. They also occasionally resorted to the octavo [8°]
format, which still offered relatively small and portable cheap print. Thus,
publications of broadside ballads now usually consisted of small gatherings
of eight or sixteen pages, each assembled from a single double-sided printed
sheet.?® Printings containing the traditional four or exceeding the newly
minimalized sizing of sixteen pages appeared rather rarely (in the latter
case, this was probably because when publications are not so tiny, they
become more expensive to produce and less accessible to audiences). When
it comes to the number of published texts and illustrations, we discover
another new divergent tendency emerge: printings of religious broadside
ballads that often contain one long broadside ballad enriched with various
types of woodcut illustrations whereas those of secular broadside ballads, on
the other hand, tend to include several, shorter broadside ballads and few,
if any, illustrations. This divergence in form and aesthetics along the lines

20 The materiality of Polish broadside ballads (format and size) is similar to Czech broadside
ballads. For more information, see the introduction.
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of theme or topic of the broadside ballads is probably due to the printers’
and publishers’ desire to lower the production costs (and thus consumer
costs) of the latter, which were becoming more popular, while at the same
time make their goods more marketable by widening the circle of potential
recipients (placing several texts on various topics within a single folded,
cut, and gathered sheet increases the odds of appealing to audiences with
varied interests). Again, in the aim to serve a mass market, in later editions
of broadside ballads, from the 1920s and 1930s, we find that the first page
of the printing often functions as an advertisement: it includes a list of the
broadside ballad titles contained within the gathering. The aim to clarify and
attract are simultaneous: the titles exhibit a characteristic extensive form,
indicating the main themes of the individual broadside ballads, the place
and heroes of the events included, and sometimes even a kind of summary
of the narrative (e.g,, “An Amazing Event. A Maid Buried Alive. Her Fiancé
Saves Her from Inevitable Death in Order to Stand with Her on a Wedding
Carpet”; or “A Terrible Crime of Biernacki and Karczmarczyk Committed
on a Cripple Named Talar in Rebkdw near Garwolin”).**

We also find in the late nineteenth and early twentieth centuries that
broadside ballads were distributed primarily by itinerant stallholders and
peddlers. These hawkers sold their printed artefacts at secular and church
fairs, popular pilgrimage sites, or simply wandering from house to house,
mostly in villages and small towns. The vendors usually obtained their
goods in bulk from publishers who specialized in the production of cheap
literature for uneducated audiences, but sometimes they themselves were
publishers of distributed broadside ballads, ordering them to be printed in
small, provincial printing houses. The content of the printings was most
often copied and compiled from earlier publications of the same type, but
sometimes the publishers also created new texts that capitalized on current
events, duplicating the stylistic and compositional patterns specific to
particular varieties of broadside ballads.

Most stallholders usually offered a wide variety of goods at their booths;
apart from broadside ballads and other forms of popular literature (prayer
books, songbooks, dream books and prophecies, romances, stories about
saints, etc.), they also sold devotional items (rosaries, scapulars, holy pictures)
and even toys. Some traders, however, specialized in selling broadside
ballads, which were also often sung by them. These merchants were not
itinerant singers in the strict sense of the term; singing was rather a form of
advertising intended to attract passers-by, and the main source of income

21 Nyrkowski, Karnawat dziadowski, pp. 232, 276.
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was the sale of broadside ballads. An account of the performance of such
a stall seller-singer in Czestochowa can be found in a report by Stanistaw
Wasylewski from the beginning of the 1930s:

Stallholders, more than ever, are soliciting for clientele, but with less
success than ever before. Thus, the indulgent singer yells louder and makes
a desperate effort to be heard in the crowd. You should take a closer look
at this. After all, he is the only representative of this poetry of indulgence,
the heir to the notorious dziady from Czestochowa, whose lyre is nowhere
to be found. He has changed beyond recognition. He is rather similar to a
Parisian boulevard singer. He is actually a song distributor by profession,
but who would buy a printed scrap of two or three songs for 30 cents from
him? There is nobody in the pilgrimage bookshops. There is no turnover.
Then the publisher turns into a performer. He makes a stage of a cabbage
barrel and begins: “Ah, listen, gentlemen, ladies, what a sad story this is.”

At first, a small group of ladies and gentlemen in striped woolly coats
stops and, initially, listens indifferently. [...] I watch the singer. He’s far
from the type of his forefather from Kalwaria. Rather, he is a would-be
cabaret singer. He squeezes the resources of a weak baritone excessively
until he sweats blood. Clear diction accentuates each syllable separately.
And this naive pathos from the 1930s! [...] Despite the failure of the first
stage of the programme, the singer is hopeful. He manages to interest
the audience. They wait to see what will happen next. Not only have
they not gone away, but there are even a few more of them. And the
better off ones. A few farmers, four crones from near Kalisz. The singer
on the cabbage barrel becomes the centre of interest. He is reaching for
the words to create the desired effect: “The Terrible Crime of a Natural
Mother Who Killed Her Son for Money.” [...] The tragedy is primitive and
not so complex, yet, it makes a huge impression on the audience. Sobs and
tears among the woolly coated. I watch an old lady who indulged a bit
while shopping beforehand. [...] Now she lets out her emotions without
thinking. She sniffs and reaches for her purse. Others jump in when they
are given the sign. The singer’s success is considerable. He collected some
money. [...] The woman carefully hid the scrap of paper inside her coat.
She doesn’t regret spending 30 cents.>*

22 Wasylewski, “Niespodzianka na odpuscie,” p. 8. Original: “kramarze wigcej niz kiedykolwiek
zbiegaja o klientele, z mniejszym niz kiedykolwiek rezultatem. Totez $§piewak odpustowy
wydziera sie gto$niej i czyni rozpaczliwe wysitki, by uzyska¢ postuch w ttumie. Nalezy przyjrze¢
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The above-quoted account provides significant information on another
issue related to the distribution of Polish broadside ballads: the question
of whether they were, in fact, sold and/or performed by wandering beg-
gars (dziady). As I mentioned earlier, this notion was reinforced by the
popular anthology of Stanistaw Nyrkowski. Indeed, his theory contributed
significantly to the fact that, in Polish research, broadside ballads are
often referred to as “dziady songs” (piesni dziadowskie). In the report cited
above, Wasylewski emphasizes the significant differences (in appearance,
behaviour, and singing) between beggars coming to Czestochowa and the
described stall singer. Different ways of acting and relations between beggars
and stallholders are also described in the memoirs of Edward Koziel, who
for many years participated in itinerant trade in northern Poland.?* The
source materials, however, indicate that in Poland there were also poor
market singers who did not sell chapbooks but performed a repertoire of
common broadside ballads, and in terms of society, they were closer to the
beggars (dziady).>* Ultimately, we can assume that the sellers of broadside
ballads and the wandering beggars were two different groups but that their
activities overlapped to some extent. My research on the forms of activity
and the song repertoire of both groups leads to two conclusions. Firstly,
wandering beggars rarely dealt with the sale of broadside ballads because

mussie blizej. Wszak to jedyny reprezentant poezji odpustowej, spadkobierca stynnych dziadow
czestochowskich po ktérych lirze juz dzi$ ani §ladu. Zmienit si¢ nie do poznania. Podobny
raczej do bulwarowych §piewakéw paryskich. Z fachu jest to wtasciwie kolporter piosenek,
lecz kt6z kupi zadrukowany swistek z dwiema czy trzema piosenkami za trzydziesci groszy.
W ksiegarniach odpustowych pustki. Obroty zadne. Tedy kolporter zmienia sie w wykonawce.
Urzadzil sobie estrade na beczce od kapusty i zaczyna: ‘Ach, postuchajcie, panowie, panie, jakie
to smutne opowiadanie.’

Niewielka zrazu grupka pan i panow w pasiastych wetniakach przystaje i stucha zrazu obojetnie.
[...] Obserwuje $piewaka. Odbiegt on daleko od typu dziada kalwaryjskiego. Raczej niedoszty
$piewak kabaretowy. Zasobami stabiutkiego barytoniku szafuje do zbytku i do sédmego potu.
Dykcja wyrazna akcentuje kazdg zgtoske z osobna. I ten naiwny patos z roku trzydziestego!
[...] Mimo niepowodzenia pierwszego punktu programy $piewak jest dobrej mysli. Zdotat
zainteresowac stuchaczy. Czekaja, co bedzie dalej. Nie tylko nie odeszli, ale nawet troche
przybyto. I to lepszej publicznosci. Kilku gospodarzy, cztery kumoszki spod Kalisza. Spiewak
na beczce od kapusty staje sie osrodkiem zaciekawienia. Tym bardziej, ze siegnat do efektéw
niezawodnych: ‘Straszna zbrodnia rodzonej matki, ktéra zabita syna swego za dolary.’ [...]
Tragizm jest prymitywny i nieztozony, czyni wszelako olbrzymie wrazenie na stuchaczach.
Szloch i tzy wéréd welniakéw. Obserwuje babine, ktora przedtem grymasita w zakupach, [...]
teraz za$ idzie bez namystu za glosem swego wzruszenia. Pocigga nosemi dobywa supetek. Na
dany znak rzucaja sie i inni. Sukces $§piewaka jest znaczny. Uzbierat troche grosza. [...] Kobiecina
schowata starannie $wistek za pazuche. Nie zaluje trzydziestu groszy.”

23 Koziel, Wspomnienia wedrownego kramarza, pp. 159-173.

24 Luczkowski, “Opoczynski grajek.”
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they did not have sufficient financial resources to produce or purchase them
for dissemination. Furthermore, their primary activity was prayer (often
in the form of singing), for which they received appropriate remuneration
in the form of donations from passers-by. Secondly, the repertoire of songs
sung by them only partially overlapped with that of broadside ballads,
which was much broader; evidence for this claim derives from the fact that
the extant collection of broadside ballads as well as the documentation by
ethnographers of broadside ballads being sung includes many texts not
found in the recordings made directly from beggars.?

Still, the consumers of Polish broadside ballads were among the poorest
of the populace, and thus the form, content, and methods of distribution
of the ballads was constrained by the unstable economic condition of the
purchasers. The political and economic situation in Poland in the nineteenth
century, the economic crisis at the turn of the 1920s and 1930s, and the fact
that the main recipients of broadside ballads in these periods were not only
the poor but also the rural population, prevented the development of typical
European forms of distribution, which were often combined with extensive
stage performances. The most sophisticated example of such marketing is
the German Bdnkelsang, wherein a seller’s dramatized singing of a broadside
ballad was accompanied by him standing on a box or bench and using a
pointer to mark the stages of the sung narrative by pointing to one of many
pictures imaged on a board, which is propped up for all to see (thus both
guiding and attracting the gathering audience through the stages of song
with the eye-catching illustrations).?® Although some German publishers
(e.g., Herman Reiche) tried to direct some of their productions of broadside
ballads to communities of the Polish-speaking population by translating
Bdnkelsang printings into Polish, such efforts, due to the expense involved,
were nevertheless isolated initiatives and did not contribute to the spread
of this mode of marketing broadside ballads in Poland.*”

Not only the limited economic conditions of the new primary potential
consumers of this cheap print, but also the enormous role played by Catholi-
cism in the culture of the rural poor further explain why the repertoire
of Polish broadside ballads was dominated by religious topics, as we also
find is the case in Czech lands. If we follow this devotional line of think-
ing, we can understand why religious broadside ballads were additionally
stimulated by the popular pilgrimage movement. According to various

25 Grochowski, Straszna zbrodnia, pp. 176-181; Grochowski, Dziady, pp. 191—223.
26 Braungart, Binkelsang. See also the chapter by Ivanek.
27 Grochowski, “Polskie druki.”
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sources, even very poor peasants were willing to spend a certain amount
of money on the purchase of a broadside ballad related to the sanctuary to
which they made a pilgrimage. Such a broadside ballad was treated not only
as a souvenir but as a sign of the pilgrim’s presence in a holy place, and even
as something of a relic with sacred properties (similarly to rosaries, holy
pictures, and holy medals purchased at pilgrimage sites). After returning
home, printings of such pilgrimage broadside ballads were usually carefully
stored, collected, and often even sewn and bound together, creating a kind
of songbook (called “block,” Pol. klocek in the nomenclature of musicologists
and archivists), which were later employed, especially by local leaders, on
various occasions that involved collective religious song: e.g., during funeral
ceremonies or on subsequent pilgrimages.?® Such consumer collecting
practices, as a fortunate result, contributed to the better preservation of
religious broadside ballads in Polish and Czech ethnographic archives
and library collections. Secular broadside ballads topics were not usually
treated with such devoted attention by their consumers; they were thus
the most ephemeral of the already transient, because so cheap, broadside
ballad artefacts—quickly destroyed, reused, and even deliberately disposed
of as worthless publications for uneducated recipients. Thus, today their
survival in rare book rooms and other archival sites do not fully represent
their large popular production, even during their period of relative decline
in the late nineteenth and twentieth centuries.

Types of Topics and Genres

Investigating the content of Polish broadside ballads, we can discern that
they fall into two basic and separate groups: religious and secular. It was
rarely the case that religious and secular texts were published side by side
in one printing of a sheet. On the other hand, it should be emphasized that
the border between religious and secular broadside ballads was quite fluid,
just as we find in Czech broadside ballads and even in English broadside
ballads.?® Many secular texts contained numerous religious motifs (e.g.,
prayer formulas and interpretations of the described events as acts of God or
of the Virgin Mary), which made them ideologically similar to religious texts.

28 The Czech broadside ballads were also often sewn together by their consumers; in Czech
terminology, the resulting “block” of sewn broadside ballads is called spali¢ek. For more informa-
tion, see the introduction and the chapter by Ivanek.

29 For more information, see the introduction as well as the chapters by Ivinek and Fumerton.
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The thematic specificity of religious broadside ballads meant that in this
group we deal with a significant repetition of the published texts. Examples
include numerous broadside ballads related to sanctuaries, popular Catholic
saints, and some apocryphal legends, which have been reprinted many times
by various publishers. Because of their multiple reprintings (and, as discussed
above, their ephemerality), the exact number of editions of individual texts
is very difficult to determine from religious broadside ballads extant today.
In the case of secular texts, there were much fewer such publishing “hits”
(in the sense of such popular texts that were multiply reprinted), but there
is a visible tendency by printers, publishers, and authors to compose new
texts based on current and local events; many of these broadside ballads
are known today only from a single, unique surviving edition.

If we delve more deeply into religious broadside ballads, we find that
the most important place in their repertoire was occupied by two thematic
subgroups. The first such group concerns songs associated with popular
sanctuaries—sites wherein are sited images of Catholic saints (primarily
the Virgin Mary). In terms of genres, these texts can themselves be divided
into two categories. The first are verse legends that contain narrations about
the revelation of the saint figure that led to the creation of the sanctuary in
honour of them, as well as songs about the miracles they performed, such
as the granting of graces and healings in addition to prayer songs addressed
to the saint and pilgrimage songs sung at specific times during a trip to or
from the sanctuary.

The second subcategory of religious broadside ballads concerns the death
of Christ. Such songs specifically narrate in detail the various stages of the
Passion and crucifixion, or they take the form of meditation songs containing
prayer formulas connected with various moments related to Christ’s death
(e.g., songs that focus on his wounds, scourging, and falls on the way to the
hill of Calvary in Jerusalem), and the so-called “Calvary songs,” which were
performed during special rituals popular in Poland which enacted spatially
the places and events related to the last moments of Christ’s life.3°

Apart from the above-mentioned major subgroups, the repertoire of
religious broadside ballads also included several apocryphal legends (e.g.,
about the rich man and Lazarus, or about the escape of the Holy Family
to Egypt) as well as numerous prayer broadside ballads directed to patron
saints, broadside ballads containing the basic truths of faith and moral
principles, and quite a large repertoire of prayer-lamentations, and also a
few narrative eschatological broadside ballads (about the decline in social

30 Mitkowska, Polskie kalwarie.
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morals, the end of the world and Judgement Day, death and the posthumous
fate of the human soul, and the like).

In the case of secular broadside ballads, the main category is clear: news
broadside ballads dominated. Containing reports about various types of
current, and at the same time unusual, events, they were set in specific
real-time occasions (detailing the time, place, heroes, etc.) with great emo-
tion in order to move the feelings of the audience—evoking fear, pity,
indignation, and other strong affective reactions. The most common subject
of such broadside ballads were murders within the family circle, usually
following one of several life-patterns: a wife and her new lover murder
her husband to get him out of the way, children murder their old parents
for their inheritance, a son or daughter murder their siblings or the whole
family (out of jealousy, hatred, or, again, for the sole inheritance), and a
daughter-in-law murders her father-in-law or mother-in-law because of
greed to overtake their property or sheer hatred. Songs about children, seen
as burdens and murdered by their parents or surviving relatives as well as
persecuted orphans, were especially popular in this group. The slayings
described in news broadside ballads, as detailed above, are very often
motivated by material reasons relating to marriage and family life (e.g.,
the burden of supporting old parents or children from a previous marriage,
or poverty that makes it difficult to get married). At the same time many
such stories contain a religious interpretation of the presented events and
some supernatural intervention; they often refer to the miraculous salvation
of would-be victims or the divine punishment after the crime that falls
upon the murderer(s), such as instant death from a lightning strike, a farm
fire destroying all their property, or their suffering a severe and incurable
disease.3'

Surprisingly, however, compared to the European broadside ballads
repertoire, including neighbouring Czech collections, Polish materials
contain relatively few texts about natural disasters and stories of unhappy
loves that end with the suicide of one or both lovers; another otherwise
globally popular topic is completely lacking: stories about famous high-
waymen. We also find that high-profile socio-political or military events
(such as battles, wars, assassinations, or election of rulers), which in the
seventeenth and eighteenth centuries were one of the most important
topics of Polish broadside ballads—not surprisingly so, given their impact
on the country at large—definitively receded into the background in the

31 See similar divine punishments of murders, most usually after the killing, in English
broadside ballads; see also the chapter by Fumerton.
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nineteenth century.” In the materials from this period, only a very few
broadside ballads about individual military figures involved in historical
socio-political events are repeated (example of such songs include broadside
ballads about Stefan Okrzeja, who was executed as a participant in the
fight for Polish independence, and King Jan IIT Sobieski, who defeated the
Turkish army in the Battle of Vienna).33 In the broadside ballads from World
War I and the interwar period, there survive only a small group of a dozen
or so texts about the war; notably, they do not refer to any specific events,
contain only general images of the suffering of soldiers and civilians and
war tragedies, and more prominently sing of popular travelling themes (e.g.,
brothers meeting on the battlefield and fighting against each other). These
broadside ballads, nevertheless, often include a religious moral, presenting
war as a punishment for human sins, as well as contain numerous prayers,
especially prayers to God for mercy and peace. Their affiliation with the
group of secular historical broadside ballads is therefore problematic; they
lean strongly towards the religious. In the context of secular broadside
ballads, however, there is one more, not very numerous, although clearly
distinct thematic group. This set of broadside ballads consists of satirical
and moralistic texts that criticize and condemn various human flaws and
immoral behaviours, usually stereotypically ascribed to particular genders,
most often stigmatizing drunkenness (in men) and quarrelsome attributes,
naivety, and stupidity (in women). Though clearly not belonging to the
larger theme of religion, then, the prominence of morality in these so-called
secular satires is notable.

Finally, in terms of considering themes and genres within the Polish
ephemeral publications specifically from the 1920s and 1930s, one kind clearly
stands out. I refer to publications issued in large cities that are addressed to
a big urban audience (mainly in £6dZ and Warsaw). Their affiliation with
the phenomenon of broadside ballads may be debatable, but they should be
mentioned here because of their similar publishing format, and also partly
their like method of distribution. Printings of this type from this period
contain a completely different repertoire of songs to those we have so far
discussed. Firstly, they consist of popular songs in revues and cabarets, and
later also in radio and films as well as released records for playing at home

32 The absence of broadside ballads on these otherwise internationally popular topics is probably
related to the fact that they were quite distant from the realities of life of poor rural recipients,
were less likely to arouse emotional responses or interest among them, and, consequently, were
not preferred by publishers and printers.

33 Another notable exception to this absence was the printings published in Warsaw during
World War I, containing anti-Prussian propaganda songs.
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on gramophones. Secondly, their texts belong to urban folklore performed
by street singers and backyard bands. Humorous or sentimental songs
predominate amongst this repertoire, most often broadside ballads about
love and male-female relationships, but also satirical songs about current
social, political, and economic events.3* They would seem to represent the
uncertain times between the two world wars, represented in media of other
large cities as well, such as Paris, Berlin, and Venice.

Conclusion

The phenomenon of publishing broadside ballads in Poland basically ends
with the outbreak of World War II. The political, legal, and economic condi-
tions prevailing in Poland during the Second World War made it impossible
to produce and distribute broadside ballads, which necessarily involved open
street dissemination in some form.35 After the war, some publishers tried
to resume and continue their printing activities, publishing both pre-war
news broadside ballads and current texts relating to the tragic events of
the recent years. However, this post-war production is relatively modest
and never takes off. There are several reasons for this failure. Firstly, the
structural determinants of the production and distribution of broadside
ballads (which requires a network of printing houses, fairs, church fairs,
and pilgrimage traffic) had been radically disrupted by the war. Secondly,
there were serious difficulties in supplying the materials and equipment
necessary for the publication of any printed matter. Thirdly, the financial
capabilities of potential buyers, especially in the first years after the war,
were very limited. The death blow to the activity of publishers of broadside
ballads came in 1948, when the communist authorities in Poland issued a
decree liquidating private printing houses and publishing companies. This
year can also be considered not only the end of free printing as the public
knew it, but also the end of the history of Polish broadside ballads, which
have never been reborn since in their original form.

In the end, however, it is worth adding that many of the religious broadside
ballads continued to be disseminated for a long time in the villages both
orally (from memory) and in the form of handwritten notebooks. They were

34 This phenomenon is presented in more detail in Dunin, Papierowy bandyta, pp. 61-88;
Wieczorkiewicz, Warszawskie ballady podwirzowe.

35 A separate issue that does not fall within the scope of this study is the leaflets published
by underground organizations related to the resistance movement.
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mainly performed during funeral rites, Passion services, and pilgrimages.
Also, specific genre forms and stylistic conventions that had developed
within secular broadside ballads (especially news broadside ballads) ap-
peared from time to time in folk songs in connection with certain dramatic
events, such as the assassination of Pope John Paul IT in 1981, the murder
of Father Jerzy Popietuszko in 1984 (associated with the anti-communist
opposition),3® and the crash of a passenger plane in the Kabacki Forest
near Warsaw as late as 1987. Currently, these conventions are also used
in cabarets as well as in amateur and professional satirical works related
to current political events. In sum, broadside ballads, both religious and
secular, may be ephemeral and subject to repression, but they have a spirit
that lives in the culture of the people, both in Poland and globally.
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20. Czech-Polish Interrelations: The
Example of Marian Songs in the
Eighteenth and Nineteenth Centuries

Monika Szturcovd

Abstract

Monika Szturcova focuses on Czech-Polish interrelations in the field of
broadside ballads. She takes as her sample case study popular Marian
broadside ballads from the eighteenth and nineteenth centuries. She
focuses on the specific circumstances by which the printing industry
operated along the Czech-Polish border (where many pilgrimage sites were
located). Foreign-language songs, both Polish and Czech, she importantly
observes, were incorporated into specific domestic song traditions, both
via spontaneous adaptation among ordinary people—especially Czech
and Polish pilgrims who met at pilgrimage sites—and also via the com-
mercially motivated activities of printers/publishers seeking the widest

consumer market they could target.

Keywords: Czech broadside ballads, Polish broadside ballads, Silesia,
Virgin Mary, pilgrimage site

Polish Chapbooks and Broadside Ballads in Tésin Silesia*

An important subject, and one which has not yet been systematically re-
searched, is the publication of Polish chapbooks in the Tésin Silesia region. This
region is situated in the north-eastern part of today’s Czech Republic, along

the borders with Poland and Slovakia; it takes its name from the town of Tésin

1 For more information on the connections between chapbooks and broadside ballads, see
the introduction and the chapter by Ivanek.

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH20
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(Cieszyn in Polish, historically Teschen in German). The region underwent
a distinctive course of historical and ethnic development as a result of the
co-existence of Czech, Polish, German, and Jewish cultures. Polish chapbooks
were published in Tésin Silesia from the mid-nineteenth century—not only for
the autochthonous Polish population, but also for export and sale to nearby
territories that are now in Poland. Té$in became an important regional printing
centre at the beginning of the nineteenth century, followed by the nearby town
of Frydek towards the middle of the century. The relaxation of censorship fol-
lowing the upheavals 0f1848 created favourable conditions for Polish-language
printing in Tésin Silesia, which in turn led to the increasing use of Polish in
public life (in official communication, education, and religious life).

The roots of Tésin’s role as a printing centre can be traced back to Tomas
Prochazka (1771-1817), who came to the town from Prague and bought a
local printing shop from Fabian Beinhauer in 1807. The business was run by
five successive generations of the Prochazka family for more than 130 years,
and during that time it made an indelible mark on both Czech and Polish
printing, playing a central role in the cultural life of the region and beyond.
Thanks to the business acumen of its owners, the company established itself
as one of the foremost printing houses in the Austro-Hungarian Monarchy
(in 1883 it was granted imperial approval, gaining the official status of a
printing and publishing house by appointment to the emperor’s court in
Vienna). The business began to falter in the challenging circumstances that
followed the First World War and during the Great Depression, when it had
to scale down its production substantially. During the Second World War
it was taken over by German owners, and after the communist takeover of
1948 it was nationalized.

Reflecting the unique ethnic composition of Tésin Silesia, the print-
ing house published in Czech, Polish, and German. It first began issuing
Polish-language printings after 1848, in response to growing public demand.
Although the owners of the printing house (the Prochazkas) were pro-
German in their sentiments, the key motivation for their commercial strategy
was profit, so they attempted to build up a base of Polish customers by
printing advertisements stating that the company specialized in publishing
Polish-language books and periodicals. It is also relevant to the subject of
this chapter that the Prochazkas not only owned a printing shop in Tésin
itself; in 1848 they established a branch of the company outside Tésin Silesia,
in the city of Bielsko (Poland), which distributed the products of the Tésin
printing shop in what is now Poland. We have little information about the
activities of the Bielsko branch, but we do know that during the 1860s it was
still owned by the Prochazka family.
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In terms of the genres and subject matter covered by the printing house,
its Polish-language production was quite diverse and wide-ranging, encom-
passing Polish newspapers and periodicals, prayer books, songbooks, hymn
books, chapbooks, textbooks, and other printings for use in the region’s
schools, as well as various other printed materials. Literature aimed at a
broad readership from the lower strata of society played an important role in
the company’s production portfolio—especially chapbooks. Unfortunately,
relatively few Polish chapbooks produced by the Prochdzka printing house
have survived to this day.? Because many of these printings were exported
to what is now Poland (as mentioned above), surviving examples can be
found not only among the holdings of Moravian and Silesian memory
institutions, but also in Polish institutions.3

The most common types of texts published in Polish chapbooks were
Catholic religious broadside ballads, though other types of religious texts
were also printed (sermons or prayers). A distinctive feature of this produc-
tion is the fact that it catered not only to Catholic readers, but also to the
local Lutheran community; sporadic examples have survived. It is surprising
that Polish secular songs do not feature among the surviving examples of the
company’s production (unlike the secular songs published by the printing
shop established in Frydek at a later date by Frantisek Orel); this can be
explained by the fragmentary nature of the sources that have survived.

The Catholic broadside ballads cover the traditional range of subjects;
they are dominated by songs about the Virgin Mary and Jesus Christ, with
alarge number of songs for pilgrimage sites and somewhat fewer examples
of songs about saints. Pilgrimage songs played an important role among
the broadside ballads aimed at a Catholic readership. Polish songs were
printed for Marian or Calvary pilgrimage sites, which were popular among
pilgrims from Tésin Silesia: Géra Swietej Anny (St. Ann’s Hill) in Opole
Silesia, Kalwaria Zebrzydowska in Lesser Poland, and especially Jasna Géra
in Czestochowa—the most popular Polish pilgrimage site. However, the
pilgrimage songs published by the company also included original works
publicizing pilgrimage sites of regional renown in Tésin Silesia.

A small number of surviving examples of Polish broadside chapbooks

Vv

from Tésin Silesia were aimed at the local Lutheran population. Such texts

2 The Polish chapbooks from the Prochazka printing house analysed for this study are held
by the following institutions: Ksigznica Cieszynska (Cieszyn), Biblioteka Slaska (Katowice),
Muzeum Tésinska (Cesky Tésin), Muzeum Beskyd (Frydek-Mistek), Slezské zemské muzeum
(Opava), Moravské zemské muzeum (Brno).

3 Windakiewiczowa, “Katalog piesni.”
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include Piesni ludowe o zatozeniu Kosciota Ewangelickiego przed Cieszynem.
Na uroczystosc 150-letniego jubileuszu dnia 24. maja 1859 obchodzonego,
na pamigtke wydane (Folk songs about the establishment of the Lutheran
church near Tésin), published in Té$in in 1859 to mark the 150" anniversary
of Emperor Joseph I's official approval (1709) for plans to build a church
(later known as Jesus’s Church), which was one of six so-called Churches
of Grace.* The printing contains three narrative songs with the following
incipits: “Cieszynscy ewangielicy, postyszcie prawdziwe rzeczy” (“Lutherans
of Tésin, listen to true words”), “Roku potem tysiecznego, siedmsetnego
dziewigtego” (“Later in the year 1790"—probably a continuation of the first
song), and “Rado$¢ nam juz nastala w tej cieszynskiéj ziemi” (“Now we have
joy in this land of Tésin").

During the final quarter of the nineteenth century and in the early twen-
tieth century, the Prochazka printing house published not only broadside
ballads, but also Polish-language folk reading books, mainly with secular
content. These printings were associated with a publishing house owned
by the Feitzinger family, founded in the 1850s by Edward Feitzinger Sr.
(1809-1869). Feitzinger ran a bookshop and published both religious and
secular literature in Polish, Czech, and German. During these decades, the
Prochazkas printed more than 2o titles for Feitzinger’s publishing house,
including adventure books, books about history and legends, educational
texts, and practical instructive texts. Most of these books presented stories
that were internationally popular (e.g., the stories of Magelone, Melusine, or
Doctor Faustus), though there were also some well-known Polish tales as well
as original texts by Polish authors, with subject matter connected with the
region (such as stories about the Silesian bandit Ondf4s). In terms of genre,
they were quite varied, including adventures, fairy tales and legends, dream
books, occasional speeches, explanatory or didactic texts, and practical
instructive texts. When internationally popular stories were adapted, the
source language was usually German or French. There is no indication
that these texts were adapted from Czech—though Czech was used as the
source language for many religious songs (see below).

Another company that made an important contribution to the tradition
of printing in Tésin Silesia was the Orel printing house in Frydek, which
operated for more than seven decades. Its founder was Frantisek Orel
(1849-1927), who had learned the printing trade at the renowned Foltyn
printing shop in Wadowice (Lesser Poland). The Orels’ company supplied
printed forms for shops, industrial businesses, banks, various associations,

4  Piesniludowe |[...],1859, SZM N 5577.
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and private customers. It also sold paper goods. Thanks to the Orel’s business
acumen, their products (especially their chapbooks containing pilgrimage
songs) became renowned even beyond the borders of Silesia. The outbreak
of the First World War caused the company to scale down its production.

The Orel printing house (like the Prochazka company) published lit-
erature and printed materials in Czech, Polish, and German. It is relevant
to the subject of this chapter that Frantisek Orel also established a branch
outside the borders of Tésin Silesia, at Kalwaria Zebrzydowska in Lesser
Poland; the branch remained in operation until 1914. Orel’s decision to set
up a business at Kalwaria Zebrzydowska was undoubtedly motivated by
the popularity of this pilgrimage site among Catholics in the Tésin region,
and he was probably inspired by the time he had spent living and working
in nearby Wadowice.

As is the case with the Prochédzka printing house, not many Polish
broadside ballads printed by the Orel Company have survived; around 60
different broadside ballad gatherings were analysed for the purposes of this
research, held at several Polish and Czech institutions.5

Also, similarly to the Prochdzka printing house, most of the Orel com-
pany’s production consisted of religious literature—broadside ballads,
prayer books, and so on. The Polish songs are mainly about the Virgin Mary
or Jesus Christ, and pilgrimage songs are also strongly represented (with the
choice of pilgrimage sites the same as those in the Prochazkas’ production).
To a lesser extent the printings also included songs about saints, miracles
and miraculous apparitions, as well as secular printings (e.g., for weddings).
However, no examples of folk reading books or songs for Lutherans were
found.

Bi-directional Translation of Religious Songs

The research conducted for this chapter compared Czech and Polish broad-
side ballads (not only from the Prochazka and Orel printing houses). One
interesting finding of the analysis was that popular religious songs were
borrowed in both directions; Czech songs were adapted into Polish and
vice versa. When tracing the connections between the Czech and Polish

5  The Polish chapbooks from the Orel printing house analysed for this study are held by the
following institutions: Ksigznica Cieszyniska (Cieszyn), Biblioteka Slaska (Katowice), Muzeum
Etnograficzne (Krakéw), Muzeum Tésinska (Cesky Tésin), Muzeum Beskyd (Frydek-Mistek),
Slezské zemské muzeum (Opava).
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repertoires of pilgrimage songs in the eighteenth and nineteenth centuries,
the research focused on identified demonstrable influences on the genesis of
specific texts; it did not explore typological connections (such as analogous
tendencies in the development of Czech and Polish pilgrimage songs) or
the ways in which the same religious texts were adapted into Czech and
into Polish.

During the period under investigation, chapbooks were an important
printed medium for the dissemination of pilgrimage songs. However, the
research faced a challenge: the disproportionate numbers of surviving
Czech and Polish printings that were available for analysis. The oldest Czech
broadside ballads date from the end of the sixteenth century, and their
development reached a peak in the eighteenth century and the first half
of the nineteenth century. However, Polish broadside ballads only began
to emerge in the second half of the nineteenth century. There is no doubt
that these songs were disseminated among Polish-speaking communities
at an earlier date than is indicated by the printed sources; however, this
dissemination took a different form, evidently via oral transmission or via
manuscript copies.

To determine the direction of translation, a linguistic analysis of the
broadside ballads was conducted (most of the adapted texts contain elements
that are traceable to interference from the vocabulary or structures of the
source language). Other indicators sometimes also proved useful—such as
the date given, the number of changes made in the text (it was common for
broadside ballads to be adapted from “templates,” with only the names of
the pilgrimage sites changed according to the publisher’s needs), or different
editions (it was common for printing houses to adapt each other’s texts).
However, caution is necessary especially when comparing the dates of Czech
and Polish sources. As has already been mentioned, all the Polish sources
date from the second half of the nineteenth century onwards, whereas
the Czech sources are mostly older—though this does not necessarily
mean that the Czech broadside ballads were the original texts. The analysis
also traced which pilgrimage sites were chosen for the Czech and Polish
broadside ballads, as this indicates how well known these sites were and
the extent to which they had become established in the song tradition. In
some cases, both Czech and Polish broadside ballads exist for the same
pilgrimage site in the Czech-Polish border region; here it is very likely that
the second language version originated at that particular site, as a result
of meetings between pilgrims of both nationalities. We know that popular
destinations for Moravian and Silesian pilgrims during the eighteenth and
nineteenth centuries included Kalwaria Zebrzydowska, Wambierzyce,
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Gora Swietej Anny (St. Ann'’s Hill) in Opole Silesia, Piekary, and especially
Jasna Géra in Czestochowa, a Polish pilgrimage site of central importance
(numerous literary and visual sources demonstrate that the Black Madonna
of Czestochowa was widely revered in Moravia and Silesia).®

The research identified around 30 pilgrimage songs with Czech- and
Polish-language versions (ten examples of these songs are given in Table 4).7
The following discussion focuses on interesting examples that illustrate the
process by which songs were borrowed from one language into another.®

The first example for discussion is a relatively rare case of songs produced
for the same pilgrimage site. Understandably, the texts chosen for translation
were mainly popular and widespread. An exceptionally popular song in the
Czech community was “Zadny nevi, co jest laska, kdo ji nezkusil, negel bych
ja za svou milou, kdybych nemusel” (“Nobody knows what love is unless they
have experienced it,  would not go to see my love unless I had to”),° whose
the Polish counterpart was “Zaden nie wie, co jest taska, Maryja, Maryja”
(“Nobody knows what love is, Mary, Mary”)." This incipit was very popular;
it appeared not only in religious songs, and during the eighteenth century
it was also found (in various forms) in secular songs. Both the Czech and
Polish versions of the song were intended for the pilgrimage site at Jasna
Gora in Czestochowa (in fact, it was the most frequent of the Czech songs
for Czestochowa), and there are printings dating back to the mid-eighteenth
century. In the nineteenth century, a Czech version of the song was also
produced for the pilgrimage site at Mariental (now Marianka, Slovakia).

6 Forinformation on the cult of the Black Madonna of Czestochowa in Moravia and Silesia,
see Ivanek et al., “Pod ochranu”; Ivanek et al., “Kramarské pisné.”

7  The chapbooks analysed for this study are held by the following institutions: Czech:
Etnologicky tistav Akademie véd CR (Brno branch), Knihovna Narodniho muzea (Prague),
Meéstské muzeum a galerie (Hranice), Moravska zemské knihovna (Brno), Moravské zemské
muzeum (Brno), Muzeum a galerie (Prostéjov), Muzeum Beskyd (Frydek-Mistek), Muzeum
Tésin), Muzeum Vysociny (Jihlava), Muzeum Vyskovska (Vyskov), Ostravské muzeum (Ostrava),
Regionalni muzeum (Chrudim), Regionalni muzeum (Litomysl), Slezské zemské muzeum (Opava),
Zemsky archiv (Opava), Slovacké muzeum (Uherské Hradisté), Statni okresni archiv (Frydek-
Mistek), Vlastivédna knihovna (Olomouc), Vlastivédné muzeum (Olomouc), Polish: Biblioteka
Jasnogodrska (Czestochowa), Biblioteka Narodowa (Warszawa), Biblioteka Opolska (Opole),
Biblioteka Slaska (Katowice), Biblioteka Uniwersytetu Jagielloniskiego (Krakéw), Biblioteka
Uniwersytetu Warszawskiego (Warszawa), Ksigznica Cieszynska (Cieszyn), Muzeum Historyczne
(Krakéw), Muzeum Etnograficzne (Krakéw).

8 Alisting of the editions of all the Czech songs discussed in this chapter up to 1850 is given
in Malura and Ivanek, Horo krdsnd.

9 E.g, the printing: Piseri novd ke cti a chvdle [...], 1751. VMO E 19601.
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Printings of the Polish version of the song date back to the second half of the
nineteenth century, and these were only intended for Czestochowa. It is a
typical pilgrimage song that skilfully handles motifs of passionate love. The
Madonna is addressed as “my love” and “my lover,” and the pilgrim expresses
a powerful emotional experience on the physical level. The Czech and Polish
texts have the same number of strophes, but the strophes in the Polish
version are longer, as the song also includes a salutation to the Virgin Mary.
The similarity between the Czech and Polish languages made it possible to
replace Czech words and phrases with similar-sounding Polish words and
phrases, though in many cases the meaning is different. As a translation
from Czech, the Polish version of the song also includes numerous elements
that are traceable to the Czech language.

However, it was far more common for the same song to be used for different
Czech and Polish pilgrimage sites—and this necessitated more changes in
the text. The text was borrowed and adapted to meet specific needs; however,
the changes to the text are usually relatively minor, generally restricted to
replacing the name of the patron and the pilgrimage site. A good example
is the popular Czech song “Horo krasna spanild” (“Oh, lovely fair hill”),"
whose Polish equivalent is the (likewise very popular) song “Gwiazdo sliczna
wspaniata” (“Oh, beautiful fair star”).’* The analysis of the Czech songs
revealed several adaptations for different pilgrimage sites. It is probable that
the song was originally composed for the pilgrimage site at Kitiny; it was
published as such from the beginning of the nineteenth century. During the
first half of the nineteenth century, a version was also published for Ivancice
(Stara Hora), and also during the first half of the nineteenth century a version
was published for Chlumek, with different first lines. In the Polish tradition,
this text was used for Czestochowa and an unidentified Virgin Mary of
Calvary (in all cases dating from the second half of the nineteenth century).
The Czech version can be classified as a typical pilgrimage song, featuring
typical motifs associated with pilgrimages (such as the image of a hill). The
speakers are an individual singer, a group of pilgrims, and the Virgin Mary,
who calls the pilgrims to her as if they are her children. Love motifs play quite
an important role in the song; the pilgrims give their hearts to Mary, who
is said to be beautiful and lovely, and is described as a stunning jewel. She
is celebrated not only by the pilgrims, but also by all creatures. The artistic
effect of the song is generated by the final verse in each stanza, in which a
verb form is repeated twice with the insertion of an emotive interjection.

1 E.g, the printing: Nabozné voldni|...], 1800-1850], SZM N 5198.
12 E.g, the printing: Dwie piesni [...], 1884, BUW XX Bat.
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The end of the song features the obligatory appeals for the Virgin’s blessing,
protection, and intercession at the hour of death. The translation from Czech
is of good quality. The Polish version retains the structure of the Czech
song, though with minor changes in motifs. In particular, the love-related
motifs are less prominent in the Polish version; Mary is not portrayed as the
pilgrim’s lover, but only as a protector and mother.

The research found a substantial predominance of translations from
Czech to Polish—though the borrowing worked in both directions. A valu-
able example of a translation from Polish to Czech is the song “Mars, mars,
mé srdce na Kalvarii” (“March, march, my heart, to Calvary”), which is
noteworthy both for its language and its motifs; it was adapted from the
Polish song “Marsz, marsz, me serce na Kalwaryja” (whose title has the same
meaning as that of the Czech version).’# Both the Czech and Polish versions
referred to an unidentified Calvary; surviving examples of Czech printings
date from the late eighteenth century, and examples of Polish printings from
the second half of the nineteenth century. The song incorporates military
motifs and conceptualizes the pilgrimage as part of a spiritual struggle.
The song’s origin as a Polish text is evident from numerous lexical and
morphological features in the Czech version.

Today, it is not possible to determine the circumstances in which in-
dividual translations originated. We can only assume that the texts were
translated when Czech-speaking and Polish-speaking pilgrims came into
contact with each other at pilgrimage sites. However, an insight into the
process by which a foreign-language song was adapted into the domestic
tradition is provided by a valuable source of Polish origin—a manuscript
collection of religious songs recorded by the prolific Silesian folk song
collector Jan Kupiec from Laky (1841-1909), which contains translations
of Czech religious songs. Kupiec was a hymn leader on pilgrimages, and
his activities as a song collector led him to travel not only within his home
region, but also to Moravia.’s It is also instructive to compare other song
texts from Kupiec’s manuscripts with the texts of songs published in the
form of chapbooks.

This process can be illustrated using the example of a pilgrimage song
collected by Kupiec and entitled “Stoneczko zaszto, péjdziemy spaci” (“The
sun has set, let us go to sleep”). The Czech template for this song was the

13 E.g, the printing: Piseri novd o kalvdrii|...], [1790—1810], ZAO KT 410.

14 E.g, the printing: Trzy piesni, 1873, BS 214655.

15 An edition of the songs is presented in Burzywoda and Myszor, “Piesni patnicze ze zbioru
Jana Kupca.”
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widespread broadside ballad “Slunécko zaslo, pijdeme spati” (whose title
has the same meaning).!® This Czech song was very popular, and it was
adapted for various pilgrimage sites; at the end of the eighteenth century
for Suchdol, and in the first half of the nineteenth century for Mariazell
(Austria) and Zaro$ice (Moravia). The song is addressed to the Virgin Mary,
and it could be sung by pilgrims in the evening before going to bed. Kupiec'’s
transcription of the song includes numerous lexical and morphological
elements traceable to the Czech language. The translation is literal, evidently
motivated either by the desire to retain the same number of syllables in the
verses or by a lack of understanding of the Czech words. This led to some
awkward choices of words or distortions creating words that sound similar
to the Czech original. Besides featuring in Kupiec’s manuscript, Polish
versions of the song can also be found in chapbooks from the second half
of the nineteenth century."” Unlike Kupiec’s text, the printed versions do
not contain errors or evident cases of interference from Czech.

It appears likely that songs were adapted not only spontaneously, among
ordinary people, but also as a result of the commercial activities of printing
houses in the Czech-Polish border region, which specialized in publishing texts
for a wide readership—specifically, the two printing houses mentioned above.
However, it is probable that these printing houses also played an active role as
intermediaries in the process of borrowing and adaptation; songs that were
particularly popular (and could thus be judged to be “successful”) may have
been translated for commercial reasons. Information about the translation
sometimes found its way into the title of the printing itself. Examples include
the printings of the broadside ballads “Pie$ni nowa o najswietszéj Pannie Maryi
Kalwaryjskiej z morawskiego jezyka na polski przetozona” (“A new song about
the holiest Virgin Mary of Calvary, translated from the Moravian language into
Polish”),® “Piesti w podrdzy o najéwietszéj Pannie $lgskiej na polskg przetozona”
(“A pilgrimage song about the holiest Virgin of Silesia translated into Polish”),"
“Piesn z morawskiego jezyka na polski przetozona” (“A song translated from
the Moravian language into Polish”), or a broadside ballad accompanied by
the remark “z némeckého na polské, pak z polského na moravské prelozena
od velebného kvardiana na kalvarii” (“Translated from German to Polish, then
from Polish to Moravian by the magnificent guardian of Calvary”).?

16 E.g., the printing: PoboZnd piser [...], 1790, CT, H 10206/1.
17 E.g., the printing: Szesé piesni [...], 1858, BS 213455 L.

18 Estreicher, Bibliografia polska II, p. 387.

19 Ibid., p. 388.

20 Novd piseri [...], 1811, MT H14371.
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Returning to the two main printing houses in Tésin Silesia (Prochazka
and Orel), it is evident from the sources that in several cases, both compa-
nies published the same religious song in both Czech and Polish versions
simultaneously. Prochdzka’s repertoire includes the songs to Our Lady of
Sorrows “Smutnou pisen zaciname, zanechame radosti™ and “Smutne pienie
zaczynamy, zaniechajmy radosci” (both “We begin with a sad song and end
with joy”)??; the pilgrimage songs “Horo krasna, spanila” (“Oh, lovely fair
hill”)*3 and “Gwiazdo sliczna, wspaniata” (“Oh, beautiful fair star”)*+; the
pilgrimage songs “Slunécko zaslo, pijdeme spati” (“The sun has set, let us
go to sleep”)*s and “Stoneczko zaszlo, juz zasngé potrzeba” (“The sun has
set, we need to go to sleep now”)2’; the songs of praise and supplication
“Kdyz jsme prisli k tobé, Kralovno, pfed tviij zazra¢ny obraz, Kralovno”
(“When we came to you, oh, Queen, before your miraculous image, oh,
Queen”)*” and “Gdys$my przyszli do kosciota, Krélowo, przed tak cudowny
obraz twdj, o Krélowa” (“When we entered the church, oh, Queen, before
your wonderful image, oh, Queen”)*®; and the Passion songs addressed to
Christ “Velik4 to milost Boha Otce byla™9 and “Wielka to mito$¢ Boga Ojca
byta” (both “It was a great mercy from God the Father”),3° both of which
were also published by Orel in Frydek).3*

Conclusion

The publication of Polish-language broadside ballads in what is now the
Czech Republic is a phenomenon that has previously remained neglected
by researchers, yet it certainly deserves our attention due to the specific
circumstances in which the printing industry operated in the Czech-Polish
border region. The research presented in this chapter has shown that
Polish broadside ballads from Tésin Silesia were published for the local

21 Piseri k Bolestné [...], [1857], SZM N 5636.

22 Piesn o siedmiu bolesciach [...], [1858], MZM ST 1796.
23 Pisert ku Panné Marii|...], 1811, MT H 14368.

24 Piesrio N. Pannie Maryi [...], 1850-1864], ME, no sign.
25 Poboznd piseri |[...], 1807-1850], MT S 6872-3.

26 Piesnina dobrg noc [...], [1850-1864], SZM N 5659.

27 Novd piseri [...],1811, MT H 14371.

28 Piesn o najswietszej |...], [1850-1864], MZM ST 1328.
29 Piseri o umuceni|...],1866, MB FM 11866 S.

30 Piesi o catej mece [...],1862, SZM N 5601.

31 Piserioumuceni|..], [1877-1899], MB FM 12422 S; Piesti o catej mece [...], [1877-1899], MB FM
11067 S.
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Polish-speaking population as well as to be exported and sold in the territory
of today’s Poland—especially at pilgrimage sites in the Czech-Polish border
region which were popular with pilgrims from Tésin Silesia. The research
also demonstrates the bi-directional process of borrowing and translating
(adapting) songs from the semi-folk repertoire that were disseminated as
broadside ballads in the eighteenth and nineteenth centuries. Printing
houses located in different state entities borrowed widely from each other’s
production. Foreign-language songs were incorporated into the domestic
song tradition both via spontaneous adaptation among ordinary people
(especially when pilgrims of different nationalities met at pilgrimage sites)
and also due to the commercially motivated activities of publishers of
popular religious literature; the linguistic similarity between Czech and
Polish made it possible to draw not only on the domestic repertoire, but also
on the repertoire of the neighbouring community (in most of the analysed
cases the translation was from Czech into Polish). This process did not
require any substantial creative input. The songs were translated more or
less literally (sometimes leading to awkward choices of words or opaque
meanings), the genre characteristics remained unchanged, and in most cases
the speakers also remained the same. The only alterations concerned the
names of the patrons or pilgrimage sites, and there were only slight shifts
in meaning, leaving the overall message unchanged. In terms of genre,
the translated texts were mainly songs of praise and supplication, or texts
with a promotional or meditative function. The research did not reveal any
translations of narrative songs; this can be explained by the difficulty of
adapting such a song for a different place. For the sake of completeness, it
must be noted that Czech-Polish and Polish-Czech adaptations were not
limited solely to Marian pilgrimage songs. This process was also applied to
songs that were addressed to Christ or the saints (a subject which would merit
a separate study). However, both the Czech and the Polish song traditions
were affected by this process of borrowing more in quantitative terms
than in qualitative terms; by the eighteenth and nineteenth centuries, the
genre of pilgrimage songs was highly stable in both cultures. Comparison
of the songs indicates that the adaptation of foreign-language songs into
the domestic repertoire was a smooth and unproblematic process; this is
reflected in the fact that the songs subsequently went on to live their own
lives as part of the production of broadside ballads, and continued to be
adapted according to specific needs. This demonstrates that when a cultural
phenomenon spans the boundary between nations that are similar both
linguistically and culturally, the process of exchange functions in a similar
way to the analogous process within a single national or regional tradition.
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Roaming Heroes and Their Ballads:
Brazilian Cordel Narratives in the

Context of the Global Broadside Ballad
Tradition

Katerina Brezinovd

Abstract

Katetina Biezinova deals with the geographically most far afield, yet
closely related phenomenon in this study, Brazilian cordel literature.
The author explores cordel as a part of a global broadside ballad tradition
with roots in the Iberian Peninsula, yet deeply shaped by Brazil’s cultural
and social conditions. Since the late nineteenth century, cordel spread
quickly and widely in space, time, and focus. Biezinova demonstrates
that cordel’s form and narrative were particularly transformed by the
multiple processes of migration it experienced in Brazil. Though previ-
ously disdained as “unsophisticated” and “low,” cordel literature is now,
ironically, cherished as a major part of the nation’s cultural patrimony.

Keywords: Cordel, Brazil, internal migration, popular culture, folklore,

cultural history

This study deals with the phenomenon of Brazilian cordel literature. While
many might perceive cordel today as something entirely unique to Brazilian
literary tradition—an ephemeral artefact that has been officially declared
a manifestation of the intangible cultural heritage of Brazil—I present it

here as part of a global broadside ballad tradition linking together, as if
by a cross-Atlantic chain, many “like” printing productions, including the
Czech broadside ballads that have been central to this volume. In fact,
cordel precursors travelled to Brazil from Europe; specifically, the Brazilian

artefact’s form and content have been strongly influenced by the ballad

Fumerton, P., P. Kosek, and M. Hanzelkova (eds.), Czech Broadside Ballads as Text, Art, and Song
in Popular Culture, ca. 1600-1900. Amsterdam: Amsterdam University Press, 2022
DOI 10.5117/9789463721554_CH21
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tradition of the Iberian Peninsula. Once cordel crossed the ocean, however,
it became deeply transformed by the folklore of Brazil’s arid north-east—a
region with strong cultural links to West Africa.

Like the broadside ballad transnationally, cordel represents a multimedia
print production: it combines a verse text with an eye-catching image,
and it used to be performed live, often with musical accompaniment. The
combination of different media—visual, textual, and performative—make
it a unique hybrid expression, bridging Brazilian folk and popular culture.
Its thematic range is also remarkable, though again not much wider than the
cornucopia of topics we find embraced by broadside ballads globally. There
is one exception in Brazil, however: cordel literature here mixes together
historical happenings locally and from afar, as well as those of the distant
past and those happening right now. As a result, phantoms and mythological
figures from rural Brazilian folk traditions are portrayed in cordel booklets
side by side with famous cangaceiros (i.e., real-life bandits); events in the
next village are narrated alongside those happening as far away as the
country’s capital or even New York City; and tales from Latin America’s
revolutionary 1960s are conveyed as equally important (and with equal
vehemence) as those of the passionate #MeToo campaign against sexual
harassment. In the world of cordel, one might say, history is not linear but
circular, or put even more strongly, it is simultaneously past and present,
there and here—one moment in time.

My goal in this paper is to explore the character and significance
of cordel in Brazil and ultimately more globally—examining cordel’s
contribution to our full understanding of the international broadside
ballad phenomenon. What we find is that, despite all its commonalities
with broadside ballads worldwide, the Brazilian cordel remains culturally
specific in form, content, and cultural production. First, I will focus on
the cordel genre as an idiosyncratic manifestation of the global tradi-
tion of broadside ballad. Yes, we can trace cordel’s journey to Brazil all
the way back to Europe. But most fascinating is that, in the tracking of
such lineage, we also discover the genre’s “naturalization” as a Brazilian
cultural artefact. We shall see that a uniquely Brazilian cordel evolved into
a printed form at the end of the nineteenth century in the north-east of
the country; but cordel then continued to develop up even to the present
day, both materially and thematically. The evolving form and narrative
of cordel, I argue, represent the most eloquent manifestations of the deep
transformation of Brazilian society in the twentieth and twenty-first
centuries. In following such a transformation, I will dedicate special at-
tention to the phenomenon of migration within this artefact’s tradition
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in Brazil. As I shall demonstrate, the impact of migratory processes is
twofold: it reveals changes both in cordel’s geography and in its themes
or narratives. This twofold migration of cordel in Brazil is the reason why
the genre’s popularity extended far beyond the north-east. Following the
rural Brazilians’ exodus into economically prosperous cities throughout
the country, we find that cordel gradually became an urban phenomenon
and ultimately gained an audience among intellectuals and an art-loving
public in Brazil and beyond.

From Europe to Brazil

We might begin with a basic definition of cordel in terms of the genre’s
format. Cordel consists of small chapbooks or booklets that include eye-
catching illustrated covers, rhyming texts, and, as mentioned above, were
often originally sung (though no tune is printed on the title page). As in
Czechia, they are made from a single double-sided printed sheet of paper that
is subsequently folded, cut, and sewn. To the extent that the final product
that constitutes a cordel booklet consists of a gathering of two-sided printed
pages, even if those pages are made from a single printed sheet, one might
be inclined to dismiss the cordel genre as strictly not a broadside (defined
as a single-sided) ballad sheet. But to hold steadfastly to that one defining
feature is to dismiss the majority of other similarities that link cordel with
broadside ballads globally, as discussed in the introduction and in the
chapter by Fumerton. Different formats, as Fumerton points out, can serve
a shared purpose.

Indeed, like broadside ballads globally, not only are cordel multimedia
(art, verse, and originally song), but their making from a single printed
sheet allows them to serve one of the higher causes of international
broadside ballads: conserving paper so as to keep costs down. Cordel,
like other broadside ballads across the globe, can also be bought in-
expensively. Furthermore, they were marketed to the masses: in rural
areas where the populace gathered, such as at markets or open-air fairs
and, in the case of Brazil, also at public bus stations throughout the
country. In the interests of catching the eye of potential buyers, they
are most frequently displayed to passers-by at improvised stalls, where
they are suspended for display on a cord; thus, the most common term
for them is folhetos de cordel (meaning “booklets on a string”)—in short,
cordel. Brazilians also refer to them by various other terms, including
romanceiro popular nordestino (north-eastern popular romance), romance
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Figure 40. Cover of a cordel booklet that comments on international affairs.
These small booklets often feature eye-catching illustrated covers, frequently
woodcuts. This title comments on an international issue of the day—the war over
the Falkland Islands (Malvinas) fought between Great Britain and Argentina in
1982. Ferreira da Silva, Inglaterra e Argentina em Guerra Pelas Malvinas (n.d.).

(romance), livros do povo (people’s books), folhetos de feira (market flyers),
and foiétos (flyers).!

Brazilian illustrated rhymed booklets of the type pictured above are dis-
tant relatives of the poems and minstrel songs of the German Minnesdnger,
and more generally, of the sung and printed broadside ballads of European

1 Ministério da Cultura, “Literatura de Cordel,” pp. 39—40.
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tradition. Cordel’s most direct ancestors, however, immigrated to Brazil from
the Iberian Peninsula with its rich orality and ballad tradition. Records show
that the genre was known in Spain by its named Brazilian counterpart: as
literatura de cordel (string literature) in the eighteenth century (the name
for the genre used in Brazil up to the present time).* In Portugal, they were
also referred to as folhas volantes (flyers) or folhetos de feira (market flyers),
referencing both their brevity but also their mobility and mass-marketing.3

As with the broad-beamed thematic nature of broadside ballads else-
where, cordel functioned as a cheap source of news, entertainment, and
moral counsel, among a variety of other topics. Sometimes—especially
in their longer versions—they took on an epic and romantic character,
touting subject matter related to medieval heroic tales. Examples include
epic stories, or romances, such as the ones entitled “Histéria da donzela
Teodora” (“The story of Miss Teodora”), “Histéria do Imperador Carlos
Magno e dos Doze Pares de Francga” (“The story of Emperor Charlemagne
and the twelve French noblemen”), or “Histéria da Imperatriz Porcina”
(“The story of Empress Porcina”).* These ballads—considered “histories,” as
their titles tout—were extremely popular, in every sense, including being
widely enjoyed and marketed to the general populace (low, middling, and
even high). The connection, if not direct lineage, with folk songs and oral
traditions is clearly evident here as elsewhere. In eighteenth-century Spain
and Portugal—just as in Britain and France earlier—oral ballads were
often printed in cheap booklets and hawked by itinerants on the streets
or at printers’ stalls.> Educated elites derided these artefacts, considering
them mere entertainment for “people from the lower orders and servants.”

In the latter half of the eighteenth century and through the nineteenth
century, oral and printed ballads eventually became less important and

2 Santos, Memdria dasvozes, p. 61. There existed, however, a considerable variety of names to
refer to this genre, such as relacidn, aleluyas (aucas), gozos (goigs), pliego suelto poético, historia,
coplas, décimas, trovos, sequidillas, sainete, pasillo, sdtiras, pliegos carnavalescos, motes, piropos,
cartas de amor, jotas misticas, almanaques, mojigangas, canciones, argumentos, cuentos, jicara
(xdcara), estribillo, evangelio, cartilla, etc.

3 InPortugal, the term cordel is documented in the second half of the nineteenth century.
See Ministério da Cultura, “Literatura de Cordel,” p. 41.

4 Fundacéo Casa de Rui Barbosa, Literatura popular, pp. 124-154.

5  InSpain and Portugal, the distribution of cordel was often entrusted to the blind who were
organized in religious brotherhoods. While not forming such formal organizations by any means,
even in Britain the marketing of broadside ballads was acceptable for the blind and, for that
matter, all disabled people. (From a cynical perspective, we can see such acceptability as the
parish’s means of supplementing its owed “poor relief” to the needy.)

6  Beli¢, Spanélskd literatura, pp. 41-42.
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less widespread in the north of Europe, Britain, and the United States. As
societies modernized, they began to turn away from the genre. Broadside
ballads reflected this decline; they diminished in size and ornamentation.
Most importantly, these artefacts entirely lost their printed tune titles.
Broadside ballads eventually disappeared from lived, everyday life in the
first decades of the twentieth century, except as they were passed down in
increasingly fading collective memory.

But oral-turned-printed ballads survived as cordel, finding a fertile
soil in Brazil's remote and arid north-eastern region known as the sertdo.
Up to today, this poorest part of Brazilian territory is characterized by
a large black and mixed-race population, who have and still experience
extreme social and economic inequalities. It was the audience of the
sertdo who most enthusiastically embraced cordel literature upon its
arrival in Brazil.

The Cordel Literature of North-Eastern Brazil

European broadside ballads disembarked in Brazil along with the Portuguese
colonizers and settlers. Local storytellers conveyed them further to remote
rural settlements and the fables circulated through the north-east in oral
form much earlier than the first written records suggest. Printing of books,
newspapers, and any other documents was permitted in Brazil only at the
beginning of the nineteenth century, 300 years after the land was colonized.
Once allowed, printing practice spread from the capital, Rio de Janeiro, to
other important, yet still rather isolated population centres throughout
Brazil.” Therefore, the first written mention of a cordel booklet in Brazil
dates only from 1893; it appears in a text by the prolific author-cum-publisher
Leandro Gomes de Barros from the state of Paraiba.

Poets and storytellers from Brazil were apparently well aware of the
popularity of broadside ballads in Europe.® And while such authors
drew inspiration in stories of medieval knights and Iberian romances,
they mixed these subjects together with regional legends and stories as
well as with the rich African heritage of the Brazilian north-east. Fearless

7  Theroyal printing monopoly ended in1808. Prior to that, all books and prints were imported
to Brazil with a prior license due to the censorship, which was fully lifted around 1822. Hallewell,
O livro no Brasil, pp. 154—161.

8  Seethe comment, “Tihna lugar garantido nas feiras livres da Franca, Na Alemanha também”
(“They had a guaranteed place at fairs in France and also in Germany”); Campos, A histdria da
literatura de cordel.
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bandits Lampido and Silvino, a seven-headed monster, and agricultural rites
proper to the sertdo became as defining for the contents of cordel in Brazil
as did the Yoruba water goddess and the protector of slaves, lemanja.?
The result of this acculturation or “naturalization” of the broadside ballad
in the north-east, as we shall see, is a distinctive Brazilian cultural artefact
which faithfully mirrored values and the culture of the audiences in their
adoptive land.

In some instances, the transfer of the European literary tradition into
Brazilian folk writing can be traced in a direct line, such as in the case of the
myth about the land of Cockaigne. In this paradise, famously depicted by
the Flemish painter Pieter Bruegel (The Land of Cockaigne [1567]), everything
comes easily and in abundance. Such is also the case in the Brazilian cordel
titles that tout a mirror-land of Cockaigne called Sdo Sarué.” Another
excellent example of the immigration to Brazil of a story previously popular
in Europe is the “Histoéria da Imperatriz Porcina” (“The story of Empress
Porcina”), which we mentioned earlier. This drama about love and suffering
of a faithful Hungarian princess pursued by her deceitful brother-in-law
was published in book form in Rio de Janeiro once the royal monopoly on
printing was lifted. The fable was spread widely by storytellers throughout
rural Brazil even earlier than that, however, and since a book was a luxury
item in Brazil, the tale of Porcina was published as a cordel booklet in
the north-east in the early twentieth century.” So popular did this story
become in Brazil that the folklorist Luis da CaAmara Cascudo suggested,
“no other motif originating in the Oriental and European literary tradition
has resonated with such strength and inspirational power as the story of
the Empress Porcina.”* An equally strong influence on the development
of the cordel genre in the north-east region of Brazil was the West African
oral tradition. We find such African tales manifested, among others, in
the figure of the tribal storyteller and musician known as the griot, akin
to the bard figure in the European broadside ballad tradition.” Cordel was

9  Adding to the appeal of rhyme and music was ornamentation; the oldest surviving booklet
features a woodcut illustration on the cover—published in 1907—that tells the story of a famous
bandit of the north-east named Antonio Silvino (Franklin, Xilogravura popular, p. 20).

10 Alves Marques, Escritos e ditos, p. 87.

11 Ministério da Cultura, “Literatura de cordel,” pp. 48—49. Francisco das Chagas Batista
(1885-1929) based his cordel on an earlier Portuguese version of the Porcina tale composed by
the blind poet Baltasar Dias in the mid-sixteenth century. The fable took on a life of its own in
Brazil and many local and regional versions of the cordel circulated throughout the north-east.
12 Cascudo, Cinco livros do povo, p. 313.

13 Oliver, The Cambridge History of Africa, p. 386.
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Figure 41. Cover of a cordel booklet showing a “fight” between Severino
Pinto and Severino Milanez. Cover designed by José Francisco Borges.
Improvised verbal fights between poet-guitar players, also known as
repentistas, were a common sight on the streets of Brazil. Since the advent
of the internet, some of these fights have also been performed online.
Milanez da Silva, Peleja de Severino Pinto con Severino Milanez (1951).

further transformed by the regional cultures that embraced it: we now
encounter the metric schemes, motifs, and traditions of the improvised
verbal duel which was known in the folklore of the Brazilian states of
Paraiba, Pernambuco, Ceard, and Rio Grande do Norte as the peleja (fight).
In this verbal, not physical, battle, two poets or singers improvise verses,
often to a guitar accompaniment, just as the cover of one of the cordel titles
suggests (Figure 41).

Incorporating these multiple sources of inspiration, the Brazilians made
the broadside ballad genre their own. In the process, they imbued their
cordel verse, images, and song with a distinctive quality, making them “so
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rich and varied, and yet so typical of north-eastern Brazil [...] that they
transformed their European precursors beyond recognition.”*

The Heyday

The heyday of Brazilian illustrated cordel spanned from the early 1920s
until the 1960s; north-east Brazil was then swarming with printing houses,
publishers, and authors. Two important provincial centres and transporta-
tion hubs—the cities of Juazeiro do Norte and Caruaru—stood out on the
imaginary map of cordel literature. Despite their remote location, these
print centres are widely known throughout Brazil as important pilgrimage
sites and vibrant centres of popular culture. While Juazeiro is attracting
millions of pilgrims venerating the cult of Father Cicero, a religious leader
and charismatic champion of the humble Brazilians,'> Caruaru has become
famous for its vibrant forré music scene, as well as for its grand dramatiza-
tions depicting the Passion of Jesus Christ.

Cordel booklets were primarily on sale at markets or open-air fairs,
and also at public bus stations leading to all areas, as mentioned above.
From such locations, the storytellers, itinerant vendors, and individual
buyers took cordel literature to the rest of the north-east. But dissemination
was not the only key to the prominence of cordel booklets. The success-
ful marketing of these cheap multimedia artefacts largely depended on
the performative skill of the seller (who is also often the author); if the
little booklet story with an eye-catching front page rhythmically recited
at markets and other public places could grab the attention of potential
readers and viewers, multiple sales might be made. When sold, the stories
were often performed (sometimes in song) to the accompaniment of a guitar
or a drum. It is estimated that around the mid-twentieth century, cordel
reached a massive audience totalling around 30 million people.’® Dozens
of radio stations fed the popular appetite for cordel literature, thus further
helping to spread the genre."”

14 Ivamberto Oliveira cited in Ministério da Cultura, “Literatura de cordel,” p. 23.

15 Roman Catholic priest Cicero Roméo Batista (1844-1934), known as Padre Cicero, used his
ecclesiastical and political position to protect interests of the poor sertanejos. Among others, he
defended the messianic community of Caldeirdo de Santa Cruz do Deserto, a thriving cooperative
made up of landless peasants—a thorn in the sides of the wealthy latifundia landowners of the
region.

16  Franklin, Xilogravura popular, p. 22.

17 Xavier and Guidorizzi, “The Greatest Poet That God Creole,” p. 25.
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In the subsequent decades of the heyday of cordel, and primarily in
connection with the exodus of poor north-easterners to Rio de Janeiro,
Séo Paulo, Brasilia, and other cities throughout Brazil, as they searched
for work, cordel and its audience expanded as well to the rest of the
country. During the second half of the twentieth century, therefore,
cordel gradually became an urban phenomenon, a cultural change to
which the last part of this paper is dedicated. As will become apparent,
the transformations in cordel were reflected in the subject matter of
the booklets as well as in their readership. During the 1980s, the sources
voice some 3,000 poet-vendors selling their cordel booklets from market
to market in the north-east, as well as hundreds of authors who followed
their audience to the Brazilian cities.’® However, the number of published
new cordel titles began to decline during the second half of the twentieth
century, as did the total number of copies printed. The earlier plethora of
prosperous printing houses thriving on cordel shrank to just a handful
of remaining small publishers in the north-east and one large publisher
in Sdo Paulo.

By the end of the twentieth century, the Brazilian cordel entered
a period of stagnation. Only a handful of new titles appeared; most
publications were simply re-prints of popular older booklets. Some
observers started to consider cordel as a relic from a glorious past.’d
Others launched projects to revitalize the genre in its new urban setting
in Rio de Janeiro and Séo Paulo. The awakening of academic and artistic
interest in cordel in Brazil thus comes as no surprise in the last decades.
In sum, these inexpensive booklets of rhymed verse, with their eye-
catching covers, proper to the commoners of lower strata, have become
a keen topic of interest for academics, art curators, and members of
the elite public interested in capturing both “the past” and “authentic”
Brazilian culture. As a result, cordel booklets can be increasingly found
in literary bookshops, university libraries, and first-rate exhibition sites.
In the twenty-first century, looking ahead, cordel entered a new phase of
existence—one that gathered the official and financial support of state
authorities, as the humble cordel ironically became a cherished part
of Brazil’s cultural patrimony. In this shift from “low” and improvised
to more “high” and established position, cordel booklets at the same
time have transitioned into something we might term, paradoxically,
“preserved ephemera.”

18 Ibid., p. 22.
19 Curran, “Brazil’s Literatura de Cordel,” p. 1.
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Between Folklore and Popular Culture

Based on this mini-history, cordel can be considered a distinctive mani-
festation of Brazilian popular culture. Aimed at both an urban and rural
readership, as we have seen, the ballad booklets are mass-produced and
sold at geographical junction points on trading routes or at pilgrimage
sites aimed at reaching the widest possible audience. This widespread
promotional phenomenon in itself does not differ cordel from, say, Czech
broadside ballads. But at the same time, as the genre shared distribution
modes with Czech popular artefacts, there is little doubt it incorporated
features specifically of Brazilian folk poetry: cordel’s rhymed verse and
subject matter are firmly rooted in the country’s unique popular imagina-
tion. The verses, once sung, furthermore, are never representative of one or
another social faction; or rather, they are always on the side of the poor. In
addition—and in this sense cordel shares a general theme of global broadside
ballads—good, as seen from the perspective of humble Brazilians, always
triumphs over evil, and the greedy inevitably get their just deserts. It was
this quality of justice, which he saw as peculiar to “folk poetry,” that caught
the attention of Manuel Cavalcanti Proenca, one of the first scholars to focus
on the genre in the 1960s.?° Until then, as is a common position throughout
Europe regarding any genre that was mass-marketed, Brazilian popular
culture (with the exception of several pioneering artists, anthropologists,
folklorists, and literary figures) had been largely overlooked as a “lower”
form of culture lacking sophistication and rooted in poverty and ignorance.

As we trace the genre more deeply, we further find that the very humble
world that gave rise to Brazilian cordel poetry is often exemplified in the
lives of its authors, whose fates were in many respects similar to those of
their audiences. Most cordel artists, poets, performers, illustrators, and
sometimes even musicians—often all in one person—came from the
underprivileged strata of Brazilian society; they personally embodied the
same joys and sufferings of their audiences. In the thriving cordel past,
few of these authors received a formal education, let alone artistic or other
recognized training. They generally learned the basics of their trade as
apprentices in one of the printing houses, and they further mastered their
art as hawkers as well as authors, selling booklets from market to market,
town to town. This is the very story of one of the most respected cordel
authors of the present day: José Francisco Borges, from rural Pernambuco,
who was illiterate until the age of twelve. His unique chance of learning

20 Cavalcanti Proenca, Literatura popular, p. 1.
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Figure 42. Cover greyed of a cordel booklet depicting England and Argentina in the war over the
Falklands. The image shows a booklet which is printed and folded, yet still uncut. It is this cordel
format that prevails nowadays in Brazil; a small cordel made of a single small sheet, eight pages
of text, plus a front and a back cover (for a total of twelve pages). Ferreira da Silva, Inglaterra e
Argentina em Guerra Pelas Malvinas.

how to read and write came when his father agreed to send him to school
for a period of less than a year; apart from that brief but enlightening
interlude, Borges had to work in a rented field alongside the rest of his
family.*

The techniques, subject matter, and language employed in cordel reflect
the interests, tastes, and economic realities of the authors and their audi-
ence.”” In like spirit, the booklets produced by cordel creators are printed on
inexpensive paper decorated with rudimentary woodcuts. To further keep
costs down, the cordel booklets are generally made from a single double-sided
printed sheet of paper typically measuring 30 by 20 centimetres. The final
product, when folded, cut and roughly sewn together usually consists of
eight pages. The pages measure on average just 11 by 16 centimetres (roughly
4" x 6”). In Figure 42, we can see an uncut cordel that would have formed
eight pages of the text plus front and back cover.?s

21 Borges, Memorias e contos dej. Borges, pp. 46—48. Borges, interview.

22 Until the late twentieth century, the authors of cordel were almost invariably men. One of
the notable exceptions is Maria das Neves Batista Pimentel, daughter of the poet and publisher
Francisco das Chagas Batista.

23 Ministério da Cultura, “Literatura de cordel,” pp. 53-54.
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Figure 43. Booklets on display in the Brazilian Academy of Cordel Literature (Academia Brasileira
da Literatura de Cordel, ABLC) located in the traditional neighbourhood of Santa Teresa in Rio de
Janeiro. ABLC was founded in 1988, and it is home to more than 13,000 cordel titles today. Photo:
A.Bfezina, 2010.

Lengthier booklets known as romances most often tell adventure tales,
or love stories. Due to their large number of pages, they were initially
produced from a larger sheet of paper in professional print shops, though
the many-times folded product would still measure 11 by 16 centimetres,
just like the shorter cordel booklets above. Later, however, as production
of cordel moved to home printing presses, it became common to produce
romances as a gathering of multiple two-sided printed sheets made from
the sheet size that was still just 30 by 20 centimetres?4; folded and sewn
together, they would produce a total of 16 or 32 pages—more chunky, or
thick, but still of a relatively pocketable size that fell between that of the
Czech quarto and octavo.

Like the broadside ballad globally, furthermore, the cover of the cordel
booklet, as we have noted, is typically illustrated. In the first decades of
printed booklets in the Brazilian north-east, the cordel booklet was produced
by professional print shops, and the most common techniques for producing
the images were zincography and copper engraving. From approximately

24 Franklin, Xilogravura popular, p. 22; Ferreira da Silva, interview.
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the middle of the twentieth century, however, wood carving became the
preferred technique to illustrate the chapbooks. Not only was wood carving
much cheaper than engravings, but it also reflected the changes in cordel
production: booklets had become increasingly self-published or printed by
small, family-owned local presses. In this way, the poet who wrote the text
was thus also able to carve the woodblock, making the artefact even more
personalized. Towards the end of the twentieth century, these woodcuts
became popular collector’s items in their own right.?>

How to Study Cordel Literature?

So far, with regards to its origin, distribution, and consumption, I have
presented cordel literature as a hybrid artefact inspired by Brazilian folklore,
mass-produced item of popular culture. As T have further noted, the internal
migration of the sertanejos, as the inhabitants of the arid north-eastern
sertdo are known, to Brazil’s more economically prosperous cities during
the latter part of the twentieth century resulted in a migration as well of
cordel, which had been up to that point unique to north-eastern people and
their territory. As such migration spread even further, the once-localized
cordel turned into a nationwide phenomenon.

My point is that it was not just that the urban context changed the
geographical locales of cordel. The cordel readership underwent even more
substantial changes in Brazilian cities. Most of their audience, we find, was
no longer illiterate. Nor were they isolated: many consumers now lived among
densely crowded populations of many millions. These city inhabitants did
not get their news—or at least not their wide-reaching, national, and even
international news—from local markets, as they had gathered popular news
in rural areas in the previous decades. Rather, they turned to TV screens
or social media like Twitter, which were, in a word, ubiquitous. How can
we lay the groundwork for studying cordel in such a fluid, shifting, and
expansive cultural context?

This question is complicated by the fact that the theoretical underpinnings
for studying what used to be thought of as “high” and “low” cultures in Latin
America have profoundly transformed over the second half of the twentieth
century. Thanks to the new insights from the cultural studies that insisted

25 For the emergence of the dominance of block print, as well as the cordel’s illustrations from
copper plates, zincography, black-and-white photograph or linocut (depending on the author’s
possibilities and the fashion of the time), see Franklin, Xilogravura popular, p. 46.
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on the critical importance of race, identity, gender, and religion, cordel and
other expressions of what formerly used to be disdained by many as “low”
culture have come to constitute an important field for cultural and social
analysis. A part of this cultural turn in humanities and social sciences was a
seminal book entitled Culturas hibridas: estrategias como entrary salir de la
modernidad (Hybrid cultures: Strategies for entering and leaving modernity)
by the anthropologist and philosopher Néstor Garcia Canclini, published in
1989. Garcia Canclini refused to embrace the romantic notion, present in
some of the scholarly interest in popular cultures in the earlier years of the
twentieth century, that it was a form of spontaneous creativity, reflecting a
traditional “folk genius,” which was later marketed as a source of “memories
for sale” and artefacts for tourists and collectors to acquire. In his view, popu-
lar cultures, on the contrary, are the key to our understanding of postcolonial
social systems, their hierarchies, and the mechanisms by which power is
reproduced. To Garcia Canclini, the diverse societies of Latin America should
not be understood as an idealized aggregate of the heterogeneous ethnic,
racial, linguistic, and religious characteristics of their inhabitants, but rather
as the result of the processes of modernization that had unevenly affected
and ultimately fractured cultures and societies in Latin America. He thus
sought to comprehend the uneven and dissevering modernization processes
of the continent by examining power and hegemony in regions’ multi-ethnic
societies. Based on his study, Garcia Canclini concluded that the coexistence
of “modernity” (associated with “high,” elite, urban, cosmopolitan culture
which is generally white and brings progress) with that which historically
tended to be considered by regional elites as its opposite (the traditional,
rural, peripheral, “low;,” “backward,” and often mixed-race, black or indigenous
features of Latin American cultures) represents the greatest source of social
conflict in Latin America. Some of these social strains Canclini refers to are
well documented in the Brazilian cordel verses.

Another inspiring way to study cordel literature is by following the
insights made by Marc Ferro—that is, to view cordel as an alternative
historical record, one written not from the perspective of the educated elites
(who enjoyed a privileged position as chroniclers of Brazil’s evolution), but
rather as history narrated “from below” by the underprivileged sections
of society.?® Cordel literature, in this reasoning, voices the perspective of
the disadvantaged whose viewpoints have traditionally been neglected in
their country’s dominant historical narratives, and oftentimes deemed as
unsophisticated, peripheral, and, indeed, irrelevant.

26 Ferro, Cinema and History.
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Finally, efforts to analyse the communicative role of cordel provide
insights into the contextualization of conflicting viewpoints between the
educated, economically accommodated, and outward-looking elites of Brazil,
generally residing in the south, and the many dwellers of the feudal north-
east lacking formal education. By the end of the twentieth century, some
researchers, in a variation on arguments about broadside ballads globally,
as we have seen in the chapters on Czech ballads by Malura and Polakova,
came to describe cordel literature as the newspaper of the poor, capable of
“translating” mass-marketed news into the commoners’ poetic language,
and in the process, introducing news within a symbolic world that would
be familiar to Brazil's north-eastern inhabitants. Verses, the argument goes,
help readers, viewers, and listeners to translate national and international
news into their personal circumstances; at the same time, they incorporate
the symbolic world and ethics of the Brazilian countryside. The news is thus,
in the words of Mark Curran, “recodified for the popular folk consumer.”?

Thanks to such new critical appraisals of cordel literature by those cited
above, cordel is no longer disregarded as a product of “low” culture that is
lacking real interest. We can analyse the genre today as a poetic chronicle of
north-eastern Brazil and its people, whether they live in rural areas or in cities.
Brazilian cordel poetry, in sum, represents a valuable historical and cultural
resource whose narratives allow for a better insight into how power and
privilege played and continue to play out in the multi-ethnic societies of Brazil.

Themes and Narrative

Up until the middle of the twentieth century, as noted above, a substantial
proportion of the population of north-eastern Brazil lived in remote rural
areas difficult to access. Many cordel texts are thus deeply rooted in agri-
cultural communities and in their rich imaginative world. They tell stories
of cattle-farming, religious festivals, and rituals like the bumba-meu-boi (hit
my ox), natural disasters, crimes of passion, and myths and legends about
such monstrous creatures as werewolves and a woman with a donkey’s
head.?® Cordel thus functioned as its own kind of local chronicle—one that
was a source of news imaginatively conceived both from the community
and from its version of the “outside.”

27 Curran, “Brazil’s Literatura de Cordel,” p. 1.
28 “Bumba-meu-boi” is a festival popular throughout the north-east of Brazil. It generally
carries strong religious symbolism as well as an important charge of social critique.


