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cailin a Tige MoiR. @he Girl of the Great Tionse.

Tars air, which appears to me to be a very characteristic specimen of the true old Irish jig,
is a very popular dance-tune in the counties of Cork, Kerry, and Limerick, in all of which
it is considered to be very ancient, and to have been originally used as a march. It is
known amongst the Irish-speaking population of these counties, as the Cailin a tighe Mhoir,
or, literally, the “Girl of the Great House;” but in English it is called “The Housekeeper.”
‘The set, of the air here given has been selected as the truest from a variety of versions of it
obtained from those southern counties, and of which three have been communicated to me
by Mr. Patrick Joyce, and one by the Rey. Father Walsh, the present kind-hearted old parish
priest of Iveragh, in Kerry. Amongst these versions of the tune there are, however, no
essential or important differences.

As this tune is the first well-marked example which I have selected for publication of
the dance-music of Ireland—a large class of our airs which has received from preceding col-
lectors but a very small amount of attention, as if such airs were considered of little value,
but which I think of equal interest to those of any other class of our melodies—it, appears to
me to be desirable that I should offer some remarks, not upon the antiquity of this class of
music in Ireland, which will be found treated of in the preliminary Dissertation, but upon
the various forms or subdivisions under which the innumerable airs of this class may be ar-
ranged, and upon the characteristic features by which they are to be distinguished and de-
nominated. I shall also, in connexion with a specimen of each subdivision or varied form
of these tunes, offer some descriptive remarks upon the mode in which they were danced,—
a subject not hitherto, as I believe, in any way illustrated, and which I should be unable to
treat of, but for the kindness of Mr. Patrick Joyce, who has communicated to me his know-
ledge of the subject, and whose words I shall in every instance use; for though his obser-
vations, which have been formed on his intimacy with the dances of the Munster peasantry,
are applied only to them, they are, as I have every reason to believe, equally applicable to
the dances of the other provinces of Ireland.

The dance music of Ireland may then be described as of several kinds, of which the
principal are,—the common, or “double jig;” the “single jig;” the “hop jig;” the “reel;”
the “hornpipe;” “set dances,” of different kinds; and various “country dances.” Of these
dances I shall at present only notice the common, or “double jig,” of which the tune
that follows is an example.

The common, or “double jig,” is a dance tune in siz-¢ight time, usually consisting of
two parts of eight measures each, each of these measures usually presenting two quaver
triplets throughout the tune, and each part being always played twice. In these general
features, this most common variety of our dance tunes only differs from the great majority
of the old clan marches in the somewhat greater rapidity of time in which they are gene-
rally performed; and I have already expressed my conviction, that very many of these
common jigs were originally marches, and wero anciently used for both purposes; but on
this point the reader will find more in the preliminary Dissertation,

“The common, or ‘double’ jig,” as Mr. Joyce writes, “is generally danced by either four
or two persons, but the number is not limited. The dance to this, as well as to every
other kind of dance-tune, consists of a succession of distinct movements called steps,’ each
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of which is usually continued or repeated during either four or eight bars of the tune. Every
step is danced at least twice in succession, first with the right foot, and after with the left.
If the step extend to four bars, or measures, only, it is danced twice with each foot, in order
to extend it over the whole of one part of the tune played twice. Every ‘step’ has corres-
ponding to it what is called its ‘double step,’ or ‘double; or ‘doubling; that is, another
similar step which extends to double the time of the former; and in relation to this, the
original on which the double is founded is called the ‘single step.” After a single step has
been danced, it is ¢ doubled ;" that is, its double step is danced immediately after with right
and left foot in succession.

“A movement, or as it is called in Munster, a step, is always danced in one place,—a
promenade round the room is never called a step.

“All steps are formed by the combination of certain el , Or Opera-
tions, which have got various names expressive of their chamct,er, such as grnndmg,
¢drumming, battering,’ ‘shuffling,’ ‘rising,’ ‘sinking, ‘heel and toe] &c. A few of the
most important of these may be described.

“The dance of the jig always commences with what is called ‘ the rising step,’ in which
first the right foot is raised pretty high from the floor, and thrown forward,—then the
left,—and lastly the right; which three movements correspond with the first three bars of
the tune, and the fourth bar is finished by either ‘grinding’ or ‘shuffling’ Grinding is
performed by striking the floor quickly and dexterously with the toes of each foot alter-
nately, six times during & bar, corresponding with the six notes of the two triplets form-
ing the bar, and requires much practice from the learner. Grinding, when performed with
nailed shoes, is of all the dance steps by far the most wofully destructive to the floor—espe-
cially if an earthen one. Instead of grinding, however, shuffling is often substituted, which
latter is a lighter movement, and, as its name imports, is performed by giving each foot
alternately a kind of light shufing motion in front of the other.

“ After the rising step follow various other steps of a light and skipping kind, and com-
paratively easily performed, until a certain stage of the proceedings, when all the dancers
move round the room, while one part of the tune is played, i.e., during the playing of six-
teen bars. This movement is commonly called ‘halving’ the jig, for it usually occurs about
the middle of the dance ; and the steps after it are generally of a very different kind from those
used before. After halving comes the really hard work, when battering, drumming, and
all the other contrivances for making the greatest possible quantity of noise, come into
requisition.  Battering is of several kinds, according to thekind of tune. Inajigitis called
“double battering; or simply ¢doubling’ This is done byfirst leaning the whole weight
of the body on one foot; the dancer then hops very slightly with that foot, and throws for-
ward the other, drawing it back instantly again, and striking the floor with the ball of the
foot twice,—once while moving it forward, and again when drawing it back. Thus the floor
is struck three times, and these strokes must correspond with the three quavers forming one
of the two triplets in a bar. Frequently this is done twice with one foot and twice with
the other,—which corresponds with two musical bars,—and so on to the end of that part
of the tune; but, generally, battering is intimately blended up with various other evolu-
tions, and not continued for any length of time by itself. The term ¢doubling’ has been
applied to this kind of battering from the double stroke given by the foot that is thrown
forward ; and from this the jig in siz-cight time came to be called the ‘ double jig.”
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“In grinding and battering, the toes only are used. Drumming is performed by both
toes and heels, and is, perhaps, the most noisy of all the ol\ex.xmons in dancing. In drum.
ming, also, the triplets of the jig are timed, and it is inued for a consid
time, but is more commonly united with other movements.

“The movements I have described under the above names are only avery few out of the
number of those in use,—the rest having either no names at all, or names which I never
knew. No description can give an idea of the quickness, the dexterity and gracefulness,
with which these various movements are performed by a good dancer; and notwithstanding
their great variety and minute complication, scarcely a note in the music is allowed to pass
without its corresponding stroke. There are few movements of the human body that re-
quire so much skill, dexterity, and muscular action, all combined ; and, for my part, I must
confess that T have never seen any exhibition of manly activity that has given me such a
sense of pleasure as a double jig danced by a good Munster dancer.”

To the preceding remarks of Mr. Joyce I may add, that the jigs of this class are also
popularly known, at least in Munster, by the appellation of Moinin (pron. Moneen) jigs,—

a term derived from the word Moin, a bog, grassy sod, or green turf, and which, according
to Mr. Curry, is also an ancient name for a sporting place, somewhat in the same sense as
the English word “ turf” is now applied to a race-course: and hence the application of its
diminutive, Moinin, to this kind of jig; because, at the fairs, races, hurling-matches, and
other holiday assemblages, it was always danced on the choicest green spot, or Moinin, that
could be selected in the neighbourhood.
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D'Pearr Liomsa AINNTR 5N sUNa. 5 monld rater buoe o Aaiden withont o Goun,

For the following beautiful air, as well as for the preceding, and many other melodies of
equal value, I have to express my very grateful acknowledgments to Mr. Patrick Joyce,
formerly of Glenasheen, in the county of Limerick, but now of Dublin,—one of the most
zealous and judicious of the collectors of Irish music who have voluntarily given me their
aid in the prosecution of this work. Like most of the airs in his collection, this tune was
procured in Munster, and it very probably belongs to that still singularly musical province.
Tt was learnt by Mr. Joyce from the singing of his brother, Mr. Michael Joyce of Glena-
sheen, who had it from his father. Of the Irish song sung to it, Mr. Joyce says that his
brother can now only remember the annexed fragment; but the subject of it was a com.-
parison drawn by a young man between two women, one of them old and ugly, but very
rich,—possessed of large herds of cattle, and to whom he was importuned to get married,—
the other, a young and blooming girl, but entirely fortuneless; and he contrasts the riches
and ugliness of the former with the poverty and beauty of the latter, whom he finally de-
termines to prefer. The fragment above alluded to is as follows:—

Sedés pieic b6 bame, Fan arnapup, Seven score milchers, without doubt,
TR pity * . iy

Da perrpeat ¢apal vo tpeabéas, Twice six ploughing horses to plough with,
d jeate pitic vonn bpuimEionn 655 Twice seven score young dun heifers ;

' peapp Liompa amnip zan ina Twould rather have a maiden without a gown
Na pmfpce vo pearap ¢aille énén. Than a stump of a fat, swarthy woman.

# = Pend.20 incies.
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In reference to the construction of the preceding air, it should, perhaps, be observed,
that it is one which characterizes, and is peculiar to, a large class of Gaclic melodies, and
which may be described as airs in triple time, consisting of two strains, or parts, in each of
which there are two sections, and in each of these, again, two extended or irregular phrases.
Such melodies, therefore, when written in threefour time—with a view to enable the per-
former to mark the time and accents more readily—as in the example above, will have the
seemingly irregular number of twelve bars, or measures, in each part; whereas, if consi-
dered as properly in sizfour, or nine-cight time, the parts will consist of but four bars in
each part, or eight in all,—as in the example of the well-known air of this class called Cailin
deas g-cruidadh na mbo, or “The pretty Girl milking the Cow,” which has been always so
written.

Further, with respect to the rhythm of melodies of this class, I may remark that the
two phrases in each of their four sections consist in each of three accented, or emphatic
notes, each of which is preceded and followed by an d one, with this pti
that every second phrase closes upon the accented note ; or, using the terms of Grecian
rhythm, the first phrase of each section consists of three amphibrachs, and the second of
two amphibrachs and an Tambus. Hence it follows that the stanza suited to such melodies
should consist of eight lines, corresponding to the eight phrases of the tune, the lines alter-
nately containing nine and eight syllables, having their accents in accordance with those of
the melody ; and as a very happy example of such metrical adaptation of English words to
a melody of this class, I may instance Moore’s song, “The Valley lay smiling before me,”
written for the Irish melody of Cailin deas g-cruidadh na mbo, or “The pretty Girl milking
the Cow,” as above referred to.

Lastly, I would remark, that it appears to me in the highest degree probable that it is
to this class of the ancient Irish or Gaelic vocal melodies we should ascribe the origin of
that class of our dance-tunes, in nine-¢ight time, popularly known in Munster by the name
of “Hop jigs” Such dance-tunes,—as I have already stated in a preceding notice at
page 19,—are certainly very peculiar to Ireland ; though I have found an interesting spe-
cimen of a dance-tune, very similar in construction, in the Introduction to Wood's recent
valuable work, “The Dance Music of Scotland,” where it is given, amongst the examples of
the old dance-tunes of continental countries, as a “Song for dancing; of Sarlat, in the
ancient province of Perigord, now in the Department of Dordogne, in the south-west of
France.” Tt is written in threefour time ; and as an interesting illustration of the preced-
ing remarks, I have taken the liberty of inserting it here.
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cd Rabais anois a cailin big. PBlere bowe qun o, my little Girl?
Tre very spirited and characteristic air which follows was given to me by Mr. P. Joyce,
who learnt it in his native county of Limerick, where it is still a popular favourite. It is
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now usually sung to an Irish song, supposed—but erroneously, as Mr. Curry believes—to
have been written for it by the clever, but licentious Limerick poet of the middle of the last
century, named Andrew Magrath, or, as he is better known, by the cognomen derived from
his calling, the Mangaire Sugach, or Jolly Merchant or Pedlar. As a whole, this song is
unfit for publication, but its first stanza may be given as an example of the rhythmical
construction suited to the melody.

Ca pabarp anorp @ sailfn Big?
 vtbaps ma magap Liompa:
“biop amui pan-o1vée "pioc,
 pamne ma paeo beaz abpuip.
Sing Tow-row-row, &e.

r- Pend. T inches.

‘Where have you been, my little girl ?
My mother of me questioned :
T was abroad this freezing night,
‘Watching my bit of spinning.
Sing Tow-row-row, &.
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The Bk,

Tae following dance-tune,—which is, or rather was, a very popular one in Munster, and
for which I am indebted to Mr. Patrick Joyce,—belongs to the class of dance-tunes com-
monly known by the term “set dances.” Such tunes may have a general character in
common with those of any of the other classes of dance-tunes, as the double jig, reel, or
hornpipe, but are usually distinguished by some inequality in the length of their parts, or
some other irregularity of structure, which necessarily requires a particular dance to be
appropriated to each of them, and which is never danced to any other tune. Thus, as will
be seen in the present tune,—which has essentially the hornpipe character,—while the first
part presents the usual number of eight measures, the second has the unusual number of
twelve. And hence the dance for such a tune was called a “set” for it, or “the set” of it. Set
dances—as Mr. Joyce informs me—iwere generally, but not always, danced by one person.

8 = Pend. 6 inches.
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@he Pipe u the Tioh.

TuE following dance-tune is one of the most popular of the old Munster jigs ; but, unfortu-
nately, its Irish name has been forgotten by Mr. Joyce, to whom I am indebted for the set-
ting of it, and I have been hitherto unsuccessful in my efforts to ascertain it. The name
above given is that by which it is now generally known in the county of Limerick.

Pend. 10 inches.

TR

<~

4
‘14‘:\—\

18] d‘; .
N

|-¢]

el

Ly

BB ‘P -

FRF
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00 CUTRPINN-SI PEIN MO Leanad a ¢oolad 3 mmnld yut my num €hild fu Sleep.

I nave already, at page 73, and at page 117, in connexion with two ancient Lullaby airs,
directed attention to the striking affinity observable between them and the Eastern melo-
dies of the same class; and I would apply the remarks then made to the beautiful nurse-
tune which T am now about to present, and which, I think, bears equally the stamp of a
remote antiquity. I would, moreover, add, that such affinity with Eastern melody is not
confined to the nurse-tunes of Ireland, but that it will be no less found in the ancient funeral
caoines, as well as in the ploughman’s tunes, and other airs of occupation—airs simple
indeed in construction, but always touching in expression;—and I cannot but consider it
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as an evidence of the early antiquity of such melodies in Ireland, and as an ethnological
fact of much historic interest, not hitherto sufficiently attended to.

r = Pend. 20 inches.
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The nurse-tune now given, like the first of those already printed, was obtained from the
county of Limerick. It was noted last year, by Mr. Joyce, from the singing of a woman
named Cudmore, now living at Glenasheen, in the parish of Ardpatrick. From this woman
he also obtained the first of the following Irish stanzas now sung to the melody: the second
he got from & man named John Dinan in the same locality ; and the third and fourth were
given to me by Mr. Curry, who, in his youth, had been familiar with the whole song, as
sung in the county of Clare, but now distinctly remembers only those portions of it. I
should observe, however, that the first and second stanzas, according to his recollection of
them, differed a good deal from the version above given.

2r



146 ANCIENT MUSIC OF IRELAND.

Do suippmn-1 £ém mo leanab a ¢oblad,
*$nf map vo ¢uipread mnd na m-bovas,
Pd fapfn buie nd a m-bpaclin boppaig,
Qtc a 5-clabdn 6ip 1p an Faos b Bogas.
Se6 h-n e, h-uil le6 le6,
Se6 h-fn re6, ap o mo leanabs
Se6 h-fn pe6, h-uil le6 le6,
Se6 h-in re6, 'rap ¢ mo leanab.

Do éuppmn-p1 péim mo leanab a covlad,

La bped péme 1wip bd nodluig,

@ 5-cliabdn 6ip ap Gpldp focam,

TPaor bappa na 5-cpaob 1p an Faot b bogad.
Se6 h-n 1e6, h-ul le6 Led, e

Covail a lemib *psup ba covlad pldn suic,

1p ap o &oblad 5o v-cuzam vo fldmee.

Ndp Bualiv cpergiv nd spem an bdip of,

Balap na leanab ndn bolgaé gndnna.
Se6 h-fn ped, h-uil Le6 le6, 7e.

Covail a lemb *pup ba coslad pldn dure
p ap vo ¢odlad 50 b-cuzaip vo jldince;
p vo pmaomee vo épode ndp épdidcean
11 ndp ba bean Fan mac vo Mmdgam

Se6 h-fn pe6, h-utl Le6 le6, 1

T would put my own child to sleep,
And not the same as the wives of the clowns do,
Under a yellow blanket and a sheet of tow,
But in a cradle of gold, rocked by the wind.
Sho-heen sho, hoo lo lo,
Sho-heen sho, you are my child ;
Sho-heen sho, hoo lo lo,
Sho-heen sho, and you are my child.

I would put my own child to sleep,

On a fine sunny day between two Christmases,

In a cradle of gold on a level floor,

Under the tops of boughs, and rocked by the wind.
Sho-heen sho, hoo lo lo, &e.

Slecp, my child, and be it the sleep of safety,
And out of your sleep may you rise in health;
May neither cholic nor death-stitch strike you,
The infant’s disease, or the ugly small-pox.
Sho-heen sho, hoo lo lo, &e.

Sleep, my child, and be it the sleep of safety,

And out of your sleep may you rise in health ;

From painful dreams may your heart be free,

And may your mother be not a sonless woman.
Sho-heen sho, hoo lo lo, &e.

In reference to the above and other Lullaby songs, still preserved in the county of
Limerick, Mr. Joyce makes the following remark :—“ These songs, so far as I could learn
from a pretty extensive inquiry, were many of them very similar in ideas, expression, and
general character. The child was generally soothed to sleep with the promise of a golden
cradle—cliaban oip—rocked by the wind on a fine sunny day, under the shade of trees—
a combination of circumstances in perfect keeping with the poetical character of the Irish
peasantry. The verses were always followed by the burden ¢ Sho-heen sho,’ &e. ; and, when
sung by a good voice, the whole melody and song must have had a powerfully soothing
effect.”
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an bean G5 uasal. e young Tady.

Axonest the numerous airs already given in this volume of that peculiar class to which 1
have applied the term “narrative,” there is not one that appears to me to be more strongly
impressed with an Irish character and tender feeling than the air I have here to present to
the public. Though hitherto unpublished in any form, and, indeed, apparently unnoticed
by the collectors of our music, it is still a wellknown and greatly admired melody in, at
least, the counties of Clare and Limerick, to cither of which I have little doubt its origin
should be ascribed; for of three settings of the air now, through the kindness of Mr.
Patrick Joyce, in my possession, two were noted by that gentleman, and the third copied by
him from an old MS, book of music, in the lastnamed county. Amongst these settings I
have found the usual want of a perfect agrecment; but as the differences which they pre-
sent are unimportant, I have not felt it necessary to print more than the one which appeared
to me to be the most authentic, and which, T think, will very truly preserve this interesting
melody. This version of the air was learned by Mr. Joyce from the singing of his father.
2r
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Of the words now sung to this air in the Munster counties, Mr. Joyce has also given me
a copy, as taken down by himself; but it presents such an incongruous piece of patchwork,
hulf Irish, half English, collected, apparently, from recollections of various songs, that of
the Irish portion a single stanza is as much as 1 can venture to select from it. This stanza,
as Mr. Curry acquaints me, belongs to the old Irish song whmh has given name to the
melody, and which, though now rendered thless by was lly one of no
ordinary interest and merit.

P g

“bf bean 65 uapal, There was a young gentlewoman

Seal b Luad lom,
#800 6uip 7f puap dam,
Céo pdnpaom 56p;
1 vo gabap le peuarne
d m-baileb muapa,
*Sgup Bem 1 cuag dfom,
dp Udp on o-raogarl.
04 b-pagamn-m a cenn pho
6 lia’pan ceampull,
*850 mbemn apfp peal
p wdobap pém,
Do frtbalpann gleannca
“Bur beanna pearnan énoc.
B0 b-pagamn mo pean-peanc
Gpfp om? pérp.

And I, once talked of,
But she rejected me,
To my sharp grief’
And T then took up with
A city dasher,
‘Who made a jackdaw of me
Before the world.
But could T get her head
Beneath the gravestone,
And that I once more
Were my own free self,
T would traverse valleys
And rough-topped mountains
To seck again more favour
From my old true love.
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Amongst the doggrel English verses sung to this air, as taken down by Mr. Joyce, there
is a stanza which I am tempted to quote as an amusing example of the characteristic ex-
pression of tender sentiment, mixed with discordant levity and incongruity of thought,
which are so often found in the ordinary Irish peasant love-songs, composed in the English
language. Such incongruity, however, should, at least to some extent, be ascribed to the
corruptions incident to verses having only a decaying traditional existence amongst a class
of people still almost illiterate.

“Kilkenny town it is well supported,
‘Where marble stones are as black as ink ;
With gold and silver I will support you,—
T'll sing no more till I get some drink !
T'm always drinking, and seldom sober ;
I'm constant roving from town to town :
Oh, when P'm dead, and my days are over,
Come, Molly astoreen, and lay me down.”

It scems sufficiently apparent that the above stanza was not composed in one of those
intervals of sobriety which the writer confesses to have been with him of rather rare occur-
rence.
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a ¢ GLamn veds. © thon of the beantiful Tisir.

SEPARATED from the preceding melody, the fine and truly Irish air which I have now to
place before the musical reader would probably be considered as a perfectly original one.
But, when brought, for the purpose of comparison, under immediate view with the former,—
though differing from it in time, rhythm, and even, to some extent, expression of senti-
ment,—its derivative affinity will, I think, be at once perceptible, and will place it amongst
the numerous airs so formed which are to be found in all parts of Ireland. And though
this acknowledgment of the existence of so many derivative airs may diminish, to some
extent, the number of the absolutely original melodies which might otherwise be claimed
for Ireland, it should not, I think, be considered as derogatory to the musical genius of
its people; for such derivative airs exhibit the singular facility which the Irish possessed
in the adaptation of their favourite melodics to new songs of a form and character diffe-
rent from the older ones, and which enabled them to change the construction and sentiment
of those airs without destroying, or often even diminishing, their beauty.

This melody, together with the annexed stanza of the Irish song sung to it, was noted
by Mr. Joyce in the summer of the present year—1854—from the singing of Joseph
Martin, a peasant of the parish of Ardpatrick, in the county of Limerick.

@ &6l dlamn veap, O thou of the beautiful hair,
Na pal élaon glap, And of the glancing blue eyes,
786 mo &Giad 'pmo épead Tt is my grief and loss

Nab pérom That I cannot
Uiom edl6d leac Elope with thee
Tap 1l amag, Out over the sea,
N6 pealav ag opiall Or, for a time, to traverse

Pd flebon: The mountains :
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“Td mo épotve vd flad,
ap oo pnfihpfoe 5av,
Do ¢1onn peaparan leac,
Gp don éop;
’S 50 b-pagad bap zan peav,
Mapa ooéoin liom real,
Coip abann na m-bpeac
Q gaonap.

(K]

My heart is being robbed,
As a gad would be twisted,
For parting thee,
On any account ;

And T'll die without delay,
If thou wilt not come with me,
By the trout-river’s bank

Alone.
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A Punster Sig—Hame muoscertained.

T following old Munster jig was set by Mr. P. Joyee in 1852, from the whistling of
Michael Dineen, a farmer at Coolfree, in the parish of Ardpatrick, and county of Limerick :
and it had been learnt in his youth by Dineen, from the playing of James Sheedy, a cele-
brated Munster piper, who died, a very old man, more than thirty years ago. It is, as I
conceive, a tune very strongly marked with a true old Irish character ; and though, probably,
it is only known now as a d tune, its emphatic gravity of senti as well as its
peculiar rhythmical accentuation, incline me very much to believe that, like many of our
finest dance-tunes, it had a march origin. I regret to add that Mr. Joyce was unable to
ascertain its name. As will be perceived, this air belongs to that class of dance-tunes com-
monly known as single jigs, and of which 1 have given a description at page 64 of the
present volume.
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The Pointer it i5 gost; ur, The Curongh of Rildare.

T following is one of the many airs noted in my young days from the singing of a near
connexion of my own, and which, as T have already stated, had been learned in that lady’s
childhood from the singing of Betty Skillin. Other settings of the melody have been given
to me in subsequent years, including one recently noted for me by Mr. Joyce, from the
singing of Kate Gudmore, a peasant of Glentoe, in the parish of Ardpatrick, county of
Limerick. The settings of the air thus procured from different sources have not, as usual
amongst melodies only preserved by tradition, a perfect agreement; but they present no
difference of sufficient importance to make the publication desirable of any other setting
than the one originally noted, and which I consider as the most genuine.

= Pend. 14 inches. =
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With that first setting of the tune, T also obtained from the same lady three stanzas—
which were all she could remember—of the old Anglo-Irish song which had been sung, and
had given name, to the melody: and Mr. Joyce has favoured me with a copy—very
corrupt, indeed—of the whole song, as taken down by himself from the peasant, Kate
Cudmore. g

I have been thus circumstantial in the statement of these facts; because I have found
that this song has been more than once published in Scotland as a Scottish one, in con-
nexion with a melody undoubtedly of Scottish origin, but, as I think, of no great antiquity,
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and most probably a composition of Oswalds, in whose “ Caledonian Pocket Companion”
it first appeared.

This Scottish claim to a song which T had for a long period undoubtingly believed to
be Irish, first became known to me on finding the first and second stanzas of it given as a
fragment in “ Cromek’s Relics of Robert Burns;” those stanzas having been found in the
poet’s handwriting after his death. But, though Burns appears to have given a few touches
of his own to those stanzas, it was clearly an error to ascribe to him their authorship; for
those two stanzas, together with two others, given as the complete copy of the song, had
been previously printed in the first edition of Johnson's “Scots Musical Museum, vol. ii.
Edinburgh: 1787;” and this copy of the song only differs in a fuw words from a stall
edition of it, printed in Mr. Stenhouse’s notes on the songs in the Museum. There is,
therefore, sufficient evidence to show that this song, or at least so much of it, was known
in Scotland during the latter part of the last century; and it is in the highest degree
probable that it was known as early as 1750, about which time the Scottish air to which
it has been united, and which, in my opinion, was obviously composed for it, first appeared
in Oswald's “ Pocket Companion,” as already alluded to, under the name of “ The Winter
it is past.”

The Scottish claim to this song, as well as to the tune to which it is sung, might, there-
fore, appear to be incontrovertible. But the same song, united to a melody unquestionably
Irish, has been equally, if not better, known in Ireland, and for an equal, if not a much
longer, period: and it appears to me, that of the claims of the two countries to this song, the
Irish one is decidedly the stronger ; for—without attaching much weight to the fact that the
Seotch have been more in the habit of appropriating the music and poetry of Ircland than
the Irish have been of taking such friendly liberties with theirs—the song, as sung in various
parts of Ircland for more than a century, contains stanzas which, if not somewhat unrea-
sonably assumed to be interpolations, very clearly establish it as of Irish origin. As evidence
of this fact, I here place before the reader the Scottish form of the song as given by John-
son, as well as the Irish traditional form of it, which, in some parts, is unfortunately rather
imperfectly remembered. The Scottish form runs thus:—

The winter it is past, My love is like the sun,
And the summer’s come at last, In the firmament docs run,

And the small birds sing on every tree; For ever is constant and true;
The hearts of these are glad, But his is like the moon,

But mine is very sad, That wanders up and down,

For my lover has parted from me. And every month it is new.
The rose upon the brier, Al you that arc in love,

By the waters running clear, And cannot it remove,

Moy have charms for the linnet or the bee; I pity the pains you endure ;
Their little loves are blest, For experience makes me know
And their little hearts at rest, That your hearts are full of woe,—

But my lover is parted from me. A woe that no mortal can cure.

The following is the Trish version of this ballad, as taken down from the singing
of Kate Cudmore; but it is slightly corrected in three of the stanzns, as learned, about
2x
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the year 1780, from Betty Skillin, by whom the latter half of each stanza, with its corres-
ponding music, was sung twice:—

The winter it s past, T wear a cap of black,
And the summer's come at last, With a frill around my neck ;

And the blackbirds sing on every tree; Gold rings on my fingers T'll wear;
“The hearts of these are glad, Tt is this I'll undertake
But mine is very sad, For my true lover's sake

Since my true love is absent from me. He resides at the Curragh of Kildare.
The rose upon the brier, 1 would not think it strange
By the water running clear, Thus the world for to range,

Gives joy to the linnet and the bee 3 If T only got tidings of my dear ;
Their little hearts are blest, But here in Cupid's chain,
But mine is not at rest, If T'm bound to remain,

While my true love is absent from me. T would spend my whole life in despair.
A livery Ill wear, My love is like the sun,
And I'll comb down my hair, That in the frmament does run,

And in velvet so green I'll appear ; And always proves constant and truc;
And straight T will repair But his is like the moon,
To the Curragh of Kildare, That wanders up and down,

For it’s there Tl find tidings of my dear. And every month it is new.

All you that are in love,
And cannot it remove,
I pity the pains you endure ;
For experience lets me know
That your hearts are full of woe,
And a woe that no mortal can cure.

Having thus placed before my readers the Scottish and Irish versions of this ballad, T
shall leave it to them to determine the relative claims of the two countries to its parentage ;
contenting myself with the remark, that if the stanzas in the latter which appear to give it
a decidedly Irish origin should be considered as interpolations, they are at least interpola-
tions of a date far anterior to the appearance of any of the Scottish versions hitherto pub-
lished; and I cannot help thinking that any such assumption, as to interpolation, is by
10 means probable, and is, as far as T am aware, wholly unsustained by any examples of
such a procedure as yet discovered in Ireland.
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0ING DONZ DIOILIUM, buaiL $€0, SEI0 S€0. Che Fmith's Soug.

[ 11aDp for many a year felt a strong desire to obtain a correct setting of the following air,
—which is popularly known in the southern counties of Ireland as ** The Smith's Song,"—
from a supposition that it was one of those tunes connected with songs of occupation which
form so interesting a class of our melodies; but it was not till lately that I became pos.
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sessed of a setting that appeared to me sufficiently accurate to be worthy of preservation.
This setting was noted for me by Mr. Joyce, in 1853, from the singing of Mary Hackett,
a peasant woman of the parish of Ardpatrick, in the county of Limerick.

= Pend. 10 inches.
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I find, however, that I was in error in supposing that “ The Smith’s Song” was one ap-
propriated to the occupation of this most ancient and useful trade, which is one of too noisy
a nature to permit, conveniently, the habitual indulgence of song as a lightener of toil. The
smith may love music; but, while at his work, he can but occasionally administer to that
love. “The Smith’s Song” has, however, very evidently been suggested—like Handel's
Harmonious Blacksmith”—by the measured time and varied tones of his hammers strik-
ing upon the anvil; and its melody is therefore, in my mind, one of much interest as an
ancient example of imitative music. Nor is it, perhaps, less worthy of remark, that it is
to this amusing imitative characteristic that it most probably owes—despite of the some-
‘what unfit words connected with it—its general adoption by the Munster womren as a nur-
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sery song to amuse a cross or crying infant; for such has been the fact, as Mr. Curry
states in the following interesting notice, with which he has favoured me, of this old melody
and the songs which, in his youth, he had heard sung to it:—

“The song and tune of ‘Ding dong didilium, Buail seo, seid seo; must be one of
great antiquity. I scarcely ever heard it sung but to pacify a crying or cross infant; and
then the woman sang it with a slow swinging motion of her body backwards and forwards,
and to either side, with the child in her arms, with no intention, however, to put it to sleep.
Sometimes there was no swing of the body; but then the foot went down on the heel and
toe alternately, but in such a measure of time as resembled, in some way, the striking of the
iron on the smith’s anvil, where he himself gave two blows with his lamh-ord, or hand.
hammer, for every one blow that the sledger gave with his ord mor, or big sledge. The
following is the old song which I have most commonly heard sung to it, and of which my
recollection has been recently revived and aided from hearing it sung by the poor blind
Limerick woman, Mary Madden.

“Ding vong brotlium, Ding dong didilium,
‘buail peo, péio peos Strike this, blow this ;
O on vrothum, Ding dong didilium,
uail reo, péio reo; Strike this, blow this;
O vong vioilium, Ding dong didilium,
buail péo, péo peo; Strike this, blow this ;
*Dimérg mo bean My wife has gone
Leip an caliip aépae. ‘With the airy tailor.
N marg a &fm péin Not well can T see
Tua na coppdn; A hatchet or reaping-hook ;
Wi mare @ &m pém Not well can I see
Rarhan nd pleagdn, A spade or a sleaghan [a turf-spade],
0 v'méig nam Since from me hath gone
Mo pouape mnd, My stately wife,
Le parge cpuas, With a miserable gag,
Ban buap an rpopdn. ‘Without cattle or purse.
Oing vong orotbium, 1. Ding dong didilium, &e.
“Dmg vong oroilium, Ding dong didilium,
buarl peo, réio eo; Strike this, blow this ;
Oins von orortum, Ding dong didilium,
uail peo, péio Teo; Strike this, blow this ;
O vong brorhum, Ding dong didilium,
bual reo, Péto peo; Strike this, blow this ;
“Omig mo bean My wife has gone
Lerp an callitip aépac. ‘With the airy tailor.
@ Bean to dfop “Thou stray-going woman
an bpollag &léizit, ‘With the snow-white bosom,
“B’peapp dwic pillead 1t were better for you return
Ip na buils vo jéive, And blow the bellows,
Nd vo Faba maié péin Than your own good smith
5o bpdé a epéigenn, For ever to abandon,
Ip omall pip an calitn And be off with the tailor
Qp puaro na h-€menn. All over Erinn.

Oins von oorbium, 1c. Ding dong didilinm, &e.
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+Omg vong orolum, Ding dong didilium,

buarl peo, 16w reo; Strike this, blow this ;

O von vrothium, Ding dong didilium,

buail peo, Péo peo; Strike this, blow this ;

O vong vrotlium, Ding dong didilium,

buail peo, péio 1eo; Strike this, blow this ;

*Oméig mo bean My wife has gone

Lewp an calitip aépac. With the airy tailor.

Ca b-puil mo buasaill ? ‘Where is my apprentice ?

‘buail peo, efo peo, Strike this, blow this;

Ca b-puil mo neapc, ‘Where is my strength,

Ip pap mo &éipoe? And the perfection of my trade ?

Ca B-puil mo padanc? ‘Where is my sight ?

Téon avape ap méavan The horn is on my brow

6 v%6alarg mo bean Since my wifo has eloped

Terp an calitip aépac. With the airy tailor.
Omng vong orotlium, Ding dong didilium,
‘buail peo, Péo reo; Strike this, blow this ;
O vong brorlium, Ding dong didilium,
buail reo, péio reo; Strike this, blow this;
*Omérg mo bean My wife has gone off
Teip an calitin aépac; With the airy tailor;
“Ip nf €abappad mo opa me And my legs would not carry me
Cip povap pav céive. Trotting a rope’s length.

“Tt may be objected that the words ding dong, in the burden of this song, are modern
but such is not the fact; for where the ¢ Annals of the Four Masters’ record, at the year
1015, the death of Mac Liag, poet and secretary to Brian Boru, they also record the fol-
lowing verse, which it would appear was the last verse the poet composed while on his
death-bed, and which contains the very words in question.

0 élwie acd 1 cmo m'adais, O bell, which art at my pillow’s head,
Voo pip m Teceals canaic; o visit thee no friends come
56 o ni i o ving, vang, Though thou makest thy ¢ding dang,”
1p vfc peencen an palann. Tt is by thee the salt is measured.

“I have also heard the following verse sung to the same melody, at a rude play which
was carried on in the winter evenings, both by men and boys. A man sat in a chair, and
another man, or boy, came and laid his head in the seated man’s lap, face downwards, and
his hand, palm opened and turned up, across his own back. The individuals around were
then named after the various implements in a smith’s forge. The man in the chair sang
this verse, and at the end of it one of the bystanders gave the palm of the hand on the back
aslap with his own palm, as hard as he himself could bear. The man in the chair then
asked the stricken man who it was that struck him. He answered, ¢ Big Sledge,’ ¢ Hand-
sledge,  Hammer,' or whatever else he pleased; and the striking continued—often by the
same person—until the guesser named the right person at last. Then the striker knelt
down, and went through the same course ; and so on all round.

“buall peo, *Sedam Foba, Strike this, Shane Gobha,
Treal 1p 6avepom; Lovwly and lightly;
buaileam 30 Wi 6, Let us all strike it
Tpf na séile: Through each other :

2Y
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‘buaileam apfp 6, Let us strike it again,
Tp buarleam le &éile 5 And let us strike together ;
°$ buailimio cuaipo aip, And let us strike all round,
o luat 1p 50 h-6apgard. Both quickly and smartly.”

To these remarks of Mr. Curry I have only to add, that a melody called “ The Smith’s
Song” was sung by the late Mr. Horncastle, at his excellent Irish musical entertainments ;
but as he has not given it a place in the published collection of airs so sung, I am unable to
speak with any certainty as to its identity with the air here printed. I well remember,
however, that it was a tune of perfectly similar construction and rhythmical accent, and have
but little doubt that it was at least a version of this melody.
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Che Fnblemon’s Wedding.

Tue following simple ballad air, independently ofany intrinsic merit it may be thought to
possess, has interested me, as I have no doubt it will, also, the majority of my readers, from
having been a favourite with the late J. Philpot Curran, partly, no doubt, from his admira-
tion of the ballad words connected with it. The setting of the melody, as sung by Mr.
Curran, was kindly communicated to me by his son, Mr. Wm. H. Curran, together with
the facts connected with it, as above stated. But, unfortunately, the latter gentleman can
only now remember, and that but imperfectly, one stanza of the ballad, the fifth, according
to the version which I shall presently lay before the reader. Subsequently, however, I be-
came possessed, from other sources, of three copies of the ballad, and three other settings of
the melody, all—as usual in such cases of tunes and words preserved only traditionally—
differing widely from each other. Of these, both tune and words, the first were obtained
from Mr. Joyce, by whom they were taken down from the singing of his brother, Mr.
Michael Joyce, of Glenasheen, in the county of Limerick; the second from my own daugh-
ters, who had learnt them, in their childhood, from a nursery-maid, at that period belonging
to my family; and the third from Mary Madden, the poor blind Limerick woman of whom
T have so often had occasion to make mention. Of the settings of the melody—being in-
disposed to express any opinion as to which should be considered the most authentic form
of versions so different from each other—I have considered it proper to give the three
settings which follow, namely, Mr. Curran’s, my daughters, and Mr. Joyce’s. With
respect, however, to the equally differing copies of the ballad, they are all so rude and im-
perfect as to be unworthy of publication. But, instead of them, I give insertion to a ver-
sion of the ballad composed by my friend William Allingham, from these various imperfect
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versions, with as much fidelity to their general meaning and simplicity of language as was
consistent with a due attention to more correct rhythm and metre.

T once was & guest at a Nobleman's wedding ;
Fair was the Bride, but she scarce had been kind ;
And now, in our mirth, she had tears nigh the shedding ;
Her former true lover still runs in her mind.

Clothed like a minstrel, her former true lover
Has taken his harp up, and tuned all the strings ;
There, among strangers, his grief to discover,
A fair maiden’s falschood he bitterly sings.

< Oh! here is the token of gold that was broken ;

Through seven long years it was kept for your sake
You gave it to me as a true-lover's token ;
No longer I'll wear it, asleep or awake.”

She sat in her place at the head of the table;

The words of his ditty she marked them right well;
To sit any longer this Bride was not able,

So down at the feet of the Bridegroom she fell.

«Oh! one, one request, my lord—one, and no other—
Oh! this one request will you grant it to me?
T lie for this night in the arms of my mother,
And ever, ever after to lie with thee.”

Her one, one request it was granted her fairly ;
Pale were her cheeks as she went up to bed ;
And the very next morning, early, early,
They rose, and they found this young Bride was dead.

The bridegroom ran quickly ; he held her, he kiss'd hers
He spoke loud and low, and he hearken'd full fain ;
He call'd on her waiting-maids round to assist her 3
But nothing could bring the lost, breath back again.

Oh! carry her softly, the grave is made ready ;
At head and at foot plant a laurel-bush green ;

For she was a young and a sweet noble lady 3
The fairest young bride that I ever have seen.

With regard to the settings of the air which follow, I should not fail, perhaps, to remark
upon the strongly marked discrepancies which they present, and to which I have already
alluded, as furnishing an addition to the many heretofore given, of the changes to which
airs only preserved by tradition are so frequently subjected. In these settings, as will be
perceived, the strong features, or outlines, of the air only are preserved in common, and
even these not perfectly, while their less essential colourings exhibit but little agreement.
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Péarla an ¢l Craodbaig. Che Yeml of the Floming Croses.

Ir was not till after the preceding melody, with the song and notice connected with it, had
been in the compositor’s hands, and even corrected for press, that T discovered in my collec-
tion another and a finer melody, which, under the name above given, had been sung to the
same Irish song: and as this air, having a second strain, or part, which the other wants, is
much better adapted to that song, and is much more likely to be the tune to which it had
been written, I have deemed it desirable to give it a place in immediate connexion with the
former. The setting of this melody was given me by Mr. P. Joyce, who had learnt it from
the singing of his father, at Glenasheen, in the county of Limerick; and its correctness has
been verified by a notation of the air which I made myself from the singing of the poor
blind woman, Mary Madden, from the same county.

= Pend. 30 inches.
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s o Suilor ond o Suldier were walking one dag.

I the selection of the following air as a fitting close to this volume of the “ Ancient Music
of Treland,” I have been less influenced by the character of the melody—manly and flowing
as it is—than by that of the Anglo-Trish ballad song which has been sung to it, and which
is remarkable not only for an expression of loalty very rarely found in such compositions,
but also for the homely avowal of sentiments which—by a curious coincidence—will, at
the present time, find a very general echo amongst all classes in the empire. This ballad
song runs as follows :—

192 ANCIENT MUSIC OF IRELAND.

As a sailor and a soldier were walking one day,

Says the sailor to the soldier, ¢ I'm just going to pray :

I am just going to pray for the good of our Queen,

And whatever, ever, T do pray for, you must answer—Amen!”

«The first thing we'll pray for, we'll pray for our Queen,
That she may live happy, and enjoy a long reign:
And where she has one man, T wish she had ten
We should never want to stand to arms, boys.” Says the soldier—« Amen!”

“The next thing we'll pray for, we'll pray for good cheer,
That we all may live happy, and have plenty strong beer :
And where we have one quart, I wish we had ten;
We should never want for plenty strong beer.” Cries the soldier— Amen!”

With respect to the time of the composition of this song,—from the references which it
contains to the government of a Queen, I should, with but little hesitation, ascribe it to the
reign of the last Queen, Anne: it could hardly, I think, be ascribed to an carlier age. And
with respect to the age of the melody—which has rather an Anglo-Irish character—I should
ascribe it, in its present form, to the same period. This melody, however, as I shall here-
after show, is but one of many existing modifications of an air far more ancient, and which
is perfectly Irish in its construction and general character.

T have only to add that, for both air and words, I am indebted to Mr. Patrick Joyce, by
whom they had been learnt, many years since, in his native county of Limerick.
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