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Abstract

This dissertation is of the symbolism behind animal disguise throughout Europe and the British Isles. This is discussed thematically, animal to animal, and not regional. This is comprised of three chapters, discussing the symbolism of the animal, as depicted in Medieval bestiaries, manuscripts and Medieval literature, to gain an understanding of this primitive form of disguise, and to find hidden meaning behind the animal masks. The first two chapters will be discussing the symbolism behind the most popular forms of animal disguise in the Medieval period, as well as the disguises themselves. In the final Chapter there will be a discussion of the more sinister rituals concerning the dressing up of animals to partake in a violent form of medieval punishment, the Charivari, also animal guising for entertainment in carnivals and festivities and the plays that these maskers performed in. In looking at the combination of animals used in these forms of entertainments, such as animals that are representative of fertility, for example, could provide information on why particular animals were disguised in folk-plays and by mummer. Whether the motives for animal representation are based primarily on fertility rites to ensure a successful harvest, perhaps as a form of protection against the dead, or as a form of heathen worship of the old Gods.
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Alternative Identities: The Symbolism behind Animal Disguise in Medieval Europe

Introduction
‘If you ever hear of anyone carrying on that most filthy practice of dressing up like a Horse or Stag, punish him most severely.’ St Augustine – 4th Century[footnoteRef:1] [1:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978] 

Throughout the centuries, animal disguise has been a feature throughout Europe and the British Isles in festivities and rituals. Understanding of their meaning has dissipated over the last few centuries; the appearance of these maskings and revelries has hugely declined and their purpose forgotten. Indeed, they are often merely performed out of a sense of tradition, a habit rather than for what their original purpose was intended. There was a resurgence of interest in folklore in the nineteenth century which is perhaps why some of these apparently pagan rituals made a reappearance at that time. Whilst the Victorians added more of a pagan element to these festivities (as there was a keen interest during this period for historians and antiquarians to heathenise these folk practices,[footnoteRef:2] possibly to add an exciting twist to the proceedings), there was nevertheless a reinvention of these old customs,[footnoteRef:3] which in turn reignited the dwindling interest in the practice of animal disguise.  [2:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, pxxviii]  [3:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, pxxviii] 

However, historians have to rely on orally transmitted history rather than the written (the lack of documentary evidence perhaps being one reason why the Victorians could romanticise these practices), and the evidence that does exist is from the written prohibitions of the Middle Ages and before, mainly from the church.[footnoteRef:4]  The periods in focus for this research will be from the fifth to the sixteenth centuries, throughout the British Isles and Europe. The act of animal guising in the main seems to have stemmed from this interesting period in history; indeed there is plenty of pictorial evidence available from this particular era, particularly through stained glass and manuscripts, the most well-known perhaps is the image of the mummers in the Le Roman de Alexandre. There are abundant examples in bestiaries and medieval literature that could perhaps enlighten the modern historian as to how animals were viewed in the Middle Ages, and of course their symbolic significance.  [4:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, pxiii] 

However, there appears to be very little in the way of academic sources written on the subject of animal disguise, and what there is focuses more on the descriptive aspects rather than delving into the hidden meanings, such as the symbolic nature of the animals that were being used in this form of guising. In recent decades there has been some reignition of interest in these folk practices, especially in the 1970s when it was becoming fashionable to a certain extent (perhaps in part due to the ‘folk-horror’ genre such as Robin Hardy’s 1972 film The Wicker Man), but throughout the years the performance of these traditional practices is unfortunately becoming less frequent.[footnoteRef:5] These folk traditions, such as the Mari Lwyd, were still being enacted in the early twentieth Century and therefore historians could observe the proceedings, and analyse them with witnessed evidence.[footnoteRef:6] Today, historians have to rely on these older journal articles to gain any insight into animal disguise and understanding of how these apparent ancient proceedings were viewed at a time when they were taken more seriously, and how these rites were perceived at that time. The act of animal disguise is indeed enigmatic, but to an age where there were agricultural concerns, and to a community where death was ever present (be that through plague or climate), these rites would have held great significance to their lives. In doing this research it is my hope to fill a gap in the academic writings on animal disguise, to uncover a new angle as to the symbolic significance of the animals that were known to be used in medieval forms of disguising entertainment.  [5:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p223]  [6:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p11] 

This dissertation will be organised into three chapters, each exploring the various elements of animal guising. Chapter one will discuss the hobby-horse and its symbolic role of its animal disguise. Chapter two will be an exploration of various other popular and intriguing animal guises that relate to animal symbolism of the medieval period. In Chapter three there will be a discussion of the more sinister rituals concerning the dressing up of animals to partake in a violent form of medieval punishment, the Charivari, also animal guising for entertainment in carnivals and festivities and the plays that these maskers performed in. This dissertation will also examine why the Church banned certain animal disguise, yet allowed others (such as the hobby-horse) in popular festivities in an age of Christianising Britain and Europe.







Chapter 1: Hobby-Horse Ceremonies of the British Isles in Entertainment and Ritual

[image: ]
Figure 1: Tourney Hobby-Horse from the Betley Window dating from the 16th Century. In the jaws of the he hobby-horse, there is a ladle for the collection of Church funds, two swords pierce the mans cheeks. Taken from http://www.foolsandbeasts.org.uk/

The Horse and its significance as a form of disguise      
[image: ]
Figure 1 Bell-ringing Hobby-Horse guizer from the Aspremont Psalter, Bodley MS, Douce 118.  Taken from https://www.pinterest.co.uk/pin/421719952589320020/

[bookmark: _Hlk7961426]The Hobby Horse was an animal disguise commonly used in festivities from the sixteenth century onwards, popular not just in the British Isles, but throughout Europe also. Historian and folklorist Violet Alford believes the hobby-horse to be of ancient origin, dating to before the Christianisation of Europe, to a time when the old Gods needed to be placated by man to ensure success in agriculture.[footnoteRef:7] Indeed, there are examples of horse skulls on their own were being used against good and ill, for instance, the skull of a horse was commonly used by the wends as a protection against harm, where they placed the horse head on the house or stables to keep plague from their cattle.[footnoteRef:8]  In Iceland there was a form of dance called the Horse Dance, with the primitive form of horse disguise covered in red cloth, and two ‘shield-maidens’ (very much like the man-woman) accompanied the dancing creature, again with the theme of entering houses and dancing until the horse went lame; the head was lifted off and placed on the roof, then bawdy songs ensued.[footnoteRef:9] Then there were the use of the horse skull for ill, to enact revenge upon an enemy, an example of this is the Nithstang, a skull designed for malevolent forces to bring bad luck to the person that did them wrong, if placed upon a pole and facing the direction of the enemy. [footnoteRef:10] Thus, it appears that the horse skull was used for varying purposes in different cultures at varying dates in history: the association with death and bad-luck with the Nithstang, and as a luck-symbol if placed upon a house with the Wends. If this were the case, then the same must be true of the horse as a symbol of animal disguise, however there can be no clear answer, so one must look at the symbolism of the horse to try and uncover a general purpose to the disguise, as it is clear that there were a variety of purposes of a skull in particular.  [7:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p1]  [8:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p32]  [9:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p124]  [10: V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p123] 

The most common form of hobby-horse was the ‘mast’ horse and the ‘tourney’ horse. The tourney horse is perhaps the most prevalent form: the familiar oval frame with the man in the middle, with the great enveloping skirts around him.[footnoteRef:11]  The mast horse is of a more primitive origin, with a simple and somewhat crude appearance: usually the skull of the horse is placed on a pole a few feet long, and the man hides behind the pole covered in a sheet fixed under the skull.[footnoteRef:12]  The mast horse appears predominantly in ceremonial rituals, rather than festivities, but does not appear in records dating prior to the nineteenth century,[footnoteRef:13] although this could be due to the Medieval Church favouring the less heathen of the horse disguises. The earliest record of the hobby-horse dates from the fourteenth century in a poem composed by Gruffud Gryg,[footnoteRef:14] as well as a Cornish play called Bennas Menasek in 1504.[footnoteRef:15] The Hobby Horse does make many an appearance in many Church accounts, but particularly early is that of an account that dates back to 1460 which mentions a child dancing with a hobby-horse.[footnoteRef:16] The main use of the hobby-horse at this period seems to have been for the collection of Church funds, (see fig…) due no doubt to its high popularity in communal entertainment.[footnoteRef:17] [11:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p226]  [12:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p226]  [13:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p226]  [14:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p227]  [15:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p227]  [16:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p227]  [17:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p227] 

[image: ]
Figure 2 The Bayeux Tapestry horse phallus Taken from https://www.historyextra.com/period/medieval/bayeux-tapestry-penis-why-norman-conquest-battle-hastings-william-conqueror/

[bookmark: _Hlk7961412]Fertile ground and Abundant Harvest

Horses were a highly prized animal in the Middle Ages, for agriculture from twelfth century in France when the oxen was too cumbersome and slow,[footnoteRef:18] but also for military purposes. Horses were seen more as an animal with human feelings than other animals,[footnoteRef:19] which may explain why the horse disguise was so embraced by the Christian Church; it was an important creature not just to a peasant’s livelihood, but also in times of war. The most common type of horse disguise as depicted in the Medieval manuscripts appears to be the skull-and-pole horse, this is possibly due to the primitive materials available at that time, and indeed the simplified disguises.[footnoteRef:20]  [18:  L.Kalof, Looking at Animals in the Middle Ages, Reaktion Books, 2007, p41]  [19:  L.Kalof, Looking at Animals in the Middle Ages, Reaktion Books, 2007, p44]  [20:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, pp.30-31] 

Fertility and virility appears to be an important aspect of animals used in the form of reproduction symbols. The horse could certainly be linked to virility in man, and was a common fertility symbol, as depicted with erect member in the Bayeux Tapestry (see fig 2). Hobby Horse was a well-known fertility symbol, often in the festivities; the Celtic people in particular thought the Horse brought with it good luck.[footnoteRef:21] The common theme that occurred with the Hobby Horse would consist of the chasing of young girls, and in so doing he would then attempt to catch them under his sweeping circular cloak. The reasoning behind this act was the prediction of a birth to the girl caught; again this goes back to the luck symbolism.[footnoteRef:22] Indeed in the Medieval era, the covering of the girls with cloaks could also be suggestive of perhaps not just fertility, but also an impending bedding. [21:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p197]  [22:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p5] 


The Padstow ‘Obby Oss’ 
On May-Day in Cornwall, the Padstow Obby Oss ritual takes place. This particular hobby-horse has been recorded as far back as the fourteenth Century, where the ‘Oss’ accompanied by Mummers in red cloaks scared the invading French army from landing at Padstow: perhaps red in this case is significant of the Devil, and this may be what terrified the French army.[footnoteRef:23] As for the horse representing the Devil, while this hobby-horse does have a devilish appearance, with the combination of red and black, this theory seems unlikely: this explanation is more likely to be an old wives tale, rather than an event that actually took place in Padstow. It is likely that the Padstow horse was originally a mummer’s accompaniment.[footnoteRef:24]  Folklorist Theo Brown believes that Padstow horse could have symbolised its submergence in the sea to be a prevention of disease reaching their livestock,[footnoteRef:25] but then goes on to state that it would more likely be the horse god, returning to sea to protect sailors and fishermen for the rest of the year.[footnoteRef:26]  Indeed, the Padstow ceremony strikes one as a theme of death and resurrection (a common theme with the horse disguise), with his submergence and then emergence from the sea. The Cornish name for this horse is ‘Grey-head’,[footnoteRef:27] similar to the Mari Lwyd’s ‘Grey-mare’, a common theme it seems with the Hobby-Horse. Historian M.Peacock believes the Padstow horse to have ancient pre-Christian origins, due to the submergence of the hobby-horse, thus suggesting horse sacrifice.[footnoteRef:28] May day was strongly related to agriculture, as it marked a new beginning yearly for the Medieval farmer;[footnoteRef:29]  the purpose of the Padstow horse appears to reflect this. [23:  B. C. Spooner, The Padstow Obby Oss, Folklore, Vol. 69, No. 1 (Mar., 1958), pp.34-38, p37]  [24:  T. Brown, Tertullian and Horse-Cults in Britain, Folklore, Vol. 61, No. 1, (Mar., 1950), pp. 31-34, p33]  [25:  T. Brown, Tertullian and Horse-Cults in Britain, Folklore, Vol. 61, No. 1, (Mar., 1950), pp. 31-34, p33]  [26:  T. Brown, Tertullian and Horse-Cults in Britain, Folklore, Vol. 61, No. 1, (Mar., 1950), pp. 31-34, p33]  [27:  B. C. Spooner, The Padstow Obby Oss, Folklore, Vol. 69, No. 1 (Mar., 1958), pp.34-38, p34
]  [28:  M. Peacock, The Staffordshire Horn-Dance, Folklore, Vol. 8, No. 1 (Mar., 1897), pp. 70-71, p71]  [29:  J. Lindow, Medieval Folklore: A Guide to the Myths, Legends, Tales, Beliefs, and Customs, Oxford University Press, 2002, p36] 


[image: ]
The Padstow ‘Obby Oss’ Taken from http://www.promare.co.uk/whiting/Padstow1816.html
[bookmark: _Hlk7961397]
The Hooden Horse: A Fertility Horse      
The Hooden Horse is a Kent folk custom that is sadly no longer performed; like many folk customs it died out in the 1970s, with no records of this performance after 1980.[footnoteRef:30] Historians of the nineteenth century had theories that the Hooden Horse dates to the arrival of the Anglo-Saxons in Britain as there was evidence of an early Anglo-Saxon settlement situated around the area of the Hooden Horse,[footnoteRef:31] and because the name is suggestive of ‘Woden Horse’ that they introduced this horse to Britain, although folklorist C.Cawte believes this to lack evidence and unlikely.[footnoteRef:32] The Hooden Horse is primitive oin appearance, with a simple carved head made of wood stuck atop a pole, the mouth opens and shuts with a clack, the man called the ‘hoodener’ is covered by a dark coloured material.[footnoteRef:33]  This was a Christmas performance, with only simple farm folk as the performers;[footnoteRef:34] it appears very much a local custom which is possibly why this is no longer performed: superstition became no longer prevalent within the farming communities with the introduction of modern farming methods making it easier for quicker and more successful harvesting. What is particularly interesting about this custom is the man-woman, who walks in front of the horse with a broom: the broom was a well-known fertility symbol,[footnoteRef:35] and the familiar chasing of the young girls,[footnoteRef:36] all combine in making this a fertility dance. It seems unlikely that the meaning behind the name of Hooden Horse was Woden Horse;[footnoteRef:37] the most likely explanation is that it was called the Hooden Horse, due to being covered by a hood. The earliest written record of this custom dates to 1736 where it was described as a ‘country masquerade at Christmas time…’,[footnoteRef:38] though it could be said that the appearance of the broom, the primitive design, the agricultural concerns, all hint at this being of a Pre-Christian origin.  [30:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p86]  [31:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p92]  [32:  Ibid., p85]  [33:  Ibid., pp. 86-87]  [34:  Ibid., p87]  [35:  Ibid., p225]  [36:  Ibid., p87]  [37:  Ibid., p88]  [38:  Ibid., p87
] 


[image: ]
The Hooden Horse of Kent Taken from http://hoodening.org.uk/hooden-horses.html



[bookmark: _Hlk7961379]The Mari Lwyd Ceremony: a horse associated with Death and Resurrection
 Another motive for dressing in the guise of animals, particularly that of the horse, could be due to the appeasement of the dead, where superstition would be rife to a society where death was a common occurrence in their lives. Of course, no society would have had a greater preoccupation with the dead than the Celts, who believed that the grave was the entrance to the Otherworld.[footnoteRef:39] The ritual of the Mari Lwyd has been discussed by folklorists for the last two centuries as having Medieval origins. For example, in Medieval Europe the horse disguise was of a very similar appearance to that of the Mari Lwyd, with an animal head sometimes depicting the horns of a stag (see fig 5), and the white sheet covering the individual beneath the structure.[footnoteRef:40] The Mari Lwyd is very much a seasonal animal guise, making an appearance in Midwinter, appears as a horse skull: as previously stated skulls were generally seen as a powerful force of magic for the doing of good or for evil.[footnoteRef:41] The eyes, made of milky glazed glass bottles, all give the appearance of death, with a white sheet which envelopes the body of the Mari Lwyd appearing suggestive of a funerary shroud covering the dead. The Mari Lwyd is very often colourfully decorated with bells and ribbons, both of which were generally used for the protection against the evil eye.[footnoteRef:42] If any villager is foolhardy enough to leave a light on in the house as the Mari Lwyd glides through, then she sings a song of riddles and if one loses, then she will enter the house with her sinister appearing retinue and chase the person around the house, with jaws snapping, as if to consume the victim.  [39:  A. Ross, The Folklore of the Scottish Highlands, B. T. Batsford Ltd, 1990, p107]  [40:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p4]  [41:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p32]  [42:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p197] 

The importance of the light to draw the Mari Lwyd is in itself significant as to the horse’s purpose, perhaps representative of the fires lit on the graves of the dead at Samhain.[footnoteRef:43]  Anthropologist Ellenett Linger believes the Mari Lwyd ceremony to originate from the days of Celtic horse worship, due to the skeletal effect of the disguise.[footnoteRef:44]  It seems likely that this primitive ceremony was originally performed at the Celtic Samhain (now Halloween), and was transferred to that of the Twelfth night, where the souls of the dead were said to walk the earth.[footnoteRef:45] Ellen Ettlinger believes this rite to originate from the Samhain rites due to the ritual being “…spread over Hallowe’en, All Souls, Christmas, New Year and Twelfth Night…”[footnoteRef:46] again suggesting the ceremony of the Mari Lwyd to be an appeasement of the dead souls who returned to earth. It could be that as ghosts were thought to take shape in the form of animals,[footnoteRef:47] so it could be stated that the Mari Lwyd is representative of a ghost with the white sheet, and again this could be associated with the death theme. The white horse was a sacred creature associated with the goddess Epona, who could take on the form of this animal.[footnoteRef:48] Epona was a Celtic goddess, whom protected horses, and her importance may have been the protective element of these festivities.[footnoteRef:49] This could indeed be significant as to the disguise of the Mari Lwyd, as the white horse being a form of protecting one against the Evil Eye; the colour of this horse disguise combined with bells and ribbons[footnoteRef:50] is suggestive of this protective element to the disguise. This could also relate to the Christianisation of the horse, as then the meaning of the white horse became associated and symbolised with that of death.[footnoteRef:51] Interestingly, in regard to the Mari Lwyd’s association with death, Epona is also associated with death and resurrection.[footnoteRef:52] There is an image of Epona leading someone to realm of the dead carved on a stone in the cemetery of La Horgne-au-sablon;[footnoteRef:53] this is very much like the Mari Lwyd in what could be said as her leading her sinister followers in a merry dance to the Otherworld.  The name Mari Lwyd, according to Anthropologist Iorwerth C.Peate, is suggestive of ‘grey-mare’: derivative of the English name for Mari and lwyd meaning grey.[footnoteRef:54]  He believes ‘the grey mare’ to have been the medieval name for this welsh hobby-horse.[footnoteRef:55] Peate also makes an interesting argument as to the Mari Lwyd name meaning mare, and the custom taking place during the night: she could be representative of a ‘night-mare’.[footnoteRef:56]   [43:  E. Ettlinger, The Occasion and Purpose of the ‘Mari Lwyd’ Ceremony, Man, Vol. 44 (Jul., 1944), pp. 89-93, ]  [44:  E. Ettlinger, The Occasion and Purpose of the ‘Mari Lwyd’ Ceremony, Man, Vol. 44 (Jul., 1944), pp. 89-93, p90]  [45:  V. Alford, Introduction to English Folklore, G. Bell & Sons Ltd, 1952, p25]  [46:  E. Ettlinger, The Occasion and Purpose of the ‘Mari Lwyd’ Ceremony, Man, Vol. 44 (Jul., 1944), pp. 89-93, p93]  [47:  V. Alford, Introduction to English Folklore, G. Bell & Sons Ltd, 1952, p25]  [48:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p197]  [49:  T. Brown, Tertullian and Horse-Cults in Britain, Folklore, Vol. 61, No. 1, (Mar., 1950), pp. 31-34, p31]  [50:  M. Alexander, A Companion to the Folklore, Myth & Customs of Britain, Sutton, 2002, p86]  [51:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p197]  [52:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p206]  [53:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p206]  [54:  I. C. Peate, 35 Mari Lwyd: A Suggested Explanation, Man, Vol. 43 (May – Jun., 1943), pp. 53-58, p53]  [55:  I. C. Peate, 35 Mari Lwyd: A Suggested Explanation, Man, Vol. 43 (May – Jun., 1943), pp. 53-58, p57]  [56:  I. C. Peate, 35 Mari Lwyd: A Suggested Explanation, Man, Vol. 43 (May – Jun., 1943), pp. 53-58, p57] 

The horse symbolism with association of the colour white runs through medieval Celtic literature. In the Welsh book of the Mabinogion for instance, the white horse of Rhiannon can be associated with that of the Welsh folk custom of the Mari Lwyd; like the Welsh hobby-horse, the horse of Rhiannon was of a large stature, white,[footnoteRef:57] and the stature and whiteness seem to signify it as a creature not from the mortal realm. The Mari Lwyd is also similar in appearance to the hobby-horse of the Lair Bhan or ‘White Mare’ of Ireland who makes an appearance at Christmas,[footnoteRef:58] and the Laare Vane from the Isle of Man, who performs on the Twelfth Day.[footnoteRef:59] Both are draped with the white sheet, both have the same sinister appearance as the Mari Lwyd. [57:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p197]  [58:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p153]  [59:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p65] 


[image: ]
The Mari Lwyd Taken from http://www.ancientmusic.co.uk/folk_drama.html
[bookmark: _Hlk7961361]








Chapter 2: Other forms of Popular Ritualistic animal Disguise in Europe and the British Isles: Their Symbolism and Association
The appearance of the maskings in revelries such as these could not be considered by the modern historian as just mere fun, to make light of the dark times ahead, they held more meaning and symbolic reverence than the festivities that took place across Europe and the British Isles in this age. These ritualistic acts appear to appease some powerful deity to ensure successful harvest for the upcoming year. The animals in question are usually being impersonated at certain times of the year such as Midwinter, May, Midsummer and the Ancient Autumn feast of Martinmas.[footnoteRef:60] This suggests that humans were taking on the form of animals as a good-luck visitation for the season ahead. Historian Violet Alford believes that these seasonal animals are to “…mark a change of season bringing with him good crops, full growth, increase in flocks, herds and human families…”[footnoteRef:61] What is clear is that these animals are depicted not just for the season’s crop renewal, but also fertility.  [60:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p4]  [61:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p4] 

The medieval Church believed there was a more sinister purpose in the transformation of the human self to that of the animal.[footnoteRef:62] To take on the role of animal, man was reverting to the dark side, the side of the Devil, indeed it must have appeared a form of Devil worship to the pious onlooker. The satanic, bestial look of animal disguise, crudely made in their medieval form, which the Church particularly condemned was the guising in the form of stags, bulls, calves and goats.[footnoteRef:63] With the exception of calves, these selected animals all have one thing in common: they are horned with cloven hooves, and indeed it does seem that there was some significance in the condemnation of horned creatures. It seems clear that these would have been seen as creatures of Satan, the calf (though not a horned animal as yet), will grow into the Bull, where the Devil is often depicted as a combination of the bull and goat. The stag also has Pagan connotations and it appears significant with the Christianisation of Europe and the British Isles, that animals such as these appear to have represented the dark side of humanity perhaps, to the religious sensibilities of the Middle Ages. In condemning these animal disguises, the Church was attempting to rid society of what they saw as heathen worship; the belief that in so doing, they had greater control over pagan festivities.  [62:  Ibid., pp. xiii-xiv]  [63:  Ibid., pxv] 

There are indeed examples of dark Yuletide gatherings where the guise of a goat could have been viewed as the role of the Devil.[footnoteRef:64] The idea of devil-worship seems to be more of a pious reaction of the Churchmen than actual satanic worship, with the belief that the Devil and his demons could take on the form of many animals.[footnoteRef:65] In the Malleus Malefricarum composed in 1486, there is an explanation on how witches with demons could transform one into the shape of a beast,[footnoteRef:66] this medieval tract also talks of wolves being in association with the Devil, and that Satan could turn people into  werewolf,[footnoteRef:67] a theme that carried on throughout the subsequent centuries. The Malleus Malefricarum also discusses ghosts and demons taking on the forms of animals and animal hybrids to interact with mortals, to tempt them into sin.[footnoteRef:68]  [64:  Ibid., p123]  [65:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p98]  [66:  B. Resl, A Cultural History of Animals in the Middle Ages, Berg, 2007, p49]  [67:  Ibid., p49]  [68:  Ibid., p49] 



The Goat as a symbol of Fertility
The goat is depicted in the Medieval Bestiaries as an animal “…eager to mate, with eyes so full of lust that they look sideways”.[footnoteRef:69] The horns and hairy form of the goat are also mentioned by the Bestiary as a form of communication with the Devil[footnoteRef:70] and the appearance of the goat and their wild nature meant that they were also associated with Pan. Again, Pan was significant in regard to sexual potency,[footnoteRef:71] which was of course repugnant and sinful to those of the medieval Church. Thus, to the medieval Christian mind, the goat either appeared a messenger to Satan or Satan himself.[footnoteRef:72] It could also be due to the escape artist behaviour of the goat, that suggests a reporting to Satan to the superstitious medieval mind. However a goats’ hoof or beard hair was thought to offer protection against Satan;[footnoteRef:73] this may have given rise to another form of disguising to mask themselves as goat in order to protect themselves. [69:  D. Hassig, The Mark of the Beast, Routledge, 2000, p72]  [70:  D. Hassig, The Mark of the Beast, Routledge, 2000, p170]  [71:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p174]  [72:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p173]  [73:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p173] 

Again, the theme of lust here is important in regard to the prohibited disguise of the goat in the medieval period. Lust was considered a sin, that sin being transferred to a form of Satan worship by the Church fathers of this period, thus the goat being named as an animal prohibited by the Church, although in remote areas of Europe this failed to stop the goat used as a disguise in celebrations after the harvest.[footnoteRef:74] An example of this would be in La Vendee, south-west France, where the goat appears in the form a fertility rite.[footnoteRef:75] In the winter night, after the women have completed their chores of spinning (a common task that females of the villages used to partake in after the harvest was gathered in),[footnoteRef:76] the man in guise of the goat knocks over the distaff and rips the aprons of the women. Violet Alford suggests that this a significant action, in that the apron was a fertility symbol, well-known in Europe at this time.[footnoteRef:77] [74:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p6]  [75:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p6]  [76:  Ibid., p6]  [77:  Ibid., p6] 

The ‘Oats Goat’
Goats are associated with crops in the small village of Mittendorf in the Austrian Alps, where there is a guise named the ‘oats-goat’.[footnoteRef:78] The goat guizer has similar appearance to that of the hobby-horse, in that it is covered with a sheet or cloak, horned dancers accompany the creature, with cattle bells entwined around their waists.[footnoteRef:79] The purpose of this disguise appears to be the ensuring of a good crop of oats that year.[footnoteRef:80] [78:  Ibid., p129]  [79:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p129]  [80:  Ibid., p129] 

The Schnabelgeiss and the Julbukk: Winter Goats
[bookmark: _Hlk7600142]The Schnabelgeiss, meaning the beaked goat, is a carnival goat that wades through the villages of Zurich in Switzerland, at Midwinter,[footnoteRef:81] but is very much a hybrid creature that acts like a horse.[footnoteRef:82]  The disguise is comprised of the horns of a goat and clacking jaw, who runs through the streets of the village, tapping on windows. If one were to open the window, the Schnabelgeiss will put his head in, and a loud noise emanates around the street.[footnoteRef:83] According to Violet Alford this noise is an important part in Midwinter celebrations,[footnoteRef:84] one can make the assumption that in making the noise, the villagers are attempting to frighten the masked creature away from the village. The reason behind this ritual could be that the loud noises emanated by the people in the street could be to scare the dead back to their graves, and that this goat disguise has a similar function to the Mari Lwyd custom in Wales. Another goat that makes an appearance at Christmas is that of the ‘Julebukk’ (the Christmas Goat) whose first record dates him back to 1543 in Denmark.[footnoteRef:85] This creature was of very similar appearance to that of the Hobby-Horse: they were primitive in design, made of straw or covered in fur and with horns upon the goat’s head.[footnoteRef:86] There is also a Germanic Goddess that appears in the Christmas season as a goat, named Perchta; she is clothed in white before her transformation into the form of the goat.[footnoteRef:87] Perchta is perhaps significant regarding the goat disguise at Winter: she is associated with fertility, as many female goddesses are very often associated with the virility of man and animal, and the health of a household.[footnoteRef:88] [81:  Ibid., p4]  [82:  Ibid., p4]  [83:  Ibid., p128]  [84:  Ibid., p128]  [85:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, pp. 227-228]  [86:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, pp. 227-228]  [87:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p156]  [88:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p152] 


The Stag: A Creature of Myth and Magic
  
                 [image: ]
[bookmark: _Hlk8046181]The Hobby Stag from Walters Museum, W.88, fol. 156v. Taken from https://www.pinterest.co.uk/pin/379146862363660670/

[bookmark: _Hlk7961343]The symbolism of stags in medieval literature was the association with forests and nature; they were seen as wise, fast and strong animals.[footnoteRef:89] They were believed to have a magical quality, and this belief was prevalent throughout the ensuing centuries. For instance in Culhwch and Olwen there is described a stag with an almost supernatural ability to speak to Arthur’s man and advise him on the Mabon quest.[footnoteRef:90] Likewise in the Mabinogion, the stag is the agent through which Pwyll and Arawn meet.[footnoteRef:91] The Stag as a disguise in medieval entertainments can indeed be attributed to the magical qualities which is prevalent in Celtic literature, and relates to being a messenger of the Gods,[footnoteRef:92] that in transforming oneself into the Stag, it could be said that a certain magic is acquired that blesses the harvest for the following season. The Morrigan, goddess of war from Irish mythology, transforms from that of a human into a stag[footnoteRef:93]    [89:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p166]  [90:  Ibid., p166]  [91:  Ibid., p166]  [92:  Ibid., p167]  [93:  Ibid., p168] 


The Stag and Deer as depicted in Ceremonial Songs and Dances

        [image: ] 
The Hobby Stag from Roman d’Alexandre. Oxford: Bodleian Library, MS Bodley 264 fol. 70r. Taken from: https://www.pinterest.co.uk/pin/365495325990869431/

[bookmark: _Hlk7961325]There is a dance in Iceland known as the ‘hart dance’ and the ‘hind dance’.[footnoteRef:94] There are accounts of songs, which were known as the ‘Vikivakar’ from disapproving bishops dating back to the twelfth to the fourteenth Centuries.[footnoteRef:95] One of the songs makes mention of this sinister sounding dance, and the hart-dance, or hjartaleikerur in the local dialect. The hart-dance is interesting in regard to heathen origins, as the stag guizer who partook in the dance, wore lit candles on the antlers, linking this to the astral deer.[footnoteRef:96] The guizer persuaded the women and girls to sing love songs, and in so doing it was made a game of deer and stag: all were then blindfolded and the stags had to catch a deer; once caught, the deer and stag were married by the Mother deer.[footnoteRef:97] This dance appears as a fertility dance, and again the theme of virility is prevalent with the deer, as the antlered pagan deity, Cernunnos, was the early symbol of virility.[footnoteRef:98]  Cernunnos had the appearance of half-man and half-animal,[footnoteRef:99]  and this is perhaps suggestive of the Celtic belief of humans given greater magical abilities and power when merged with that of an animal.  This horned God is linked to fertility and prosperity, and he is also known as the god of wild nature.[footnoteRef:100] The horns of the stag shed every autumn and grow in the Spring; this could also be very important in relation to the stag as disguise in rituals, as this is highly suggestive as symbolism for the seasons.[footnoteRef:101] There was a stag disguise that was a popular form of animal disguise from the festival of Kalends, which was known as ‘The Little Stag’, the first mention of this disguise was in Barcelona in c.370, Caesarius of Ales in the 5th Century in regard to the little stag states ‘…put on the heads of wild animals, celebrating and leaping about…’[footnoteRef:102]  Historians M. Twycross and S. Carpenter believe the little stag to be a guise with associations of luck-bringing.[footnoteRef:103] The appearance in celebrations of the little stag is no longer recorded after the 11th century.[footnoteRef:104] [94:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p124]  [95:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p124]  [96:  Ibid., p157]  [97:  Ibid., p124]  [98:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p100]  [99:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p100]  [100:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p223]  [101:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p230]  [102:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p29 ]  [103:  Ibid., p29]  [104:  Ibid., p38] 



[image: ]
Abbot Bromley Horn Dance. Taken from http://patrickmurfin.blogspot.com/2014/09/the-oldest-ritual-in-english.html

The Abbots Bromley Horn Dance is described as one of the oldest ceremonies that still survive to this day in Britain.[footnoteRef:105] The earliest record can be traced to 1226, where a performance of this dance took place at Bartlelmy Fair.[footnoteRef:106] The antlers were damaged in 1976, and this broken piece of horn was then carbon dated back to the mid tenth-century.[footnoteRef:107] It can be suggested that the reason for the survival of primitive ceremonies such as the Abbots Bromley Horn Dance was due to the deer and its association with a god-like purity; that what was an original heathen ceremony, perhaps turned its purpose to the purifying of the village and surrounding land. It was said to have been originally performed at Midwinter,[footnoteRef:108] which of course was the time when most forms of animal disguise took place,[footnoteRef:109]  and it has been thought to have been an ancient fertility ritual and to ensure successful hunting.[footnoteRef:110] The folk-dances that occur in these rituals are symbolic of “…the belief that…the dance will influence fertility, agricultural, animal or human.”[footnoteRef:111] There is a record that dates the Horn Dance to at least 1226, when it was founded at the local fair.[footnoteRef:112] This dance is a yearly performance taking place during September[footnoteRef:113] The tune is not of definitive association, also the costume has been recorded as changing over the centuries, suggesting that these two particulars are not of ancient origin.[footnoteRef:114] It must once have been performed as part of a Winter Solstice ritual.[footnoteRef:115] The dance consists of six men, each carrying horns over their heads, accompanied by a hobby horse, as well as the usual man-woman and fool, and finally a boy with a triangle and a musician.[footnoteRef:116] Macdonagh believes this custom to date back to Henry III ‘Charta de Foresta’ grant; he believed the dancers to be huntsmen and the stags being the pray.[footnoteRef:117] Historian Douglas Kennedy believes them to be associated with the yearly cycle of life and of death.[footnoteRef:118] Folklorist Theresa Buckland believes the dance form of the Abbots Bromley ritual to be of ancient, Pagan origin, suggestive of a fertility ritual.[footnoteRef:119] The dance with its walking procession in single file, the circling and interweaving and meeting, to the onlooker, this would indeed seem of ancient origin,[footnoteRef:120] but as there are no records to suggest otherwise. Indeed, as for the suggestion of the dance being a pagan fertility ritual, it would seem unlikely that the dance itself originated as far back as the Medieval age, as many traditions changed over time. In the records dating from 1529,[footnoteRef:121] the appearance of the Hobby-Horse is confirmed at the village of Abbots Bromley, although the records describe the Hobby-Horse with no mention of the horns. It may be however that in the hobby horse it was encompassing that of the horn dance, and was a dance with the hobby-horse at the head of the procession.  [105:  M. Alexander, A Companion to the Folklore, Myth & Customs of Britain, Sutton, 2002, p1]  [106:  Ibid., p1]  [107:  Ibid., p1]  [108:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p396]  [109:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p396]  [110:  Anon, The Horn Dance, Journal of the English Folk Dance and Song Society, Vo. 1, No. 3 (Dec., 1934), p. 180]  [111:  R. Gallop, Systematization of Motives in the Ceremonial Dance, Journal of the English Folk Dance and Song Society, Vo. 2, (1935), pp. 79-83, p81]  [112:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p397]  [113:  C. Hole, English Traditional Customs, B. T. Batsford Ltd, 1975, p95]  [114:  R. Nettel, What Happened to Folksong, Music & Letters, Vol. 26, No. 1 (Jan., 1945), pp.28-30, p29]  [115:  C. Hole, English Traditional Customs, B. T. Batsford Ltd, 1975, p95]  [116:  C. Hole, English Traditional Customs, B. T. Batsford Ltd, 1975, p95]  [117:  Anon, The Horn Dance, Journal of the English Folk Dance and Song Society, Vo. 1, No. 3 (Dec., 1934), p. 180]  [118:  D. Kennedy, England’s Ritual Dances, Journal of the International Folk Music Council, Vol. 2, (1950), pp. 8-10, p9]  [119:  T. J. Buckland, Dance, Authenticity and Cultural Memory: The Politics of Embodiment, Yearbook for Traditional Music, Vo. 33, (2001), pp. 1-16, p1]  [120:  T. J. Buckland, Dance, Authenticity and Cultural Memory: The Politics of Embodiment, Yearbook for Traditional Music, Vo. 33, (2001), pp. 1-16, p3]  [121: M. Heaney, New Evidence for the Abbots Bromley Hobby-Horse, Folk Music Journal, Vol. 5, No. 3, (1987) pp. 359-360, p259] 




Animal Disguise as depicted in the form of Cattle
Animal disguise in the form of the bull, cow or calf, clearly relate the creatures to the harvest,  which animal disguise appears to be popularly associated with, as they were creatures of agriculture (much like the horse). The cow is representative of the Celtic goddess Brighid, and the earth and also the moon.[footnoteRef:122] The cow was associated with fertility, prosperity, mothers and family.[footnoteRef:123] The Bull Aine was the goddess of cattle in Ireland, and during the rites, the people payed their respect to both the cow and the bull.[footnoteRef:124] Again in regard to the colour white, it was the white bull that was sacred to the Celts, as it was representative of God in animal form.[footnoteRef:125] The bull was then sacrificed to Taran, for him to be returned from whence he came.[footnoteRef:126] In doing so, it gained the people who sacrificed the creature, fertility, prosperity and a happy fulfilled existence.[footnoteRef:127] The bull also appeared as a supernatural creature in  a very popular tale in Medieval Ireland which was that of the ‘Cattle Raid of Cooley’, a tale of two bulls with supernatural abilities, which according to historian Miranda Green, is heavily laden with symbolism of the bull and cattle, linking this animal to fertility.[footnoteRef:128] [122:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p74]  [123:  Ibid., p74]  [124:  Ibid., p73]  [125:  Ibid., pp. 73-74]  [126:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, pp. 73-74]  [127:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p74]  [128:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p183] 

 The earliest mask to relating these creatures is that of the ‘Vetula’ which is a calf mask dating from the 14th century, made from clay, and was discovered in Lichtenstein.[footnoteRef:129] Not much is known about this discovery, other than the theory of it being brought there by legions of the Roman army.[footnoteRef:130] In Scotland there is also what could originally have been based on a primitive costume, which was to celebrate Hogmany. This involved a man dressed in the form of a bull, wearing the hide of the creature including the hooves and horns, who capered about while people beat him with sticks and boys who hid on the rooves of houses came down to chant their ritualistic rhyme in the local dialect of Gaelic.[footnoteRef:131] In Gloucester and Wiltshire there appeared at Christmas ‘The Christmas Bull’ which consisted of a real Bulls head, a broomstick (as previously stated a familiar fertility symbol), with a rope to suggest a tail; the stick was covered in sacking and a man hidden under this primitive disguise, with the familiar theme of chasing young girls around the house.[footnoteRef:132] [129:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p20]  [130:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p20]  [131:  A. Ross, The Folklore of the Scottish Highlands, B. T. Batsford Ltd, 1990, p121]  [132:  T. Brown, The “Stag-Hunt” in Devon, Folklore, Vo. 63, No. 2, (Jun., 1952), pp. 104-109, p107] 

The singeing of the hide was popular certain areas, as the fumes that emanated from the burning were thought to have purifying effects for the family that singed the hair of the bull for the next year.[footnoteRef:133] This appears significant in the context of ritual renewal and the bull disguise, a luck-personifying disguise, meant to enrich the harvest for the people of the area in which this ritual took place. However, the occurrence of practices such as the one in Scotland angered the Church, as they believed that these heathen practices brought plague and famine to the surrounding countryside.[footnoteRef:134] [133:  A. Ross, The Folklore of the Scottish Highlands, B. T. Batsford Ltd, 1990, p122]  [134:  M. Todd, Profane Pastimes and the Reformed Community: The Persistence of Popular Festivities in Early Modern Scotland, Journal of British Studies, Vol. 39, No. 2 (Apr., 2000), pp. 123-156, p123] 


Wolf

Wolf symbolism in Medieval Literature
                                    
[image: ]
A hairy wolf man in lustful pursuit of a woman from Smithfield Decretals, France, c. 1300–40, Royal MS 10 E IV, f.  taken from https://blogs.bl.uk/digitisedmanuscripts/2017/03/tale-as-old-as-time.html
[bookmark: _Hlk7961303]
In the Medieval Bestiary the wolf is represented as the Devil, who preyed on humanity and “circled the sheepfold of the faithful.”[footnoteRef:135] Animals used as a symbol of morality was a common practice in medieval literature. The symbolic significance of the wolf as related to greed and lust, was not just in the medieval era, but throughout the subsequent centuries (e.g Little Red Riding Hood with the suggested sexual symbolism of the wolf). For instance in Guillaume de Lorri’s Roman de la Rose, written in the thirteenth century, uses the motif of the wolf as symbol of the lustful, with the wolfs’ carnal appetite.[footnoteRef:136] Historian Jonathan Morton describes Jean de Meun as an author that intends to depict “…the true animalistic nature of human appetites…”[footnoteRef:137] The reasoning behind this statement is clear: a human is depicted by the signs of clothes, but the clothes, while outwardly a sign of civilized humanity, hide the animal that lurks beneath the guise of humanity; take away the clothes and reveal the beast behind a man’s form. The character of the monk in Roman De La Rose is turned into a wolf to commit his carnal lust for women, which Morton describes the Monk’s behaviour to be that of greed as well as lust.[footnoteRef:138] Indeed, what animal best represents this other than that of the appetite and sly nature of the wolf. Humans are, much like the wolf, predominantly capable of cruel acts; people of all statuses in society can revert to animal-like behaviours, either when deep in their cups or in acts of uncontrollable rage, humans can in a sense lose their humanity. It is as if the wolf mask is representative of the beast within every person, that outwardly the mask is symbolic of what is beneath the human form: humans’ animal instincts, the beast that lurks within mankind. Alexsander Pluskowski believes the symbolism of the wolf in Medieval Western European literature a embodies “…an archetypal wolf, characterised by unbridled cruelty, bestial ferocity as well as literal – mindedness and gullibility, driven by his ravenous hunger.”[footnoteRef:139]  [135:  B. Resl, A Cultural History of Animals in the Middle Ages, Berg, 2007, p49]  [136:  J. Morton, Wolves in Human Skin: Questions of Animal Appetite in Jean De Meun’s “Roman De La Rose”, The Modern Language Review, Vo. 105, No. 1 (October 2010), pp. 976-997, p976]  [137:  J. Morton, Wolves in Human Skin: Questions of Animal Appetite in Jean De Meun’s “Roman De La Rose”, The Modern Language Review, Vo. 105, No. 1 (October 2010), pp. 976-997, p976]  [138:  J. Morton, Wolves in Human Skin: Questions of Animal Appetite in Jean De Meun’s “Roman De La Rose”, The Modern Language Review, Vo. 105, No. 1 (October 2010), pp. 976-997, p977]  [139:  A. Pluckowski, Wolves and the Wilderness in the Middle Ages, Boydell, 2006, p129] 

The theme of wolves in disguise can be seen in later centuries with the wolf wearing the grandmother’s clothing in Little Red Riding Hood, in taking attributes from the human grandmother, it succeeds in fooling Red Riding Hood. Lord Raglan states in his article The Cult of Animals that the werewolf has human traits which mark the human side of him from that of the wolf, as a human in the disguise as wolf.[footnoteRef:140] The wolf also has a satanic element to its personality that was strongly apparent in Medieval literature: even in The lais of Marie de France, written in the late twelfth century and composed for the Medieval Court,[footnoteRef:141] Bisclavret loses his humanity when stripped of his clothing. This corroborates with the idea of animal disguise - the clothes mark him as human, and when removed he turns into the beast. His wife’s adultery and therefore treachery is what makes him more of a sympathetic character, not the usual theme of werewolves. In killing her lover, he regains his clothes and his human form thenceforth.[footnoteRef:142]  [140:  L. Raglan, The Cult of Animals, Folklore, Vol. 46, No. 4 (Dec., 1935), pp. 331-342, p332]  [141:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p129]  [142:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p129] 

According to Historian Joyce Salisbury, Marie de France chose animals that represented the society from which she lived, where in the case of the werewolf, was of the ruling classes.[footnoteRef:143]  It is apparent that the wolf was symbolic of appetite, that includes carnal and greed and anything to excess, but also symbolic of cruelty. The wolf theme continues in much the same way in the twelfth-century the poem Ysengrimus, in which the wolf is again depicted as a monk.[footnoteRef:144] Monks were portrayed as greedy for gold, again the theme of greed is apparent and coincides with that of the wolf.[footnoteRef:145]  [143:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p129]  [144:  J. Morton, Wolves in Human Skin: Questions of Animal Appetite in Jean De Meun’s “Roman De La Rose”, The Modern Language Review, Vo. 105, No. 1 (October 2010), pp. 976-997, p979]  [145:  J. Morton, Wolves in Human Skin: Questions of Animal Appetite in Jean De Meun’s “Roman De La Rose”, The Modern Language Review, Vo. 105, No. 1 (October 2010), pp. 976-997, p989] 

Wolf disguises are predominantly seen in Midwinter, most commonly between December and January.[footnoteRef:146] The significance of this in relation to the deities, is that in nearly all cases they appear at this time in particular, which corroborates with the theme of the animal disguise as being pre-Christian. In the Baltic regions, the wolf mask is a popular form of animal disguise; this wolf mask goes by the name of Isengrind, ‘Lord of the Beasts’, and involves men undergoing the transformation into that beast of myth and legend known as the werewolf during the twelve nights of Christmas.[footnoteRef:147]  In certain places of Germany, one cannot say the name ‘wolf ‘ in December,[footnoteRef:148] while in others Wolfsmonat translating to ‘the month of the Wolf,’ means December.[footnoteRef:149]  [146:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p159]  [147:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p159]  [148:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p160]  [149:  L. Motz, The Winter Goddess: Percht, Holda, and Related Figures, Folklore, Vol. 95, No. 2 (1984), pp. 151-166, p160] 

Medieval Folk Practices combining elements of the Wolf
In the donning of the wolf mask there is a sense the wearer sheds the inhibitions of controlled humanity and domesticated animals, and are turned into the ‘berserker’, they lose their human self into that of the uncontrollable and savage wolf of Medieval legend. There was a little-known cult that took place on Midsummer’s eve at Jumieges in Normandy, named the ‘Brotherhood of the Green Wolf’.[footnoteRef:150] Historian John Pollard believes this to have been some sort of fertility festival, depicted by the licence and the green colour of the clothes they wore.[footnoteRef:151] It can be suggested that the colour green is suggestive of nature, and the wild nature of the animal they represented is (much like the stag) suggestive of wild nature. The ‘Green Wolf’ was a form of mummery, they chanted and danced in a procession through the village to the ‘Green Wolf’s’ house where a great bonfire was lit, the village folk chanted the Te Deum during which the brotherhood held hands and circled round the fire, waiting for the successor of the Green Wolf to be picked by the cult leader.[footnoteRef:152]  This was a medieval cult into which one became a wolf for the Midsummer fire festival, although the process of transformation for this ritualistic custom has been lost over time.[footnoteRef:153]  [150:  J. Pollard, Wolves and Werewolves, Robert Hale Ltd, 1964, pp. 134-135]  [151:  J. Pollard, Wolves and Werewolves, Robert Hale Ltd, 1964, pp. 134-135, p135]  [152:  Ibid., p135]  [153:  Ibid., p135] 

Another virtually unknown folk custom from the small channel island of Guernsey depicts a form of werewolf disguise.[footnoteRef:154] This folk practice took place when night fell (again the werewolf theme of the nocturnal darkness bringing out the beast), but it was not in the form of wolf that these guizers were to be seen in, but that of the horse (notably mare skin).[footnoteRef:155] Whilst most of the records appear to date from the mid seventeenth century, there is strong reason to believe that this must have been a medieval practice. The reason that werewolfery was attached to these animal guizers seems to be the night revelries that took place: owing to them being nocturnal practices, their wild and somewhat excessive behaviour gave them the appearance of the werewolf. Historian Darryl Ogier believes that this custom thus described because “This behaviour might be connected with the chasing women, eating prodigiously, getting be-splattered with mud, and ‘caterwawling generally.”[footnoteRef:156] This opinion of werewolves or wolves in general relates to that of the medieval symbolism of the wolf, and again is representative of depraved humans behaving like a beast: greed, lust and all behaviours attributed to excessiveness. There were guizers covered in wolf pelts called the ‘wolf of the Wolfaulassen’, in Bavaria recorded in 1446 in Braunschweig, who were Martinmas Masquers.[footnoteRef:157] According to historian John Lindow, Martinmas was a form of shadow carnival, whereas instead of guiding out Winter, they guide it in.[footnoteRef:158]  [154:  D. Ogier, Night Revels and Werewolfery in Calvinist Guernsey, Folklore, Vol. 109, (1998), pp. 53-62, p53]  [155:  D. Ogier, Night Revels and Werewolfery in Calvinist Guernsey, Folklore, Vol. 109, (1998), pp. 53-62, p55]  [156:  D. Ogier, Night Revels and Werewolfery in Calvinist Guernsey, Folklore, Vol. 109, (1998), pp. 53-62, p57]  [157:  J. Lindow, Medieval Folklore: A Guide to the Myths, Legends, Tales, Beliefs, and Customs, Oxford University Press, 2002, p260]  [158:  J. Lindow, Medieval Folklore: A Guide to the Myths, Legends, Tales, Beliefs, and Customs, Oxford University Press, 2002, p260] 

Chapter 3: The Appearance and Significance of the combining of various Animal Disguises in Medieval Festivities, Carnivals and Folk-Play

[image: ]
Centaur woman breast feeding her child from Rutland Psalter, England, c. 1260, Add MS 62925, f. 58v. Taken from https://blogs.bl.uk/digitisedmanuscripts/2013/05/marginali-yeah-the-fantastical-creatures-of-the-rutland-psalter.html

[bookmark: _Hlk7961286]The Hybrid
The very act of putting on the guise of animal is in itself a transformation of one’s identity, a transformation that merges one’s soul into that of another, that of the animal on the exterior of the human body. In transforming the exterior of oneself, an almost Dr Jekyll and Mr Hyde effect takes place on the wearer of the animal disguise. A person of a shy personality can transform into that of the beast they impersonate, their shyness forgotten, their identity hidden. There is very much an element of playing the hybrid when one disguises oneself in the form of animal: for a human to mask themselves in this way, they become a hybrid, a combining of two different species.
 This goes back also to Nordic heathen tradition, where the soul of the human transforms into that of the animal. This was of course not animal representation, but in shape-shifting into the animal they lost their human identity into that of the animal.[footnoteRef:159] Hybrids of course played an important role in the medieval art of Bestiaries or decorating the margins of a Book of Prayers. Bestiaries told the reader, through texts and pictures, how animals came to be and the characteristics of each creature, and provided a moral message to the reader.[footnoteRef:160] Hybrids first started making an appearance in manuscripts from the thirteenth Century, reaching their height in popularity in the fifteenth century.[footnoteRef:161] Hybrids were a blurring of boundaries, the world turned upside down, creating an unclassified creature, a creature that perhaps combined elements of all animals. The hybrids that are portrayed in the Bestiaries could be perceived as the symbols of morality to the onlooker: the combination of animal attributes combine to give this moral message no just through words but though the images. Animal guizers are very much in this form of cross-breeds, with their half-human half-animal portrayal, they are transgressing the boundaries of two different worlds, that of the animal and that of the human. The very act of putting on the mask of an animal would transform the wearer into the said animal (be it ravenous wolf or cunning fox), creating a new identity; they shed their human skin to that of the beast, taking on the creature’s attributes and behaviours. The Centaur is depicted in Bestiaries, where it says ‘the nature of men and horses can be mixed’[footnoteRef:162]  again, the trope of Hobby-Horse could come under this category, albeit in a centaur’s appearance. A hybrid in the form of masking does not lose the human identity but encompasses both animal and human. This theme was recurrent throughout art, literature and rituals of the Middle Ages.  [159:  S. Kristoffersen, Half Beast – Half Man: Hybrid Figures in Animal Art, World Archaeology, Vol. 42, No. 2, Humans and Animals (June 2010), pp. 261-272, p266]  [160:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p116]  [161:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p139]  [162:  J. E. Salisbury, The Beast Within: Animals in the Middle Ages, Routledge, 1994, p149] 
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[bookmark: _Hlk8046517]Charavari from Roman de Fauvel (c.1316) from MS fonds français 146. Taken from http://www.sequentia.org/programs/program12.html

[bookmark: _Hlk7961267]Rituals to punish and humiliate 
The Charavari (most famously depicted in the book The Wife of Martin Guerre by Janet Lewis, and its subsequent French language film adaption The Return of Martin Guerre) was a popular ritual in France, to enact punishment upon an individual who perhaps was a foreigner marrying a local girl of the village, are in their second marriage, or if one were to commit adultery, or perhaps an older man marrying a younger woman; all these would rile the villagers into the frenzy of Charavari.[footnoteRef:163] In the case of Charavari, a human dressed up as an animal can become cruel of temperament, masking their identity to avoid detection after an act of punishment on the unfortunate individual in question. It appears that in the case of Charavari, animal masks were used as a form of disguise in order to humiliate the victim, rather than of a symbolic nature. The question as to why they masked themselves in the form of animal could be due to reverting back to bestial behaviour: they barbarically chased the victim through the town, clanging their pots and pans in a term known as ‘Rough Music’.[footnoteRef:164] The ritual of the Charavari was most commonly performed at Shrovetide,[footnoteRef:165]  in a representation of what can only be described as the world gone topsy-turvy, humans being animals, and animals as humans.  [163:  E. P. Thompson, Rough Music Reconsidered, Folklore, Vol. 103, No. 1, (1992), pp. 3-26, p3]  [164:  E. P. Thompson, Rough Music Reconsidered, Folklore, Vol. 103, No. 1, (1992), pp. 3-26, p3]  [165:  P. Vandedbroeck, Varbeeck’s Peasant Weddings: A Study of Iconography and Social Functions, Simiolus: Netherlands Quarterly for the History of Art, Vol. 14, No. 2 (1984), pp79-124, p91] 

There are known British variants also targeting perceived transgressors. For example The Devon Stag Hunt, to punish one who perhaps committed adultery or both married people who were known to have committed an offence.[footnoteRef:166] They were punished by the villagers to exact what they deemed as a sense of justice: all seemed to relish the occasion by their screams and howls of excitement, where according to Historian E.P.Thompson the “…Victim was symbolically slaughtered in the person of a proxy in animal disguise.”[footnoteRef:167] Again, much like the French ritual of the Charivari, the accused victim was pursued through the countryside with clanging kitchen implements.[footnoteRef:168] Folklorist Theo Brown suggests that the ram’s horns on the leader’s head was representative of the Devil.[footnoteRef:169] However it seems more likely that horns were symbolic of ‘cuckolds’, as horns as used in processions and rituals were highly symbolic in the Medieval period to shame women who transgressed sexual boundaries.[footnoteRef:170]  Indeed, this is almost a form of the ‘wild hunt.’ These savage forms of punishment and humiliation required the victim to be chased down like a fox from hounds (the same sinister howling), and with the crude household implements, the animal masks and the howling cries, it must have been a terrifying spectacle for the victim to have endured. Then there was the Wooset-Hunting in Wiltshire, where at the head of the hunting procession the leader wore the skull of a horse.[footnoteRef:171] These sinister and primitive sounding practices were made more horrific by the animal-headed appearances of these ‘human’ attires. The hunt of the human victim has a pagan element, a barbaric sacrificial undertone; Historian E.P.Thomson believes the act of animal guising in this context to have had demonic and magical connotations.[footnoteRef:172] Historians M.Twycross and S.Carpenter believes that this form of masking was representative of demons: this could indeed be the case, but the disguise as the form of animals was perhaps to make the participants appear more sinister, to hide their faces from the victim so as not to be recognised, rather than any deeper meaning.[footnoteRef:173]  [166:  T. Brown, The “Stag-Hunt” in Devon, Folklore, Vo. 63, No. 2, (Jun., 1952), pp. 104-109, p104]  [167:  E. P. Thompson, Rough Music Reconsidered, Folklore, Vol. 103, No. 1, (1992), pp. 3-26, p4]  [168:  T. Brown, The “Stag-Hunt” in Devon, Folklore, Vo. 63, No. 2, (Jun., 1952), pp. 104-109, p106]  [169:  T. Brown, The “Stag-Hunt” in Devon, Folklore, Vo. 63, No. 2, (Jun., 1952), pp. 104-109, p106]  [170:  L.Kalof, Looking at Animals in the Middle Ages, Reaktion Books, 2007, p59]  [171:  E. P. Thompson, Rough Music Reconsidered, Folklore, Vol. 103, No. 1, (1992), pp. 3-26, p4]  [172:  E. P. Thompson, Rough Music Reconsidered, Folklore, Vol. 103, No. 1, (1992), pp. 3-26, p20]  [173:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p46] 
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‘The Butchers Dance’ at Nuremberg, taken from: S. Kinser, Presentation and Representation: Carnival at Nuremberg, 1450-1550, Representations, No. 13 (Winter, 1986), pp. 1-41, p2
[bookmark: _Hlk7961247]
The various animal disguises as depicted at Carnivals and other Popular Medieval Festivities

The medieval carnival was an urban European celebratory festival, that was never celebrated in Britain as such.[footnoteRef:174] The most carnivalesque festival in Britain was that of Shrovetide season, which did have street masking, though was not a common occurrence like those of Europe.[footnoteRef:175] At celebrations of festivities in Vienna in 1463, it was forbidden to wear any form of disguise for the celebration of Shrove Tuesday,[footnoteRef:176] while interestingly in Strausbourg in 1483 it was there banned to “…appear in the manner of spirits…”[footnoteRef:177]1 Surely this relates to the dressing in animal disguise, as being representative of Spirits [174:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p55]  [175:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p78]  [176:  P. Vandedbroeck, Varbeeck’s Peasant Weddings: A Study of Iconography and Social Functions, Simiolus: Netherlands Quarterly for the History of Art, Vol. 14, No. 2 (1984), pp79-124, p86]  [177:  P. Vandedbroeck, Varbeeck’s Peasant Weddings: A Study of Iconography and Social Functions, Simiolus: Netherlands Quarterly for the History of Art, Vol. 14, No. 2 (1984), pp79-124, p86] 

At the Carnival of Nuremberg, there was a rare variant of the hobby-horse, which was that of the hobby-goat.[footnoteRef:178] Appearing in ‘the Butchers Dance’ dated 1449, it opposed the hobby-horse with whips as if in duel for the feminine hobby-unicorn (the disguiser being a woman) who also appears in the dance (see fig 9). The dance dates back to 1397,[footnoteRef:179] and the costume of the hobby-goat is virtually identical to that of the hobby costumes seen in the British Isles (which suggests that perhaps the British hobby-horses derived from the European customs). According to historian Samuel Kinser the Butcher’s Dance is representative of the transitioning of the seasons, Winter turning into Summer.[footnoteRef:180] The horse and the goat in this context may be a representation of agricultural livestock, but also as animals associated with fertility.[footnoteRef:181] As previously stated, horses and goats are representative of male virility, due to the largeness of horse genitalia and the male goats’ highly sexed nature. Perhaps it could be said of the Carnival animal guizers, that rather than a symbolic representation of animals, it could be a form of escapism, escaping winter confines into that of summer, and the ending of harsh winter brings out the joy in humankind. In a Medieval Carnival song called ‘The Mask Makers song’ which was written in the 16th century there is mention of an owl and crow mask.[footnoteRef:182]  Bird masks are not recorded in the medieval customs of the British Isles (although that is not to say that they did not exist), and there may be no symbolism behind these masks other than as a form of decorative disguise. There could be a symbolic significance in the crow, being of a black colour, akin to skin blackening in the British Isle folk customs, this could also relate to the supernatural qualities of birds in Celtic literature, where birds were seen as having magical qualities,[footnoteRef:183] but this is unlikely due to the Carnivalesque context which the disguise was involved in. The owl and the crow can be significant as symbols of witchcraft and of Satan, as in winged messengers of the devil. [178:  S. Kinser, Presentation and Representation: Carnival at Nuremberg, 1450-1550, Representations, No. 13 (Winter, 1986), pp. 1-41, p1]  [179:  S. Kinser, Presentation and Representation: Carnival at Nuremberg, 1450-1550, Representations, No. 13 (Winter, 1986), pp. 1-41, p2]  [180:  S. Kinser, Presentation and Representation: Carnival at Nuremberg, 1450-1550, Representations, No. 13 (Winter, 1986), pp. 1-41, p4]  [181:  S. Kinser, Presentation and Representation: Carnival at Nuremberg, 1450-1550, Representations, No. 13 (Winter, 1986), pp. 1-41, p6]  [182:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p6]  [183:  M. Green, Animals in Celtic Life and Myth, Routledge, 1998, p171] 

The Kalends of January
The most famous masked festival is that of the Kalends of January, which took place over the Twelve Days.[footnoteRef:184] Twelfth Night was a hugely important festival, that has lost its significance and meaning to modern society.[footnoteRef:185] Throughout the early centuries, the Church repeatedly attempted to forbid animal disguise, seeing it as un-Christian acts of debauchery and sin.[footnoteRef:186] Indeed, the term ‘Wildest Orgies’ was used to describe the practices concerning this form of disguising.[footnoteRef:187] [184:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, pxiii]  [185:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p10]  [186:  Ibid., pxiii]  [187:  Ibid., pxiii] 

In Poland, at the Kalends festival which lasted from the 1st to the 6th January, there is a goat that accompanies wassailers or men in the guise of wolves; both the goat and the wolves chase all young people who are unmarried.[footnoteRef:188] Also in Poland, there is one form of disguise known as the tur or turon, that comes out the week known as Holy Week, a few days after Carnival; it is of a terrifying appearance, it has the appearance of a sheep, but belief is that it is auroch descended.[footnoteRef:189] A horned sheep skulls sits atop a pole, with prominent teeth, and a bell rings under his mouth which clacks much like that of the hobby-horse, and much like the hobby-horse he also chases girls, and when they are caught, they feed him oats.[footnoteRef:190] In fact, the phrase ‘sowing wild oats’ is suggestive of the oat feeding of this disguise, perhaps making this representative of virility and fertility. Rams represent the first sign of the zodiac: springs renewal and fertility and the coming fruits of summer.[footnoteRef:191]  [188:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p137]  [189:  Ibid., p138]  [190: Ibid., p139]  [191:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p275] 






Street Mumming
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[bookmark: _Hlk7961210]Mummers from Roman de Alexandre from Oxford: Bodleian Library, MS Bodley 264 fol. 21v. Taken from: https://www.wwno.org/post/continuum-feast-fools-2

Christmas mumming was an occasion that relates to that of the Welsh Mari Lwyd custom: the horse is led by mummers and is used for almost threatening purposes.[footnoteRef:192] The mummers travel from house to house in a guessing game as to the identities of the individual involved.[footnoteRef:193] Once the identities are solved, the mummer unmasks himself to receive refreshments (again this theme of refreshments when a game is ended, almost makes it a begging game). There is a sinister behavioural pattern behind this form of animal disguise, in that the wearer is unknown: this could be described as a threatening force to the person who opens their home to them as they are in a sense letting a stranger into their home. Indeed, it can be made more sinister as the significance of the animals being masked could be representative of some darker force, for instance the hare with witchcraft and the goat as a representative of Satan. As to the house to house visits which these Mummers partake in, folklorist Margaret Dean Smith believed these could be identified as representative of the luck-bringing motif behind these visits, much as their purpose in the play.[footnoteRef:194] [192:  M. Firestone, Christmas Mumming and Symbolic Interactionism, Ethos, Vol. 6, No. 2 (Summer, 1978), pp. 92-113, p105]  [193:  M. Firestone, Christmas Mumming and Symbolic Interactionism, Ethos, Vol. 6, No. 2 (Summer, 1978), pp. 92-113, p92]  [194:  M. Dean-Smith, The Life-Cycle or Folk Play: Some Conclusions Following the Examinations of the Ordish Papers and Other Sources, Folklore, Vol. 69, No. 4 (Dec., 1958), pp. 237-253, p245] 

A very famous example of Medieval mummers already alluded to in the Introduction is that of the manuscript of Le Roman De Alexandre. These animal-masked mummers seem to be in a frozen state of dance (perhaps this image signifies the animal masked mummers on the way from house to house in their merry guessing game), with in between each guizer a member of the laity, which can only be assumed to have been enticed into the dance by these entertainers. The hare depicted as a form of disguise could be linked with the moon with which the hare was associated with in many ancient cultures,[footnoteRef:195]  as the moon is responsible for the earth’s water, vital to successful harvest. The hare is a symbol of fertility in women due to the moon’s cycle; indeed the animal is very much a symbol of the female.[footnoteRef:196] This could indeed be represented by the medieval bestiary in its depiction of the hare in female form.  [195:  K. Cater, Spirit of the Hare: in Folklore, Mythology & the Artists Landscape, Hedingham Fair, 2010, p51]  [196:  K. Cater, Spirit of the Hare: in Folklore, Mythology & the Artists Landscape, Hedingham Fair, 2010, p51] 
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Mummers from the Bodleian Library, MS. Bodley 264. Taken from https://www.pinterest.co.uk/pin/355151120605408677/

Mummers and their relevance in folk-plays
In these seasonal plays of Medieval Europe, the mask played an important part of these cycles.[footnoteRef:197] The plays that took place during the Medieval period are known generally as Folk-Plays or the Life-Cycle Plays.[footnoteRef:198] Traditionally the popular plays that used the form of animal disguise and were performed in a ritualistic fashion were that of the Christmas Mumming play and the Plough Monday play.[footnoteRef:199]  These plays date back (according to surviving records at Henry IV’s court) to the 5th century.[footnoteRef:200]  Many scholars from the 19th century onwards believed these mumming plays to be a heathen fertility ritual.[footnoteRef:201] In these plays the Medieval Sword Dance takes place during the performances (common in Durham Christmas performances, the sword dance combines the elements of the theatrical resurrection theme).[footnoteRef:202] Again, there is discussed the theme of the play as being derived from an ancient pagan rituals: “…sex rites and contests of characters symbolising the seasons date from a very early period in English festivals.”[footnoteRef:203] Although it may be doubtful that this could be representative of medieval thought, it was likely to have been more of a fertility ritual (which is what many folk historians believe to be the case).[footnoteRef:204] There is a record of a pagan sex rite performed at the time of Easter and associated with the mummers play that survived until the late 13th century.[footnoteRef:205] As Easter occurs in Spring, it can be suggestive of earlier pre-Christian origins, and as told by Bede, the name derived from Eostre, the Goddess of Spring and dawn.[footnoteRef:206] Her association was with the hare, and this is what Easter has been also associated with for many centuries.[footnoteRef:207] Where these plays involving animal disguise originated from is not clear, but there are examples from the Balkans in the early 20th Century that depict their variants of the aforementioned British plays in an almost direct parallel to that of the British variants, which in the period that these plays were still enacted, suggests that perhaps the British plays were somehow connected to the Baltic Islands. There occurs in these Baltic mummer plays the same themes: there is a fox mask, a bear disguise (the bear was associated with death and resurrection in the North of Europe, where it was given human qualities),[footnoteRef:208] the doctor, the man-woman, the marriage theme, and what appears to be a May-pole.[footnoteRef:209]  [197:  M. Twycross, S. Carpenter, Masks and Masking in Medieval and Early Tudor England, Routledge, 2002, p14]  [198:  M. Dean-Smith, The Life-Cycle or Folk Play: Some Conclusions Following the Examinations of the Ordish Papers and Other Sources, Folklore, Vol. 69, No. 4 (Dec., 1958), pp. 237-253, p237]  [199:  T. F. Ordish, English Folk-Drama II, Folklore, Vol. 4, No. 2 (Jun., 1893), pp. 149-175, p153]  [200:  M. Alexander, A Companion to the Folklore, Myth & Customs of Britain, Sutton, 2002, p199]  [201:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p547]  [202:  T. F. Ordish, English Folk-Drama II, Folklore, Vol. 4, No. 2 (Jun., 1893), pp. 149-175, p153]  [203:  C. R. Baskerville, Mummers’ Wooing Plays in England, Modern Philology, Vol. 21, No. 3 (Feb., 1924), pp. 225-272, p229]  [204:  S. D. Malin, Four Doubled Figures in the Origins of English Folk Theatre, Theatre Journal, Vol. 33, No. 1 (Mar., 1981), pp. 18-33, p18]  [205:  C. R. Baskerville, Dramatic Aspects of Medieval Folk Festivals in England, Studies in Philology, Vol. 17, No. 1 (Jan., 1920), pp. 19-87, p40]  [206:  C. Hole, English Traditional Customs, B. T. Batsford Ltd, 1975, p44]  [207:  C. Hole, English Traditional Customs, B. T. Batsford Ltd, 1975, p44	]  [208:  J. Lindow, Medieval Folklore: A Guide to the Myths, Legends, Tales, Beliefs, and Customs, Oxford University Press, 2002, p32]  [209:  A. J. B. Wace, Mumming Plays in the Southern Balkans, The Annual of the British School at Athens, Vol. 19 (1912/1913), pp. 248-265, p250] 

The animal masks that were the most popular form of mummers’ guise were the deer, fox, asses, oxen and goats.[footnoteRef:210]  It can be assumed that the ass mask had more of a fool element to the disguise (such as depicted in Shakespeare’s Midsummer Night’s Dream as the foolish ass, Bottom), whilst the deer symbolised a wilder form of nature. Perhaps also the oxen was representative of a popular agricultural animal and thus the land, whilst goat symbolised the Devil. The use of the fox as a mummer’s disguise could be that they are an animal of great cunning, and that during the Middle Ages, the fox was linked the figure of the Devil.[footnoteRef:211] As for the plays being representative of fertility rituals, Historian E.T.Kirby believes there to be no “…evidence for an original year-cycle context of the plays nor for the belief that they were…associated with fertility worship.”[footnoteRef:212]  However, surely there can be no question as to the agricultural/fertility element to these plays as they were ritually enacted yearly, at times of the year when new life and crops began. [210:  T. F. Ordish, English Folk-Drama II, Folklore, Vol. 4, No. 2 (Jun., 1893), pp. 149-175, p154]  [211:  J. D. Palmer, Animal Wisdom: The Definitive Guide to the Myth, Folklore and Medicine Power of Animals, Thorsons, p161]  [212:  E. T. Kirby, Mummers’ Plays and the Calendar, The Journal of American Folklore, Vol. 86, No. 341 (Jul. – Sep., 1973), pp. 282-285, p284] 


The Horse and its association with Folk Plays
in the late nineteenth century historians believed that the folk plays which embraced the form of horse as disguise were descended from sacrificial pagan rites, for instance in 1893 in his article ‘English Folk Drama II’, historian T.Fairman Ordish states that the Plough Monday “…has evolved and descended from…possibly some sacrificial rite in dramatic form to the goddess of agriculture- Gefjun personifying the ploughed land…”[footnoteRef:213] He goes on to state the importance of the Horse in the Aryan mythology, and that taking on the guise of the horse for this form of medieval entertainment goes back to agricultural superstition.[footnoteRef:214]  Indeed, the horse was vital to medieval agriculture, so it would seem likely that there was almost  certainly (in this context at least) an agricultural theme to the creation of the Hobby-Horse. The theme of the Resurrection is prevalent in the Plough Monday play, which took place the following Monday of Twelfth Day,[footnoteRef:215] with the Hobby-Horse being brought back to life by the Doctor. Whilst this could be remnants of a heathen sacrificial rite with a real horse (a rather more sinister theory, but might hold some truth), this could also be understood as a sense of being reborn, in bringing the Hobby-Horse back from the realm of the dead (the dead and resurrection being another prevalent theme in the festivals); then this, according to Baskerville, is an expulsion of the old year, and the death is symbolic of this, and the resurrection is symbolic of new life and new beginnings.[footnoteRef:216]  [213:  T. F. Ordish, English Folk-Drama II, Folklore, Vol. 4, No. 2 (Jun., 1893), pp. 149-175, p164]  [214:  T. F. Ordish, English Folk-Drama II, Folklore, Vol. 4, No. 2 (Jun., 1893), pp. 149-175, p164]  [215:  S. Roud, The English Year: A Month-by-Month Guide to the Nation’s Customs and Festivals from May Day to Mischief Night, Penguin Books, 2008, p1]  [216:  C. R. Baskerville, Dramatic Aspects of Medieval Folk Festivals in England, Studies in Philology, Vol. 17, No. 1 (Jan., 1920), pp. 19-87, p33] 

Interestingly there are cases of horse masks being blackened in theatrical performances.[footnoteRef:217] One such horse was Dicky Tatton who appears in the Cheshire Souling play,[footnoteRef:218] which took place from the 31st October to the 2nd November.[footnoteRef:219] The horse skull was blackened with some sort of varnish and decorated with the attachment of bells and ribbons.[footnoteRef:220] Of course the black was the colour associated with fertility magic and pagan deities,[footnoteRef:221] but with the Christianisation of Britain, black came to be associated with the Devil in Christian records.[footnoteRef:222]  It could be in the case of this horse mask, that the black was more symbolic of fertility in the context of the play, rather than dark forces associated with Satan: folk historian Stephen Malin is of the opinion that the symbolism of the horse in these folk plays can be “…associated with various kinds of image and fertility magic – and, like blackness, with death, and a belief in the resurrection.”[footnoteRef:223] Again, this can be associated not just with folk plays, but also the use of the horse disguise in Europe as well as the British Isles (e.g. Mari Lwyd and the Padstow) where the resurrection theme is predominant. [217:  S. D. Malin, Four Doubled Figures in the Origins of English Folk Theatre, Theatre Journal, Vol. 33, No. 1 (Mar., 1981), pp. 18-33, p20]  [218:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p125]  [219:  E. C. Cawte, Ritual Animal Disguise, D. S. Brewer Ltd, 1978, p125]  [220:  E. Ettlinger, The Occasion and Purpose of the ‘Mari Lwyd’ Ceremony, Man, Vol. 44 (Jul., 1944), pp. 89-93, p92]  [221:  S. D. Malin, Four Doubled Figures in the Origins of English Folk Theatre, Theatre Journal, Vol. 33, No. 1 (Mar., 1981), pp. 18-33, p19]  [222:  S. D. Malin, Four Doubled Figures in the Origins of English Folk Theatre, Theatre Journal, Vol. 33, No. 1 (Mar., 1981), pp. 18-33, p20]  [223:  S. D. Malin, Four Doubled Figures in the Origins of English Folk Theatre, Theatre Journal, Vol. 33, No. 1 (Mar., 1981), pp. 18-33, p22] 
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Conclusion
In conclusion, this dissertation has not looked at animal disguises on a regional basis (as has been the means by which most research has been conducted thus far), but animal by animal on a thematical basis, and by so doing, examining the symbolism of the most popular animals used as the form of disguise. I have come the conclusion that using the forms of animals as a guise were not just pre-Christian fertility practices, used to protect the harvest and cattle against the effects of poor weather, but also as protection against death, with the promise of rebirth. Weather was vital to the successful harvesting of crops:  if the weather was harsh, starvation ensued. Plague and diseases ravaged the land destroying all in its wake, the people and indeed, the animals that they relied on to live, died of poor climate, resulting in the diminishing of man’s livelihood. Masking in animal disguise was not just a form of fun escapism for the medieval laity, but an important enactment for the cycle of life and death. As discussed in Chapter one, the horse is connected with the fertility of the land (as well as body),[footnoteRef:224] the horse also held a significance as a protection against the dead, and by looking at the symbolism of the horse, and indeed this animals’ connection with Celtic mythology and literature, it can be concluded that the horse disguises of the British Isles also acted as a protection against ill omens and of the placation of the dead. As discussed in Chapter two, the main forms of animal disguise had clear importance as to the fertility aspect of cladding ones’ form in the imitation of an animal.  [224:  V. Alford, The Hobby Horse and other Animal Masks, The Merlin Press, 1978, p157] 

By going through each animal on a thematical basis and not a regional one, it therefore gives a clearer answer as to their purpose in medieval rituals and festivities, through looking at the symbolism of each animal in this chapter, for example it is clear that donning the disguise of bull, stag and goat had clear fertility associations. The wolf appears to have had lustful connotations, and perhaps hints at depravity in humankind, but the appearance of the wolf in winter also signified a placating element to this form of disguise, be it the dead or a deity. As discussed in Chapter three, the combination of animals appeared to make the effect more powerful, with the fertility and protective elements of each of the animals represented in the festivities. It can be said that even the punishment rituals had an almost fertile element to the proceedings in the punishment of the adulterer or the foreigner marrying into a community, that by enacting punishment against the wrong-doer, they are placating a higher deity. The folk-plays using the animal guise have fertility and death/resurrection themes (in perhaps what was originally animal sacrifice), thus it is apparent that in placating the gods through the means of mimicking animals, it ensured, through ritual and sacrifice, success in the forthcoming year. 
There can be no doubt of the importance that animals held to medieval society, and indeed before, within the Shamanic cultures where there was a spiritual significance in dressing in the form of animals, to gain their qualities, and to be closer to a powerful deity.[footnoteRef:225] They held a sacred symbolic significance to the shamans, so it would appear that they held the same significance to medieval society, where not only was agriculture of great importance for their survival, the success of the harvest dependant on the seasons, but also to a society where the dead were thought to return at certain times of the year. To conclude this research, it appears that animal disguise had two main purposes: it was used to ensure fertility, and as a form of protection against the dead at a time when to the medieval mind, the life and death cycle relied solely upon a higher deity.  [225:  L.Kalof, Looking at Animals in the Middle Ages, Reaktion Books, 2007, p2] 
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