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1. Introduction
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			David Atkinson and Steve Roud

			It would not be entirely fair to claim that the street literature of the eighteenth century has been totally ignored, but only recently has increased online access to original materials helped open up interest in a period that has been overlooked in comparison with, say, the early modern period or the nineteenth century. It is a premise of this collection of case studies that, in fact, the eighteenth century represents a critical period both of continuity and of transition between the seventeenth and nineteenth centuries. The essays themselves begin with the period around the lapse of the Printing Act in 1695, which opened the way for printing outside of London, and also saw the transition from the use of black-letter to white-letter typefaces for items of cheap print. They then extend through to the end of the wooden hand-press period, in the first couple of decades of the nineteenth century. At that time, the change to machine-made paper brought lower costs and improved quality, the iron hand-press enabled better-quality copies to be printed at a faster rate, and the introduction of stereotyping made reprinting possible without the need either to reset type or to retain standing type. All the same, printers at the cheap end of the trade were prone to using older or second-hand technology, so, ground-breaking as these changes were, they did not come all at once. In this perspective, the period covered in this volume can usefully be described as ‘the long eighteenth century’.

			The other important premise is that ‘street literature’ encompasses, in principle, anything that was cheap to print and cheap to sell. To an extent — albeit not completely — ‘street literature’ and ‘cheap print’ can be considered interchangeable terms. In practice, the major street literature genres include broadside ballads and songs, prose and verse chapbooks, short sermons and devotional works, almanacs, and pictorial prints. Some other cheap printed items, such as handbills (which were typically distributed gratis), and things that were genuinely ephemeral (such as lottery tickets), can usefully be excluded. Nevertheless, it is still very difficult to impose a definition, because there are several different ways of considering the material: from the perspectives of format and typography, cost and mode of sale, readership and audience, subject and theme, genre and literary history — or, more broadly, production, distribution, and reception. This was the lower end of the print trade and market, in terms of price, technology, skills, and textual and visual content, even if some of those parameters turn out to be rather porous. For example, while an established London bookseller could issue the occasional ballad or chapbook in between the production of books for a more sophisticated market, it was still much more difficult for a local printer — most of whose work would have been jobbing printing, which did not require substantial up-front investment in technology, personnel, and materials — to branch out into book production.1 This divide within the print trade itself offers one useful way of distinguishing street literature from what we tend to think of as mainstream bookselling.

			In that light, what is offered here is a selection of essays by scholars specializing in the street literature of the eighteenth century, on subjects of their own choice, reflecting their own research interests. It is too soon to attempt anything like an overarching history of the field, which will only eventually emerge from a cumulative picture built up from micro-studies of the kind presented here. In the meantime, it has seemed important to make a start. The individual chapters can be read as stand-alone pieces, but are arranged in a roughly chronological order, which will provide some sense of the continuities and developments across the long century. It is something of a convention that editors of collections like this summarize their contributors’ chapters, but in this instance we believe the scholars should be allowed to speak for themselves. Instead, an ‘Afterword’ will endeavour to draw out some of the major themes and questions raised by the essays — not so much in the form of conclusions, but as a way of pointing out directions for further research. The remainder of this ‘Introduction’ is divided into sections that outline some of the areas that have exercised researchers to date: popular culture and the question of literacy; the growth of the trade in London and the regions; the itinerant trade, chapbooks and chapmen; the matter of street literature; and the scale of the trade in street literature.

			Cheap print, literacy, and popular culture

			The term ‘street literature’ tends to imply printed matter that was sold by itinerant sellers — variously described as chapmen, pedlars, or hawkers — who might either specialize in printed items or alternatively sell a wide range of portable goods in urban streets, at markets and fairs, and even door-to-door. Pedlars were omnipresent across late medieval, early modern, and eighteenth-century Europe.2 For England, there is more detailed evidence about chapmen at large for the previous century, thanks to the ground-breaking work of Margaret Spufford.3 Street ballad sellers, however, are particularly well documented in newspapers and sometimes in criminal proceedings of the eighteenth century.4 The itinerant print trade underpins much of our understanding of street literature in eighteenth-century Britain, but it is not a single defining characteristic. Numerous imprints indicate that titles could also be bought directly, wholesale or retail, from the printers’ premises, booksellers, stationers, and other retail outlets that sold cheap goods, especially in urban centres. The second half of the century saw a considerable expansion of bookselling in provincial towns.5 The radical weaver Samuel Bamford, for example, mentions ‘numerous songs, ballads, tales, and other publications’ exhibited in the windows of the Swindells bookshop in Manchester at the end of the century.6

			Typographical format is also a useful starting point, and it is not too difficult to identify the major London, provincial, and Scottish printers and booksellers specializing in broadsides and chapbooks, and to take their output as characterizing the trade. Nevertheless, while single-sheet publications are indeed at the heart of the street literature trade, some of the same booksellers issued books that ran to several sheets. Broadsides and 24-page chapbooks that sold for ½d. or 1d. were printed — and therefore presumably sold — in large quantities and can be considered cheap, but the same booksellers sold small books in similar formats at 3d. or 6d., and sometimes even at 1s. Robert D. Hume addresses in detail the question of the affordability of culture and concludes that the books, theatre, concerts, opera, and paintings that are widely studied today comprised an essentially elite culture.7 Street literature, however, rendered culture (in its broadest sense) much more widely accessible than that bleak assessment suggests. Cheap is an ill-defined measure, for affordability would be determined not simply by the cover price but by the entire socio-economic situation of the potential purchaser; while a broadside at 1d. may not have been a trivial purchase for a labourer earning around 10s. per week at the end of the century, others might have found anything up to 1s. affordable on occasion.

			Estimating access to print in terms of literacy levels is fraught with potential difficulties, and undoubtedly there were considerable variations correlated with factors such as social status, age, gender, occupation, location (urban vs. rural), religion, and so forth. Nevertheless, to read a broadside ballad or a small chapbook did not necessarily require an advanced level of literacy. Practical, functional literacy was not uncommon even at the beginning of the century, and literacy rates continued to rise from that time, especially for women, leading to a remarkable growth in the size of the reading public by the century’s end.8 In urban environments, the population would have enjoyed considerable exposure to the printed word in the form of advertisements, handbills, proclamations, and things such as lottery tickets and official or commercial forms, as well as to the hawkers selling ballad sheets and other printed matter. The expansion of the book trade, and especially the trade in cheap and readily accessible print, was both an indicator and a driver of this advance of literacy, which was becoming an essential asset of commercial life, especially in towns and cities. Furthermore, even if not everyone could read them for themselves, they would most likely have come into contact with others who could — indeed, songs and stories, perhaps also some devotional works, specifically lent themselves to being read aloud. Accordingly, it is not unreasonable to think of the eighteenth century as a time of widespread exposure to a literature that can be described as ‘popular’ in the general sense of the word.

			Used with caution, terms such as ‘popular literature’, ‘popular culture’, or ‘print for the people’ can imply the sort of cut-off point in relation to price suggested above, as well as hinting at a particular kind of subject matter, but ‘popular’ remains an elusive concept.9 At a later date, and with increased mechanization of the printing process, it would come to include things like magazines and fiction of the penny-dreadful kind, which are not pertinent here. Moreover, while the scholarship on street literature tends to exclude things such as political verse satires, it is also the case that the political elite could take an interest in and exploit the potential of, say, the ballad genre. Election ballads and broadsides survive in significant numbers (though perhaps more so from the nineteenth century, and often hidden away in less readily accessible archives) and deserve further investigation.10 Sermons and other theological works, which are often typographically akin to verse and prose chapbooks, might have been printed at the author’s expense and never achieved more than limited circulation. On the other hand, Isaac Watts’s Divine Songs were widely reprinted in cheap formats, and at the end of the eighteenth century Hannah More’s Cheap Repository Tracts deliberately copied the familiar forms of street ballads and prose stories. Booksellers, especially in Scotland, listed what we might class as devotional titles or works of popular theology alongside their fictional titles. As another example, several of the legendary tales — titles such as Argalus and Parthenia, Dorastus and Fawnia, The Seven Champions of Christendom — were published in cheap chapbook versions of twenty-four pages but also in books of around half a dozen sheets costing 1s. To be sure, the market was differentiated by price, and the texts differ in degree of sophistication, but fundamentally the stories were the same, and readers could (in principle) graduate to the longer versions.

			Cheap print in London and the regions

			A convenient beginning is the lapse of the Printing Act in 1695, before which date trade printing had been effectively confined to London. Cheap printing did not immediately take off outside the capital, but the first newspapers were quite rapidly established in Bristol, Exeter, and Norwich. Ballads and prose and verse chapbooks continued to be printed in London by a succession of booksellers, who were often related to one another by familial ties. Ballads were typically half-sheet broadsides, while single-sheet chapbooks at this date were mostly in quarto or octavo. From 1711, John White in Newcastle was publishing the Newcastle Courant, and William Dicey and Robert Raikes established provincial newspapers including the St Ives Mercury, Northampton Mercury, and Gloucester Journal during the period 1719–22. These are significant figures because both White and Dicey also printed ballads and chapbooks, and the link between newspapers and cheap print was no coincidence because the networks established to facilitate the distribution of the former were equally suited to the latter.11

			There survive some fifty ballads printed in Northampton by William Dicey, a few of them jointly with Robert Raikes. Roger’s Delight has printed on the verso a satirical print dated 1720, and the imprint gives a good idea of the distribution network.12 There also survive a couple of Raikes and Dicey chapbooks, also dated 1720, priced at 3d. each.13 John White was in business in Newcastle up until 1769 and it is very difficult to ascribe dates to his ballads, which are not infrequently the same titles as those issued by Dicey. At one time it was thought that the Newcastle examples were ‘piracies’.14 However, it now seems more likely that there was some kind of business arrangement, and there survives one ballad with an imprint that links the names of the two booksellers.15

			William Dicey maintained the Northampton premises, but his sister Elizabeth married John Cluer, a bookseller in Bow Churchyard in London, and after his death she continued to run the business along with the foreman, Thomas Cobb, before handing it over to her brother in 1736.16 In 1740 William Dicey’s son, Cluer Dicey, took over the running of the Bow Churchyard business. In 1753 the firm acquired a junior partner in the person of Richard Marshall, and in 1754 they opened a second London printing shop in Aldermary Churchyard, of which Marshall became the manager. Soon after William Dicey’s death in 1756, Cluer Dicey moved back to take charge of the Northampton business and began to concentrate on the sale and distribution of patent medicines. Printing continued in Bow Churchyard until 1763, after which the premises were used for the patent medicine business, while the Aldermary Churchyard business continued from c.1770 under the management of Richard Marshall.

			The Bow Churchyard and Aldermary Churchyard addresses recur endlessly in ballad and chapbook imprints, and there are many publications without imprint that can be confidently attributed to the Dicey/Marshall firm. Invaluably for researchers, William and Cluer Dicey, and Cluer Dicey and Richard Marshall, issued catalogues in 1754 and 1764, respectively. These list significant numbers of maps, pictorial prints on copper and wood, old ballads, slip songs (too many to list individually), prose and verse chapbooks, patters, broadside carols, and other small books. Because some of the titles are the same as those published by the seventeenth-century ballad partnership, it has been assumed that ownership simply passed down to the Dicey/Marshall firm.17 However, it is not clear whether there really was a direct transfer of ownership, or whether subsequently there was simply little effort made to assert and protect ownership in cheap titles. Although the titles of topical pamphlets were sometimes entered in the Stationers’ Register during the eighteenth century, and in the final decade the titles of many of the Cheap Repository Tracts were entered, there were no more entries of the familiar ballad and chapbook titles after 1712 when Charles Brown and Thomas Norris made a large entry of old ballad and chapbook titles.18

			The London trade in the early decades of the century saw a considerable continuity of titles from the previous century, alongside the production of new titles. The Dicey/Marshall firm emerged as the dominant force in the ballad and chapbook market through the middle decades of the century. They specialized in the street literature trade and their prolific output has (quite justifiably) made them into a paradigm for scholars of cheap print. They were never alone, though, and there were many more booksellers who produced printed matter of different kinds in small formats priced at no more than a few pence.

			A few examples from the earlier years of the century will have to suffice. Printer and bookseller Henry Hills, who died in 1713, succeeded to his father’s share in the King’s Printing House and printed Acts of Parliament and other government documents, but also sold a variety of titles in small formats up to around forty pages at prices ranging from 1d. to 3d.19 Examples are editions of Dryden’s Eleonora and the satirical writer ‘Ned’ Ward’s Honesty in Distress and Pleasures of the Single Life, all sixteen-page octavos priced at 1d., and a reprint of a sermon preached at Cambridge University in 1693 in a 36-page octavo priced at 3d. According to John Nichols, Hills was ‘a notorious Printer in Black Fryars; who regularly pirated every good Poem or Sermon that was published’.20 At much the same time, Ebenezer Tracy at the Three Bibles on London Bridge published sermons and devotional works at 3d., alongside more substantial volumes such as a collection of Madame d’Aulnoy’s fairy tales at 1s.21

			This seems to have been a not uncommon pattern, making it more difficult to draw a clear distinction between booksellers rooted in the cheap print trade and the London trade at large. The aforementioned Charles Brown and Thomas Norris published ballads and chapbooks, and also devotional, medical, and other works of general utility at prices up to 1s. 6d.22 Norris died in 1732 and his successor at the Looking Glass on London Bridge was James Hodges, a bookseller of some distinction from the 1730s until c.1758 (when he was knighted by George II), who published many works of fiction, poetry, science, medicine, navigation, practical instruction, theology, history, and also some broadside ballads and chapbooks.23

			An obscure bookseller called Joseph Hinson at the Sun and Bible in Giltspur Street was probably the successor to Sarah Bates, who ran the business until c.1735, largely specializing in street literature.24 Hinson is known from just two recorded titles, both of which look like cheap print — The Siege of Gaunt, a broadside ballad that dates back to the Restoration period (presumably sold for 1d. or less), and A Gold Chain of Four Links, to Draw Poor Souls to their Desired Habitation, a tract on the subject of dying well and attaining salvation (twenty-four pages duodecimo).25 The last few pages of A Gold Chain of Four Links, though, carry advertisements for chapbooks such as Guy of Warwick (ten sheets, large quarto, stitched, price 6d.), Doctor Faustus (quarto, stitched, price 6d.), Montelion (twenty-two sheets, quarto, stitched, price 1s. or 1s. 6d. bound), fifty-five titles listed at 1s. each, and

			all sorts of Bibles, Common Prayer, Testaments, Psalters, Primmers [sic], Horn-Books, Bound-History-Books, 3 Sheet Historys, Small penny Histories of all sorts; Parents’ Gifts to their Children, and small penny Bibles, with very great Variety of Ballads and Garlands both Old and New: Likewise Shop-Books, Pocket Books, Slates, Pencils, Wax, Wafers, Pens, Ink, P[a]per of all sorts, Ink-horns, Sand-dishes, and all other sorts of Stationary [sic] Ware. Also a very curious Sortment of Royal Sheet Pictures either Black or Coloured, Wooden-Cuts of divers sorts, with a very great choice of Lottery-Pictures for Children, by Wholesale or Retail at reasonable Rates.

			The fifty-five titles at 1s. mostly correspond with the lists of what Henry Woodgate and Samuel Brooks in the 1760s specifically called ‘chapmen’s books’ (Hinson did not use that term).26 Advertisements along these sorts of lines are by no means uncommon. The fact that Hinson is virtually unknown now stands as a reminder of just how much cheap print is likely to have been lost to posterity.27

			Thomas Bailey began publishing lives of criminals, jest books, religious and instructional titles, and cheap amatory fiction in Leadenhall Street in the 1740s, and the firm’s activities were continued by his family after his death.28 A few years later, Robert Powell and Charles Sympson in Stonecutter Street, and Larkin How in Whitechapel, were printing chapbooks and ballads on a significant scale, and a good number of their publications are extant.29 Sympson appears to have started in business as a general bookseller in Chancery Lane in the early 1750s before switching to predominantly (though not exclusively) street literature titles in Stonecutter Street. Another obscure bookseller called Samuel Hobbins, also in Whitechapel around 1750, printed a few ballads and songs as eight-page chapbooks. Another staple of the trade was bellman’s and lamplighter’s verses, single sheets printed for parish officials to distribute at Christmas and New Year in the hope of pecuniary reward, which survive in examples from the late sixteenth until the early twentieth century, well represented by surviving sheets printed by Thomas Bayley in Petticoat Lane from the 1760s onwards.30

			Outside of London, besides John White in Newcastle, there were other booksellers publishing ballads and chapbooks before the middle of the century. For example, the first known printer in Sheffield, John Garnet, was in business from 1736 and published a duodecimo song chapbook dated 1745,31 as well as other undated ballads, and some with dates in the 1750s. The second Sheffield printer, Francis Lister, published a broadside ballad on the battle of Culloden in 1746.32 In Gosport, James Philpot(t), active during the period 1708–36, printed Constance and Anthony, a ballad from the Restoration period included in the Brown and Norris list of 1712 and in the 1754 and 1764 catalogues of the Dicey/Marshall firm.33 Dating cheap print is fraught with difficulty, but small numbers of surviving ballads and chapbooks suggest that printers were also at work in towns such as Birmingham, Bristol, Canterbury, Chester, Colchester, Durham, Exeter, Gosport, King’s Lynn, Manchester, Newcastle, Reading, and York during the first half of the century. The small scale of surviving examples suggests both that only certain booksellers really specialized in the cheap print market, and that many a general printer/bookseller at one time or another published or otherwise dealt in a few street literature titles.

			It is easier to identify booksellers specializing in the street literature trade in the second half of the century. Samuel Gamidge, for example, was established in Worcester by the mid-1750s, but was bankrupt by 1777.34 Others entered the trade between the 1760s and 1780s, a period that saw considerable expansion of the provincial trade, including John Butler (Worcester), Samuel Harward (Tewkesbury), the Cheney family (Banbury), William Eyres (Warrington), Thomas Saint, successor to John White, and then the Angus family (Newcastle), John Ferraby (Hull), John Fowler (Salisbury), James Grundy and John Grundy (Worcester), Samuel Hazard, who produced religious and moralistic ballads (Bath), Joseph Smart (Wolverhampton), the Swindells family (Manchester), John Turner (Coventry), Stephen White (Norwich), John Dunn (Whitehaven), Ann Bell, and Anthony Soulby (Penrith), and lesser-known figures such as John Pytt (Gloucester), Mary Rose and John Drury (Lincoln), John Pile (Norton, near Taunton), and Joseph Bence (Wotton-under-Edge).35 In London, probably commencing in the 1770s, Thomas Sabine in Shoe Lane published chapbooks (but not ballads), alongside cheap fiction, cheap playbooks, and works of practical instruction.36

			Many of these booksellers are best known for street literature, jobbing work, and so forth, but some of them still engaged more widely in the book trade. Samuel Harward published ballads and song chapbooks in Tewkesbury, but also conducted business as a general bookseller in Cheltenham and Gloucester, and eventually became a leading citizen in Cheltenham, although by that time it appears he had probably left the street literature trade behind.37 William Eyres was a major figure in the book trade, publisher to the Warrington Academy, who also issued almost fifty surviving song chapbooks.38 John Cheney founded a printing and bookselling dynasty in Banbury, a town that (like Tewkesbury) was an important hub on the eighteenth-century road network.39 John Feather observes that London printers alone simply could not keep up with demand from outside the capital.40

			When Richard Marshall became the sole proprietor of the Aldermary Churchyard business it diversified into the developing genre of cheap literature aimed specifically at children, which booksellers such as John Newbery had pioneered from the 1740s. Prior to that time, it is thought that children would have read, or had read to them, the same cheap chapbook stories as were enjoyed by adults. The business continued in the hands of the Marshall family until the end of the century, notwithstanding an extended legal dispute between John Marshall and their erstwhile manager John Evans.41 In 1795 John Marshall became one of the printers, along with Samuel Hazard in Bath, of Hannah More’s Cheap Repository Tracts, ballads and chapbooks that mimicked the mainstream street literature but carried a strongly religious and moral message. The following year, editions were printed both on better-quality paper to be sold at 1s. 6d. per two dozen to the gentry (for them to give away), and also on coarser paper to be sold to hawkers at 6d. per two dozen, allowing them to make a decent profit when the tracts were sold at 1d. each.42 At the same time, having fallen out with Marshall, John Evans continued to develop a genre of literature specifically aimed at children.43

			In Scotland in the eighteenth century, broadside and chapbook printing was initially largely confined to Edinburgh, followed later by printers in Glasgow and Aberdeen, with some ballads and the like also imported from England.44 Before the 1770s, examples survive in much smaller quantities than is the case for England, but the last decades of the century saw a huge expansion, giving rise to what has been called the heyday of the Scottish chapbook, which lasted for around half a century.45 Important figures in the development of the Scottish cheap print trade include Robert Drummond, Alexander Robertson, James Robertson, and John Morren in Edinburgh, the Robertson family and Robert Hutchinson in Glasgow, James Chalmers III in Aberdeen, Daniel Reid, Patrick Mair, and Thomas Johnston in Falkirk, and Charles Randall, Mary Randall, and William Macnie in Stirling, with others entering the trade after the beginning of the new century.

			Compared with England, the Scottish trade in cheap print was slower to become established, but lasted longer. Among the factors influencing the Scottish pattern were censorship by church and state during the earlier period, and the more rural nature of the population in the later period. In England, John Pitts and James Catnach entered the trade right at the beginning of the nineteenth century. They and their successors would become the dominant broadside printers in London, while others would print similar items elsewhere in England, until the broadside trade was eventually eclipsed by the rise of penny newspapers and other kinds of cheap books, including songbooks. In Scotland, the Poet’s Box operations in Glasgow, Edinburgh, and Dundee were issuing large numbers of broadsides during the mid-nineteenth century, while chapbooks were still being printed in places such as Aberdeen towards the end of the century.

			Chapbooks and chapmen

			Itinerant sales do not define street literature, which could also be purchased directly from the printers or from bookshops, but sellers at markets and fairs, in the streets, and from door to door, were visible throughout the period. Indeed, the Oxford English Dictionary defines a ‘chapbook’ as a ‘modern name applied by book-collectors and others to specimens of the popular literature which was formerly circulated by itinerant dealers or chapmen, consisting chiefly of small pamphlets of popular tales, ballads, tracts, etc.’ (with a first citation from 1824).46 Recent research, however, has found eighteenth-century instances of the term, which may have simply arisen as a contraction of ‘chapmen’s book’.47

			Some bibliographers prefer a more precise definition: of a small book comprising a single sheet printed on both sides and folded, which would usually be between eight and thirty-two pages.48 Others, however, have been content to include under the term any sort of book that was, or might have been, carried and sold by a chapman.49 That would permit the inclusion of things like Robin Hood’s Garland, which contains a collection of Robin Hood ballads (which could also be found for sale individually) and typically runs to around ninety-six pages.50

			Matthew Grenby argues for a more nuanced definition which derives from a dynamic relationship between key characteristics of physical format, cheapness, distribution by means of itinerant chapmen, and content of a generally ‘plebeian’ kind.51 Even so, printed catalogues of ‘chapmen’s books’ available from the London bookselling partnership of Henry Woodgate and Samuel Brooks during the period 1757–61 include duodecimos of half a dozen or so sheets, priced at 1s.52 Although distributed by chapmen, they are perhaps unlikely to have been sold in the street or at markets and fairs. Thomas Sabine, too, advertised books at 4d., 6d., and 1s., alongside ‘A large assortment of Penny Histories at 3s. per hundred’ (wholesale), among which were titles dating back to the seventeenth century. 

			Commonly called ‘chapbook histories’, legendary stories and romances had been published in 24-page chapbook format since the Restoration period. Samuel Pepys formed a collection of ‘small merry books’, and Margaret Spufford thought that chapbook publication became more important to the cartel of London booksellers known as the ballad partnership than the ballads themselves.53 The term ‘chapbook histories’ was a very broad one and embraced, for instance, old stories and legends, new stories and ‘news’, jokes, riddles, and prognostications, practical information and instruction, popular theology, and a few abridgements of popular literary works such as Robinson Crusoe. The formulation ‘histories’, ‘merry books’, and ‘godly books’ covers much of the territory, but will invariably appear to omit something. Many of the titles recur throughout the period in question — titles like Fair Rosamond, Jane Shore, Edward the Black Prince, Thomas Hickathrift, Guy of Warwick, Valentine and Orson, and Aesop’s Fables, for example. By the time of the chapbooks listed in the Dicey/Marshall catalogues the typical format was duodecimo, although earlier examples could be in quarto or octavo.

			Songs were also frequently published in chapbooks, particularly collections of songs in small books of eight or twenty-four pages, sometimes known as ‘songsters’ or ‘garlands’ (although this latter term can be confusing because some broadside ballads were also called ‘garlands’). As a crude distinction, the long narrative ballads, some of them dating back to the seventeenth century, were more likely to be printed on broadsides during the first half of the eighteenth century. They are typified by the titles listed as ‘old ballads’ in the Dicey/Marshall catalogues. Indeed, ‘old ballads’ is probably better understood as a way of referring to the half-sheet broadside format than to the content, as only some of them really were old at the mid-century. Chapbook songs were more likely to be newer pieces, many of them originating in the theatres and pleasure gardens. This was also the case with the ‘slip songs’, several of which could be printed on a half-sheet which would then be cut into individual songs with a format of 1/4o or 1/8o. The Dicey catalogues of 1754 advertised: ‘There are near Two Thousand different Sorts of SLIPS; of which the New Sorts coming out almost daily render it impossible to make a Complete Catalogue.’ By 1764 the figure was ‘near Three Thousand’. Printed on one side only, slip songs can be considered as small broadsides.54

			After the mid-century, more of the old ballads were being printed as chapbooks by some booksellers. Just a handful of ballads printed on broadsides by Samuel Harward in Tewkesbury survive, but more than eighty ballad chapbooks do, many of which correspond with the Dicey/Marshall old ballads. Eyres in Warrington, the Swindells family in Manchester, and the Angus family in Newcastle all favoured the chapbook format for ballads and songs, and in Scotland the chapbook was the dominant format from the 1770s until the broadside songs printed by the Poet’s Box operations in Edinburgh, Glasgow, and Dundee came along in the mid-nineteenth century. In London and the south of England, however, broadsides continued as the typical format for single songs, with a reduction in the size of the sheet to something more like a quarto coming in during the first decades of the nineteenth century, often with two songs on a sheet which could be separated as slips. These are the well-known sheets issued by Pitts and Catnach and their successors, among which can be found many of the folk songs that would be collected from singers before the First World War.

			This north–south differentiation of format does appear to have been a real thing, although no really satisfactory explanation has been advanced for it. Chapbooks containing several songs might have represented better value for money, and might have been easier for chapmen to carry in rural areas. Conversely, in urban environments there may have been more call for sheets printed on one side only which could be pinned up and displayed against walls or on railings. Equally, there are anomalies, such as James Chalmers III of Aberdeen, who typically printed chapbooks, but in 1775/6 printed a series of forty (surviving) ballad and song broadsides, nearly all of which are dated quite precisely.55 Moreover, the chapbook remained the favoured format for all kinds of cheap prose literature, at least until execution broadsides that combined prose and verse started to become widespread in England in the nineteenth century.

			Chapmen, itinerant pedlars, or ‘flying stationers’ as they were called in Scotland, were probably always more important to the trade in rural areas. For that reason, the pedlar selling cheap printed matter at markets and fairs, or coming to the cottage door, probably persisted longer in Scotland than elsewhere.56 There were more provincial bookshops in England from an earlier date, such as the Swindells bookshop in Manchester cited above. Samuel Harward’s imprints advertising his chapbooks for sale at his shops in Tewkesbury, Gloucester, and Cheltenham, and also from Miss Holt in Upton-upon-Severn, illustrate the concurrence of the wholesale and retail trade.57 Even in Scotland, William Bannerman recalled penny chapbooks and plain and coloured prints displayed in the window of Agnes Thomson’s bookshop in Aberdeen around the turn of the century.58

			Nevertheless, from the last quarter of the seventeenth century and right through the eighteenth there were successive pieces of legislation intended to regulate and license hawkers, pedlars, and petty chapmen. One of the arguments being advanced was that at the beginning of the period there were around 10,000 pedlars in England.59 Not all of them were carrying printed matter, but from booksellers’ advertisements it is reasonable to infer that many of them were. Oskar Cox Jensen has proposed two patterns of activity for the itinerant traders in print: a ‘hub-hinterland model’, whereby a chapman would be based on an urban centre, which would provide a supply of printed material, but would make excursions into the surrounding districts, to markets, fairs, and villages; and a ‘long-distance model’, whereby a chapman would range much more widely, acquiring stock in the towns en route.60 The latter, perhaps less common, model derives particularly from the colourful autobiographies of characters like John Magee, David Love, and William Cameron (‘Hawkie’), mostly describing the trade towards the end of the century.

			For the earlier period, information on itinerant sellers of cheap print is rather more sparse. There are newspaper and court reports of ballad singers who came into conflict with the authorities, and literary observations about the nuisance they were perceived as causing in the streets. These need to be treated with caution, since they are frequently concerned with connecting ballad singing with crime and prostitution, which may well be true, but provides little information about the sale of printed matter. Visual depictions of ballad sellers are frequently either grotesquely satirical, as in Hogarth’s prints, or rather romantic, as with some of the series of Cries of London, although they do at least attest to the presence of pedlars in the streets.61 All these sorts of evidence show both men and women engaged in the sale of printed matter. Women certainly fulfilled important roles in the trade in cheap print — as booksellers and printers (often widows or other female relations who took over a bookselling business), ‘mercury-women’ who facilitated the distribution of early news-sheets and pamphlets, stationers and distributors (like Miss Holt and Agnes Thomson mentioned above), ballad singers and sellers, and possibly as authors too, even if they have often remained invisible and much remains to be researched.62

			The matter of street literature

			Besides the recurrent legendary stories and romances, jest books, and the like, the chapbook format lent itself to topical subjects such as shipwrecks, adventures, and the lives of criminals.63 Like the legendary and historical stories, some of the seemingly topical accounts also lie on the border between fact and fiction. A taste for imaginative literature runs through the corpus of cheap print. Lennard Davis refers to a ‘news/novels discourse’ which is manifest not just in the form of chapbook fiction but also in the ballads that describe in verse things like murders, battles, and strange natural phenomena.64 In other words, street literature ranged across fiction and non-fiction, catering for a wide variety of tastes, though presumably individual readers had their own favourite genres. Of canonical literature, however, only Robinson Crusoe, Moll Flanders, and The Pilgrim’s Progress achieved widespread circulation in chapbook abridgements.65

			The Donaldson v. Becket judgement in 1774 brought to an end the regime of effective perpetual copyright, through which the major London booksellers had retained control of commercially valuable works of literature.66 Subsequently, canonical poetry and drama started to become available through series such as Bell’s Poets of Great Britain, Bell’s British Theatre, Bell’s Shakespeare, and Samuel Johnson’s The English Poets (with his Lives of the Poets), and novels by the likes of Defoe, Richardson, Fielding, Smollett, Goldsmith, Johnson, and Sterne were also reprinted in cheap editions.67 William St Clair maintains that a consequence of this increased availability of what he calls the ‘old canon’ authors was the demise within a generation of the chapbook histories and old ballads, which ‘died out, like the dinosaurs, as part of a sudden mass extinction’.68

			This is certainly an exaggeration, and if some titles did die out, or were adapted into the expanding market for prose and verse aimed specifically at children, they were also replaced by new ballad titles and by new kinds of non-canonical fiction, which attest to an appetite for cheap print that was both continuing and expanding. Perhaps more importantly, St Clair poses (albeit in somewhat ambiguous fashion) the question of how far cheap print can be equated with the mentalities of its readership. Thus he argues that, since it was purely commercial pressures that ensured the persistence of certain titles before 1774 and their putative ‘mass extinction’ afterwards, then it cannot be claimed ‘that the texts reflected, in some special way, the mentalities of the readers, or catered for their needs and aspirations’, yet he also maintains that the same commercial pressures had ‘kept a large constituency of marginal readers in ancient ignorance’, which seems to mean that cheap print did shape their mentalities.69 A way around this apparent impasse is to accord a greater weight to the sheer diversity of cheap print that was available during the century. Once the full range of ballads, songs, chapbook stories (old and new), and topical, satirical, instructional, and devotional titles is brought into view, then the mentalities argument can be bypassed simply because it is effectively overwhelmed by the sheer volume of print.

			The extent of the trade

			It should be clear that the foregoing discussion has barely scraped the surface of everything that could come under the rubric of street literature or cheap print, and that it has necessarily drawn heavily on the existing scholarship. This has meant something of a bias towards ballads and songs, chapbook fiction, and printed images.70 Almanacs, which were printed and sold in seemingly vast quantities, have been treated rather differently, partly because the Stationers’ Company held a monopoly on their publication up until 1775, and partly because their contents shade into astrology and invite a ‘history of ideas’ kind of approach, even though the lists of markets and fairs that they also carried were quite pertinent to the itinerant print trade.71 Aside from the Cheap Repository Tracts and the Scottish ‘religious chapbooks’,72 the standing of cheap theological and devotional titles has not been much investigated. Many sermons and similar works were issued by the same booksellers who published ballads and chapbooks, but there may be a distinction to be drawn between genuinely ‘popular’, commercial titles such as The Pilgrim’s Progress, Watts’s Divine Songs, or Richard Baxter’s A Call to the Unconverted, which went through many editions,73 and sermons that might have been financed either by their authors or by religious bodies for polemical purposes.74

			Likewise, it is an open question how prose pamphlets and slip songs with political and satirical content should be viewed, as compared with the old ballads, chapbook histories, or topical chapbook accounts of shipwrecks, adventures, and the lives of notorious criminals. There are many sets of political or polemical verses in broadside or small pamphlet format listed in David Foxon’s catalogue of English verse from 1701 to 1750.75 To take an example almost at random, a poem on the Duke of Marlborough’s continental exile, albeit in broadsheet format and priced at 2d., still does not feel part of the mainstream of ‘popular’ or ‘plebeian’ street literature as established by the existing scholarship.76 Perhaps the difference lies in the heroic couplets (with a brace to link the final three rhyming lines) and the political subject, or in the typography itself, with a decorated drop-capital ‘G’ to begin the poem, well-spaced lines of verse, and extensive use of capital letters, and the fact that it was printed on paper bearing a halfpenny tax stamp.

			Later, there are at least nine different slip songs concerning Admiral John Byng, executed in 1757, in the Madden collection.77 All bar one are without imprint, the exception being a song called A Rueful Story, which exists in at least two different editions, one of them with a satirical imprint.78 The fact that each of the slips indicates a tune at least implies public performance, and the number of songs suggests the subject enjoyed a certain notoriety. Nevertheless, there is no evidence that these songs were ever printed except around 1756/7. The slip song format, more widespread in the second half of the century, probably lent itself more readily to items of transient popularity, which would include songs from the theatres and pleasure gardens. The contrast is with the old ballads and chapbook histories, many of which the English Short Title Catalogue shows were published in successive editions over extended periods of time.

			Nevertheless, the distinctions suggested here are far from clear-cut. Moreover, we know very little about the print runs of any of these items, aside from the hundreds of thousands of almanacs printed for the Stationers’ Company.79 Estimates are far lower for chapbooks and broadsides — print runs in the region of a minimum 1,000–2,000 and 2,000–4,000, respectively — but this is largely guesswork.80 Leaping ahead to the 1850s (admittedly a time when printing technology had advanced), the Glasgow Poet’s Box provides evidence of editions of 10,000 for some broadside songs, and some of them went into further reprints.81

			There is, though, an intriguing bit of direct evidence for street literature titles right in the middle of our period, in the form of an Old Bailey trial in 1759 which centred on the theft of some seventeen reams of printed paper from Larkin How’s warehouse:

			Sarah, wife of Solomon Cater, was indicted for stealing eight reams of part of Robin-Hood’s Garland, value 20s. two reams of the history of the Kings and Queens, value 5s. three reams of the lives of the Apostles, value 5s. and four reams of several sorts of histories, value 20s. the property of Larkin How, privately in his warehouse, Aug. 1.82 

			The easiest to interpret of the stolen items is the ‘two reams of the history of the Kings and Queens’, taken to refer to The Wand’ring Jew’s Chronicle, an old ballad (written by Martin Parker and first printed in the previous century), printed by How as an eight-page chapbook.83 If a ream was 480 sheets, and assuming no wastage, then the print run must have been at least 960 copies. The trial record states that Sarah Cater sold the stolen reams to the proprietors of chandlers’ and cheesemongers’ shops, for use as wrapping paper. Paper itself was one of the most significant costs for the print trade in the hand-press period, though admittedly somewhat less so for cheap print on inferior grades of paper.84

			Just one copy of How’s Wand’ring Jew’s Chronicle is known to have survived, but the ballad itself survives in fifteen different editions or issues between c.1660 and c.1830.85 The label of ‘ephemera’ is not helpful, since the customer laying out 1d. or 6d. or 1s. can be assumed to have been buying something that they wanted to keep. The contrast would be with something like a handbill distributed gratis (or perhaps an almanac, the worth of which was by its very nature time-limited). Moreover, access to songs and stories (whether fiction or non-fiction) was not confined to the owner of the printed item at a time when reading mostly meant reading out loud and there was singing in the streets. It remains difficult to infer the ‘popularity’ of titles from observations such as these. It does, though, seem permissible to infer the aesthetic value of songs and stories that were read and sung, images displayed, works of instruction consulted and works of devotion taken to heart, even if from the bookseller’s perspective the purpose of printing them was primarily to sell them.
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2. Charles and Sarah Bates and the Transition from Black-Letter
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			The end of the seventeenth century was an important time for the growth of street literature. The lapse of the Printing Act in 1695 enabled the expansion of printing across the country. At much the same time, the ballad partnership, which had been in existence for much of the century, came to an apparent end.1 This was also the time when street literature finally made the transition from black-letter (gothic) to white-letter (roman) type. This chapter looks at these changes through the output of two booksellers, Charles Bates and Sarah Bates, his widow, who were publishing ballads and chapbooks from the 1690s to the 1730s.2 In particular, ballads sold by Charles Bates have survived in considerable numbers, in part because the first half of his career as a bookseller happened to coincide with the period when Samuel Pepys was collecting ballads.3

			I

			Charles Bates was apprenticed to Jonah Deacon in 1683 and freed in 1690, and on his death in 1716 Sarah Bates took over the business, which continued into the mid-1730s.4 There was a historical connection with the ballad partnership in that Jonah Deacon had been apprenticed to Mary Wright, widow of John Wright II, a member of the partnership in the mid-century. Records from the time of Charles Bates’s death show a substantial stock in trade worth £316 but a net estate of only £236, which Margaret Spufford interprets as evidence of no more than quite modest prosperity, leaving only a small inheritance for his widow and five daughters.5 The number of small debts owing at his death suggests that he conducted business with chapmen distributors on a credit basis.6

			Imprint evidence provides three different addresses for Charles Bates, all in West Smithfield: (i) next door to the Crown Tavern, near Duck Lane end; (ii) the White Hart, near Pye Corner; (iii) the Sun and Bible, in Giltspur Street, near Pye Corner. It is difficult to establish a firm chronology because the vast majority of Bates’s publications are undated, but it is possible to identify some signposts. It is perhaps logical to assume that the more generic address was in use before the named premises, and it is found on ballads dated 1690 and 1692,7 as well as ballads on contemporary events, such as King William’s victories in Ireland in 1690 and the siege of Mons in 1691.8 The White Hart address appears on a ballad dated 1693.9 A ballad on the death of Queen Mary at the end of 1694 has the Sun and Bible address.10 Subsequently, there are a handful of dated publications that show Bates at the Sun and Bible, and that is the address at which Sarah Bates continued the business. There could, of course, be some overlap among the imprints, and topical ballads could be printed more than once. A ballad on the execution of Sir John Johnston in December 1690 was published from next door to the Crown Tavern and then from the Sun and Bible.11 A ‘female warrior’ ballad in which the heroine is mortally wounded at the siege of Cork in 1690 was similarly published from the two different addresses.12

			Many of the imprints read ‘printed for’ C. Bates, or S. Bates, and it seems that neither was a printer per se. A number of imprints indicate that they were ‘printed by Alexander Milbourn (A. M.), or his widow Elizabeth Milbourn (E. M.), and sold by C. Bates’, or ‘printed by and for William Onley (W. O.), and sold by C. Bates’, or ‘printed by and for Onley and Milbourn, and sold by C. Bates’. Milbourn and Onley were printers associated with the latter days of the ballad partnership when they worked closely with booksellers like Bates.13 A few more imprints indicate other collaborations, particularly for topical ballads. The ballad on the death of Queen Mary, for example, was printed for Bates and Philip Brooksby, also in Pye Corner, and may have been produced quickly for the occasion. A ballad on the execution of the highwayman ‘Captain’ James Whitney in 1693 was printed for Bates and James Bissel, another bookseller in West Smithfield specializing in ballads.14 Ballads on the funeral of William III and on the accession of Queen Anne in 1702 were printed for Bates and Bridget Deacon, successor to Bates’s old master Jonah Deacon, also located in Giltspur Street.15 On the verso of the funeral sheet is a quite different ballad printed for Onley and sold by the booksellers of Pye Corner and London Bridge.16 There are many other ballads printed by and for Onley and/or Milbourn and sold by the booksellers of Pye Corner and London Bridge, and it is plausible to think in terms of this generic group, including Bates, as a distribution network.

			Charles Bates also sold a couple of ballads printed by and for Charles Brown (A Pattern of True Love), and printed by Charles Brown and Thomas Norris (King Henry the Second and the Miller of Mansfield).17 Brown and Norris made a large entry in the Stationers’ Register in 1712 of ballad and chapbook titles previously associated with the ballad partnership, and this has been understood as an attempt to claim ownership of those titles and to establish another near-monopoly.18 Some of the surviving Brown and Norris titles were sold by the booksellers of Pye Corner and London Bridge, and when Sarah Bates took over at the Sun and Bible she, too, sold titles printed by Norris. The sort of imprint evidence cited here is never quite as unequivocal or as comprehensive as one might wish. In particular, it is not clear whether there is any real distinction to be drawn between ‘printed by’ and ‘printed by and for’, or precisely what kind of business relationship is indicated by ‘and sold by’. So when, for the sake of convenience, we speak of titles ‘published by’ either Charles or Sarah Bates, it is unclear exactly what degree of responsibility they had for initiating and financing those publications, and/or whether they held any rights of ownership in the titles. Their business adds to the evidence for close collaboration between printers and booksellers in the street literature trade during the 1690s and extending into subsequent decades. For the majority of the Charles and Sarah Bates ballads, there is no clear statement as to who the printers were, but from what evidence there is, Milbourn, Onley, and Norris are the prime candidates.19

			II

			Most of the surviving Charles Bates publications are broadside ballads, but there are also a number of chapbooks. These include 24-page prose romances (Fortunatus, Valentine and Orson, Guy of Warwick), histories (The Conquest of France, The Destruction of Troy, The Gentle Craft, Queen Elizabeth and the Earl of Essex), jests and prognostications, and an account of a man who had supposedly lived through the reigns of nine different monarchs up to the year 1698.20 A 48-page black-letter Famous History of Friar Bacon was printed for Bates and William Thackeray.21 There are also some eight-page song chapbooks (The Garland of Princely Jewels, The Jamaica Garland, The Melancholly Virgin’s Garland, The Valiant Maid’s Garland, The Virgins New Garland). There are far fewer extant chapbooks than ballads, but a few of them include lists of books printed for and sold by Charles Bates at the Sun and Bible, ‘where all Country Chapmen may be furnished with all sorts of Historys, small Books and Ballads’, which name some titles not known to be extant.22 One reason why the ballads may have survived better than the chapbooks is that Bates commenced business as a bookseller at a time when Samuel Pepys was more interested in collecting ballads than chapbooks.23

			The 24-page romances and histories are typically three-sheet quartos, with a few newer titles in the smaller formats that would become more typical during the eighteenth century. While the ballads provide no indication of price, which might have been variable, there are a few hints pertaining to the chapbooks. A short list printed with the 24-page Guy of Warwick indicates that chapbooks like this sold for 3d.: ‘These Books following, are lately Printed for, and sold by Charles Bates, at the Sun and Bible in Pye-Corner, and sold for 3d. a piece. Where any Person may be Furnished with all sorts of Historys, large or small.’24 One issue of a broadside song in praise of shoemakers, written by Richard Rigb(e)y and sung at an assembly of shoemakers on St Crispin’s Day 1695, includes an advertisement for the 24-page History of the Gentle Craft, price 2d.: ‘There is likewise newly Writ and Printed a Book intitul’d, The Shooe-maker’s Glory: or, The Princely History of the Gentle-Craft […] To which this Song is added. Price Two-pence.’25 A sixteen-page tract invites the reader to find the content worth 1d.: ‘Friendly Reader, If that these weighty Considerations should be reckoned not worth laying out one Penny, be pleased to Read it Gratis, keep it clean, & Return it in two Hours.’26

			Charles Bates was also involved in the publication of a number of books comprising several sheets — up to a couple of hundred pages — in some instances in collaboration with other booksellers, such as Arthur Bettesworth, Ebenezer Tracy, and Josiah Blare, all on London Bridge.27 Non-fiction titles include sermons and devotional works (The Crucified Saviour, A New-Year’s Gift, Our Saviour’s Sermon on the Mount, The Fearful Estate of Francis Spira), secular works (The Adventures of Five Englishmen from Pulo Condoro, Colloquia Chirurgica, A New Academy of Complements, The Queen’s Royal Cookery), and longer fictional works, including a Robin Hood’s Garland and romances and histories such as Montelion, Argalus and Parthenia, an eighty-page Renowned History of Guy of Warwick, and The New History of the Trojan Wars.

			There is some evidence concerning prices for these longer books. The New History of the Trojan Wars and A New Academy of Complements have the price of 1s. printed on the title page.28 At the end of A New Academy of Complements is an advertisement for The Queen’s Royal Cookery, again priced at 1s. At the end of the eighty-page Guy of Warwick is an advertisement for books printed for and sold by Charles Bates and John Foster, including A New Year’s Gift and The New History of the Trojan Wars at 1s., and some titles not known to be extant, such as The British Fortune-Tellar [sic] (1s. 6d.) The Lady’s Treasury Exposed (6d.), and The Art of Ringing Made Easie (1s. 6d.). Evidently, the trade of a bookseller such as Bates was not confined to the broadside ballads and 24-page chapbooks at the very cheapest end of the market.

			The single- and multiple-sheet editions of the Trojan Wars and of Guy of Warwick are quite different works, presumably aimed at different levels of readership, but they still cover some of the same narrative ground and appeal to a shared interest in legendary tales. The 24-page (black-letter) and eighty-page (white-letter) editions of Guy of Warwick use some of the same woodcut illustrations, probably printed from the same blocks.29 Pricing must (to some extent) have defined the readerships for the different editions, but there is an evident continuity of cultural reference.30 As a final sidelight on the business of booksellers like Bates, there is an advertisement in one devotional title for Bibles, books of common prayer, other religious books, and articles and canons of the Church of England.31 

			Nevertheless, the surviving output of Charles Bates is dominated by the more than 160 different ballad sheets, which provide an informative sample across a transitional period of ballad publishing. The ballads are noteworthy for several characteristics: (i) ballads in both black-letter and roman type, and in landscape and portrait orientation; (ii) printed music notation with some of the white-letter ballads; (iii) numbers of ballads that include some reference to licensing. The first decade or so of Bates’s bookselling activity, moreover, coincided with a turbulent period of English politics, and some of the ballads are explicitly supportive of the Protestant settlement.

			III

			That the use of black-letter for ballads and other kinds of street literature as late as the beginning of the eighteenth century was distinctly anachronistic is well known. For print-historical reasons, the earliest English books were printed in black-letter (textura, or gothic) type, which was gradually replaced, except for certain purposes such as Bibles, legal texts, and proclamations, by roman (white-letter) type during the second half of the sixteenth century.32 Where black-letter did continue in use during the following century, Charles Mish argues that it was a conservative typography that reflected the conservatism of a literature aimed at a socially and culturally unsophisticated readership.33 More recently, Mark Bland has identified the shift from black-letter to roman as one of a number of changes in the visual aesthetics of printed books that opened up the text block and brought spatial structure into printed works, and which can be related to the advance of vernacular literature into the social space of the mid-seventeenth century.34

			Zachary Lesser argues both that the ‘disappearance’ of black-letter has been much overstated and that its continued use functioned as a kind of ‘typographical nostalgia’, enabling texts to be read as embodying an imagined popular culture with roots in the English past, which provided a counterpoint to the politics of the present.35 With specific reference to ballads, Angela McShane correctly points out that throughout the seventeenth century, a range of typefaces — including black-letter, roman, italic, and engraved script — were used simultaneously, even if one kind was frequently predominant for the body text of the ballad stanzas.36 So, for example, roman would often be used in titles, and roman or italic to distinguish proper names, even in the context of ballads printed predominantly in black-letter. Accordingly, a distinction based solely on familiarity with, or the ability to read, different typefaces is not altogether sustainable.

			Instead, McShane argues that by the end of the century booksellers were consciously exploiting typographical differences in order to direct certain kinds of ballads towards certain kinds of readers, and describes what she calls ‘cross-over’ ballads, where the same titles were printed in both typographical formats, with the inference that they were distributed into separate markets — children, women, or untutored readers, for example, versus the more politically engaged. Black-letter implied a broad appeal to a readership familiar with ballads from the past, while white-letter was associated with topicality and satire, sometimes to the point of obscurity, for the political cognoscenti. Typography became a form of ‘branding’ for printed products of different kinds.

			Alongside all of these factors must be set the evident economic sense there was in continuing to make use of the older fonts, especially for printers/booksellers at the cheaper end of the trade. Crudely, trade precedent and inertia may have had as much to do with the anachronistic persistence of black-letter as any conscious marketing strategy. The manuscript title to the first volume of Pepys’s collection of ballads states that it was continued up to 1700, ‘When the Form, till then peculiar thereto, vizt. of the Black Letter with Picturs, seems (for cheapness sake) wholly laid aside, for that of the White Letter without Pictures.’37 With the benefit of hindsight, this observation sheds little light on the matter. It is true that there are in Pepys’s collection ballads both in black-letter with woodcut illustrations (in landscape orientation) and in white-letter without illustrations (in portrait orientation). Nevertheless, half-sheet ballads in landscape orientation with woodcut illustrations were printed in white-letter throughout the eighteenth century and into the early decades of the nineteenth. As a sophisticated reader, possibly Pepys underestimated the visual and commercial appeal of illustrated sheets. Measurements provided in the catalogue of the Pepys collection suggest that, on average, the sheet size for the white-letter ballads may have been slightly smaller, potentially making them marginally cheaper to produce, because paper constituted a major part of the cost of early printing. Beyond that, there is no real reason to think that white-letter supplanted black-letter primarily on grounds of cost.

			White-letter was the norm for Bates’s longer fiction and non-fiction. The eight-page song chapbooks are also in white-letter. Among the 24-page chapbooks there are examples in both black- and white-letter. The 24-page black-letter Fortunatus, Conquest of France, and Guy of Warwick all use roman in titles and for proper names and direct speech. The Conquest of France was issued in both black- and white-letter editions, with remarkably similar settings of the text and the same woodcuts, and both have a main title dominated by one line in large roman (‘Conquest of France’) and one in large black-letter (‘Edward the Black Prince’).38 The 48-page Famous History of Frier Bacon in black-letter has the songs and charms in roman. Robin Hood’s Garland, in white-letter, has the name ‘Robin Hood’ in gothic type on the title page and in the running-heads.39 Whatever the font selected for the body text, other typefaces could be employed to set up visual contrasts.

			The transition from black-letter to roman is most readily observed among the ballads. With a few exceptions (below), the bulk of the surviving sheets are fairly equally divided between: (a) black-letter, in landscape orientation, illustrated with woodcuts; and (b) white-letter, in portrait orientation with text in two columns, mostly without illustrations, but in rather more than half the examples with music notation. Both black- and white-letter ballads were issued from all three of the addresses associated with Bates, so the transition must have been (at least in some degree) a gradual one. The black-letter ballads commonly have some roman and italic in titles and imprints, and used to distinguish proper names and refrain lines in the body text. Somewhat less frequently, some black-letter type is used in titles and imprints of white-letter ballads, with italic usually distinguishing proper names and refrains, although there are a few instances of refrain lines in black-letter.40

			Although the prevalence of white-letter (including verse in portrait orientation, without illustrations) in the wider book trade within the period in question means that the white-letter ballads have something of an aura of typographical modernity about them, it may be misleading to think of the transition as driven by visual aesthetics in the manner suggested by Bland. The stanzaic nature of ballads means that, by the post-Restoration period, even where the typeface is predominantly black-letter, the text block is usually by its very nature broken up with white space, title lines, and illustrations. The occasional example of a more solid black-letter text block, such as The Blind Begger’s Daughter of Bednal-Green or The Woful Lamentation of Jane Shore, provides the exception to prove the rule.41 Some other booksellers’ editions of the same ballads have a similarly solid black-letter appearance, and although a case could be made that these were old stories, the layout might just as well have been dictated by the density of what is quite a wordy text. 

			A modest number of Charles Bates’s surviving ballads are beginning to move towards a typical eighteenth-century appearance of white-letter in landscape orientation with one or more woodcut illustrations. The King Henry the Second and the Miller of Mansfield printed by Brown and Norris and sold by Bates is entirely in roman (and italic), but with no illustrations and no real stanza divisions beyond indented first lines. Most of the ballads printed by William Onley and sold by Bates are in black-letter, but an exception is The Valorous Acts Performed at Gaunt by the Brave Bonny Lass Mary Ambree, which boasts a military woodcut and white-letter text divided into quatrains, with plenty of white space, and with the title in a mixture of gothic, roman, and italic dominated by a line in large black-letter (‘Valorous Acts performed at Gaunt’).42

			At least two ballads were published in black-letter and then in white-letter, both in landscape orientation with woodcut illustrations. The Jolly Gentleman’s Frolick was issued in black-letter (with a lengthy title in roman and refrain lines in roman and italic) from the White Hart, and then again in white-letter (with italic refrains) from the Sun and Bible.43 The Low-Country Soldier was issued both in black-letter (with proper names in roman) except for a white-letter ‘Epilogue’, and in white-letter (with italic proper names), from the Sun and Bible.44 The title in both cases is in a mixture of gothic, roman, and italic dominated by a line in large black-letter (‘The Low-Country Soldier’). These ballads seem to have been quite new when printed for Charles Bates (at least, there are no earlier records in ESTC). The Jolly Gentleman’s Frolick recounts the comical adventure of young gallant in London, with a generic Restoration flavour to it, while The Low-Country Soldier is a fanciful begging song for an old soldier, which makes reference both to the Elizabethan commander Sir Francis Vere and to the siege of Buda which took place in 1686. Here at least, the readiest explanation for the typographical transition would be a simple chronological one, the printer(s) replacing black-letter type with roman.

			IV

			Turning to the subject matter, the black-letter ballads run a familiar gamut of themes: love and sex, in comic, tragic, and pastoral guises; various historical/legendary stories (David and Bathsheba, Queen Eleanor, Jane Shore, the Children in the Wood, the Blind Beggar’s Daughter); King William’s wars in Ireland and Europe; the death of Queen Mary; a satire against Scots pedlars; the ‘last farewell’ of the highwayman Claude Duval; anti-Catholic propaganda; one of Thomas D’Urfey’s playhouse songs; female soldiers; the complaints of the poor. The subject matter of the two-column white-letter ballads includes: love and sex, again in comic, tragic, and pastoral guises; the ‘last farewell’ of Sir John Johnston; the funeral of the Duke of Grafton; the lamentation of ‘Captain’ James Whitney; the proclamation of Queen Anne; theatre songs; historical/legendary stories (the King and the Miller of Mansfield); the wars in Ireland and Europe; anti-Catholic propaganda; female soldiers; a number of ‘answer’ songs responding to songs already in print. The political ballads supportive of the Protestant settlement are fairly evenly divided between black- and white-letter. In other words, the subject matter per se remains quite similar, regardless of typography.

			Thematic continuity is exemplified by The Unconstant Shepherd, which was published several times: (a) in white-letter, in two columns in portrait orientation without either music notation or illustration, from next door to the Crown Tavern in 1690; (b) from the Sun and Bible in black-letter, in landscape orientation with woodcut illustrations, in two issues with different woodcuts (but not differentiated in ESTC); (c) by Sarah Bates at the Sun and Bible in white-letter, in landscape orientation, with different woodcuts which look surprisingly crude compared with those printed for her husband.45 Charles Bates also published An Answer to the Unconstant Shepherd twice: (a) in black-letter, in landscape orientation with woodcut illustrations, from next door to the Crown Tavern; (b) in white-letter, in two columns in portrait orientation with (meaningless) music notation, again from next door to the Crown Tavern.46 As a further example, Richard Rigbey’s ballad of The Shooe-maker’s Triumph survives in two issues printed in white-letter, in portrait orientation with (different) woodcuts, while another of his songs about shoemakers, The Cobler’s Corrant, was printed in black-letter, in landscape orientation with woodcuts, and all were published from the Sun and Bible.47 Rigbey (or Rigby) was an artisan poet responsible for a number of ballads, some of which were mildly political, published by different booksellers in both black- and white-letter.48

			The subject categories outlined above are really quite imprecise, but if thematic distinctions were to be drawn between Bates’s black- and white-letter ballads, they would be of three kinds: (i) the ballads of love in white-letter are more heavily weighted towards pastoral conventions, and some might reasonably classify as so-called ‘Scotch songs’ which became fashionable after the Restoration; (ii) rather more of the white-letter ballads originated in the theatre; (iii) rather more of the black-letter ballads, often on legendary/historical subjects, had been published previously in the seventeenth century and would be published again as ‘old ballads’ in roman type in the eighteenth century. Some of the familiar titles that fall within this last category would be The Blind Begger’s Daughter of Bednal-Green, David and Bersheba, The Fair Maid of Islington, The Gelding of the Devil, A Godly Warning for All Maidens, The Life and Death of Sir Andrew Barton, The Norfolk Gentleman’s Last Will and Testament, Queen Eleanor’s Confession, Robin Hood’s Rescuing Will. Stutly, and The Woful Lamentation of Jane Shore.

			Equally, though, a title such as Bonny Dundee, which was probably not quite so old but would still turn up later in lists of ‘old ballads’, was printed in white-letter. Looking back from the present day, a number of the earliest identified versions of folk songs collected at a much later date have been attributed to Charles Bates, among them the following: Devol’s Last Farewel, in landscape black-letter with woodcut illustrations (‘The Flash Lad’, Roud 30101);49 The Loyal Forrister; or, Royal Pastime (‘King William and the Keeper’, Roud 853), in black-letter with woodcut illustration;50 The Noble Funeral of that Renowned Champion the Duke of Grafton (‘The Duke of Bedford’, ‘Six Dukes Went a-Fishing’, Roud 78), in portrait white-letter with woodcut illustration;51 The Unkind Parents (‘The True Lover’s Farewell’, ‘Ten Thousand Miles’, ‘The Turtle Dove’, ‘Fare Thee Well, My Dearest Dear’, Roud 422), in portrait white-letter with (meaningless) music notation.52

			V

			One reason for the portrait orientation of white-letter ballads is that it was more amenable to the printing of music notation (contemporary song-sheets with engraved notation and text would also be in portrait orientation), although that can hardly be considered the only reason, given that there are examples without notation. It is well known that for a brief period towards the end of the seventeenth century some broadside ballads were printed with music notation, albeit the numbers were never large, but that in the majority of examples the music is meaningless. In the Pepys collection, for example, fewer than 10 per cent of the ballads have printed notation, and for more than 60 per cent of those that do, the music is meaningless, while some others have a tune that does not fit the words. The Pepys catalogue records eighty-five ballads with the name of Charles Bates in the imprint, of which thirty-four have printed music notation, which is meaningful in only nine instances, and in three of those the music does not fit the words. The music for these broadsides was printed from moveable type (most apparent from unevenness in the stave lines), and these sheets are quite distinct from song-sheets of much the same period with both notation and text printed from engraving on copper-plates, which would have been more expensive both to produce and to buy.

			Claude Simpson postulated that the brief appearance of music notation on broadsides was driven by the increasing importance of new stage songs and was intended to promote the ballads, perhaps by implying that they enjoyed the same sort of popularity.53 Richard Luckett inferred that it reflected the emergence of a new and musically literate public, and marked the beginning of a cleavage between engraved song-sheets on the one hand and broadside ballads set with moveable type on the other.54 There is likely to be something in both of these arguments, but they do not really explain why music was only occasionally included, or why (more often than not) it was meaningless. McShane suggests instead that it was a publishing experiment, designed to signal that these were things that could be sung when many sheets were being displayed together on a stall or outside a shop.55
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