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It is not the intention of this paper to render an exhaustive 
historical treatment of the very complex issue of women's rights 
in the Hungarian tradition. There is no room within the scope 
of this study even to establish tentative dates for the particular 
ballads on the basis of prevailing laws. Although occasional 
reference will be made to them, I shall not attempt to identify 
the exact foreign sources of the individual pieces, even if they 
were rooted in countries in which similar laws have governed 
the lives of women. It is assumed here that regardless of their 
actual place of origin, the longevity and continued popularity 
of the "classical" ballads are proof of their "being Hungarian," 
and have reflected the social norms valid for Hungarian society 
for many centuries. 

The number of local variants (in some cases several hun-
dreds) testifies to the same, as do the many stubbornly held 
conventions in Hungarian peasant culture. My intention is 
to register some phenomena regarding the position of Hun-
garian women as revealed by the close reading of printed 
ballad texts.1 Although many legal and social changes affected 
Hungarian folkways during the past century, some of the 
basic principles that dominate the man / woman relationship 
have not undergone a corresponding transformation. 

Old as they may be, the ballads therefore express an un-
written standard, a social code against which the younger 
generation of Hungarian peasantry has started its revolt 
only in the last half-century. 

As can be expected, ballads, as well as tales, will more 
frequently have heroes than heroines. Men traditionally led 
a more active life, and just by seeking employment, making 
war, or travelling assumed a life-style that took them out of 
their homes and on the road of potential danger, but also 



of adventure. Therefore, the fact that in the classical ballad 
heroes are more numerous is merely a validation of its histor-
ical reality. The focus of the paper is not on numerical 
representation; its purpose is rather to investigate and dis-
play the accepted social norms and biases regarding women when 
they are featured. 

After the abolition of the recognition of descent on the 
maternal line it became legal that property could be inherited 
only by the husband's child, primarily his male offspring. 
Jhering postulates that one may discuss family relationships 
only f rom this period on. 2 In Hungary, subsequent to the 
disintegration of the clan system, the large patriarchal family 
became the basis of social structure, with personal property 
inherited by the descendants in the agnate line. Later this 
socioeconomic unit was transformed to the small family, 
yet the concept of the large family survived among the 
agricultural population, primarily among the small-holders 
and the medium landowners. Nizsalovsky points out that 
spouses were accepted in the large family even after the death 
of their marital partners, although a widower's position in 
such a situation was considered weak and "unmanly." 3 

According to medieval Hungarian law, a woman did not 
reach maturity until she married (although otherwise she was 
considered adult at the age of sixteen and legally adult at 
twelve), at which time her guardianship was removed but 
authority over her passed into the hands of her husband. 4 If 
her husband was a minor, he remained under the tutelage 
of his father, and his wife came automatically under the 
guardianship of her father-in-law. 5 Thus, though a self-
contained unit, the small family did not supersede but, at least in 
the countryside, supplemented the large family. Consequently, 
there were immediate and obvious limitations to any woman's 
legal status before her marriage and during it, unless, owing 
to her husband's prolonged absence or death, she was able 
to secure authority in her own hands. 

Naturally, sixteenth-century law applied only to the nobles 
and the free peasants; the daughters of the serfs had no rights 
whatsoever. Their parents, they themselves, and their hus-
bands were conceived as the legal property of the landlords, 
whose will replaced the laws and statutes that otherwise gov-
erned free men. Serfs could seek justice against their land-



lords only on the second level (and then in the presence of the 
bishops or the szolgabirak),6 while on the first level their case 
was judged by their respective lords. Female serfs who had 
no rights vis-a-vis their husbands or parents, had even less 
chance to find justice in the face of the barons. Regarding the 
rights of free women, a document from the fifteenth century 
illustrates the general attitude; the judge at Buda was obliged 
to hold court for men three times a week, on Mondays, Wednes-
days, and Fridays, while he was ordered to hear women on 
Saturdays only.7 This restriction not only reflects the desire 
to keep women from the courts, but also mirrors their true 
social situation. Women's cases were handled by parents, 
spouses, or guardians; only in special instances were they 
permitted to represent themselves legally. This legal climate 
reinforced the tradition expressed in the ballads. 

Hungarian ballads are usually grouped according to ap-
proximated dates. To the first large group belong the so-
called "classical" ballads flowering from the mid-fifteenth 
century until the end of the seventeenth century. Their roots, 
naturally, belong to a much earlier period. These ballads, 
in turn, have affected the composition of much later ballads, 
serving as structural as well as role models. Best known among 
them are "Clement the Mason" (Komuves Kelemen), "Kata 
Kadar," "The Cruel Mother," and "The Wife Who Was 
Lured Away"; but others quoted in this paper are also known 
in most Hungarian communities in one or another variant.3 

For the purpose of this investigation, however, I propose a 
different grouping: ballads will be classified according to the 
status of their heroine. 

The unwed mother 

Since for centuries marriage was the only socially accepted 
way of cohabitation, and since women were not capable of pur-
suing their own careers, it is only natural that most ballads 
that treat the problem of women deal with marriage. Excep-
tions are those devoted to the unwed mother, a social outcast 
whose fall, usually accompanied by the murder of her infant, 
is considered a justified punishment for her crime. It is inter-
esting, however, that in many of the hundreds of variants the 
seducer decides to die with his lover. This turn of events is 



possibly due to the traditional West European handling of 
the topic. It mirrors the spirit of the Renaissance Romance. 
Even some formulaic segments of the Hungarian pieces are 
identical to the best known French, Italian, and German bal-
lads of this type. A number of them could be considered vari-
ants of "Kata Kadar," or rather variants in which love between 
Kata and Gyula is also consummated. The fate of the fallen 
girl and her lover, or their punishment ordered by the mother 
(here the girl's) also follows the "Kata Kadar" pattern. 9 

Victim, of forbidden marriage 

The largest cluster of ballads relate tragedies when marriages 
are either forced or forbidden. It has often been suggested that 
a number of Hungarian ballads, among them some apparently 
based on social conflict, are concerned with offending the 
established rules of family structure (blood relationship). The 
forbidden marriage, one of the most frequent motifs in folk 
literature, especially in the ballad, would therefore concen-
trate on disobedience and its punishment rather than on the 
tragedy caused by the different social standing of the hero and 
the heroine. 

In one of the most popular ballads, "Kata Kadar," the plot 
indeed allows both interpretations.10 Although the son's actions 
were in opposition to his mother's wishes, it is clear from the 
ballad that her objections centre on the girl's social status. 
When the son wants to marry the "fair daughter of our serf," 
the mother answers, "marry a landowner's daughter." The 
human rights of the two women are clearly different. Kata, 
the daughter of the serf, has no right even to protect her own 
life. The noblewoman is allowed to have her killed. Her an-
tagonism is not personal, she simply acts as a representative 
of her class, and moves within the power allotted to her as head 
of her household. She eliminates Kata in order to remove any 
obstacle to her plans for her son. It has been proposed that a 
possible historical source of "Kata Kadar" is the Agnes Bernauer 
legend, which deals with the tragic love of the daughter of an 
Augsburg barber and Prince Albert III of Bavaria. According 
to that story, the Duke, infuriated by his son's choice, had 
Agnes drowned in the Danube.11 In another Hungarian version, 
"Fair Julia, Daughter of the Pagan King,"1 2 it is the father 
who says "do not love your serf," and has the lovers killed. Also, 



in "Little Lilia" a pagan father objects to his daughter's mar-
riage for no reason at all. He kicks his daughter to death, and 
her lover choses to die along with her.13 

How the treatment of women may reflect the social origin 
of a particular ballad can also be shown in the two variants of 
the "Daughter of the Pagan King."1 4 In variant A, the king 
forbids his daughter to love a serf. When she disobeys, the father 
has the young man tied to the top of the tower. Infuriated by 
his daughter's pleas to free her lover, the king orders him killed 
and has his liver and heart served to his daughter, who dies 
instantly. The plot, clearly influenced by the Italian "novella," 
reveals an upper-class origin, in terms of power as well as norms. 
In variant B, the social background of the lover is omitted, 
and when Lilia appears to beg for his freedom, 

The pagan king turned around, 
And kicked his daughter with such force, 
That her scarlet skirt got torn 
Tha t her scarlet blood ran out 
And she died there on the ground. 

Although both heroines die, "her" death in B has elements 
found even in the Old Testament. 

In a large number of ballads the girl is of elevated status. 
Nonetheless, she cannot marry her beloved. If she continues 
to disobey her father or mother, she will, without fail, cause 
the destruction of her sweetheart and often of herself as well.15 

One thing which should be pointed out here is the obvious 
inter changeability of the sex of the parent involved. It is quite 
remarkable how sharply the mother figures in the ballads dif-
fer from the other roles folk literature assigns to women. The 
representation of authority through the mother alone mirrors 
historical reality. Estates of the nobility were frequently run 
for long periods by wives while the heads of the families were 
away. Thus wives, especially widows of noblemen, frequently 
assumed the rights and privileges of their absent or deceased 
spouses. In the ballads such mothers manifest the kind of 
authority generally granted to the father. If both parents are 
present, the hero or heroine has only one authority figure to 
fight, either the mother or the father. Their sexual identity 
has no function in the ballad, thus their roles become inter-
changeable, showing their function merely as a narrative de-



vice by which power is depicted. Ballads, in which mothers are 
demanding certain behaviour from their children therefore 
are to be viewed as non-deviant from the general submissive 
roles of women found in the genre. 

Victim of a forced marriage. 

"Forced marriage" is primarily the other side of the same coin. 
It illustrates from another angle the lack of choice available 
to the girl. The sex of the decision-making authority is again 
secondary. More often than not the girl is forced to marry 
against her will by a male member of the family. In "Istvan 
Fogarasi" and in "Batori Gabor" the brothers sell their sisters, 
in both cases to marry in foreign lands.16 The same motif 
appears in a number of "forced marriage" ballads in which 
the girl unwillingly has to leave her home and village for a 
strange place. Beyond the obvious xenophobia displayed in 
the ballads, the true situation of the girl is also mirrored. "Pretty 
Rosy-Cheeked Erzsebet" is married off to a German, "Pretty 
Ilona Horvath" is tortured to death by her frustrated husband.1 7 

A poor mother "sells" her daughter to a murderer, and the 
girl returns home to die rather than live with her husband.1 8 

The mother is allowed to arrange for the marriage only when 
there are no males in the family. In the ballad "A Woman's 
Nine Sons" each son expresses his views about his sister's mar-
riage. Only after their statements does the mother give the girl 
away to a foreign groom.19 Even if in a number of ballads it 
is the father who forces the daughter to marry (as in "Barbara 
Seprodi," or in "Anna," who was sold before her birth), only 
in those where the mother is responsible for the marriage is 
the parent criticized.20 T h e mother is held responsible in cases 
when the daughter is leading an immoral life; according to the 
Ofner Stadtrecht, a mother who has "ire chinder gewenen zu 
Vnkeuschait" (brought up her children to be promiscuous) 
should be drowned in the Danube. There is no corresponding 
law for a father guilty of the same deed.2 1 

Even without the presence of parental authority, girls in 
the "classical" Hungarian ballads are not allowed to make their 
own choice regarding a husband. A typical case in point is 
"Szilagyi and Hajmasi," where the girl's role is altogether pas-
sive.22 Although the prisoners were able to escape only with 



her help, she is considered by them merely a "loot"; the deci-
sion over her fate is made by the two men. 

Thus the accepted social norms regarding proper behav-
iour for girls that can be gleaned from the ballads are as follows. 
They do not and should not have any right to decide whom 
they marry. They should obey their parents, even if it means 
pining away in a bad marriage or in an alien land. The mothers 
have decision-making powers over their children, primarily 
in situations where there are no male members of the family 
present. Any males have a more powerful place in the family 
hierarchy than the mother. Thus brothers may assume the 
same role of authority over girls as their parents (fathers) have. 
Since traditionally noble and peasant families made the same 
distinction between their male and female issue in terms of 
dower and dos,23 the attitude displayed in the ballads accu-
rately represents both strata.24 

The heroine's social role as mother 

Since the married woman's role in society was primarily con-
ceived as that of a mother, it is only natural that a plethora of 
literary pieces deals with women who have fallen short of the 
standards expected of them in their function. Among them, 
a number of ballads relate the story of the "cruel mother" who 
leaves her children in the forest. Even if the woman is given a 
name, as in "Ilona Budai," or is simply called "The Poor 
Orphaned Woman," it remains clear that the ballad is just a 
variant of "the cruel mother." 25 

The cause for the mother's behaviour varies. In many cases 
her failings are juxtaposed with the ideal maternal attitude, 
as exemplified by the animal world (doe, cow, etc., who tends 
her young). Although mitigating factors such as poverty and 
danger are presented in the ballads, her behaviour is condemned 
by the community. In each variant she will have to suffer the 
consequences of her misguided action, even in those where 
the children are ultimately saved. It is noteworthy that although 
more fathers than mothers abandoned their children owing 
to historical development, there are no ballads devoted to 
that subject. 

The "cruel mother" motif often governs ballads that tell 
the story of forced marriages (discussed above). It is frequently 



the merciless mother who compels her daughter to marry the 
"Great Mountain Thief , " 2 6 or she is the one who obliges her 
Catholic daughter to wed a Protestant German.2 7 In the 
Hungarian ballads of this type, the women will be solely re-
sponsible for the action of child abandonment, as opposed to 
a number of foreign pieces, in which the parents mutually decide 
to leave their children (e.g., "Hansel und Gretel"). Depend-
ing on which of her negative qualities are stressed in the ballad, 
the individual variant will belong either to the "wife who was 
lured away" or to the "cruel mother" group. 

The heroine's social role as wife 

Next in importance to motherhood, the woman's duty is to be 
a faithful wife. T h e hierarchy might seem arbitrarily set, yet 
it can be shown that, reinforced by the Judeo-Christian tra-
dition (especially with a view to the mother-child image in the 
Catholic faith), women are more often depicted as mothers 
than as wives. Since folk literature prefers a single-plot basic 
structure, most often the woman will be conceived in her role 
either as mother or as wife. Even in ballads in which she leaves 
husband and child behind, the stress will be on one aspect of her 
offense, making her deviant behaviour simpler to judge. Re-
ducing her guilt to a single offense makes the casual relation-
ship between "crime and punishment" as obvious as possible. 
This point can be illustrated by examining a large group' of 
ballads dealing with women lured away by strangers. The 
woman will desire to return either to her husband or, and more 
often so, to her child. 28 

Ballads about wives who have been enticed to leave their 
homes and are later murdered by their seducers are univer-
sally popular and appear in many variants throughout the 
world. In the "classical" Hungarian ballad the woman follows 
a stranger and abandons her husband and child. She is taken to a 
forest, under the murderer's tree on which the bodies of his 
previous victims hang. Aware of what is in store for her, the 
woman kills her seducer, dons his clothing, and returns to her 
family. Her identity is revealed. In some, upon her return she 
is rejected by her mother, who refuses to acknowledge her, 
emphasizing that is was in her role as a mother that she had 
failed. In those variants where the abandoned husband is the 



focus of the ballad, he is the first person to whom the woman 
reveals why she wished to return (c.f. "Anna Molnar," no. 14). 
In these versions she regrets her actions only when, having looked 
up at the murderer's tree, she faces her own death. Although 
she nurses her child upon return, this element serves as a func-
tion of identification rather than as an expression of maternal 
love, a point substantiated by one variant in which she first 
unbottons her dolman and nurses her infant and later repeats 
the action for the purpose of being recognized by her husband. 

Although this ballad, too, is of didactic and corrective na-
ture, it is important to note that the woman is able to escape 
her murderer. This is a unique Hungarian feature; in the 
European and, for that matter, in the Asian variants, the woman 
always falls victim to her seducer. The wife's "Hungarian" role, in 
general, is worthy of more detailed investigation, since she 
seems to be much more active in this type of ballad than in 
others. 

Even if the heroine is lured away, she ultimately makes her 
own choice; she is not kidnapped but is persuaded. She makes 
her decision to leave her family and also to return to it. She 
returns, however, by assuming the role of a man. She kills her 
seducer with a sword, changes into man's clothing, and appears 
at her home as a travelling stranger — in short, as a man. In most 
ballads the "adulterous" wife is killed by her husband (although 
in "Anna Molnar" the heroine is not caught in the act of infi-
delity, thus her guilt is not proved, only surmised). 

One is tempted to consider that her unusual and daring 
behaviour commanded a certain degree of respect in her hus-
band. The unfaithful wife of this group is treated as an equal 
upon her return. Yet the reason for it lies probably not in her 
aggressive, masculine behaviour, but in the existing laws that 
dictated this particular solution. Reconciliation between hus-
band and wife suggests that this subtype is of peasant origin 
and, again, reflects historical realities. Since the serf or the 
peasant had no jurisdiction over his wife, such a conflict was 
generally either resolved by reconciliation, or "literary tradi-
tion" would mete out a "supra-social" punishment to the un-
faithful wife in the form of unexpected death by drowning, or the 
like. The same historical prohibitions dictate the endings of 
the ballad in which the husband beats up his misbehaving wife 
instead of killing her . 2 9 (The comic figure of the cuckolded 



husband is a later, and quite possibly, anti-feudal develop-
ment. Alongside the clever servant who ridicules his master 
and thus expresses the aspirations of his class against the feudal 
lord, stands the deceiving wife who also ridicules her "master," 
including the same comic relief into which social protest was 
channeled.) Ever since St Ladislas (1077-1095), the Hungarian 
baron had the legal right to kill his unfaithful wife. This pri-
vilege was reconfirmed in Werboczi's Tripartitum, stipulat-
ing that if a nobleman forgives his wife her first unfaithful-
ness, he must not resort to capital punishment at a repetition 
of the same offense.30 

According to the testimony of the ballads, few wives were 
given a second chance. One group of poems in which the un-
faithful wife is punished by death, the "Barcsai" ballad and 
its variants, colourfully illustrates how the enraged husband 
takes his revenge.31 The ballad's merciless ending is not unique 
to Transylvania, where it was collected. A woman forced to 
die for her adultery is, of course, a popular motif, primarily 
in the Old Testament, but also in more recent traditions such 
as Slavic, Italian, and French. The element of burning a wife 
alive appears in another set of ballads, the so-called "cruel 
mother-in-law" type. Although the western origin is beyond 
doubt, two features f rom the Hungarian tradition seem present: 
(1) the killing of the beloved girl by the man's mother (Kata 
Kadar type of ballad) and (2) the "making a candle" of the 
girl (the "Barcsai" type of ballad).32 The earlier variants are 
rather simple; the mother hated her son's choice and that alone 
was a sufficient cause. More recent collecting shows that reasons 
were added to justify the hatred and thus the mother-in-law's 
action. Some versions introduce the element of intermarriage 
between Hungarians and Rumanians; in others the young wife is 
haughty.33 In none of the versions does the returning son re-
volt against his mother. In one his heart breaks; in another he 
laments; in a third he kills himself. No attempt is made to 
challenge maternal authority, which dates this ballad to the 
oldest stratum.34 In some variants, however, a concluding 
statement expressing the community's judgment curses the 
parents who separate lovers. Thus in the ballads that are pos-
sibly of aristocratic origin, the wife pays with her life for her 
transgressions. Also in Werboczi's Tripartitum, the law against 
adultery applies only to women, making it clear that no hus-



band was held guilty of the same misconduct.35 

There is a cluster of ballads in which the husband leaves 
his sick wife alone and visits his lover. He gets killed at the place 
of his mistress because her husband returns. Thus his punish-
ment is due to his challenging the rights of a husband, and he 
dies not for cruelty committed against his own wife but be-
cause of his disturbing another man's life. In some variants his 
own wife dies in childbirth.36 Other "bad" husbands appear in 
the ballads, for example, the man who does not believe that 
his wife is ill and tries to force her to cook and clean. Only when 
she lies on the bier does he finally accept that it was not laziness 
but sickness that made his wife incapable of fulfilling her mari-
tal duties. 37 

The role model for the submissive wife 

The wife's duty is to serve her husband and bear his children. 
Thus the archetype in which the perfectly submissive wife is 
depicted is at the same time the role model, its function being 
the justification and reinforcement of conventions and stan-
dards of social behaviour. An illustration par excellence in-
corporating almost the total convention is the ballad "Clement 
the Mason." In the ballad twelve masons decide to sacrifice 
the wife of one of them in order to stabilize the walls of a fort, 
and the wife accepts their decision. It is assumed that the events 
related are based on ancient foundation rites. H u m a n skele-
tons found under structures in the pre-Christian period in Europe 
as well as in South and Central America and the Far East bear 
witness to this assumption.38 Yet one cannot overlook the fact 
that the masons did not choose one among themselves (there 
could have been thirteen, and one would have had to be chosen), 
but they had picked a woman. This ballad type does not follow 
the medieval model in which the knight saves the virgin from 
the dragon, since in the Hungarian variants the choice falls 
always on a woman who is a wife and a mother. Thus the purity 
function is absent in the recorded versions in several variants 
of which she begs the masons to leave a hole in the wall through 
which she can nurse her son. (This detail again stresses her role 
as a mother.) 39 

If one disregards the oldest layer (of ritual function) of the 
ballad and follows the story only at a superficial level, the rea-
son for the wife's sacrifice is greed. The masons kill her to get the 



silver and gold they were promised. The behaviour of the masons 
is not dictated by abject poverty, as some Hungarian scholars 
have claimed, but a desire for additional wealth.40 Clement is 
devastated when his own wife is to be sacrificed; nonetheless, he 
makes no attempt to save her. 

All basic members of the small family unit are represented 
in the solution. The woman accepts her destiny; a formaliza-
tion of her actual status, manifested in its logical conclusion. The 
husband functions within the framework of accepted standards 
of the past, which were possibly up for scrutiny by the end of 
the sixteenth century. The tentative punishment he receives 
(himself surviving but losing his son) mirrors a crisis in the values 
of the collective. Yet the many potent versions, lively enough to 
influence the creation of a number of prose variants, show that 
the moral of the ballad has by no means become obsolete in 
the succeeding centuries. The basic tenor of the ballad is re-
tained even in a popular prose version (recently collected in 
Ajnad, Csik county.) Here the woman is walled in alive and gives 
birth to her son while immured. For seven years she nurses her 
son but finally sends him to his father, who is about to celebrate 
his new wedding. The child identifies himself with their old 
engagement ring. The husband runs to meet his wife who stands 
outside in the nude. He then tears off the clothes of his new bride 
and puts them on his wife, and while he carries her back in the 
house through one door, the new bride and her guests are forced 
to leave through the other door. Thus the husband is entitled 
to reject one wife and reinstate the other. While the injured 
wife gets satisfaction, the husband is not punished. In fact, it 
is the entirely innocent "future" wife who suffers degradation 
and unjust treatment, owing to the man's change of mind. 

In his introduction to Magyar nepballadak, Ortutay stresses 
the restrictive nature of feudal society, and emphasizes the 
virtual impossibility of breaking out from the closed system 
that determined the place and role for each person within it. 
He claims that the conflicts are primarily based on the indi-
vidual aspirations of the heroes versus the irreconcilable family 
and social structures governing their lives.41 Ortutay's claim 
is borne out by the unbending collective judgment of the 
"classical" ballads. Individual lives are determined by social 
convention. Property is protected, dictating decisions both in 
the family and vis-a-vis the community. Those who have less 



of it have fewer rights, and those who have fewer property rights 
have less freedom.42 In feudal society, women by the fact of their 
restricted property rights, have been forced into a position of 
limited freedom. Therefore, in a highly stratified society, within 
the same stratum, women are shown to be less equal than men. 
Unofficial as they are, the "classical" Hungarian ballads record 
the woman's status as clearly and convincingly as the law books 
that have codified it. 
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ballad's international ties see Gy. Kiraly, "Kad&r Kata balladaja," Nyugat I (1924): 48-64. 

11. Treated in detail by N. Leader, Hungarian Classical Ballads, 125-41. Vargyas 
postulates that the original piece was a French ballad. 

12. MN, 20. 
13. MN, 21, 25. A similar governing motif appears in "The Captive Soldier" in 



which the Turkish "emperor's" daughter falls in love with a Szekely soldier. She is 
burned to death and her lover is thrown into the sea. In "Erzs6bet Lazar" the Hun-
garian "emperor" forbids his son to marry the daughter of a mason (MNG ) . The ballad 
was collected in Moldavia; the mason is called Manole. It also mirrors the Rumanian-
Hungarian conflict. The mason's name is a possible transmission from the Rumanian 
variant of "Clement the Mason." 

14. Version A, "Fair Julia...," B is "Little Lilia." The word "pagan" is used in 
all probability to emphasize the cruelty of the father. Some of these motifs might 
belong to an even earlier stratum in which gods and godesses were killed for their 
deviant behaviour. 

15. In "The Baron's Daughter" (MN, 223-26), where the shepherd is hanged, it is 
the mother who orders the hanging. The social reason for murder however, is obscured 
in those variants of "Kata Kadar" that include the mother's tearing off the sympathetic 
flowers and the lover's casting a curse upon her. 

16. MN, 42, 44. 
17. MN, 40, 41, and 39, respectively. 
18. MN, 38. 
19. MN, 50. 
20. In "Fair Maiden Julia" (a ballad I have omitted, since I am convinced that is 

originally is of learned authorship, symbolizing a young girl's becoming a nun), the 
mother also has no decision-making power. (The hierarchy established in mundane 
society is acknowledged in the mystical ballad as well.) 

21. Mollay, 158. 
22. MN, 24. The plot, of course, dates the ballad after 1526, and is in any case 

probably of south Slavic origin. The princess' desire to move to Hungary expresses 
the spirit of Magyarizing foreigners, a Hungarian element in the nineteenth-century 
patriotic literature. This kind of patriotic stance is of learned origin in Hungarian folk 
literature. Its most extreme form is found in M. Jokai's Az uj foldesur (The new 
landlord), in which Ritter Ankerschmidt settles in Hungary and 'Magyarizes' his 
name to Vasmacskakov&csy. Jokai's tongue-in-cheek episode nonetheless mirrored a 
considered policy of'Magyarization' on the side of the Hungarian ruling class. 

23. Dower is a portion or interest in the wealth of a deceased husband that is given 
by law to the widow during her lifetime. Dos is a portion of the former which could be 
reclaimed by other heirs under certain specified conditions. 

24. Werboczi suggests having the female issue referred to as remainder rather than 
heir, since she will not equally inherit (I, 17/2). Even if the prevailing laws cannot be 
claimed to have "caused" the formation of such ballads, their existence reinforced the 
tradition and contributed to their "power of realism." 

25. MN, 10-12. In some variants the mother first leaves the daughter behind, and 
the son only thereafter, again expressing the historically developed preference for 
the male offspring. 

26. MN, 27. 
27. "The Daughter Who Was Sold," MN, 37. 
28. "Anna Moln&r" and its variants (MN, 14-16). It is generally known as the 

"Bluebeard" motif. 
29. The seducer is almost always a stranger; thus his person does not malign the 

community. He dies for his misconduct, punished for having disrupted the family 
unit. It is not implied or ever expressed that the heroine kills in defense of her honour. 

30. Werboczi, I, 105/1. (Only confirming St Ladislas, I, 13 and Vladislas, IV, 7/14) . 
There are, of course, numerous international parallels in contemporary penal codes. 

31. MN, 66, 67, 68. According to Vargyas, "The Wife Who Was Overheard" is 
an original Hungarian ballad, based on fourteenth-century western models ( M N E , 247). 

32. MN, 34, 35, 36. 
33. MNE, 307. 
34. A further affinity with "Kata Kad&r." The final curse also shows its influence. 
35. 1,105/1-2. 
36. "Imre Daniel," MN, 256. It does not belong to the 'classical' ballads, but being 

used here to illustrate that even in the more modern ballads the attitudinal content 
is the same. 



37. MN, 257, 258. More "modern" versions dealing with the "bad wife," are about 
women who stay out dancing while their husbands are dying (MN, 140, 141) or wives who 
look down on their husbands (MN, 142). 

38. For further reference see MNE, 13-43. Regarding the best known and most often 
quoted Rumanian parallel see "Master Manole and the Monastery of Arges," in M. 
Eliade's Zalmoxis, The Vanishing God: Comparative Studies in the Religions and Folklore 
of Dacia and Eastern Europe (Chicago, 1972), 164-90. Eliade also discusses cosmogonic 
myths in which immolation leads to creation (first of the universe, in later layers of 
buildings, bridges, etc.). Yet it cannot be overlooked that in the versions recorded to 
date the human sacrifice is always a woman. 

39. Cf. "Anna Molnar," "The Cruel Mother," etc., where nursing identifies the 
woman as the mother. 

40. Ortutay's claim in the "Introduction" to MN, 80-1. 
41. MN, 85. 
42. It is outside the scope of this study to determine the degree by which society's 

views of women have brought about the restrictions discussed in this section. 




