™0
o3
o

TY TR T RLTY LT LTI AL LA TLL LT AL ELLL AT LT S L L L2 Ll s g

THROUGH ENGLISH LITERATURE TO MUSIC

A THEBIS PRESENTED BY REGINALD DAVIS A.T.C.M., M.A.
A3 PARTIAL REQUIREMENT FOR THE DEGREE

DOCTOR OF IHILOSOPHY

IN PHE FACULTY OF ARYS.OF (PHE
UNIVERSITY OF OTTAWA

SEPTEMBIR 1044

ol ok koA ok o R %o ok ok ok ook od koA ok ok ok v ow % ¥ ok ok %ok ox ok vor kK okE Ak REEEESX

4%
%
*
L
%
L]
%
*
#*
*
%
%
*
*
%
#*
*
*
*
*
%
#
%
*
L
*
3*
*
L
%
¥
*
L
¥
*
*
L
L
St
*
%
*
L
3
%
-ﬁ-
*

%*
%%ﬂ*wn*#u**&ﬂ%*%*ﬁﬁﬁ*%ﬁ**n%%**n»iﬁfﬁiﬁiﬁtﬁ*#**ﬂﬁi%***&**wﬁ*



UMI Number: DC53886

INFORMATION TO USERS

The quality of this reproduction is dependent upon the quality of the copy
submitted. Broken or indistinct print, colored or poor quality illustrations
and photographs, print bleed-through, substandard margins, and improper
alignment can adversely affect reproduction.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Aiso, if unauthorized
copyright material had to be removed, a note will indicate the deletion.

®

UMI

UMI Microform DC53886
Copyright 2011 by ProQuest LLC
All rights reserved. This microform edition is protected against
unauthorized copying under Title 17, United States Code.

ProQuest LLC
789 East Eisenhower Parkway
P.O. Box 1346
Ann Arbor, Ml 48106-1346



TENT

INTROD“GTION!OOOQO..Oqlooou-

Chapter

1.
I1.
III.
IVe
A\
vI.

ViIi.
VIII.

ix.

X

X1,

XIZ.

XII1.

XIv.

POET=MUSICIANS OF EARLY BRITAIN « o o o & o
SONGS AND BALLADS OF THE MIDDLE AGES. + 4+ o+ .
SHAKESPEARE'S IVTEREST I8 MUSIC o o o o o « o
SHAKESPEARE'S INFLUENCE ON THE MUSICAL WORLD.
THE MUSIO OF LYRIC POETRY o o o o o ¢ » = & «

THE MUSIC OF LANGUAGE AND THE LAIGUAGE OF
MUSIG!Q.'CQOOﬂuouncooooao

THE ENGLISH DRAMA A'VD MUSIC o o o o o ¢ o o o

THE IRISH AND SCOTCH LITERARY INFLUENCE UPON
MUSIC L] [ ] » » [ ] w . * L] » L4 L4 » L] [ ] L) L] L] L] »

OF LITERARY MEN AND MUZIC
DRYDEN ,MILTON,HEGRICK « « o o o ¢ o « ¢ » o o

OF LITERARY MPN AND {USIC
COLERIDGE, PE YS,DICKENS,BROWHIEG .+ « « « o &

GREAT MUSIC THAT HAS JRED INSrIRED 8BY GREAT
LI TERA?UM . & ® L] * » L] L] L ] . . L] . » L S ] . -

AN ANTHOLOGY OF INSTRUMENTS AS OBSERVED IN
LITERATURED‘OQOOCQOOOOO'QQQQ

HUBICAL LIFE IN ENGLAUD AS KRECORDED IN
LITERATURE. o 4 v ¢ & o % o o o « o 3 o o s »

NEW SONGS T0 OLD LYRICE » o o o « o« s 9 o o o

IBLIOGRAPHY « A representative blbllography
(except for chapters nine and fourteen) 1s
included at the end of each chapter,

117
135

167

193

208

227

241

268
295



GTION i
"Music resembles poetry; in each
Are nameleas graceg, whlch no methods teach,
And which & master's hand alone can reach!"
Pope.

The student of English Literature becomes aware of many
fmportant facters which have helped to formulate and mould
the opinions of our great wrilters. These varled influences
- have added c¢onsiderably to the development of our language,
and have alsc been sources of much inspiration. .One vital
force with whieh we are e¢oncerned, is the pewer exerted by
Mugic upon the lives and writings of great literary men.

This current of animatlon and inspiration flows in two
directions., The musical student finds that some of the world's
best musiec has been composed around the themes derived from
English Literature. He also finde & wealth of musical
allusion and 1illustration in our llterature.

The above quotation shows a relationehlp between two of
the most graclous and creative arts. In the following pages
At is the author's intention to develop that relationship as

fully as rossible, in order to present the several mugloal

aspects from which English Literature may be ccnsldered.



ii

This Thesls will seek to prove that:=

1.

II.

IIX.

IV,

Ve

vI.

Our Ballad Literature has & distinetly musieal
origin.

Our Lyrle Poetry has been greatly influenced by music.
England, Ireland, Secotland have had great influence
upon music, &8 neobed in the works of Shakespeare,
Thomas Moore and Sir walter Scobt, respectively.

Great Literary men have shown new music influenced
them - Dryden, Mllton, Browning and others,

Themes from English Literature have been the
inspiration of many muslcal masterpleces.,

English Literature hae glven much to the fleld of
Musicology.



ghapter One 1

Poet-Mugiclansg of Farly Britaln

"Hark how the minstrels 'gin to shrill aloud
Thelr merry music that resounds from far,
The plpe, the tabor, and the trembling crowd,
That well agree withouten breach or jJar."

Spensex.

The close assoclatlon between poetry and music dates
back to the ancient Bards, who, under various names, were
an lmportant influence, from the earllieast agee, among the
people of Gaul, Brltain, Ireland and the North. The Bards
were an order of Drulds, the powerful priesthood of the
Celta. As poetemusiclans, their speclal office was to
celebrate in verse the pralses of thelr national gods and
heroes, This heroic verse, while eulogizing the brave
deeds and illustrious actas of their countrymen, also did
nuch to preserve thelr traditional native history. Accord-
ing to Calus, the historian, the Drulds origlnated as early
as 1013 B,.C., but were driven west and north to Ireland,
Wales, and North Scotland as the Teutonic invaders gswept
the coast.

The Bards were held in high esteem, as recorded in a

fragment of written evidence 1n this Bardlec Triad,

"Three men there are of same regard:
4 king, a harper, and a bard."

From the Bardle M.8.3. we find that kings wore seven
colours, bards six, and lords and ladies five colours. Caesar

in his "Commentaries" refers to the presence of Bards attached



to the Britlsh King's palace, who enjoyed his favour and
fortune. The Crwth or poetic Bard wrote and presented
aceeptable verse, while the Ensign Bard rescunted the table
of genealogy and expleits of Britain's heroes, with a harp
accompaninent.,

"There was much for bardic song-men to do in an age
vhen men depended upon the memory for the preservation of
fagt. Pedigrees and items of genealogy had to be told by
the bards, who accompanled on the harp all that they

narrated: the divisiom of lands required to be known and
confirmed: the pralses of benefactors to be sung; national
matters to be reduced to an almanack form; the herald of the
palace was expected to inform his King and chiefs of events

of note, past and present, while ovates had to divine and

augur, All this fell to the share of these poet-musiclans,

whe sang thelr records, and accompanied them on an instrument,"#

With the advent of the Anglo-Baxone, the corresponding
office of poete-musician was taken by what was known as the
“Scald" or "Scop" in Scandinavian countries. This werd meant
"smoothers and polishers of language".

"The origin of their art was attributed to Odin or oden,
the father of their gods; and the vrofessors of it were held
in the highest estimation. Their eskill was considered as
something divine, their persons were deemed sacred; their
attendance was solicited Dy kings; and theywere everywhere
loaded with honoure and rewards., In short, poets and their
art were held among them in that rude admiration which ig

ever shown by an lgnorant paogle to such as excel them in
intellectunsl accomplishments.” %

Their songs served as diversions at the solemn state
banquets, and encouraged the hero in the fight on the battle

fleld, or soothed him as he lay at death's door. To read

# The Story of British Music -« Crowest Pages T9-80
##% Rellques of Anclent Poetry ~ FPercy Page 346



thelr sagaes and eddas ss originally sung is t0 gain much of
thelir history. While their music has been lost yet the
Poetry shows nobllity of thought. From the "Bragil Edda" we
learn that the Bragl cup was the ococasion for a solemn vow,
inviclable and sacred, that he who pledged would perform some
act worthy of a Scald's ong. * Obviously this was an incentive
te the poet as well, and showed that strong men were captivated
by poetry and music and were not ashamed of it,
The Secald played upon the glee-beam, ae the rude harp

was called. From this term c¢omes that of Gleeman, which is
closely associated with the Scald. From the poem "The Gleeman's
song", sald to be the oldest and finest specimen of Anglo-
Saxon literature, which is contained in the works of Blshop
Leofric, come these lines, Speaking about himsklf the Gleeman
gays:

"o I faredy thro' many lands; a stranger

Thro' the wide earth: of good and evil

There 1 tasted: from family parted,

From kinsmen far, widely I d4id my sult-

Therefore may 1 sing and story tell,

Relate 'fore the crowd in mead hall,

How me the high born with largess blest." it

The Beowulf poem written around 520 A.D. refers to the
Scalds thusg:

"The glee-wood (harp) was touched, and Hrothgar's gleemen,
gladdoners of the hall, told of the works of Finn'e
offspring.”

¥  VYrom Minstrelsy by Duncan - Page 1l
%% From Mugic in its Art Mysteries - Dr. “ylde Page 138



The Anglo-Jaxon poem contalned in the Fxeter oodex,
entitled "The Traveller's Song", 18 a typleal account of a
travelling Gleeman telling his tales from court te court.

It 18 reputed to be by Widsith, # a Secop of the fourth
gentury, and shows his abllity to sing loudly in praise of
hls benefactors, and still more loudly about hle own talents
and virtues,

"Therefore 1 can sing
And tell a tale, recount in the Mead Hall
How men of high race gave rich gifts to me"
"A circlet given to me by Guthhere,
A welcome treasure for reward of song.
That was no tardy king."
"and 1 was
With Eormanrlg¢, and all the while the King
Of Goths was good to me., Chlef in hie burgh,
A collar of silx hundred sceats of gold-
Beaten gold- counted in coin, he gave me."

Pyhen I and Skilling for our conquering lord

With clear volce ralsed the song, loud to the harp,
The sound was nusic; many & stately man,

Who well knew what was right, then said in words
That never had they heard a happier song."

It eoncludes as follows:-

"Thus the gleemen
Say in song thelr need, mpeak aloud thelr thank wordi-
Always South or Northward someone they encounter,
Who,~ for he 1s learned in lays, lavish in hie glving-
Would before hls men of might magnify hls sway,
Manifest his earlship.

Till all flits away-
Life and light together - land who getteth so
Hath beneath the heaven high established power." #%

From Bede's Feclesiastilcal History, we have a reference

to a famous Saxon Gleeman and po®t,- Caedumon, who, rather than

# R.W. Chambers, widswith, & Study in 0ld English
Medleval Legend - Cambridge 1912
#% Stopford Brooke's Translatlon.




contributing a song as was the cuatomary form of entertain-
ment at a banquet, stole away from the table and went home
t¢ his house. Hers he fell asleep, and dreamt that a
reverend figure came to him, harp in hand, and encouraged
him to sing. Under the spell of the Bard of his dream, he
composed & song which he remenbered when the vision had
vassed from his mind, Thus Caedmon became a poet and was
regarded as an inspired musiclan. Bede and other historians
claimed his works to be models of form and excellence, and
they remalined the highest specimens of standard literature
and music for over six centuriesg. Unfortunately their
mizical worth has been logt due to the lack of musical
notation, The following is a translation of some of this
monk's supposed verse.

"Now must we preise the Guardian of heaven's kingdom,

The Creator's might, and his mind's thought;

Gloricus Father of men! as of every wonder He,

Lord eternal, formed the beginning.

He first framed for the children of earth

The heaven as a roof; holy Creator!

Then mid~earth, the Guardian of mankind,

The eternal Lord, afterwards produced;

The earth for men, Lord Almighty." *

From the Leges Walllcae, or Welsh Laws, we learn that

during the Saxon period the Bard Teulu, or Dard of the Palace,
was the eighth officer of the King's household. He was a

royal guest and sat at hlp table next 1o theHeir Apparent.

# B, Thorpe's Translations.



His position was gained by his superior merit in the science
of muslc and poetry at one of British Olympics. He accom-
panied the army into battle and inspired them with his songs
of heroism. For this he could claim one of the most
valuable things of the plunder. His land was free of taxes,
and, in the event of being injured, hie assailant was fined
8lx cows, and a hundred and twenty pence.

The Pencerdd or Chalred Bard was the chief Bard of the
district, and won hie position in a musical and poetical
conteat. Besides being the chlef presldent of music and
poetry, he was also a bardic teacher and prepared students
to take their degrees.

It 18 well known that Alfred the Great studled music
and poetry at an early age. In the year 878 A.D., having
lost much of his kingdom due to the Danish incursions, he
devised a scheme to get within the enemy camp and learn
their plans. Taking his life in his hands, he assumed the
role of a Bard, and by singing a variety of songs and
accompanying himself on the harp, charmed the Danlsh chief
and gathered precious informatlon which later helped turn
the tide of battle at Ethandune.

There are writers who suppose thls tale Lo be legendary

but 4t appears to have been quite conesistent with the spirit

and musical custom of the age.



"It is an indleputable fact that the Saxons of North
Germany spoke the same dlalect as those of England; and when
Alfred entered the Danish camp in minstrel's disguise, he
sang no forelign lays but had merely to modify his pronun-
clation slightly." #

In the next century King Atheletan recorded a victory
over the Danes, ae was referred to in the Saxon Chronicle.
This poem 18 a short example of how this victory was
glorified in asong and verse.

"A.D. 938, Here

Athelstan Kilng

Of earla the lord,

Rewarder of heroes,

And his brother eke,

Ednund Atheling,

Elder of ancient race,

Slew in the fight,

with the edge of thelr swords,
The foe at Brumby!

The sons of Edward

Thelr boardewalls clove,

And hewed their banners,

With the wrecks of their hanmers,
30 were they taught

By kindred zeal

That they at camp oft

'Gainst any robber

Their land should defend,
Their hoards and homes," ##&

The use of the term "Minstrel" does not gain its correct
usage until after the Norman congquest in the eleventh century,

and then it becomes universal.

#  8chlegels Histmry of Literature
#% Minstrelsy by Duncan - Page 20



"iinstrels and Troubadours were a class
of musiclians who may be regarded as the successors
of the anclent Scalds and Bards. The chief point
of difference that distingquished Bards from
Minstrels consisted in the fact that the order of
Bards was hereditary, whlle that of the Minstrels
was patent to all classes, who might derive their
right of office from their peculiar qualifications.
The term Minastrel, as I have before stated, 1is
derived from the Norman, and gignifies not only the
harper who played and sang, but algo the Poet who wrote
the song-"' %

We have already shown that the sidter arts, poetry and
muslo, were highly developed and combined in Britain before
the arrival of the Nermans, This condition was equally true
on the Continent, but while the former was more concerned
with eple and herolc poetry, the latter were particularly
imbued with a romantic spirit. Coneequently thls was
eventually absorbed in our verae and helped develop our
national lyrical art. The Normans were dlstinguished for
their minstrel talents nearly a century before the Troubadors
of Provence. They carried on thie profession in England for

several centuries, a profession worthy of renown.

"This profession required a multiplicity of attainments,
and of talents, which one would &t this day have some difflculty
t0 find reunited, and we have more reason to be astonlshed at
them in these days of lgnhorance: for besldes all the songs
old and new, besides the current anecdotes, the tales and
fabliaux, which they plqued themselves on knowing, besldes
the romances of the time which it behoved them to know and
to posesess ln part, they could declalm, sling, compose music,
play on several instruments, and accompany them. Frequently
even were thgy authors, and made themselves the pleces they

uttered.” *

4t Le.ﬁmandain History of the Troubadors
#%  yylde - Music in Its Art Nysterles - Page 136




9
The Norman influence probably helped nolish the Brito-
Saxon art, but it never displaced their love for eplc achlevew
ment and gloriocus song. The minstrel was a privileged guest
and his recognitlon was . reatly due to the neople's natural
love for poetry and music.
Reliqueg -~ Page 375

®"A person very meet seemed he for the purpose, of a
sz years old, apparelled partly as he would himself, His
cap off; hils head seemly rounded Tonsler wise: falr kembed,
that with a sponge daintily dipt in a little capon's greace
was finely smcothed, to make 1t shine 1like a mallard's wing.
His beard snugly shaven; and yeu his shirt after the new
trink with ruffs falr starched, sleeked and gllistening like
a palr of new shoes, marshalled in good order with az setting
stiock, and strut, that every pruff stood up llke a wafer. A
gide (1.e. long) gown of Kendal green, after the freshness
of the year now, gathered at the neck with a narrow porget,
fastened afore with a white clasp and a keeper c¢lose up to
the ch?u; but casily, for heat to undo when he list. Seemly
beglrt in a red caddis girdle: from that a palr of capped
Sheffield knives hanging a' two sldes., Out of his bosom
drawn forth a lappet of his napkin (i.e. handkerchilef) edged
with a blue lace, and marked with a true love, a heart, and
a D for Damian, for he was but a bachelor yet.

His gown had side (i.e. long) sleeves down to mid-leg,
slit from the shoulder o the hand, and lined with white
cotton, His doubletesleeves of black worsted: upon them a
palr of poyneto of tawny chamlel laced along the wrist with
blue threaden noints, a wealt towards the hands of fustian-
a-napes, A palr of red neather stocks. A4 palr of pumps on
hias feet, with a cross cut at the toea for corns: not new
indeed, yet ¢leanly blackt with soot, and shining as a
sholng horn.

About his neck a red ribband sultable Lo hls girdle.
His harp in good grace dependert before him. His wrest
tyed to a green lace and hanging by. Under the gorget of his
gown a fair flaggoen chaln (pewter, for) silver, as a sguire
minstrel of Middlesex, that travelled the country this
summer geason, unto faire and worshipful mens houses. From
his chaln hung a scutcheon, with metal and colour, resplendant
upon his brecast, of the ancient arms of Islington."

Necasionally a reigning monarch showed a strong attachment

for poetry and song, such as Richard I. His favourite minstrel
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Blondel, has made history with hie loyalty and artistry.
When Richard Coeur de Lion, on returning from the Crusades,
was captured by luke Leopold of Austria and imprisoned in
a tower of the Fortress of Durnstein, his faithful Flondel
travelled over most of Zurope trying to locate hia.
Eventually he heard of a notable prisoner being kept in the
confines of a towser in the forbidding castle of Durnstein,
and proceeded to investigate. Hopling that he had found his
royal patrony; he began to sing a romanza composed by Richard
himself in honour of his one time love for the beautiful
Marguerite, Countess: of Hennegau.

“Fierce 1n me the fever burning

gtrength and confidence unmanned,

Lyes, though dark their sight is turning,

Yet discerning.

Phrough the gloom Death's pallid hand

Grimly stretched scross Ifrom out the speotral land;

Then came my Love so bright and true,

And Death and fever quickly withdrew."

Now Blondel paused, knowing that if it were Richard he

would prove it by singlng the refrain. He was not disappointed.

"1 know with full asaurance

That Woman's gentle care
Brings comfort, hope, endurance,
In time of deep despair.”
Other versea were sung, until Blondel was absolutely

gertain of his Xing's identity. Returning %o England, his
discovery led to the collecting of a huge ransom of 300,000

pounds which resulted in Richard’s consequent release. This
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lay or song of complaint 1s attributed to him, composed during
his imprisonment. *

“No wretched ecaptive of his prison speaks,
Unless with pain and bitterness of souls

Yet conzolation from the Muse he seeks,
Whose volce alone misfortune can control.

Where now is each ally, each baron, friend
Whose face I ne'er bsheld without a smile?
Will none, his sov'reign to redeem, expend
The smallest portion of his treasures vile?"

On Richard's death, a troubador named Anselm Faidit
vrote thls poem in his honour, settling it to music. ##%

"Now fate has filled the measure of my woes,

And rent my heart with grlef unfelt before;

No future blessings wounde like these can close,
Or mitligate the loss I now deplore.

The vallant Richard, England’s mighty king,

The fire and chief of all that's good and brave,
Of tyrant Death has feéelt the fatal sting:

4 thougsand years hls equal may not bring,

The world from meanness and contenpt to save,
The world from meanness and conteumpt to save."

In thls chapter we have been attempting to broaden the
viewpoint from which early poetry can be considered. It has
been definitely proven that both poetry and musle are closely

allied and together have helved develop our national lliterature.

In the words of Dr. Beck, %«#

"The origin of the poetry of the Troubadours must remaln
a mystery so long as only the poetlcal text of the songs ls
studled., Fpresp & literary point of view, the work of the

Troubadour is a unique thing. Learned as philology way be,

%  From Crowest - Page 223

#% [lusic Recorded in Crowest « Page 224

##% Dr. Beck - Die “‘elodien der Troubadours quoted
by R«R. Terry - Page 40 of A Forgotiter. rsalter.
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it will search in vain in the vast treasure of anclent literary
works for songs possesasing, in however sgmall a measure, the
characteristic features of the poetry of the Troubadours.
Future atudy of this subject wlll have to be confined, not to
the history of llterature, but to the history of muslc; indeed
music not only forms an integral part of the work of the
Troubadours, but 1t even determines « and that in a fairly
large measure ~ the poetieal forms of the songs.”"

We leave the minstrel period, before it of necessliy
must decline, and turn our attention to the songs and ballads

of the Middle Ages,
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Chapter Two 14

Songs and Ballads of the »iddle Ages

"An ordinary song or ballad, that is the delight of
the common people, cannot fail to please all such
readers as are not unqualified for the entertain-
ment by their affectatlion or thelr ignorance; and
the reason 1s plain, because the same pailnting of
Vature which recommend it to the wost ordinary reader
will appear beautiful to the most refined."

Addison in Spectator, Xo. T0

To a great many well educabted veople the word ballad
signifies a poetle text, which is meant to be recited or
read ag verse, in the same manner as one would read "Elegy
Written in & Country Churchyard", Indeed, this prevalent
idea 18 often disseminated from our schools, where the
reading of the ballad merely as a form of poetry has too
long been permitted. Fortunately, this liunlted persvective
of a fine British art is being supplanted by the established
opinions of recent scholarly critics, who contend that the
verbal text of the ballad is certainly incomnlete if not
considered with its nmusical counterpart. In the words of
Dr. Hendren, # “the natlve beauty and peculiar charm of
the traditional ballad can never be truly aporeclated apart
from its music". The ballad text is a valuable artistic
form, in itself., It is no wonder that the musical treatment

has been insdequately referred to, for not until fairly

# A study of Ballad Rhythm - Page 1
Princeton - 1936 - Princeton University Iress
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recently have the genulne tunes been made zccessible. With
the study of these airs, one becomes convinced thgt while

the music and the text may be considered separately yet,

in traditional practice, they are merely aspects of a gingle
thing, To the ballad singer, the union is completely natural
for the words are the music while the verbal text is also the
musgical text.

The ballads of tradition are, in reality, folk songs.
They are song music, and Just as the muslic ca.not often
aceurately be read or interpreted without refereuce to its
language, so it is often impossible to understand the rhythm

of the ballad text without first understanding the structure
of the song from which it is derived.

It would seem that the melody of one ballad oftean became
the music for a new sei of words. Such popular tunes were
never written down, partly because the mode of musical writing,
had not evolved to a workable degree,* and partly because
printling had not been invented.

#% "Once started on their way, they passed from generstion
to generation only by oral tradition. Any singer of them felt
quite free to change the wording or to add new stanzas of
his own invention, t111 they became a composlite of many nlndsg,

the creéation not of a single poet but of a whole people.

or have they any single correct and authentlic form; most
© them have been preserved to us in several varylag versions.”

# The Book of Musical Knowledge - Arthur Llson
Houghton Mifflin Co. -Boston and New York
Riverside Press Cambridge.

Cont'd. on Page 16
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In chapter one, we observed how important the
ninstrels were in promoting our national literature and
musie, It was not the Chaucers, the Dunbars, the Lindsays,
or Spencers who fostered the Ballad, but the rustlc min-
strels who carrled these songs around the country and wrote
on the hearts of the people the imprint of action, romance,
intrigue, love and life., Thelr ¢laim to remembrance is not

that of an elegant and studied phase of poetry.

ey

"'he art 1s of a primitive kind, and the poetry lacks the
polish which the poets of a later day so eaglly commanded;
but the minstrel art - such as 1t remaineg « has a sturdy
music of its own which will carry it down the stream of

time and delight and charm generations of English-gpeaking
peoples yet unborn. In the old days we have been consldering,
every trade, and sometimes every branch of trade, had its
gong. Not only the trades, but each sport and amusement in
such bygone times was 1dentifled with music and verse. The
huntsman was roused with a merry astave; the mllkmald sang at
her task; the vininer had an embarrassment of choice. Nor
had the devil all the good tunes, as the parson of 0ld so
feared. Many of the best carols of the Nativity are true
folkesong. Then there were the occupations of the sea, love,
war, and the simple duties of the shepherd, or the risky
livelihood of the poacher: each calling into existence
melodies appropriate to their special purpose and use.™

Cont'd. # "The first use of the four-lined staff,
which lasted through the Vviddle Ages, has
been asoribed to Guido, though probably it
took place before his day" (990~1050) "At
first the lines, and even the staff, were
used with neunes. BPut gradually the latter
gave way to notes, and we find Franco of
Cologne glving these notes a definite value
in his thirteenth-century treatise on measured

mugic.” «~ Page 28
## (Page 15) British Poetry and Prose - Lieder, Lovett,
Root « Houghton Mifflin Co. Page 129
Riverside Prees Cambrildge Boston and NewYork
LA The Story of Minstrelsy - Page 253

E. Duncan - Charles Scribner & Sons MN,Y.
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It s generally agreed that England was far in advance
of other eountries in her develorment of songs and ballads,
and eontinued to take the lead from tne tenth to the fourw
teenth sentury. There are many manuscripts extant which
bear out bthis assertion, the most famous one being of the
ancient song '"Sumer is icumen in", This plece, which was
for long thought to be the most ancient Fngllsh song with
or without musical notes, 18 preserved in the Harlelan
Librery of the British Museum (No 978). It is in the hand-
writing of a monk, John of Fornsete, Keeper of the Csrtulary
¢f Reading Abbey, and is dated, on palaeographical and other
evidenge, somevhere between 1220 and 1240, The words have
been ldentified Ly linguletic exnerte as Berkehire or
Wiltshire thirteenth century dialect. * "This extraordinary
production, which combines beauty of sound and ingenulty of
worknanship in a manner that ls hardly reallizable, were the
date not certain, as posslble in the thirteenth century, has
ne parallel in early music.”

The melodic and rhythmic dlrectness of style of this
tune suggests the probabllity of it belng an ancient folk
suane, especially adapted to a particular style of singing.
This seems even more likely when we learn that all the

other writings by this monk were of an eccleslastical

# A Higstory of Muslc in England - Page 9
Eynest Walker Oxford University Press 1907
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charac¢ter. He may have been adapting the unmonastic strain
for the use of the clergy in the abbey, for a set of religious
words have been added o the original.. However, it 1s the
arrangement of the parts that ls s0 extracrdinary. 48 a
"Rota", or round, it shows a contrapuntal skill that cannot
be regarded as acclidentaly, but must have been preceded by
hundreds of similar compostions to reach such a degree of
excellence. This idea 1s 1n contrast to the theory that
zuggeabs the lmmedlate evolutlon of a tune and words.
"After all, we have to remember that folkemusic does not
"spring from the hearts of the People" (with a capital P)
in a sense that implies its being the work of nobody in
particular; some individual brain is ultimately responsible
for every note of 1t, even if, as may usually be the caae,
it may be the brain of some one lacking the power o place
his thoughts on paper."

Nothing was written for more than two hundred years
that could touch this masterplece. It was described as a
“aix men's song". The two lower parts are called a ground
bags and fluctuaté little, while the upper rarts are sung
in canonical form, one part beglns and sings the first line,
then the second volce part enters singing the same melody,
followed at intervals by the third and fourth volces, all
of them repeating the same alr above the drone bass. The
essential point is the organic unlty of the song, and the

ideal fitness of the music, with its 1ilt, to the pastoral

+ A History of fusic 1n England 7Page 311
Ernest Walker - QOxford Univerglty ress
1907
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sentiment of the Engllish words:
Bumer is icumen in
Sumer is loumen in,
Thude sing cuccu!
Groweth sed, and bloweth med,
And springeth the wude nu--
9ing cucecu!
Awe bleteth after lomb,
Lhouth after calve cu;
Bullue sterteth, bucke verteth,
Murle sing ocucaeul
Cuaou, ouecu, well singes thu, cuccu:
Ne swike thu naver nuj;
Sing ouccu, nu, sing cuccu,
8ing cuccu, sing cugcu, nul
The author of Plers Plowman, William Longland, prlest
and fellow of Oriel College, Oxford, wrote his alliterative
allegory between 1362 and 1398. written in an unrhymed
measure, reminiscent of DBeowulf, 1t has defied a musical
interpretation which later became possible with Chaucher's
and Gower's use of the more regular rhymed verse of French
models. However, the rhythm of Anglo-Saxon metre would
gome more naturally to one with intimate knowledge of the
rhythm of Church Latin, Consequently we find that this
recitation of his visions was bmsed on hls profession of a
singing prlest, and would be chanted to the psalter tunes
with thelr eight tones. Thug it lg probable that his verses

were framed 4o this music, for he says of himself:



"
And I live in London and on London bothe
The looms that I lsbour with and livelihood deserve
Ie2 pater noster and my primer placelo and cirige,

And my psalter some time and my seven nasl.es
Thus I sing for their soules of such ae me helpen.

Passus VI lines 44-48, C tcxt
It must be remembered that the English of all clasoes
were familiar with this chureh muslc, so it is ilmportant
to point out the musical quality of that once very popular
and now historical document.
It has been noted that secular songs and ballads have
primarily sprung from the minastrels and laity. “Je must
look though, to the clergy for the songs of faith. any
are the hyms and carocls about the Virgin ilary. John Drackley,
a Franclscan friar of Norwlch, about the tim« of Chaucer,
wrote:
"I Saw & Sweet, Jeely 3ight
I saw a 'sweet, seely sight,

A blisaful bird,

A blosasom bright,

That moaning made

And mirth of manger.

A maidegn mother so mild,

A knave child

In cradle keep

That softly slecp;
She sat and sang." #*

This hymn, written around 1300, illustrates the use
of Latin phrases used alternutely with the English words.

It aleo was probably written by & monk with a knowledge of

#* From 4 %.8. in the pritish duseum transcribed
in The 8Story of the .arol - E. Duncan
(walter Scott Publishing Co.)
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Latin., It 1la interesting to note the fairly well developed

rhyme and acheme,
YA Hymn to the Virgin

0f on that 1s so fayr and bright
Velut maris stella,

Brighter than the day 1e light,
Fareng et puellas

Ic crie to the, thou see to me,

Levedy, preye thi Sone for me,
Tam pi&’

That ic mote come to thee
Maria.

Al this world was for-lore
Eva pecoatrice,
Tyl our Lord was y-bore
De te genetrice,
With ave 1t went away
Thuster nyth and cometh the day
Salutis;
The welle aprlngeth ut of the
Virtutis,

Levedy, flour of alle thing,
Rosa sine spina
Thu bere Jhesu, hevene king,
Gratia divinas
Of alle thu verst the pris,
Levedy, quene of paradys
Electa:
Mayde mllde, Moder es
Effect&t“ L
Many of the carols came from the followers of 8t.
Francis of Assisi, who will always be reme.bered for his
gospel of happlness and song. His followers were often
called "joculatores Del" or "minstrels of the Lord," for
these slingling friars spread a spirlt of joyousness in thelr
carols. This one comesg from a manuscript dati.g from the

year 1400,
# The Oxford Book of English Verse Page 11.




22
"Now well May We Herthes iMake.

Now well may we merthes nake, -

For us Jesus mankind doth take

Only for our slnnes sake,

Alleluia, Allelula, Allelula, Alleluisa,

A king of Kings now,forth is brought

Of a mald that sinned not,

Nelther in deed nelther in thought,
Resa miranda.

An angel of counsel this day is born
Of a maid I sald beforn
For to save that was forlorn,

30 de Btella.
That sun hath never down golng
Nelther his light to time losing,
The stayr is evermore shinlng

Semper clara." #

It 1g significant that these ¢orols are the best examples
of poetry we have, except for the great writers of the 1lddle
Ages, They serve as a link between the anclent and the more
recent lyric writingﬂ.' The monks were the keepers of music
and verge. In the quielt sersnlity of their retreats were born
songs having lovely words and ineplring melodles. Zuch is

"There is no Rose of Such Virtue,

There 1s no rose of such virtue,

As 1s the rose that bare Jesu,
Alleluial

For in thlg rose contalned wae

Heaven and earth in little space,
Res miranda!l

# (uoted from The Melody and the Lyric«Page 13
by John Hurray Gibbon J.%s Dent & Sons
Toronto 1930



By that rose we well may see,

There be one God in persons three,
Pares forma.

The angels sungen the shepherds to,

Gloria in excelpis Deo
Goudeamus !

Leave we all this wordly mirth,

And follow we this jcyful birth,
Transeamus."

Occaslonally a melody used for sacred words was
"borrowed" from its monkish setting and turned into a parody
by a minstrel who would sing his own gecular version. One
tune haas been recorded ac= serving the double purpose of a
Rativity Carol and a Drinking ~“ong. This shows that even in
those days, aes in more enlightened tlues, peonle loved better
to be nleaged than instructed. Indeed the clergy had r.ason
to be bliter against the ballac writers, who were beticr aid.
A chronicler writes: "Cbserve that in those dayes they payd
there mynstrells Letter than theyr. preistes.”

"Wowell, Howell, Kowell

Nowell, {owcll, Nowell

Thie is the salutatlon

of the ..n el Gaoriel.

Tldings truc there Le come new
“ent from the Trinity,

Ly Gebriel to Hazareth,
City of Galilee.

# Tranacribed from a Caanbrldge 'lanuscriot i1a nglish
carols of the Fifteenth _entury, J.4. Fuller ibloa
(Leadenhall Press)



24

A clean maiden and pure Virgin
Through her humility

Hath concelved the person
Segond in deity."

"4 Drinking Song

Bring us in good ale, good ale,
Por our Bleseed Lady's sake
Bring us in good ale,

Bring us in no brown bread

For that is made of bran,

Nor bring us in no white bread
For thereln is no gain,

But bring us in good ale, good ale,
And bring us in good ale,

Por our Dlessed Lady's sake

Bring us in good ale." *

To continue with the study of ballads, we observe that

in the poetical texts are found many examples 1llustrating

the gradual evolution of distlinct branches of poetry.

"Richard of Almaigne™, written in the thirteenth century

after the battle of Leweg, ig an anclent satire designed to

eéxpose the extreme greediness of Richard, and his supposed

plunderings.

Such a ballad shows that 'freedom of speech"

must have been the custom even then. However, this texi

caused so much dlssension, that it gave rlse to a law to

be passed "Agalnst slanderous reports or tales, Lo cause

discord betwixt king and veople", ## thus showing the

effectiveneas of the asatlire.

¥*

%

Quoted from The Melody and the Lyric pave 17
by John Murray Gibbon - J.<. Dent & Lons Torunto
Westminster Primer, C, 34, anno 3 Bdward L. (1930
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Reliques First ballad, First book, Sesond Volume

"Richard of Alemaigne

Sitteth alle atille, ant herkneth to me}
The kyng of Alemaigne, bl ml leaute,
Thrittl thousent pound askede he

For te make the pees in the countre,

Ant so he e nore.,

Rlchard, thah thou be ever trichard,
Trlethen ahalt thou never more.

Richard of Alemalgne, whil that he wes kyng,
He spende al is tresour opon swyvyng,
Haveth he nout of wallngford o ferlyng,

Let him habbe, ase he brew, bale to dryag,
Maugre YWyndesore,

Fichart, thah thou be ever, & etc.

The kyng of Alemaigne wende do ful wel,

Ye galsede the mulne for & castel,

4ith hare sharpe awerdes he ground the stel,
He wende that the sayles were mangonel

To help Wyndesgore,

Richard, thah thou be ever, & etc.

The kyng of Alemaigne gederede ys host,
Yakede him a castel of a mulne posi,
Wende with is prude, ant is muchele bost,
Brohte from Alemayne mony sorl jost

To store Wyndesore.

Richard, thah thou be ever, & etec.

By God, that is aveoven ous, he dude muche synne,
That lette passen over see the erl of arynne:

He hath robbed Engelond, the mores, and the fenne,
The goldy, ant the selver, and y~boren heunne,

For love of Wyndesore.

Richard, thah thou be ever, & etc.

Sire Simond de Mountforth hath suore L1 ys chyn
Hevede he nou here the erl of waryn,

Jhulde he never more coms to is8 yn,

Ne with sheld, ne wlth spere, ne with other gyn,
To help of ¥Wyndesore.

Richard, thah thou ve ever, & eic.
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S3ire Simond de Montfort hath suore bl ys cop,
Hevede he nou here Sire Hue de Bilgot:

Al he shulde quite here twelfmoneth scot
Shulde he never more with his fot pot

To helpe Wyndesore.

Richard, thah thou be ever, & etc.,

Be the luef, be the loht, sire Edward,
Thou shalt ride sporsles o the lyard
Al the vyhte way to Dovere-ward,

ghalt thou never more breke forward;
And that reweth sore,

Edward, thou dudesl as a shreward,
Forsoke thyn emes lore

Richard, & etc," *

Another specisalized type of literature attempted in

the Ballad Form was the elegy. "On the Death of King Edward
the First" shows the relationship of Sovereign and people
in a more favourable light than the preceding ballad. It
18 noted that the writer dwells upon hls acccptable virtues,
rather than upon his faults, Thls ballad is also significant
in its nanner of presentation, The author has identified
himself with the Pope, in order t0 make the words carry great
welght and effect.

"on the Death of King Edward the First

Alle, that beoth of huerte trews,

Astounde herkneth to my song

0f duel, that Deth hath dlht us newe,

That maketh me ayke, ant sorewe among;

0f a knyht, that wes so strong,

0f wham God hath don ys wllle;

Me~-thuncheth, that deth hath don us wrong,
That he 30 sone shall liggze stille.

# Hellques,Percy Swan Sonnenscheln & Co.
London 1910.
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Al Engleomd ahte for te knowe

Of wham that song la, that y synge;

Of Miward kyng, that 1lith so lowe,

Yent al this world is nome con springe:
Trewest mon of alle thinge

Ant in werre war ant wys,

Por him we ahte oure honden wrynge

Of Chriastendome he ber the prys.

Before that oure kyng was ded,

He spek ase mon that was in ocare,
"Clerkes, knyhtes, dbarons, he sayde,

"Y charge ou by oure sware,

" That ye to Engelonde be trewe.

"Y deye, y ne may lyven na more;
"Helpeth mi sone, ant crouneth him newe,
"For he is nest to buen y-core.

"Ich biqueth myn herte aryht,

"That hit be write at mi devys,
“Over the see that hue be diht,
#yith fourscore knyhtes al of prys,
"In werre that buen war ant wys,
"Ayein the hethene for te fyhte,
"o wynne the croiz that lowe lys,
"Myself v cholde yef that y myhte."

Kyng of Fraunee, thou hevedest sinne,
That thou the counaail woldest fonde,
To latte the wille of ‘Edward kyng'
To wende %0 the holy londe:

That our kyng hede take on honde

All Engelond to yeme ant wysse,

To wendexr in to the holy londe

To wynnen us heven riche blisse.

The mempager to the pope com,

And geyde that our kynge was ded:
Ys oune hond the lettre he nom,
Ywis his herte was full gret:

The Pope him melf the lettre redde,
Ant speg a word of gret honour
"alas! he geld, is Edward ded,

"0f Christendome he ber the flour."

The Pope to 1ls chaumbre wende,
For dol ne mihte he speke nas more;
Ant after cardinals he sende,
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That muche couthen of Cristes lore,
Both the laagse, ant eke the more,
Ded hem bothe rede ant synge:

Gret deol me myhte se thore,

Mony mon honde wrynge.

The Pope of Peyters stod at is masse
With ful gret solempnete,

Ther me con the sople blesse:

"Kyng Edward honoured thou be:

"@od lene thi sone come after the,
"Bring to ende that thou hast bygonne,
"The holy crois«y~mad of tre,

"So fain thou woldest hit hav y-wonne.

"Jerusalem, thou hast i-lore

"The flour of al chivalrie

"Now kyng Edward liveth na more:

"Alas! that he yet shulde deye!

"He wolde ha rered ug ful heyye

"oure banners, that bueth broht to grounde,
"Wel longe we mowe ¢lepe and crie

"Er we a such byng han y«founde."

Now 1ls Edward of Carnarvan

King of Engelond al aplyht,

Gode lete him ner be woree man
Than hls fader, ne lasge of ayht,
To holden is pore men te ryht,

And understonde good counsall,

Al Engelond for to wysse and dyht;
0f gode knyhtes dark him nout fall.

Thah mi tonge were mad of atel

Ant min herte y-yote of bras,

The godness myht y never telle,

That with kyng Edward wass

Kyng, as thou art cleped conquerour,
In uch bataille thou hadest prys;

God bringe thil soule to the honour,
That ever wes, ant ever ys. %

Second Ballad, First Book, Second Volume
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Great events in history have alwmost always been
recorded in song and story, Henry V, however, would not
permit the vietory at Aglngourt to be celebrated by the
singing of verses to hie honour., "No ditties should be

made and sung by minstrels or others", but the thanks
should go to (God alone, Consequently the go-called
"Agincourt Song" is really a hymn, modelled on the lines
of the fifteenth century Carols, and reputed to have been
written by John Dunstable to the words of the poet
laureate of those daye.

"Deo Gratias Anglia Redde pro Victoria!

Owre kynge weunlt forth to Normandy
With grace and myyt of chivalpry;
The God for hym wrouyt marvelously,
Wrerefore Englonde may calle, and ory
Deo gratias:
Dec gratias Anglis redde pro victorla.

He sette a sege, the sothe for to say,

To Harflue toune with ryal aray;

That toune he wan and made a fray,

That Fraunce sghall rywe tyl domes day.
Deo gratias, & elc.

Then went owre kynge, with all his oste,
Thorowe Fraunce for all the Frenshe bhoste;
He spared 'for' drede of loste, ne nmost,
Tyl he come 1o Agincourt coste.

Dep gratlas, & ete.

Than for sothe that knyyt comely

In Agincourt fsld he fauyt manly,

Thorow grace of God most myyily

He had bothe the felde, and the victory.
Deo gratias, & ete.

Ther dukys, and erlys, lorde and Dbarone,

Were take, and slayne, and that wel sone,

And some were ledde in 10 Lundone

With Joye, and merthe, and grete renone.
Deo gratlias, & ele¢.



Now graeious God he mave owre kynge,
Hls peple, and all his wel wyllyngze,
Gef him gode lyfe, and usode endynge,
That we wlth merth mowe savely synge
Deo gratias:
Deo gratlas Anglia redde pro victoria. *

Oral tradition is one of the major means by which we
have been able to record the ancient ballads. 4s soon as
the historian appeared on the scene, the bards and minstrels
became more adept at entertaining, and, as a result, soon
began to embelligh their poetry and develop legends Lo a
greater degree. This helped develop the Romance, or story
in Literature, as s type of narrative in verse and prose,
flourishing 1n the Middle Ages. One of the wmaln themes,
wag King Arthur. 8Sir Thomes Malory in his "Le Morte
D'Arthur" has given the whole story in prose, while we
include here a ballad giving a short summary of King
Arthur's history as given by Jeltrey of Monmouth and the
chronicles, plus a few cirecumstances from Malory's Romance.

The Legend of King Apthap
Of Brutus' blood, in Brittaine borne,
King Arthur I am t0 name; ‘
Through Christendome, and Heathynesse
Well known 18 my worthy fame.
In Jesus Christ I doe beleeve;
1 am a christyan bore:

The Father, Scne and Holy Gost
ene God, 1 doe adore.

#* Fifth Ballad, lat Bock, Second Volume



In the four hundred ninetieth yeere,
Over Brittaine I dld rayne,

After my saviour Christ his byrth:
¥What time I d4id maintalne.

The fellowshipp of the table round,
Soe famous in those dayes;

Whereatt a hundred noble knights,
And thirty sat alwayes:

Who for their deeds and martlall feates,
As bLookes done yett record,

Amongst all other nations
Were feared through the world.

And in the castle off Tyntagill
King Uther mee begate

Of Agyana a bewtyous ladye,
And come of "hie" estate.

And when I was . flfteen yeere old,
Then was I cerowned kinge:

All Brittaine that was att an uprore,
I did to quleit bringe.

And drove the Saxons from the realme,
¥ho had opprecst this land;

All Scotland then throughe manly feats
I conquered with my hand.

Ireland, Denmarke, Norway,
These countryes wan I all;
Iseland, Gotheland and Swethland;
And made thelir kings my thrall.

I conquered all Gallya,
That now is called France;

And slew the hardye Froll in felld
My honor to advance.

And the ugly gyant Dynabus
Soe terrible to vewe,

That in Saint Barnards mount did lye,
8y force of armes 1 slew:

And Lucyus the emneror of Rome
I brought to deadly wracke;

And a thousand more of noble knightes
For feare did turne their backe:

!
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Five kinges of "paynims" I did kill
Amidet that bloody strife;
Besides the Greclan smperour
Who alsoe lost his liffe.

Whose carcasse I dild sent to Rome
Cladd poorlye on a beer;

And afterwards I past ~ount-Joye
The next approaching yeere.

Then I came {0 Rome, where I was mett
Rlght as a conquerour,

And by all the cardinalls solempnelye
I was orowned an emperour,

One winter there I made abode.
Then word to me was brought

How Hordred had oppressé the crowne:
what treason he had wrought.

Att home in Prittalne with my queene:
Therfore, I came with speede

To Brittalne vaeck, with all my power,
To quitt that traltercues deede:

And soone at Sandwiche 1 arrivde,
Where Mordred me withstoode:
But yett at last I landed there,
With effusion of much blood.

For there my nephew sir Gawaline dyed,
Being wounded in that sore,

The whiche sir Lancelot in fight

Had given him before.

Thence chased I Mordered away,
who fledd to London right,

From London to Winchester, and
To Cornewalle tooke his flyght.

And st1ll I him pursued with speed
Till at the last we metts

Whereby an appointed day of Tight
Was there agreed and setti.

Where we 4id fight, of mortal life
Eche other to deprive,

Ti1l of a hundred thousand men
Scarce one was left allve.

32
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There all the noble chivalrye
Of Brittalne took thelr end.

0 mee how flokle 1ls thelr state
That doe on feates depend!

There.all the traiterous men were slaine
Not one sascapte away}

And there dyed all my vallyant knlghtes,
Alas! that woefull day!

Twe and twenty yeere 1 wore the crowne
In honor and great famej

And thus by death was suddenlye
- Deprived of the sane. *

While King Arthur ls an important figure in our
legendary past, we nusi also include the famous Robln Iicod,
who with the other accompanylng characters, has been the
subject of many aongs and ballads. 3Some of these have a
more lyrical turn than can be found In the literary poets
of that century. There 13, however, more factusl evidence
avout this hero, whose chief resldence was in Shirewood
Forest, in Nottinghamghire, "The personal courage of this
celebrated outlaw, his sklll in archery, his humanity, and
eapecially his levelling nrineiple of taking from the rich
and giving to the poor, have in all ages rendered him the
favourite of the common people, who, not content to celebrate
his memory by lnnumerable songs and stories, have erected
him into the dignity of an early." ##* There were so many
of these ballads that a collectlon of them wae published Ly
Chepman and Myllar in Edinburgh about 1506. Ilere 1s a well

known and vigorous example. The tune can be found in Chapnell's

%*  Fifth Ballad, First ook, Third Volume
#%# Rellques Percy Volume One, Fage 103



Musle of the Olden Time =
"A Geste of Robin Hood

Lythe and llasten, gentlemen,

That be of freeborn blood;

I ghall tell you of a good yoeman,
His name waas Robin Hood.

Robln was a proud outlaw,

(while he walked on ground

S0 ¢ourteous an cutlaw as he was one
Was never none found,)

Robin stood in Bernesdale,

And leaned him to a tree;

And by him stoodé Little John,
A good yoeman was he,

L3 » - * « - L . . * L] L) L] L] L) .

Robin loved Dur dearé Lady

For doubt of deedly sin,

Would he never do company harm
That any woman was 1in.

"Master", then sald Little John
"And we our board shall spread,
Tell us whither that we shall go,
And what life that we shall lead,

Where we shall take, where we shall leave,
vhere we ghall abide behind;

shere we ghall rob, where we shall reive,
where we shall beat and bind."®

“Thereof no force,"” then sald Robin;
"ve shall do well enow;

But look ye do no husbandd harm
That tllleth wlith the plough.

"No more ye shall no good yoeman
That walketh by greene-wood shav;
Ne no knight ne no squire

That will be a good fellow." ®

# Child's English and Scottish Popular Dallads
Page 117
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The above ballad ie before 1450, and can be comnared
with one later than 1500, which 1s better poetry.

"Robin Hood and Queen Katherine.
In summer time when leaves grow green
And flowers are fresgh and gay. °
Then Robin Hood he deck'd hls men
Each one in brave array.
He deck'd his men in Lincoln green,
Himself in ascarlet red;
Fair of their breast was then it seen
When his sillver arms were aspread.
With hattéds white and feathers black,
And bowa and arrowe keen,,
And thus he yetted towards lovely Lonuon,
To present Queen Katherine."

In our discu=ssion of songe and ovallads, we have noted
that more than one set of words has been used to one ballad
tune. It is equally true that more than one tune can be
used to the same set of words. In examinling the poetic

examples in this chapter, 1t is obvlcous that most of these

consist of quatrains, with regular accents., If the melodies
were to be examined they would be, for the most nart, sim-le
quadriphrasal tunes. In other words patterns of melody and
language have been very cloaley adjusted to suit each other.
Thus while the stanza assumes the shape of the melody, in

singing, so0 does the tune take the shape of the stanza.

# Child's English and Scottish Popular .allads
Page 145
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"The mutual adaptien presupposes and is contingent upon a
very close analogy of form and feature between the musical
and poetic constituents of the song."* This fact explains
how the anclient ballad of "he Hunting of the Cheviot" was
changed into a new form entitled "Chevy Chase®™ and then was
sung to the tune of "Flying Fame". In its original, form
Sir Philip Sydney wrote of it thus: "Qertainly, I must
econfesga my own barbarocusness. 1 never heard the old song
of Perey and Douglas that I found not my heart moved more
than with a trumpeti: and yet it is sung by some Dblind
erowder, with no rougher volce than rude style". Part of
the old version la as follows:
"The Hunting of the Cheviot
The Persé owt of Horthombarlande.
And a vowe to God mayd he,
That he wolde hunte in the mountayns
0ff Chyviat within dayes thre,
In the mauger of doughté Doglesg,
And all that ever with him be.
The fattliste hartes in all Cheviat
He sayd he wold kill, and cary them aways
Be my feth, sayd the doughetl Doglas agayn,
I wyll let that hontyng yf that I may.
The dougheti Dogglas on a stede
He rode all his nen beforne;

His armor glytteryde as dyd a glede;
A bolder barne was never born.

# Hendren Study of Ballad Rhythm Page 25
Princeton Universlity Press
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Holde the Perse, sayd the Doglas,
And i!' feth i ghall the brynge
Wher thowe shalte have a yerls wagle

Of Jamy our Scottish kynge.

The Perseé leanyde on his brande,
And sawe the Duglas de;

He tooke the dede man be the hande,
And sayd, We ys me for the! "

In its more modern form, the tune that is ueed hasg
several other applications ingluding the original “(heviotl
"Battle of Agingourt," "King Leir and his Three Daughters",
¥*King Arthur and the Round Table", and "King Alfred and the
Shepherd". Addison was referring to the more modern setting
when he wrote "The o0ld song of 'Chevy-Chase' is the favourite
ballad of the common people of England". Ben Jonson sald
that he would rather have written it than all of his other
works. It is interesting te compare the two poetlc versions
Here is part of the more recent version.

God prosper long our noble king,
our lirfes and saftyes alll

A woefull huntling once there dld
An Chevy Chase befall,

To drive the deere with hound and horne
Erle Pearey took the ways

The ohild may rue that is unborne
the hunting of that day!

The stout Erle of Korthumberland
a vow t0 God 414 make

His pleasure in the Scottish woods
three gommers days to take,

The gallant greyhound(s) swifty ran
to chase the fallow deere;

On Munday they began to hunt,
ere daylight 4id appsare.
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Lerd Pearcy %o the querry went
to view the tender deere;

Quoth he, "Erle Douglas promised once
thie day to meet me heere}

“Loe, yonder doth Erle Douglas come,
hys men in armour bright;

Full twenty hundred Saottish speres
all marching in our sight

“shew me" sayd hee, “whose men you bee
that hunt soe boldly heere,

That withoul my consent doe chase
and kill my fallow decre."

Meoat of the ballads are created by the humble peasant
folk, although they often concern themselves with the
fortunes of lords and ladies. There is often the element of
tragedy present, or bvattles, and murder. The story s
usually revealed with complete objectivity, and seldom with
any vhilosophizing or gomment,

"Sir Patrick Spence® is a good illustration of a Scotch
ballad and contains typical ballad devices. The use of
repetition is oharasteristic, which with each lteration glves
a feeling of hopelessness, and suggests a lament.

The king sits in Dumferling toune,
Drinking the blude-reld wines

"0 whar will I get a guid sailor,

To sail this sehip of mine"

Up and apak an eldern knicht,

Sat at the kings rlchi knes

"gir patrick Spence is the best sallor
That sails upon the ge."

The king has writiten a brald letter,
And signd 1t wi his hand,

And gent it to 3ir Palrick Spence,
Was walklng on the sand.



The first line that Sir Patrlok red,
A loud lauch lauched hej

The next line that Sir Patrick red,
The telr blinded his ee.

"0 wha is this has don this deid,
This 111 deid done to me,

To gend me out this time o' the yelr,
To sall upon the se!

"Make hast, mak haste, my mirry men all,
Cur guid schip sails the morne:"

0 say na sae, my master delr,

For I feir a deadlie storme,

"Late late yestreen I saw the new moone,
Wi the auld moone in her arme,

And I feir, I felr, my deir master,
That we will cum %o harme."

0 our Scots nobles wer richt latith
To weet their cork-heild schoonej
Bot lang owre a' the play wer playd,
Thelr hate they swem aboone.

0 Xeng, lang may thelr ladies git,
Wi thair fans into thelr hand,

Or eir they se 3ir Patrick Spence
Cum sailing to the land.

0 lang, lang may the ladies stand,
Wi thair gold kems in their halr,
Walting for thalr ain delr lords,
For they'll se thame na malr,

Haf ° owre, halfl owre to Aberdour,

It's riftie fadoms deip,

And thair lies guld 38ir Patriock Spence,
Wi the Bc¢ots lords at his felt,

Many other songs and ballads could be referred to, as
they are almost too numerous to mention. It has been the

author's intention to present enough varled material from
various sources in order to point out the influence of

Music in the development of the Literature of this perlod.
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From this disoussion 1t would seem clear that the poetry of
this age ia one with the music, and to diverse one from the
other is to make each less beautiful; less meaningful and
less enduring.

We leave this theme with an example of an anclent
English pastoral ballad, which, with ite simplicity of style,
its easy flow of versification, und complete naturalness,
would have been an exsellant model for Spenser.

“Harpalus

Phylida wae a faire mayde,

As fresh as any flowrej

Whoem Hsrpalus the herdman prayde
To be his paramour,

Harpalus, and eke Corin,

Were herdmen both yfere:

And Phylida could twlst and spinne,
And thereto sing full clere.

But Phylida was all to coye,
For Harpalus to winne:

For Corin was her onely Joye,
who forst her not a pinne,

How often would she flowers twine,
How often garlandes make

Of souslips and of colombine,

And al for Corin'’s pake.

But Gorin, he had haukes to lure
And forced more the field:

Of lovers lawe he toke no curej
For once he was begllde.

Harpalus prevalled nought,

His labour all wae lost;

For he was fardest from her thought,
And yet he loved her most.,
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Therefore waxt he both pale and leane,
And drye as clot of clays

His flesh it was consumed cleane;

His colour gone away.

Oh Harpalus! (this would he eay)
Unbhapplest under sunne!l

The cause of thine unhappy day,
By love was fivst begunne.

But since that I shal dle her glave;
Her slave, and eke her thrall:

Write you, my frendes, upon my grave
This chaunce that is hefall.

"Here lieth unhappy Harpalus

By orgell leove now elaines

Whom Phylida unjustly thue

Hath murdred with disdaine." " »

Preserved gmong songs and sconnets of Earl of 3Surrey

firet published in 1557.

n
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Chapter Three

Shakeapeare's Interest in kusie
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"The man that hath no music in himself,

Nor is not moved with concord of sweet aounds,

Is fit for treasons, stratagems and spolls."
Shakespeare.

There have been great poets and dramatlists, but one of
the greatest, if not the greatest, was the immortal William
Shakespeare, His genlus has set down, for all time, the
thoughts, and emotions of a wonderful and stirring period
that gave rise to great leaders in politics, theology and
science. Shakespeare's wonderful mind absorbed a prodigious
amount of information in almost all fields of thought, and
with hls amazing versatllity recorded for posterity a fund
of knowledge on various toplcs that has not been exhausted
by thousands of commentarles.

The musical phase of hig work has recelved sgant
attention, probably because very few of the ceritice and
commentators have had as much musical background as
Shakespeare, However, the fact remalns that probably nc great
master has ever been as dependent upon music and musical
terminology as a source of illustrations His references are
extremely numerous, while hls indebtedness to muslc is readily
noticeable in his plays. Of his thirty~seven, only five
contain no musical allusion., A fairly complete picture of

contemporary instruments and muslcal practices 1s to be

found in his works, but this and his use of musical stage



directions will be found in later chapters.
Shakespeare inherited a taste for musical matters, for

a8 & boy he would have derived musical knowledge from his
visit to Kenllworth. Then too, England was advance in
the musical art, and under'Ellzabeth, who played the virginnl
herself, was a group of fine musiclans., This group included
John Dowland, a personal friend of Shakespeare's. The poet
was doubtless in contact with musicians in hie dramatic
enterprises, and from them and from hls experiences with
court life of the day, would acquire a con:lderable technical
knowledge of music. Thila is shown to particular advantage
in the remarkable pagsage from "Lucrece", lines 1124 to 1l4l--

"My restless discord loved no stops or rests;

A woful hosteas brooks not merry guesis,

Rellish your nimble notes to pleasing ears;

Distress likes dumps, when time 1ls kept with tears.

To the nightingale:

Come, Philomel, that sing'st of ravishment,

Make thy sad grave in my dishevell'd hair:

As the dank earth weeps at thy languishment,

So I at each sad straln will strain a tear,

And wlth deep greoans the dlapason bear;

For burden wise I'll hum on Targquin still,

While thou on Tereus descant'st better skill,

And while agasinst a thorn thou bear'st thy part,

To keep thy sharp woes waking......

These meana, as Ifrets upon an instrument

ghall tune our heart-strings to true langulshments."

Lucrece is calling to the birds to stop theilr lovely

singing, and tells the nightingale to sing the song of Tereus,
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while she herself carries the "burden" with her greaning.

The use of "rests" and "restless discord" is a play of
words which adds a note of ironical humour to the situation.
The word "relish" is also used with two meanings. In musie
it denoted an elaborate ornament ln lute music much resembling
a modern "turn" followed by a "trill". "Nimble notes" signi-
fied what we would term "brilliant music", and was obviously
not appreciated by Lucrece who was more in the mood for dweps,
where she could keep a slow tempo. The dumpe * was a falrly
slow mournful dance.

A few lines further there is another quibble on the word
"strain". BShakespeare shows that he was familiar with the
musical expresslon which was the word for a formal phrase
of a musical composition. The word "diapason™ meant the
interval of an octave., The "deep groans® refers to her
offering to "hum" a "burden" or drone in some lower octave
than the “descant™ of the nightingale. The use of a "burden"
hag come to us from as far back as the song "Sumer is icumen
in" referred to in Chapter two. e are familiar with the use
of descant, which is a melody above the maln tune harmonlzing
with it. However, our use of the teru varies with the use in

the Elizabethan period, when it meant to sing or play an ex-

# From the Swedish dialect, dumpa, to dance awkwardly.
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tempore part to a written melody. When it ceased to be ex~
tempore, and was written down (as it is now) then 1t was called
"prick-song".

"Bear'st thy part" merely meant to sing s part, some-
thing that any person with a decent education could do in
those days., It was usually provided to the "burden" which
was the "ground" work of the music, This fact is brought
out by Shakespeare in "Richard 111", Act 11l. sc¢. vii, line
49, where Buckingham is consulting Gloster about his
accepting the crown.

“"The mayor, is here at hand., Intend some fear;
Be not you spoke with but by mighty suit:

And look you get a prayer<book in your hand,
And stand between two churchmen,; good my lord;
For on that ground I'll make a holy descant:"

This 1s also shown in "Titus Andronicus™, Act 11,
Sc, i, line 70. Aaron 1is talking to Chiron and Demetrius

and sayss

"Young lords, beware! -an should the empress know
This discord's ground, the music would not please."

In line 1140, "frets upon an instrument" are still to
be seen and used on the banjo, gultar and mandolin. In
those days they were Just bits of string tled round at the
correct places for the fingers, and fastened with glue. In
the last line the use of them ies involved to "tune" the strings,
or to "stop" the string with accuracy, at each semitoone.

A further examnle of quibbling which cleverly uses
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musical bterminolegy ls found in "Two Gentlemen of Verona®,
1, 11, 76«93, in the conversation of Julia to her mald
Lucetta concernling the letier from Proteus:

ﬁ%g&. Some love ¢of yours hath writ to you in rhyne,
Lud. That I might sing it, madaa to & tune:
Glve meé a note: your ladyshlp can set.
Jul.. As little by such toys as mey be possible:
best sing 1t to the tune of "Light o' Love",
Lué. It 1ls too heavy for so light a tune.
Jul, Heavy? belike, it hath some burden then.
Lue. Ay, and melodious were it, would you sing it.
Jul. And why not you?
Lugé., I cannot reach go high.
Jul. Let's see your song. «~How now, minion!
Luoc. Keep tune there atill, so you will sing it out;
And yet, methinks, I do not like thils tune.
Jul. You do no}?
Luc, No, madam, 1t 1s too sharp.
Jul, You, minion, are too sauoy.
Lue. Nay, now you are too flat,
And mar the conceoprd with 100 harsh a descant:
There wanteth but a mean to f£ill your song.
Jul. The mean is drown'd with your unruly vase,
Luc. Indeed, I bid the base for Proteus."

Lucetta remarke that "tune" or Julia®s testiness about
the letter is "too sharp", and that her scolding of herself is
"too flat", so that neither 1s in "concord" with the spirit of
the letter. Conseqguently Lucetia suggeasts a middle course to
be followed, or the "mean" (the alto part, in the middle between
treble and bass), to "f111" the song or to complete the
harmony. The use of the word "base" refers to the conduct
of Proteus who has forsaken Julia for Sylvia. Many other
woréds are stlll in ordinary use by musiclang and need not be

referred to. However the word "set™ is used in a double
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"set" a tune meant to give its first note to the singers,
without aild of any inastrument, * a considerable feat if one
does not have the faculty of absolute - iteh.
Another examnle of Shakespeare's technical knowledge
1s found in "Romeo and Jullet", III, V,25, where they are
parting at daybreak,
"Romeo. How 1s't, my soul, let's talk, it is not day.
Jullet., It is, it is; hie hence, be gone, away !
It is the lark that sings so out of tune,
Stralning harsh dlscords, and unpleasing sharps.
Some say, the lark makes aweet divlsion-
This doth not so, for she divideth us."
The lark's song calls forth muslcal metaphors in Juliet's
speech. The beauty of hls song is clouded by the fact that
it heralds the dawn and 80 is full of “discords". The pun on
the word "divideth" comes from the double meaning of "division".
In music it means "note-splitting" or vroviding a passage of
many notes, which 1is essentially a variatlion based on a much
L4
simpler passage of longer notes. #Divislion 1s agaln referred
to in "King Henry IVW%, Part I. Act III, sc.l, where Mortimer
and Glendower are in the presence of Lady Mortimer.
"Mortimer, I will never be a truant, love,
T111 I have learn'd thy language; for thy tangue
Makes Welgh as sweet as ditties highly penn'd,

fung by a falr queen in a summer's bower.
with ravishing division to her lute."

#  The tuning fork was not invented until 1711, by
John S8hore, an Engllishman.,

f The variations of the Harmonious Blacksmith are
exanples.
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A few lineg further brinzs us to a point of particular
interest with regard to the musical appreciation of Shakes-
peare’s maln characters. HAs mesthetic appreciation is shown
in worde which appeal not only to the musiclian, but t0 everyone
whose artistie nature rcgpondsg to this cultured and refined art.
Nevertheless the author in his wisdom realizes that some
people heve no affinity for this art, and perhaps only a
slightly developed instinct for its beauties. Thus, while
we see that Glendower had muslcal giftas, which in no way
seemed to impalr his bravery and military nrowess, yet
Hotapur cares nothing for it.

“Hotspur. Now I percelve, the devil understands Weleh;
And 'Lis no wmarvel, he's go humorous.
By'r lady, he's a good musiclan,
Lady Percys Then should you Le nothing bul muslecals
for you are altogether governed by humours.
Lie stlll, ye¢ thiefl, and hear the lady
sing in Welsh.
Hobspure I had rather hear Lady, my brach, howl in Irish,
Lady Percy. #Wouldst thou have thy head uroken,
Hotspur. Ho
Lady Percy. Then be still,"

And in the same soengle

"nlendower., I can speak English, lord, as w-ll as you;
For I was btrpain'’d up in the English court:
Where, being btut young, I fram'd Lo the harp
Many an English dlitty, lovely well,
And zave the tongue a helpful ornament:
A virtue that was never geen 1ln you.

Hotspur. HMarry,ind I'o glad of it with all my heart;
I had rath.r be a kitten, and cry - mew,
Than one of these saze metre ballad-nonzers:
I had rather hsar & brazen can'stick turn'dg,
Or a dry wheel grate on an axle-trees



And that would set my teeth nothlng on sdge.
Nothing s¢ much as mineing poetry:
'Tis like the forced gait of a shuffling nag."

In "Julius Caesar", Act 1. sc.2, Caesar speaks of a
dislike of music and of plays as being one of his causes
of suspectlng Cassius. This would suggest that Shakespsare
viewed a lack of appreciation of music as a cause for
dilstrust.

"Caesar (to Antonius) ~ Would he were fatter: But I fear
him not: Yet 1f my name were liable to fear,

I 4o not know the man I should avold

S0 soon as that spare Cassius. He reads much;

He 18 a great observer, and he looks

Quite through the deeds of men: he loves no plays,

As thou dost, Antonys He hears no music."

It would only be falr to give the other slde of plcture,
where Shakespeare glves a very beautiful passage about music.
In it we find his true feelinge about the art. The last six
lines show that he thought music to be a potent force in the
moulding of character; he realized its refining influence,
and expressed no admiration for the man who was not “moved"

by its appeal.

Lor. How sweet the moonlight sleeps upon this bank !
Here will we 8lit, and let the sounds of musle
Creep in our ears: soft stlllness and the night
Become the touches of sweet harmony.
8it, Jessica. Look how the floor of heaven
Is thick inlaid with patines of bright gold:
There's not the smallest orb which thou behold'st
But in his motion like an angel sings,

88111 quiring to the young~eyed cherublns;
Such harmony is in immortal souls;

But whilast this muddy vesture of decay

Doth grosgsly close it in, we cannot hear 1it,



Enter ¥usiclans,

Come, ho, and wake Diana with a hymn!
With sweetest touches plerce your mistress' ear,
And draw her home with music.

Jeg. I am never merry vwhen I hear sweet muslc.

Lor, The reason 18, your spirits are attentive:
For do but note a wild and wanton herd,
Or race of youthful and unhandled colts,
Fetching mad bounds, bellowing and neighing loud,
¥hich 18 the hot condltion of their blood;
If they but hear perchance a trumpet sound,
Or any air of musle touch their ears,
You shall perceive ithem make a mutual stand,
Their savage eyes turn'd to a modest gaze
By the sweelt power of music: therefors the posi
Did feign that Crpheus drew treeg, stones and floods;
Since nought sc stocklsh, hard and full of rage,
But music for the time doth change his nature.
The man that hath no musgle in himself,
Ner is not moved with concord of sweet sounds,
Is fit for troasons, atratagems and gpolils;
The motions of hig spirit are dull as night,
And hig affections dark ns Erecus:
Let no such man be trusted. Mark the music,

(Merchant of Venice Act V, Scene I.)

In Lorenzo's first speech, music seems to be a
necesgary part of the romantic scene. He speaks of the same
harmony of love, and compares it with the harmony of imnortal
gouls, Lorenzo believes that this divine music, provided
by the stars 1n the flrmame t, can not be heard by mortal ears.
The idea of divine music, or muslc of the spheres,
apparently was belleved by many philosophers even in Shakee
speare's day. Shakespeare must have believed in this idea for
it 1s expressed several times. In “Antony and Cleopaira",
Act V, Scene 1i, Cleopatra eulogizeg her dead lover

"his voice was propertied
As 8ll the tuned sph:cres.”
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Then Olivis in "Pwelfth Night", aet 111, Scene 1, compares
her desire for the supposed Sebastlian in these words:

"I had rather hear you to sollcit that
Than nmusic from the sphereéf......"

It is apparent that this music was sublime and perfect.
The ldea can be traced bask to Plato and Pythagoras. Each
planet represented a tone of the scale of music. Thils
celestlal scale included the Moon, Mercury, Venus, Saturn,
Mars, Jupiter and Earth, The other stars or the Cherublm
are the chorus and can sway the spheres, Pythagoras thought
the music so produced was very beautliful and perfect, but not
able to be heard by us, Our ears have such small openings
that the greatness and breadth of the music was on too great
a scale for our ears to absorbdb the sound. It is odd that
such a thought was prevalent in those days when we reallze
that to-day sclence has shown us that there are many vibrations
which exist that are inaudible to us.

Shakespeare's knowledge of that scale 1s clear proof
of his proficiency in music, for he cleverly adapts to his
purpose the signification of the sol-fa syllables. To know
the "Gamut" showed the ability to recognize the interval
between the notes, and the notes themselves by syllavles
that have been attached to them. It is interesting to note
that the Gamma or Greek letter G corresponds to the low G at

the bottom of our staff, and Ut was the name of the first note
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of the scale. Thus we see that the Gam-ut was the lowest
place for a scale to start. Reference to the “gamut" is
found in the mugic lesson in "The Taming of the Shrew",
Act III' 50-1, 1i53t
"Hortensio, Madam hefore you touch the instrument
To learn the order of my flngering,
I must begin with rudiments of art;
To teach you gamult in a briefer sort,
More plesasant, plthy, and effectual
Than hath been taught by any of ny trade
And there it 1s in writing, fairly drawn.
Blanca. Why, I am pas% my gamut long ago.
Hortensio. Yet read the gamut of Hortensio."
& significant use of syllables is noted in "King Lear"
Act I, sc.li, at the entrance of Rd~ar while Edmund 1s
plotting againast him.
Edmund "&And pat he comee, like the catastrophe of the
old comedy: Ny ocue is villainous melancholy, with a
sizh like Tom o' Bedlam. - 0, these eclipses do portend
these divisions! fa, sol, la, mi,”
The interval "fa to mi" ie foroidden and gave rise

to the rhyme "Wi contra PFa,
Diabolue eat in Musica."

Shakesgpeare uged this progression on purpcse in order to
1llustrate the impending evil. It is a subtle way of adding

suspensge, and readily recognizable to musiclans of the day.

We agaln find them used in "Love's Labour Lost", Act IV,

sc.i1, where Holoferres hums the notecs of the musical scale

or ganmut, - ut, re, sol, la, ml, fa, to suggest his

impatience while a letter 1ls being read to him.
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muslical joke. In Act V, Sc.il., we read

"Hol. I will not be put out of countenance.
Biron., Because thou hast ne face.

H(’.?l‘ What is t:hlﬂ,

Boyet., A olttern head.™

There was oftén a head carved above the neck of the
ingtirument which was often a monstrosity and a standing
Joke with the musilcians, |

There ia further reference to the syllables in the
Joking upon musical matters found in "Romeo and Juliet",
Act V. sc.i. Here the musiclans remove some of the
tenseness from the sltuntion by qulobling about musical
terms., They were hired to play for the wedding, but
turned up for s funeral inastead.

"First Mus. Falth, we may put up our pipes, and be gone.

Nurse. Honest good fellows, ah, put up, put up;

For, well you know, this ls a pitiful case. (&Exit.)

First Mus. Ay, by my troth, the case may be amended.

Enter Peler.

Pet. Musicians, 0, musiclans, 'Heart's ease, Heurt's
ease:' O, and you will have me live, play 'Heart's ease.,'

First Mus., VWhy ‘'Heart's ease,’

Pet. 0, musicians, because my heart itself plays ‘'My
heart 1s full of woe:' O, play we some merry dump, to
comfort me.

First ¥Mug, DNot a dump we; 'tlis no Llime to play now.

Pet, You will not then,

Firat Mus. No.

Pet. I will then give 1t you soundly.

First Mus. What will you give us,

Pet. Ko money, on my falth, bult the gleek; I will glve

you the minstrel.
First Mus. Then will I glve you the ssrving-crecature.
Pet. Then will I lay the servinge-creature's dag_er
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on your pate. I will carry no crotchets;
I'11l re you, I'll fa you; do you note me?%

First Mus, An you re us and fa us, you note us, (wit
dec. Mus, Pray you, put up your dagger. and put out your
Pet. Then have at you with my wit! I will dry-beat
. you with an iron wit, and put up my lron dagger.

Answver me llke ment
'When griping grlef the heart doth wound
And doleful dumps the mind oppress,
Then music with her silver sound'-=-
why 'silver sound'¥ why 'music with her silver sound'?--
What say you, Simon Catling?
First Mus. Marry, sir, because silver hath a sweet sound.

Pet. Pretty | What say you, Hugh Rebeck?

Sec. Mua, I say, 'silver sound', because muslcians sound
for silver,

Pet. Pretty too! What say you, James Soundpost?

Third Mus., Faith, I know not what to say.

Pet. 0, I ery you mercy; you are the singer: I will

say for you., It is 'music with her silver sound',
because musiclans have no gold for soundings
‘*Then music with her silver sound
With speedy help doth lend redress.' (Exit.
First Mus. VWhat a pestilent knave ig this same!l
Sec. Mus. Hang him, Jack! Come, we'll in hece; tarr for
the mourners, and etay dinner. (Exeunt;.

The pun on the word "case" refers to the case for the
instrument. Hles knowledge of tlume is shown in part by the
reference to the "erotchet", This corresponds to our
quarter note or one beat note, At this point a further
refsrence to a passage relative to time 1ls included,

From "Richard II" Act V, 8c.5, Jjust before the king meets

hls death:s

¢ Music
"K. Richard. Music do I hear,

Ha, ha! keep time:- How sour sweet music 1isa,
When time is broke, and no prOportlon kept?

8o is 1t in the music of men's lives

And here have 1 the daintiness of ear,

To check time broke in a disorder'd string;
But, for the conceord of my state and time,
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Had not an ear to hear ny true time broke.
I wasted time, and now doth time waste me."

Returning to the former quotatlon, we note the sig-
nificant names Shakegpeare has glven the musiclans. James
"Soundpost” certainly has an obvious oconnection. Simon
"Catling" refers to the material used in making viocl sirings.
Hygh "Rebeck" introduces an old term used as a name for the
anclent fiddle. Then this pegsage has quibbles on the terms
"silver sound", "sound for Silver", "no gold for sounding"
and others,

A reference to "Heart's Ease" and "When griping grief
the heart doth wound" brings us to a point which conclusively
proves Shakespeare's great interest in music. Shakespeare
was well acquainted with the popular songs of the day, and
it is evident that he took a particular delight in voocal
pusie, from the many references we find in his plays. It
is significant that he catered to the tastes of hisg
audience by references to musical matters, songs, duets,
trios, but is more significant that he had such an intimate
knowledge of these things. Shakespeare probably wrote some
of the songe in hls plays to muslc which wae already in
exlstence and popular at the tilme, as many poets have done
since, notably Burns. Thils fact would have been ascertained

one way or the other by thls time, had there nuvt been the

disastrous fire at the Globe Theatre in 1613, which destroyed
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most of the performing manuscripts and nusloc.

The song "Heart's ease" apparently was popular before
Shakegpeare's day, but, as with many other tunes, the words
have never bheen found. "where griping grief" is part of a
song by Rlchard Edwards, published around 1577. The words
of the verse are comnleted ten lines further. Put together
they read:

"Where %riplng grief the heart would wound,
And doleful dumps the mind onpress,

There mugic with her silver asound,

With speedy help doth lend redress."

In the "Merry Wives of Windsor" we find mention of the
famous ballad called "Green-8leeves", This was published
in 1580 with the title "A new Northerne dittye of the Ladye
Greene Sleeves", and, as 1t was mentloned in the Stationers’
Reglster of that ysar, must be considerably older, In Act
II of the play, Scene i, line 60, Mrs. Ford speakling about
Falstaff to Mras, Page says,

"I would have sworn his disposition would have gone to
the truth of his words; but they do no more adhere
and keep pace than the Hundredth Psalm to the tune of
'Green-3leeves*,"

Apparently Shakespeare had the abllity to contrast two well
inown tunes, the solemnity of the Hundredth Psalm (All
People that on Iarth Do Dwell) with the swing and rhythm of
Green-8leeves. And in Act VvV, 3c. v, Falstaff remarks-

"Let the sky raln potatoes;
Let it thunder to the tune of "Green-Sleeves'.®



58

Here are the words that would have been familiar to
Shakespeare.
"Green~Sleeves

Verse 1  Alas, my love, ye do me wrong,
To cast me off dlscourteously,
And I have loved you so long,
Delighting in your company.

Chorus Green-sleeves was all m{ Joy,
Green-sleeves was my delight,
(Green-~sleeves was my heart of gold,
And who but lady Green~sleeves?

Verse 2 1 have been ready at your hand,
To grant whatever you would crave,
I have both waged life and land,
Your love and goodwill for to have,"

"Twelfth Night" is full of musical references. The
very first speech of the play by Orsino, the Duke, sets the

stage for the gpirit of the drama.

"If music be the food of love, play on;

Glve me excess of it, that, surfeiting,

The appetite may slcken, and go die.

That strain again! it had a d4ying fall;

O, 1t came o'er my ear like the sweet sound,
That breathes upon a bank of violets
Stealing and giving odour."

In Act II, Scene 111, Sir Toby and the Clown are having
a discussion about the modern catches, when they are dlsturbed

by Maria.

"Maria. What a caterwauling do you keep here! If my
lady have not called up her steward Malvolio
and bid him turn you out of doors, never trust
mne.

8ir Toby. My lady's a catalan, we are ?olitlcians. Male
volio's a "Pega Ramsey" and "Three merry men
be we." Am I not conspanguineousf Am I not
of her blood? Tillyvally. Lady! (sings)
"There dwelt a man in zabylon, lady lady!" "
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Sir Toby is sizing everyone up in terms of ballad, and in
these few lines, three songs are referred to. "usonny Peggle
Ramsey" was the type which would be sung when several people
would Jjoin in on the refraln. Individuals would sing a
verse with everyone Jjoining in on the chorus, and the song
would go on continuously until everyone got tired of "hey
tro lodelling".
Verse 1 "Bonny Peggy Ramsay that any man may see, (eye;
And bonny was her face with a fair freckel'd
Neat 1s her body made, and she hath good skill,
And round are her bonny arms that work well
at the mill,
Choerus. With a hey trolodel, hey trolodel, hey trolodel 1111,
Bonny Peggy Ramsay that works well at the mill,
With a hey trolodel, hey trolodel, hey trolodel 1ill,
Bonny Peggy Ramsay that worke well at the mill."
"Three Merry Men Be We" was the song of three men con-
demned to hang, who in chorus tried to keep up thelr spirit
by singing enthusiastically but at the same time garcastlcally.
Each verse was sung to a different tune. One of them was
called "Fortune Thy Foe", which was sung by crowds waiting
for public executions, and owing to the frequency of execu-
tions, mms easy to keep in mind. PFalstaff refers to it in
Aet III, Scene 1i, where he la making love to krs. Ford:
"By the Lord, thou art a traitor to say so; thou wouldst
make an absolute courtler; and the flrm fixture of thy foob
would give an excgellent motion to thy gait in & seml cirecled

farthingale. I see what thou wert, 1f Fortune thy foe were
not, Nature thy friend. Come, thou canst not hide it "
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The lyric of "Three Merry Men Be We" is as follows:

"Gome, fortune's a jade,

I care not who tell her,
Would offer to strangle

A page of the cellar,

That should by hilas cath

To any man's thinking

And place, have had

A defence for his drinking,
But this she does

When she pleases to palter
Instead of his wages

8he gives him a halter.

Refrain.Three merry men, and three merry men, and
three merry men are ve,
As e'er did sing
Three parts in a string,
All under the triple tree.

Ch, yet but look on the master cook,
The glory of the kitchen,

In sewlng whose fate at so lofiy a rate,
No tallor had a stitch in;

For though he made the man,

The cook yet made the dishes:

The which no tallor can,

Wherein I have my wishes,

That I, who at s0o many a feasgt

Have ~leas'd many tasters,

Should come myself for to be drecs'd
A dish for you, my masters.

0 man or beast, or you at least,
That wears or brow or antler,
Prick up your ears unto the tears
Of me poor Paul the pantler.

That am thus chipt because I ¢lipt
The cursed crust of treason

With loyal knife, 0 doleful strife,
To hang me thus without reason."

The last song referred to in that passaze comes from
the Ballad of Constant Susanna, the words were often sung

10 the tune of Green~S8leeves and are as followss



61

"Phere dwelt a man in Babylon,

Of reputation great by faues

He %00k to wife a falr woman
Busanna she waa call'd by name;

A woman fair and virtuous

Lady, Lady,

Wwhy should we not of her learn thus
To 1live godly?"

Another song mentloned in Shakespeare, is "Light o!
Love"™, There is an allusion to 1t in the quotation from
"fwo Gentlemen of Verona" on page 47 of this chapter. A4lso
in "Much Ade about Nothing", Act III, Scene IV, line 41,
where Hero has just asked that hls couedln be awakened:

"Hero.Good morrow, coz.
Beatrice. Good morrow, swelt, Hero.

Hero. Why, how nowf do you speak lin the sick
tune?

peatrices I am out of all other tune, uwethinks.
Margaret: Qlap's into 'Light o' love;' that
goes without a burden
do you sing it, and I'll dance it,"
Shakespeare shows us that he was aware that tunes were
adaptable as a dance, a8 well as a song, and also points out
that tunes were often divorced from words. Indeed one tune
might have several sete of words, as has Just veen pointed
out in the case of Green-3leeves, Dr. Vincent in his "Fifty
Shakesperian Songe" believes the original song was by Leonard
Gibson, in 1570, and aleo writes that thils was spoken of as

"Shakespeare's favourite tune."
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"Light O' Love

l. By force I am fixed my fancy to write,
Ingratitude wlilleth me not to refrain;
Then blame me not, ladies, although I indite
What lightly love now amongst you doth reign.
Your traces in plac¢es, with outward allurements,
Doth move my endeavour to be the more plain;
Your nicings and tlolngs, with sundry procurements,
To publish yon lightlie love dcth me constrain.

2. Degelt is not dainty, it comes at each dish;
And fraud goes aflishing with friendly looks;
Though friendship is spolled, the silly poor fish
That hover and shiver upon your false hooks;
With bait you lay walt to catch rere and there
Wioh causes poor fishes their freedom to lose,
Then lout ye and flout ye, whereby doth appear
Your lighty love ladies, still cloaked with gloss,"
Shakespeare's knowledge of the current favourite tunes
would certainly make his allusions appropriate and effect-
ive to his audience. When "Much Ado About Nothing" was
performed, "Heigh-ho! for a Husband", was very popular.
In Act II, Scene i, when Don Pedro and Count Claudio are
discussing the Count's marriage to Hero, Beatrice says:

"Thus goes every one 4o the world but I, and
I am sunburnt. I may sit in a corner and cry
'heigh-ho for a husband! '"

And in Aet III, scene iv, Just after the reference to
"Light o' Love " Beatrice says to Margaret:
"By my troth, I am exceeding 11l; heigh ho!

Margsret: For a hawky a horse, or a husband}
Beatrice: For the letter that begins them all, H."
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"Heigh~Ho! For A Husband

1. There was a maid the other day.
Sighed sore "Got wot".
And she said "all wives might have thelr way,
But maidens they might not.
Full eighteen years have paps'd" she sald,
"Since I, poor aoul, was born,
And if I chance to dle a mad,
A polle is forsworn.
Helgh~ho! for a husband, Heigh-ho! for a husband",
3ti1l1l this was her song,
"I will have a husband, have a husband,
Be he old or yowrg."
2.
An anelent sultor to her came.
His beard was almost grey;
Tho' he was old and she was young,
She would no longer stay.
But to her mother went this maild,
And told her by and bye,
That she a husband needs must have
And this was still her cry:
"Helgh~-ho! for a husband, Heigh-ho! for a husband,"
3t111 this was her song,
"I will have a husband, have a husband,
Be he o0ld or young."

3. "A wedded live, ah! well a day,
It is a hapless lot!
Young malds may marry, be they gay,
Young wives, alas! may not.
A twelve-month is too long to bear
This sorry yoke," she said,
"Since wives they may not have their will,
'Tis best to die a mald.
Heigh~-ho! with a husband, Helgheho! with a husband,
What a 1life lead I!
Out upon a husband, such a husband, fie, fie, fle,
Oh! fie."

This ballad and many others can be traced to difference
collections, Pepys has a considerable number of manuscripts,

while Chappell's "Popular Music of the Olden Time" contains

many of the oldest oneas.



64

In this chapter we have presented several and varled
aspects of Shakespeare's interest in musical matters. They
prove that not only was his interest keen and 1llluminating,
but that it was also exceedingly well-informed and accurate.
In fact there never has been a dramatist or poet who has so

numeroculsy and so sucqessfully, quoted from musical sources.
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Shakespeare's Influence on the Musical World

"Most heavenly music}
It nips me unto list'ning. and thick slumber
Hange on mine eyelids; let me rest."
Shakespeare,

Shakespeare's muslcal influence on the world of his
day, was very great. As we have shown in the preceding
chapter, his intense interest in music was responsible for
his numerous alluslons to musical matters. Then toc, we
must remember that the dramatist was writing plays which were
performed before the most music consclous generation of
Englishmen. Accordingly, what seems to us to be a subtle
point of comparison, a difficult simile, an unusual meta~
phor, was, in reallity, eagerly absorbed, understood, and
enjoyed by an audlence whose musical education was superior
to our own.

Not only was the interest in things of music kept
alive by the force of mu#ical illustration, it was stimu-
lated by the accurasy, occasional satire and pointed wit
of these references. However, 1t should be observed that
mere allusion, whille often skilful, was not always of
sufficient interest to compete with real entertainment - so
mich in demand by the audlence. Shakespeare reallzed this
state of affalrs and measured up to the demands of his

listeners by including many songs in his plays which were

known and llked by the people of hls day. It 1s in this
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particular field that the author exerted so much musical
influence,
Shakespeare was & successful playright. 4s such he

knew the tastes of the public for the current tunes, and,

after contacting the musiclans of his day, would be granted
permisaton to use them. The introduction of a song in a
play would undoubtedly do much to publicilze the composer

and his effort and would asgure a much longer life for the
lyric and tune. This faot is illustrated today by the con-
giderable number of new songs flrst introduced through the
medium of the motion plcture. Thus we see that Shakespeare's
influence in this regard, has carried down t0 present day.

In 1600 the first book of "Ayres", or "Little Short

Songs", was published. Shakespeare had access to this
volume and borrowed from it the song "It was a Lover and
His Lass" by Thomas Morley. Probably this song would never
have found its way into our modern songbooks, had it not
galned the publiocity and popularity it achieved by having
appeared in Shakespeare's play "As you Like It", The play

came out the same year as the song, which proves that
Shakespeare had a personal knowledge of musical production:.
The song easily lends ltself to duet singing and that was
probably Shakespeare's intention, as it was sung to the

Clowne (Touchstone) and hies country-wench, Audrey, whom he is
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about t¢ marry. It occurs as follows in Act V, scene 1ll,

"Enter two Pages

First Page. Well met, honest.gentlemen.

Touchstone., By my troth, well met, Come, slt, sit,
and & song!

9econd Page. We are for you: sit i' the middle.

Pirst Page. 8Shall we c¢lap into't roundly, without
hawking or spitting or saying we are hoarse,
which are the only prologues to a bad volce?

Second Page. I faith, 1' faith; and both in a tune, like
two gipsies on a horse."

gong
It was a lover and his lass,
With a hey, and a ho, and hey nonino,
That o'er the green corn-field did pass
In the spring time, the only pretty ring time,
When birds do sing, hey ding a ding, ding:
Sweet lovers love the spring.

Between the ac¢res of the rye,

With a hey, and a ho, and & hey nonino,
These pretty country folks would lie,

In spring tlime, ¢&c.

This carol they begen that hour,

¥ith a hey, and a ho, and a hey nonino,
How that a 1ife was but a2 flower

In gpring time, &c
And therefore take the present time,

With a hey, and a ho, and a hey nounine
For love is crowned with the prime

In spriug time, &c.

Another examule of a son, arranged by Thomas Morley,
was the current favourite "0 Mistress Mine". This was
published in 1599, while "Twelfth Night" was produced in
1600, The song is introduced in act I1I, scene iil, as

followa:
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"3ir Andrew. Excellent! why, this is the best fooling,
when all i1s done. Now a song.
Sir Toby. Come on; there is  sixpenee for you: let's
have a song.
94r Andrew. There's a testril of me too: if one knight
give a-
Glown. Would you have a love-song, or a song of
good life?
Sir Toby. A love~song, a love song.
Sir Andrew. Ay, ay! I carenot for a good 1life.
Clown (sings) Q mistiress wmine, where are you roaming?
0 stay and hear; your true love's coming,
That can sing both high and low:
Trip no further, pretiy sweeting;
Journeys end ln lovers meetlng,
Every wise man'e son doth know.
Sir Andrew. Excellent good, i' falth.
8ir Toby. Good, good
Clown (sings) What is love? 'tis not hereafter;
Second Verse~Fresent mirth hath nresent laughter;
What's to come 1s still unsure;
In delay there lles no plenty,
Then come klses me, sweet and twenty,
Youth's a stuff will not endure."

The knowledge of song materlial shows a musical inclina-
tion, but the ability to introduce a gsong naturally into a
gltuation cccurring in a play, requireg dramatic art, 1In
"Oothello" Shakespeare adapted the song "All a greene willow"
to pleawse Desdemona, who ls belng undressed for bed by her
maid Aemilla, the very bed in which Cthello strangles her,
The music to this song was written pefore the year 1600 and
was found in Thomas Dallis'e manuscript "Lute Soek". The
dialogue precedling the song clearly shows the deev sympathy
and understanding of Shakespeare for old ballads.. In Act

IV, scene iii, we find:
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My Mother had a mald call'd Barbara
g8he wae in love; and he she loved proved mad
And 414 forsake her: she had a song of willow;'
And old thing 'twas, but it express'd her
( fortune,

And she dled asinging it: that song to-night
Will not go from my mind; O have much to do
But to go hang my head all at on¢ slde
And aing it like poor Barbara.

Prithee dispsatch

L S e T T SR P

Des.

(singing) The poor soul sat sighing by a sycamore tree,

Emil,
Des.

8ing all a green willow;
Her hand on her boscm, her hand on her knee,
8ing willow, willow, willow;
The fresh streams ran by her, and murmur'd
her moans;
8ing willow, willow, willow;
Her salt tears fell from her, and soften'd
the atones;-
Lay by these:=
(Singing) Bing willow, willow, willow
Let nobody blame him; hils scorn I approve
Nay that's not the text. Hark! who is't
that knocks§
It's the wind,
I called my love false love; tut what saild
he then?
Sing willow, willow, willow
If I"eaurt moe women, you'll couch with moe
AEl.

Shakespeare helped further the advancement of part songs
or glees. Whlle the madrigel was attalnlng its highest

developmnent in England; the round also retalned its popu-

larity.

In YAs You Like It" a part song was introduced which

was well known ag a round. We find it in Aet 1V, scsne 1i,

in the forest, and Joeques, Lerds ond Foresters enter -=-



Jacques. Whioh is he that Milled the deer?

A Lord. Sir, 1t was I.

Jacques. Let's present him to the Duke, like a Roman
conqueror; and it would do well to get the
deer's horns upon his head, for a branch of
victory. Have you no song, forester, for
this purpose?

For. XB!’ ﬁiro

Jacq. Sing it: 'tis no matter how it be in tune,
so make it nolse enough.

For. Song - what shall he have that kill'd the deer?

Hia leather skin and horns to wear.

Then sing him home:

{The rest shall bear this burden)

Take thou no scorn to wear the horn;
It was a crest erethou wast born:

Thy father's father wore it,

And thy father bore 1its
The horn, the horn, the lusty horn
Is2 not a thing to laugh to scorn."

The clown in "'welfth Night" seems to have been quite
s musical fellow. We have noted hie rendition of "0
Mistrees Mine", and in thé foilowlng scene he sings another
ballad to the Duke. This azaln shows that Shakespeare was
famlillar wlth the older ballads, and knew the correct

occasion for thelr rendition,

"Duke. O, fellow, come, the song we had last nlght.
Mark it Casario, it ie old and plain;
The splnsters and the knitters in the sun
And the free malds that weave their thread wlth
Do use to chant it: it is 8illy eooth, (bones
And dallies with the innocence of love,
Like the old age.

Clown. Are you ready, sir?

Duke. Ay; prithee sung.

Song

Come away, come away, death,
and in sad cypress let me be laid,

(Music)
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Fly away, fly away, breath;
I am slain by a falr cruel maid

My shroud of white, stuck all with the yew,
0, prepare 1t!

¥y part of death, no one ao true
D14 ghare 1t.

Not a flower, not a flower sweet,
On my black coffin let there be strown;
Not a firlend, not a friend greet
My peor corpse, where my bones shall be thrown;
A thousandy thousand sigha Lo save,
I-lay e, 0, Wh(ere
Sad true lover never Tind my grave,
To weep therel"

In Act 1V, goene 14, of the same play, the clown in-
troduces the song of Hey Robin, Wolly Robin". This song
was written by William Cornyshe in the sixteenth century,
and has been pregerved in a manuecript volume in the
British Museum. Origlinally it was & kind of round and
required three volces, It is sung mischlevously to
Malvolio, who ieg bound in a dark room ag a madmen.

"Clown (singing) "Hey, Robin, jolly Robin,

Tell me how thy lady does.™
Malvello. Fooly~

Clo. "y lady is unkind perdie."

Malo FOOl"

Clo. "Alagz, why is she got"

Mal. Fool, 1 say,~

Clo. "dhe loves another® - Who calls, ha?"

Comparing the original words (as they would be spelléd
then), we observe that the playright ofter altered the words
of well known songs to fit in wlth a particular situation
in the play. However, his muslcal knowledge was sufficient

t0 have the altered words still fit the tune perfectly. The
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original words follow: (Lover)

"A robyn, gentyl robyn, tel me how thy Lemman doth,
and thow shal know off myne, (song 3 times)
Hy lady is unkynde I wls, alac why lis she 80,
She louyth another better than me, and yet she will
88y no
A robyn, gentyl robyn, tel me how thy lemman doth
and thow shall know off myne.
I cannot thynk such doubylnes, for I fynde woman itrew,
In facth my 1%dy louyth me well, she will change for
no new.

The Winter's Tale provides ug with some interesting song
material., It 1s amusing to note that Shakespeare has made
the rogue of the play, a very musical one. In fact he sings
all the songe that appear in the play. 1In Act IV, Scene 3:

"{A Road near the Shepherd's cottage)
Enter Autolycus, singing.
When daffoldlls begin to peer,
With heilgh: the doxy over the dale,
why, then comes in the sweet o' the year;
For the red blood reigne in the winter's pale.

The white sheet bleaching on the hedge,

With heigh! the sweet birds, O, how they sing!
Doeth set ny pugging tooth on edge;

For a quart of ale is a dish for a king.

The lark, that tirra-~lyra chants,
With helgh! with heigh! the thrush and the jay,
Are summer songe for me and my aunts,
While we lay tumbling in the hay.
I have served Prince Florizel and in my time wore three-pile;
but now I am out of service:s
But shall I go mourn for that, my dear,
The pale moon shineg by night:
And when I wander here and there,
I then 4o most go right.

If tinkers may have leave to live,
And bear the snoweskln budget,

Then my acecount I well may glve,
And in the stocks avouch 1it."
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Autolycus may have been a rogue, but a very sensible
one. Whoever took the part of Autolycus might make up the
tune for the song, if he were asufficlently musical, or else

use any other well known tune which would fit to the words,

In the same scene the song "Jog-On, Jog~On The Foot-
path Way" i1s intreduced when Autolycus has made believe he
wag 11l and robbed the clowns the old Shenherd's son, who
takea leave of him,

"Autolycus. Your purse is not hot enocugh to purchase
your spice,
I'11l be with you at your sheep=-sliearing t00;
17 I make not thlas cheat bring out another
and the shearers prove sheep,
let me be unrolled and my name pub in the
book of virtue!
Song. “Jog on, Jog on, the footepath way,
And merrlly hent the stile-as
A merry heart goes all the dayf
Your sad tlres in a mile-a."

In Act IV, Beene 1V, line 217, Autolycus is described by
the servant (o the supposed daughter Perdita, and the guests
at the sheepwshearing. However Autolycus is disgulised as a

pedlar.-

"slowne« Prithee bring him inj and let him apnroach
singing.

Perdliba= Forewarn hiw Lhat ne use no scurrilous
words in's tunes.

Clown -~ You have of ti ese pedlars, that have more
in them than you'ld think, sister.

Perdita~ Ay, good uvrother, or go about to think,

Enter Autolycus, singing.

Lawn ws white as driven snow;
Cypress vlack as e'er was orow;
Gloves as Bweel ag Jamask roses;
Masks for faces and for noses
Bugle bracelet, necklace amber,



Perfume for a lady's chamber;

Golden quoifs and stomachers,

For my lads to ive thelr dears;

Pins ad poking-gticks of steel,

What malds lack from head to heel:

Come buy of me, come; come buy, come vuy;
Buy, ladaﬁ or else your lasses cry

Come buy.,

This song was written by John Wilson, a contemporary
of gShakespeare's. Henry Davey in his "History of English
Music", claims that this John Wilson was the boy "Jackle
Wilson" who sang in Shakespeare's plays. Hie name appeared
on a Folio Edition of "Much Ado about HNothing". As Wilson
was born in 1594, and “The Winter's Tale" was performed
in 1612, the writing of thls song "Lawn as White as Driven

Snow" oould have readlly coincided with the publication
of the play., Wilson took his degree of Doctor of Music
and became Professor of Music at Oxford Unlversity. His

Cheerful Ayres or Ballads contained the above song. 1t
1s interesting to note that this book was "the first essay
of musick-printing" to be done at Oxford.

We have been eonsidering songs from difference sources
that have appeared in Shakespeare's plays and have seen
that they exerted conslderable influence upon the musical
world of hie day. It 1s now advlsable to refer to the origi-
nal song material, which with 1lts charming lyricism has
inspired many musical settings. This latter group, written

especially by Shakespeare for the purpose of musical sntere
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tainment, contains some of the most beautiful songs in
the English language.

Shakespeare chose to put the Epllogue to Twelfth
Night in the form of a song. This 1s significant in that it
shows the psychologlcal effect of leaving a good taste in
everyoné's mouth as the play ends, aad in choosing the
medium of a gong to do it, Charles Knight (the author and
publisher of a Filetorial Shakespeare, the Popular History
of England, and ol the famous London Gazette) says, "It is
the most philoasophlical ¢lown's song on record." (happell
auggests that the song 1s the original music. The words
of the song "whon that I was a litile tiny boy" follows:
"0lo: (singa) When that I was and a little tiny ooy,

With hey, ho, the wind and the rain,

A Pooligh thing was bul a toy,
For the rain it raineth every day.

But when I came to man's estate,
with hey, ho, the wind and the rain,
'Gainst knaves and thieves men shut their
For the rain it raineih every day. {gate,

But when I camg, alas! to wive,
With hey, ho, the wind and the rain,
By swaggering could I never thrive,
For the rain it ralneth every day.

But when I came unto my beds,
With hey, ho, the wind and the rain,
With togs-pots.still had drunken heads,
For the raln it raineth every day.

A great whlle ago the world began,
With hey, ho, the wind and the rain,
But that's all one, our play is done,
And we'll strive to please you every day
(Exit) "
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In a careful perusal of Shakespeare's plays it is ob-
served that his Comedies provide more songs and musiocal
material than his Historles, Tragedies, or Poems, Of the
Comedies, Twelfth Night and The Tempest have more song
material than the others.

The airy spirits of the Tempest provide Shakespeare
with the opportunity of introducing light music from behimd
stage, and thus the songs may have & more splritual effect.
This comedy, like his others, 1s a good receptacle for
gongs because the gelety and exuberance of his art shows
to advantage in this medium. Such spontaneity often calls
forth a burst of song, and Shakespeare proves his muslcal
temperament, by introducing them in & most natural manner,

Come Unto These YallOﬁ fands appears in Act I, Scene 2,
line 375~ Ferdinand, aaniéhe King of Naples hears the spirit,
Ariel, singing and follows his song. Ferdinand has landed
separately on the island after the wreck, and is searching
for his father.=we

"Ariel: Come unto these yellow sands,
And then take handss
Courtsied when you have and kiss'd
The wild waves whist:
Foot it featly here and there;

And, sweel gprites, the burthen bear,
{(Burthen dispersedly) Bow-wow,

Ariel: The watch dogs bark;
{Burthen dispersedly) Bow-wow,
Ariel: Hark, hark! I hear

The strain of strutting chantlicleer
Cry, Cocke-a-diddle-dow,"
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There is no record of musle written to this song at
the time of Shakespeare, but it has been very popular since,
and great musloclans have written muslc to it.

Twenty llnes further on in the sgme scene we find Ariel
singing the song, Full Fathom Five. Ariel sings thils to ine
form Ferdinand of his father's death, when in reality he 1is
alive and well,

"Mull fathom five thy father lies;
0f hls bones are coral made;
Those are pearls that were his eyes:
Nothing of him that doth fade,
But doth suffer a sea change
Into something rich and strange
Sea-nymphs hourly ring his knell:"
This song has been sbtiributed to Robert Johnson, a contem=
porary of Shakespeare's. He was & composer and a lutenist,
and wrote prolifically. Much of his writing was done for
the theatrea. He was well known to Shakespeare and probably
wrote music to some of Shakespeare's other plays. His
music to Full Fathom Five ls only one of hls settings of the
songs in the Tempest.

The last song in the Tempest was also set to Music by
Robert Johnsen. His arrsngement was sung in the orlginal
performances. This shows that SBhakespeare must have worked
jointly with differenct composers of his day, to prepare
the musical setting. It has been suggested that Shakespeare
has also composed the muslc to some of his lyrles, vut the

menusceripte whieh might have proved this, were destroyed by
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direoting the singing of the songs and the providing of
baskground muslc where it was indlcated by the stage
direetions. It was the famous Ezra Found who remarked
"There are many songs cited in Shakespeare's plays, surely
sufficient indication that he was in close contact with
musiclans- a contact which explains the essentlially
singable quality of his verse." This quality is one of the
maln factors of lyricism, and 1s clearly shown in "where
The Bee Suaks”. This song has been arranged many times
since, inocluding ‘arrangements by Purcell and 3Sir Arthur
Sullivan. Prospero ie about to present himself before
King Alonso, Antonio and the otheras.
"prospero: Arilel,

Fetch me my hat and rapler in my cell;

I will disease me, and myself present

As I was, sometime Milan; quickly, spirit;

Thou ghalt ere long be free

Ariel sings and helps attire him.

Where the bee sucks, there suck I:

In a cowslip’s bell I liej

There 1 couch when owls do cry.

On the bat's back I do fly

After summer merrily.

Merrily, merrily shall I live now

Under the blossom that hangs on the bough."

John Wilson {(referred to previously) probably would
have sung Johnson's setting of the above song, and also
"rull Fathom Five". Dr. Wilson also arranged the only song
aprearing in "Measure for Measure", It proved to be a very
popular duet and was probably sung by him when he was younger.

The words and melody show the refinement and artistry of the
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music performed in Shakeapeare's plays. The song appears in
Act 1V, Hcene 1 with the name "Love's Ingratitude". Mariana
has been deserted by her base lover Angelo, because her
fortune was loat: "Enter Mariana and Boy singing

Take, O take thy lips away,
That 80 sweetly were forsworn
And those eyes, the break of day,
Lighta that dc mislead the morns
But my kisses bring again, bring again;
Seals of love, but seal'd in vain, seal'd in vain."

It is interesting to note that there is very little song
material in Shakespeare's Histories., In the three plays of
Henry 1V, Henry V and Henry VIII, there 1z only one song
vhich has been made famous. This is well known and 1s the
famous Orpheus With Hise Lute. In Act III, Scene i, Queen
Katherine requests a songs

"Queen. Take thy lute, wench: my soul grows sad
with troubles;
8ing, and dlsperse ‘em, if thou canst:
leave working.

Song. Orpheus with his lute made trees,
And the mountain tops that freeze,
Bow themselves when he dld sing;
To his music plants and flowers
Ever sprung, as sun and showerge-
There had made a lasting spring.

Everything that heard him play,
Even the billows of the sea,
Hung thelr heads, and then lay by,
In sweet, music is such art,
Killing care and grief of heart
Fall asleep, or hearing die."

The sentiments expressed in this song show that Shakese
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peare understood the nower of music to soothe the splirits,
to alleviate the cares of the world and provide enjoyment.
This song reguires lute accompaniment, and must have been a
dreamy sort of alr. Shakespeare also ghowg hlg knowledge of
Greek mythologys Orpheus waes given his lute by Apolle, on
which he played sc exguisitely that not only every living
thing but riverg and rocks were moved by his sweet harmony
and obeyed his will,

"aAs You lLike It" contains two other souge written by
Shakesgpeare that have been extremely ~opuler in the musiceal
world, and have inspired many settinge. These lyrlics show

th-t his besutiful poetry was full of melody, and easily
set Lo muslc. This can be attributed to the faet that
Shakespeare must have been thinking of certain familiar
melodles as he wrote the words. Thus they would sing
thenselves to him,

In Act II, scene 7, Duke Senlor is talking to Adam and
hias young master Orlando, at thelr meal in the same forest.
The song Blow, Blow, Thou Winter Wind was introduced:

"Duke 8. Velcome; fall to; I will net trouble you

As yet, to cuestion you aboul your fTortunes,
Give us some music; and, good cousin, sing.
Amliens. 3¢
ow, blow thou winter wind,
Trhou art not 3¢ unkind,
A8 man's ingratitude;
hy teooth i3 not 8o keen,

Becauge thou art net geen,
Although thy breath be rude,
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Helgheho! sing, helgheho!' unto the green holly:
Mogt friendship is feigning, most loving mere folly:
Then, heigh-lo, the holly!
This 1life 1s wmwost jolly.
The second verse fcllows:
Freeze, freeze, thou bitter sky,
That dest not blte po nigh
As beneflts forgots
Though thou the waters warp,
Thy eting is not so sharp
As friend remeancer'd nod
Heilgh«ho! sing etc,®
In thia chapter we have dlscuseged Shakospeare's
influence on the musical world of hig day. There is no
doubt that this influence wag very great, and it is equally
clear that it has been increasing ever asince. While the
first effects of hls works were felt in England, they later
gpread to the gontinent and such musilclans as Haydn, Brahms,
Mendelssohn and Schubert fell under his spell., Roffe in his
book "Handbook of Shakespeare Music" shows the tremendous
number of settings which have been written to Shakespeare's
gonge, and this does not lInclude any of the Amcrican

composers. Ye ghall hear more about this aspect of the work

in a later chapter,
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Chapter Five 84

The Muslo of Lyric Poetry

"Musick and Poetry have ever been acknowledged
gisters, and walklng hand in hand, support
each other. As poetry is the harmony of
words, 80 musick 1s that of notes, and as
poetry 1s a riase above rrose and oratory,

80 i3 musick the exaltation of poetry.

Both may excel apart, but are most excellent
when Jjolned, for then they apvear like wit
and beauty in the same person."

Henry Purcell.

There are three main kinds of poetry - dramatlc,
narrative and lyrie, each of which corresponds to a speclal
kind of poetlc experlence., The difference between them,
consists less in the poet's mind than in the way they
interest us, for, fundamentally, all noelic experience ls
allke. When the poet recelves lnapliration from a musical
source, it enriches hie experience considerably, and
demands a more intelligent reading. "If, whenever we read
poetry, we attend finely to the detall of its art - lts
nmusic and meaning - and intelligently to its whole design -
its form - whatever poelry 1t may be, 1t will, in its degree,
glve ue some sense of the importance of belng alive in a
world which thus offers ltself to our experience, and of the
unending delight of experiencing 1t." #

The above quotation gpplles particularly well to the
lyrie poetry of our language, with which we are concerned

in thies chapter. In our study of thils ilmrortant kind of

*page 64 Abercrombie: Poetry; its Muslc and Meaning
Oxford Universlty Press.
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poetry, we seldom note how closely its development has been
sallied with its sister art., This lamentable state of affairs
is due to the lack of musical knowledge which graced so
many of our foremost literary exponents, and has been
aggravated by the fact that there has been a corresponding
lack of interest An furthering that line of research. As
recently as 1895 Henry Davey wrote "4 Monograph on the
connectlion between Engllish poetry and muslic ln the perlod
from Chauger to Spencer is very much needed by students of
both arta". # The Lyric poetry of this era has been
groasly maltreated, and some critlics lead one to belleve
that there exlated a lyrical deseri between Chaucer and the
Ellzavethans, and that for the mosi{ part it did not begln
until Sir Phllip Sydney. "The recason for the neglect of 80
much pre-Elizabethan poetry lies in the very nature of the
lyrle, whioch misht be called amphiblous-living half in words
and half in music, Music 1a an element ir which the literary
critioc can seldom gwim, and therefore he notlces the amphi-
w

blan only when he finds 1t high and dry in a book." This of
course was a rare procedure, for printed books were very
goarce before Elizabeth's reign.

In chapter two of this book, the developuent of lyrical
poetry has been clearly outlined., We have seen that its
progress has been intimately assoclated with the songs,

carols and ballada of Medieval and Tudor England.

#page X of Preface to the History of English Music -
Henry Davey. J. Curwen & Sone, London, 1895.
*#¥page vill of Introduction to the Melody and the Lyric -
John Murray Gibbon. J.M.Dent & 8ons,Toronto,1930.
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It has been shown that, considered without the musical
setiing, the lyric cculd be but half understood; and
probably the coplousnese of the lyrical output would have
been forgotten, if the words had not been uncovered from
rusical manuseripts. The author who wrote "the ballad proper
is a crude type of*poetry which flourlshed chiefly in the
fifteenth century" is only one of many who has falled to
place this lyriec type in a more favourable light,

How dld the lyrlc pecome asaoclated with music? The
Greek tribes were, in the eys of history, the founders of
poetry and music. We read in thelr epics that the heroes
sang songs, that at weddings and funeral processlons they
sang L0 the accompaniment of the lyre, the instrument linked
with Orpheus ln Greek mythology. For festivitles and- feasts
they engaged professlonal recitallsts, who recited and sang
poetry, also to a lyre aceoupaniment,

It is evident that peoetry was orlginally meant to be
sung, and, since the lyre was used ag the accompanying
instrument, the term "lyric" signified rocetry intended to be
sung, and accompanied on the lyre. A third art, the dance,
was closely linked with music and poetry, and whlle the chorus

sang its strophes 1t also executed dances. These dances were

# ~ page 114 of English Lyrical Types by B.J.Pendlebury
Blackie & Sons, Ltd., London, 1934,
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not mere rhythmical gestures, but an elaborate mimetlc
expresalon of the ideas in the poem. This practlce has
been instrumental in the developuent of one of our lyrilc
forms, as we will now see.

'The Greek poet -Pindar ((C.522 B.C.) has been called the
father of lyric poetry. His great choric songs, involving
the dance, musiec, and noetry, were based on the dithyramb,
one of the poetic genres very im-orta.t from a musical polnt
of view. “Performed by a large circularly grouped chorus, it
was composed of the repetitlions of voluminous strophice con-
structions (strophe, antistrophe, epodos)." * The movements
of the chorus are reflected in the structufe of the poem, as
the musical form of the strophe (turn) and antlstroohe (counter
turn) was identlcal to permit the chorus to move across the
scene during the ginging of the strophe, and back again during
the antigtrophe, The change of stanza form in the epode (or
finale) denotss the conclusion of the dance, and called for
a concluding sectlon of musloe,

This choral song was usually serious and dignified, and
was frequently performed to celebrate an auspiclous event.
It was called the Dorian Ode (from the Dorian tribe of Greeks),
and often resembled a public oration. We have since called
it the Pindaric Ode, and many poets have attempted imitations.
Due to misunderstandings about the musical structure, many

irregular poems were misnamed Plndaric QOdes. The best

page 11 of wuste TR vestern CTRTIRSEICH: (PRl {oUBh,, 146
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examples of correct structure are by Gray and Ben Jonson,
for later the term is applled freely by voets to denote
sustained lyriec poems which are slunly about an elevated
theme. DBreaking away Irom the muslcal dance form, the
rhythm, meter and rhyme have been altered to sult the wood
of the writer. This contrast is shown by comparing
Wordsworth's "Ode on Intimations of Immortality™, with the
Pindaric 0de by Jonsvua, quotsd bere in part:

"a Finduric Ode
(Or. the Death of Sir H. Morison)
To the lmmortal memcry and Iriendshlp of that noble
palir, S8ir Luclus Cary and Sir H. Morison,

I

(The Strophe; or Turn)
Brave infant ¢f Saguntum, clear
Thy coming forth in that grest year,
wWhen the prodiglous Hannibal did crown
His rage with raziug your immortal town,
Thou looking thern aboutb,
Ere thou wert hall got out,
Wise child, didst hastily return,
And mad'st thy mother's womb thine urn.
How pummed a circle didet thou leave mankind
0f deepest lore, could we the centre find!

(The Antistrophe, or Counter~Turn)
Did wiser,nature draw thee back,
From out the horror of that sacki
Where shame, falth, hounor, and regard of right,
lay trampled on, the deedg ~f death and night
Urged, hurried forth, and hurled
Upon the affrighted world;
Pire and famine with fell fury met,
And all on utmost ruln sets
As, could they but life's miseries foresee,
No doubt all infants would return like thee.



{The Zpode, or Stand}
For what $s life, if meacured by the space,
Not by the act,
Or masked man, 1f valued by hils face,
Above: his fact
Here's one outlived his peers
And told fHirth fourscore years:
He vexed time, and busgled the whole state;
Treubled botl foes and friends;
But ever to no endss
What 4Ald this stirrer tut dle laté,
How well at twenty had he fallen or stood!
For three of his fourscore he did no Bgood."

Before leaving our discussion of the 0de, refercnce
to the Lesblan Cde should be included, The island of
Lesbos waz the centre of a simpler form which consisted of
an indefinite nuumber of regular stanzas, which were
usually short. It was lighter, and more personal in tone,
and required a more simple melodic structure. Alcaeus and
Sappho perfected thie type in Greece, whlle it was conied
to a great extent in Latin by Horace and Catullus,

A definite imitation of this ode in English is
Marvell's Ode on Cromwell's Return from Ireland™. It is
composed of a series of regular stanzas, wlth a patriotiec
idea expressed in a clear cut and dignified manner. This
type 1s called a "Horatlian" ode because of ‘orace's particular

artistry in this form.
"Horatian Ode Upon Cipomwell's Return from Ireland

The forward youth that would appear
Mugt now forgake hils lluges dear,
Nor in the shadows slng
His numbers languishing.
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'7is time to leave the books in dust,
And 04l the unused armor's rust,
Removing from the wall
The corslet of the hall.

30 restless Cromwell could not cease
In the inglorious arts of peace,
But through adventurous war
Urged his active star;

And like the three~-forked lishtning, first
Breaking the clouds where it was nursed,
Did through his own side
His fiery way divide;

For 'tis all one to courage high,
The emulous, Or enemy;

And wilth such to enclose

Ie more than Lo oppose;

Then burning through the alr he went
And palaces and temples rent;

And Caesar's head at last

Did through hig laurels blast,

'Tis madness to resist or blame

Tre face of angry heaven's flame;
And 1f we would speak true,
Much to the nan is due.

Who, from hig private gardens, vhere
He lived reserved and sustere,

(as Af his hirhest plot

To plant the bergamot,)

Could by industrious valor climb

To ruln the great work of time,
And cast the kingdome old
Into another mould;

Though Justlce agalinst Fate complailn,
And plead the anclent ri:hts in vain -
But those do hold or treak
As men are strong or weak;

Nature that »ateth emptiness,
Allows of penetration less,
And therefore must make room
Where greater spirits come,
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What fleld of all the civil war
Where his were not the deepest scary
And Hamoton shows what part

He had of wiser art,

Where twining subte fears with hope,
He wove a net of such a scope
Thot Charles himself nlght chase
To Carisbrook's narrow case,

That thence the Royal actor borne

The traglie scaffold might adorn:
While round the armed bands
Did clap thelr bloody hands.

He nothing common did or mean

Upon that memorable acene,
Put with his keener eye
The axe's edge 4id tryj

Nor called the Gods, with vulgar splite
To vindicate his helpless right;

But bowed his ccmely hesad

Down, as upon a bed,

. L] L] » L) L . L L4 . »

But thou, the war's and Fortune's son,
March indefatlgably on;j
And for the last effect
8till keep the sword erect.
Besides the force 1t has to fright
The spirits of the shady night,
The same arts that did gain
A power, must it maintain."

In contrast with the most formal type of lyric poetry,
the song 1s more informal and at the same time the most
original tyoe. The song embodies the most essential
qualities of lyrical poetry, for it is a combinatlion of two
arta, music and poetry. The two cannot e separated because
the accompanylng muslc 18 to a great degree responsible for

the dlsposlition of the verses and strophes of the poem.
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Medleval lyric poets were in reality nmusicilsns and

created melody and poetry simultanecusly, fitting thelr
lines to the musical cadences. We have seen how vnoetry
and musiec lived together, inseparable and indivieible, in
Greek antliquity. That this state of aflfaire hes continued
un to the seventeenth century is shown by an eminent
historian in this quotations

"Let. it be remembered thaot lyric and narrative poetry
ore originally always sung, or rather chanted; in couse-
gquence, the criticliom of poetry has been very much confused
and entanglea with musical terms, The woras "Melodious',
“uneful”, "singing", "“harmonious”", are aprlied to the
atructure of verae in a sense quite different from their
meaning 1n the tone-art; it is only since Dunstable invented
pelyphony that music has acquired an lndepeandent life of its
own, and any references to music in previous ages must be
taken Lo mean, not an act of gsounds, but an art of delivering
worcés effectively. The connectlon between poet and musiclan
has peen sundered since the 17th century; till then they were
not on%y closely connected, but were even identical in most
cages, 4

It was the troubadcur #Felquel of harseilles who szid
"A verse without music is a mill without water". 8o it is to
our poete-musicians we lonk for our examples of the best
lyrics, for Ezra Pound hacs writtens "Poetry withers and

dries out when it leaves music, or alt least imagined music,
too far behind it. Poets who are not laterested in mausic are,

or become, bad poetas,"

Henry V1II, in spite of his faults, encouraged song
wriltere, On his accession Lo the throne, he put William

Cornysshe in charge of the musle at the Fleld of the (loth of

# vpage 7 of History of English Muslc - Henry Davey.
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Gold., Cornysshe, a noet and musiclan, is resvonsible for
this lovely lyric:e
"The Little Pretty Nightingzale

The little pretty nichtingile
Among the leaves -reen,

I would T were with her all ni ht;
sut yet ve wot nob whom I nean,

The nightingale sat on a briar
Among the thornes sharp 2nd keen
And comfort me with merry cheer;
But yet ye wot not whom I meun.

She did appeur of all her kind

A lady right wvell to- be =meen;

With words of love told me her umind;
But yet ve ot not whon T mean,

It 414 me co0d on mear-to look,

Her corse was clothed all in green;

Away fron me her heart she tooki

But yet ye wot not whom I mesan.

We have noted the importance of the dance as a medium

of exnresslon in the choric gong. Here the melody had to be
suitable for both the poetry, and a form of physical repre-
sentation, Hence 1t is that the original mearing of ballad,
is "dance~agong". Thie explains the recurrence of rhythms in
the ballad metre, which go back to the origlnal dance-song
measures. In Lhe book by Webpe "Discrurse of English Poetry"
(1580) we find "Neither ig there Iny tune or stroke wilch may
be sung or nlayed on instrumente whizh h.:th not some poetical
ditties framed according to the numbers thereof: some to
Rogeroc, some to Trenchmore, to Downrigcht “quire, to Galllardds,

to Pavanes, to Jige, to Rrawlae, to all manner of tunes which
every fiddler knows bettor than myself," # It used to be

# Quoted from p.59 of The Melody and the an Murray Glbbon
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thought that dance tunes were adapted to dances from ballads,
but the reverse has been true. In 1588 Anthony Munday
published "A Banquet of Dainty Conceits", a group of twenty-
two ballads written for the mosgt part to "Allemalgnes",
"Galliardes", and "Pavanes". His introduction consisted of

thege qualnt words - "furnished with very dellcate and
cholee inventlons to delight thelr minds who take Pleasure
in Muslique, and therewlthal to sing sweet Dittles, elther
to the Lute, Bondora, Virginals or any other Instrument."

Munday 1is reputed %o have written the lyric "Beauty sat
Bathing by a Spring". His krowledge of music was probably
typical of many other writers of lyrie poetry, then and now.

In the preface, he gstates his aLllity thus "If any ditty
shall chance to llmp a little in the nole - yet I pray thee
condemn me not, in that I have no jot knowledge of nusic,
but what I have done and do ls only by the ear; for had I
skill 1n musique, they should have Leen far better than
they be,"

"Beauty Sat Bathing®

Beauty sat bathlng by a spring

Where falrest shades did hide her;

The wiuads blew calm, the blrds did sing,
The cool streams ran beslde her.

My wanton thoughis entlced mine eye

To see what was forbldden:

But better memory sald Fiel

8o vain deslire was chidden =

Hey nonny nonny O, hey nonny nonny)

Into a slumber then I fell,

When fond imagination

Seemed to see, but could not tell
Her feature or her fashion;

But even as babes In dreams do smile
And sometlmes fall a-weeping,

S0 I awaked, as wise that whlle

As when I fell a-sleeping,”
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Dancing was a popular pastime ia Tudor days in every
¢lass of life, Shakespeare has many allusione Lo them in
his plays. Consequently it ls easlly discernible why 80
many of these tunes would ha e an effect upon poets
accustomed to writing lyrics to music. In this era we are
lntroduced to John Dowland, famous compozer and lutenist,
One of his songs is referred to as the "Frog Galliard".
Chappell thinks that Dowland wrote the music originally and
added the woirde later.

"The Frog Galliard

Now, O now, I needs rmust nart;
Partln: brough I ~<s5e 4 mourn,
Absence can no Joy impart,

Joy once [led connot return
While I live I needs aust love;
Love dicg not when Hope ls sone.
Noew at lagt Degpair doth prove
Love divided loveth rione.

Sad despalyr doth drive we hence;
This despair urnkiudness sends.
If that partlg ve offence

It 1lg she that tlen offends,

Dear, when I am from thee gone,
Gone are all my Joys at ounce.

I loved thee and thee alone

In whose love I Joyed oice

And although your sight I leave,
Fight wherseln my joys (10 lie,
i1l that death do nense bhereave,
Never shall o "feotlion dio.

3 4]
[FRS I

o2
@
Y
fe N
2
o)
=3
G
¥3
-
"

The atthor of these vords has beea in question ss sonme

authoritles do not vellieve Dowland wrote both words and music.
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However there are ggounds Lc prove that such is the case,

and Davey, writing of hle poems sayer "It appecrs to me
that, as a rule, the poems and the music were simultaneously
conceived; I ground this Lellel on the detalled paralleling
in the metre of the successive staozag in the ayres, through
which the same uusic enclly fitec them sll., As good an
instauce as I can find is No. 7 of Dowland's Ayres (1597),
where the Fifth line 1eyins 'Dear, sweet, falr, wisge', and
the fifth line of the other sianza, ‘'Lurth, heav'n, fire,
air,' the music bLelng adarted only for monosyllsbles," #

We glve these verczes for comrarisons

"Dear, if you chance, I'l11 never choose again}
Sweet, 1f you shrink, I1'll never think of love;
Falr, if you fail, I'11l judze all beauty vain;
Wise, if too weak, moe wits I1'll never prove.
Dear, Sweebt, Falr, Wlse, change, shrink anot;

be not weak}
And, on my faith, my faith s all never break!

Farth with her flovers shall sooner heaven adorn;

Heaven her bright star through earth's dim globe shall
move;

Fire heat shall lose, and froats of flames he born}

Alr, made to shine, as black as hell shall prove.

Earth, Heaven, Fire, Alr, the world transformed shall
view,

Ere I prove false to falth, or strange to you."

This ayre appeared in the first book of 1ts type to be
published in England. The proface reads: "The First Booke
of Songes or Ayres of fowre partes wlth Tableture for the
Lute: 8o made that all partes together, or elther of thenm
severally may Le song to the Lute, Orpherlan or Viol de
gambo -- Also an inuention by the sayd Author for two %o
play upon one Lute." This roferred to a neculiar form of
full-choir«book, the lute saccoapaniment belng placed under
the highest voice, and the other rarts faclng different

ways, 80 that performers might read them sittlng around a

# pages 175-6, History of English Music by Davey.
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table. Dowland's songs were excellent lyrlcs, and like

the modern lyricos~dranatic songs in the fullsst sens of the
word., While the melodles were lmnortant, they were harmone
ized with an accomnaniment which allowed the essentlal
nugical material te be concentrated in the tune, and the
tune followed the words, rendering the noetry with utmost
faithfulnesa.

Other song books of the Ellzabethan «eriocd have
unearthed a wealth of lyrle noetry. Unfortunetely, az vhe
sonys were gseldom published with the author's neme, it so far
has prevented critlcs from ascertalning, In aneny cages at
least, the true identity of the writer, However, a lot has
been acoom»lished, Most of the books « ich published Ayres,
were edited by Lutenists. In 1596 William Larley brought out
"\ Wew Booke of Tabliture" which contaius a lyric by Sir
Walter Raleigh, This poem showe the faculty of a true song
writer, with a slimple form of staza which can easlily be
repeated, and a gimnle type of rhythm. It must be remeu.bered
in this connectlon, that the same music was repeated for each
stanza, the first stanza bteing set up with the music in the
song-book, whille the subsequent stanzas were printed in
metrical form ou another part of the page.

"Your (ace, your Loague, your wit,
So falr, 80 gwoat, 40 ahsyr,

fFirgt bent, then drew, so hit
Mine eye, mine ear, ny heart.
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Mine eye, mine ear, my he -t

To like, to learn, to love,

Your [ace, your tongue, your wit
both lesd, dowh teuch, dolh wove,

Your Tace, your Longue, your wit,
With beams, with sound, with art
Dobh blind, doth charm, doth rule
Mlne eys, mine ear, my hearb,

Mine eye, mine ear, my hesrt,

With life, with rope, with skill
Your face, y.ur Lnsngue, your wili
both feed, doth feast, doih [1ill.

0 face, O tongue, O witi,

With frowns, with chsclkg, with smart
wrong not, vex rol, wound nov

Miie sye, mine e2r, my resrt.

Thie eye, thie ear, this heart
8hall joy, shall bend, srhall swear
Your face, your torgue, vour wit
Te serve, to trust, to fear.®

In 1610 ¥illiam Corkine -ublighed a book of Ayres which
included this lyric Ly Sir Philip Bidney:

"Phe fire 0 see my woes for ancer burneth
The air in raln for my afflletinn weepeth,
The sea Lo ebb for grief hin flowing turneth,
The earth with rity dull hls ce-tre kasersth,
Fame ir with wonder blssed.

Time runs away LOP 80ITOW.

Place stardeth atill anaznd

To gee mny nicght of 1lls which vsth ne uworrow,
Alas, all only she ro nlty leket!

To know my miseriem, but, chacte and oruel,
My fall hcr glory maketlh.

Yet atill her eyes gzlve to ay flamee their fuel.

Fire, burn me quite t1ill sense of burning leave me,
Alr, let me dreow thy cre-th w0 :ore 1n an-ulnh,
fSea, drowned in thee, of tedlous l1life bereave me,
Farth, take trig earth wherel~ my ¢nirits laqrulsh,
Fane, say I was not born.

Time, hate my dylng hour.
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Place, see my grave uptorn.

Fire, Alr, B8ea, Earth, Time, Place, show thy power.

Alas, from all their helps I am exiled,

For hers am I, and Death fears her displeasure.

Fiey Death thou art begulled,

Though 1 be hers, she sets by me no Treasure."

Thie excerpt from the Arcadia, Book III (1598 ed.,

p.289), proved Sidney to have been an excellent writer of
lyrics. In his "Apologle for Poetrie® he wrote "The poet
cometh to you with words set in delightful proportion,
elther accompanied with or prepared for the well-enchantlng
skill of music." He wrote a lyric about his esteemed friend,
the Dutch Prince Willlam of Nassau, and patterned it to a
tune borrowed from the French, which later became the Dutch
national anthem, B8ldney must have had a musical ear, for
there were two rhythms to the melody, and yet the words fitted
the music perfectly., He also showed the musical influence of
the Huguenot Psalter, when he came to translate the psalms.
"The Huguenot Psalter incorporates tunes of popular airs
selected by Cleément Marot aes 'timbres' for hls psalm
translations, and it was with these in his head that 3idney
translated." * This explains the lyrical treatment of
his translation of psalm 32,

Thomas Camplan, a contemporary of Shakeaspeare's, is nhow
considered to be one of the major lyrlc poets of the English
language. In all, he wrote one hundred and eighteen "ayres"
or songs for the lute. For more than two centurles Campilan

remained unknown, and then his poeme were agaln uncovered for

# page Tl. Melody and The Lyriec - John Murray Gibbon
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the world by the efforts of a critic and publisher A.H,

Bullen., The modern tendenoy 1s 1o conalder the words as an
end in themselves, but we must remember that they were
written to be sung. It aseems that the first poems written
by Camplan were set by contemporary muslclans, such as
Robert Jones, Thomas Morley and Philip Rosseter., The latter
was a famous lutenist and 1n his book of ayres, at the
beginning of the volume, we find an address "To the Reader"
written by Camplan, which reads:"The lyric pcets among the
Greeks and Latins were the first inventors of alrs, tying
themselves strictly to the number and value of thelr syl-
lables: of which seori you shall find hers, only one song in
3apphic verse: the recst are after the fashion of the time,
ear-pleasing rhymes, without art." Elsewhere he writes:
"In these English Ayros, 1 have chlefly aimed to couple my
words lovingly together, which would be much t0 do for him
who had not power over both." This modesty was soon to grow
in confidence, for Campian is remembered for hie nmusic as well.
He became the perfect example of the poet-musician of his age.
His lyrics were written simultanecusly with his musilc, combine
ing a simplicity and charm of melody with a delicacy of
phrasing and personal sentiment.

From Rosseter's "Book of Alrs"™, we quote a poem by
Campian, whlch 18 notable for its word muslocs

"When Laura smlles, her gight revives both night and day;

The earth and heaven views with dellght her wanton play;

And her speech with ever~flowing musiec doth repsir

The cruel wounds of sorrow and degpalr,.

The spirits that remain in fleeting air

Affect for pastime to untwine her tressed hair;

The birds think sweet Aurora, Morning's queesn, doth shine
From her bright sphere, when Laura shows her iooks divine.
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Diana's eyes are not adorned with greater power

Than laura's, when she 1lifts awhile for sport to lure.
But when she her eyes encloseth, blindness doth appear
The chiefest grace of beauby sweetly seated there.

Love hagth no fire but what he steals from her bright eyes,
Time hath no power but trat whi¢h in her pleasure lles.
For sheweth her dlvine beauties all the world subdues,
And fills with heavenly spirits my humble Muse,"

Campian was famous as a lutenist, and wrote four books
of his own, the scongs t0 be accowmpanied on the lute. From
his fourth book we guote an example of a lyric which was
written at the game time as the melody, and by the author.

"There is & gmrden in her face,
Where roses and white lilles grow}
A heavenly paradlse le that place,
Wherein all pleasant fruits do flow,
There cherries grow that none may buy,
P11l ‘cherry~-ripe' themselves do cry.

Those cherples fairly do encloae
Of orient pearl a double row,
Which when her lovely laughter shows,
They look like rosebuds filled with snow.
Yet, them nor peer nor prince can buy,
Ti1l ' cherry-ripe' themselves do cry.

Her eyes like angels watch them still;
Her browa like bended bows do stand,
Threatening with plercing frowns to kill

4All that attempt with eye or hand
Thoee sacred cherries to come nigh,
P41l 'cherpryeripe' themcelves do ory."

In 1609 Alfonso Ferrabosce, & celebrated luteniai.
published a book of Ayresg which included several lyrics by Ben
Jonson. These songs prove that Jonson had lyriecal ability,
and were taken from the masques in which Ferrabosco and Jonson

collaborated. Apparently they were good friends, for Jonson
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called him "my loved Alfonso", and wrote of him "Mastering

all the spirits of musle: to whose Judiclal care, and as
absolute performance, were committed all those difficultiies
both of song and otherwise., Wherein, what his merit made to
the soul of our invention, would ask to be expressed in

tunes no less ravishing than hie." Then he further expressed

his admiration by means of an epigram on Ferrabosco's book

An eplgram 18 the highly concentrated expression of &
single emotion, and thus a speclalized type of lyric.
Jonson's eplgram really could be considered to be about
misic in general, and bears quoting heres

"To urge, my loved Alfonso, that bold fame

Of building towns and making wild beasts tame
Which nmusic had, or speak her own effects,

That she removebth careeg, sadness ejects,
Decllneth anger, persuades clemency,

Doth sweeten mirth and helghten plety,

And is to a body, often, 1%1 inclined,

No less a soverelgn care than to the mind;
T'allege that greatest men were not ashamed,

0f old, even by her practice to be famed;

To say indeed she were the soul of heaven,

That the elghth spere, no lesa than planets seven,
Moved by her order, an the ninth, more high,
Including all, were thence called harmony;

I yet had uttered nothing on thy part

When these were but the praises of the arty

But when I have =said the proofd of all these be
Shed in thy sengs: 'tls true: but short of thee."

A song appearing in thils Book of Alrs appeared 1ﬁ the
Masque Volpone, written for the King's Men. The lyric 1ls as

followst
: “GCome, my Cells, let us prove,
While we may, the sweets of Love,
Time will not be ours for ever;
He at length our good will sever,
Spend not then his gifte in valn;
Bune that set may rise again,
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But if we once lose this light,
'Ts with us perpetual night.

Why should we defer our Joys?

Pame and Rumour are but toys.
Cannot we delude the eyes

Qf a few poor household spies?

Or his easler ears begulle

Thug removed by our wile®

'"T™s no sin Love's frults tc steal}
But the sweet theft to reveal,

To be taken, to be seen,

These have crimes accounted been."

Another composer, lilcholas Laniere worked with Jonson
in preparing the then popular masques. John Playford in hls
"Select Ayres" gives the setting by Lanlere of a song from
Jonson's masque "The Sad Shepherd", which reads thus:

"Though I am young and cannot tell

Elther what Love or Death is well,

And then agaln ]I have been told

Love wounds with heat, and Death with cold;
Yet I have heard they both bear darts

And both 40 alm at human hearta}

Soc that I fear they do but bring

Extremes to touch, and mean one thing."

Jonson owed hilg interest in music to his training as a
Westminater schoolboy, That he maintained his affection for
it is shown in hils preface to Edward Filmer's "French Court

Alra" (1629). We read:

“what charming peals are these

That while they bind the senses do 80 please!
They are the marrlage rites

Of two, the cholcest pair, of Man's delights,
Musle and Poesy!

French air and Eaglish verse here wedded be,

Who did this knot compose

Again hath brought the Lily to the rose}
And with thelr chalned dance

Re~celebrates the joyful Match with France.
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They are a School to win

The falr French Daughter to learn English ing

And, graced with her Soang,

Te make the language aweet upon her itongue,"”

The songs referred to so far in thls chapter have been
"ayres", and must not be confused with the then popular
madrigals. The madrigal took the form of an unaccompanied
song for at least three, and rarely for more than six,
volce parts. It was seldom get bo more than one stanza of
peetry, for the musleal treatment was constructed mainly
upon short poetlic phrases which were repeated by each volce
part in a concrapuntal treatment. 8Since each volce part had
an equal share of melodic interest, the muslcal phrases were
taken up consecutlvely rather than simultaneously, thus
calling for a repetition of verbal phrase. The composer
expresged himself with such intimate regard to the particular
meaning of eaoh phrase and word, thalt repetition of his musie
to another stanza was seldom possible, "The poetry of the
perlod is admittedly of the first rank, bui the fine imagina-
tion of the greatest of the English madrigal -~ composers may
be said without oexaggeration to have been equal to that of the
poets, with the result that the musioc added new oeauty to the

‘golden vowelled' lyrics, and intensified thelr meuning so

that Elizabethan music was indeed 'married toc imuor-tal verse!

in equal partnership.” #
— . Fellowes
* page X of Preface to English Madrigal Verse by L.H.
Oxford at the Clarendon Press 1920
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William Byrd, the famous madrigal writer, expresses hisa
views about the interpretation of a poem by means of musig,
in his Latin address which prefaces "Gradualia". He writess
"Mere is a certain hidden power, as I learnt by experience,
in the thoughta underlying the words themselves: so that as
cone meditates upon the sacred words and gonstantly and
seriously considers them, the right notes, in some inexplicable
manner, suggest themselves qulte spontaneously." # This
Anterchange of ldeas betwsen musliclan and poet furthered the
development of the lyric, for the intimate study of verse was
necessary to the interpreting of the exact intentlion of the
poet. The reproduction of these madrigals was done without
aild of bar lines, so that the laws of true accent as employed
in speech, would be maintalned in singing. Unfortunately,
later edltions have introduced bar lines, thus leading to the
error of belleving that Elizabethan musiclans wantonly disre~
garded the true "iotus" of the words.

Ben Jonson also wrote lyrlcs for madrigal singing. 1In
Act I, scene i, of the "S8ilent Woma.", he introduces this
madrigal, which was an imitatlon of a latln poem, and called
"The Sweet Neglect",

“a4111l to be neat, still to be drest,

A8 you were golng to a feasts

St111 to be pou'dred, still perfum'd:
Lady, it ie to be presum'd,

Though art's hid causes are not found,
All 1s not aweet, all is not sound.

# Translation by E.H. Fellowes
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Give me & looke, nlve me a fage,

That makes simplicille a2 graoej

Roes loosely flowing, halre as frees
Buch sweet n@slect more hLaketh me,
Than all th'adulterics of art,

That strike mine eyes, but not my heart."

Richard Jarlton, a iriend and contemporary of Spenser
at Cambridge, wrote four madrigals from staazas in the
"Faerie Queene", This cue was written for five volces, and

wag published in 1601,

"Yo gou.tle ladies, in wLose soverelgn power
Love “at’ the glory of his kingdom left,
And the hearte of mea asg your eternal dower,
In iron chains of liberty bereft,
Delivered hath ianto your lLands by .i.b4;
Be well awar: how you ‘¢ sume do use,
That pride do not vo tyruany you 1l1t;
Lest 17 men you of cruselly accuse,
He from you take that chiefdom whleh ycu . ciuse,h

Spenser's atanzag were very sui.avle fopr this Lyno of )
mugalcal setiing, nd we fiud o wadrigalicst, Geurpe RKiruye,
has taken tvo of them from the lovesler eclogue of Snenser's
"Shepherd's Galeandar."

Thomag Lod;.e wenb to Jhe aame achool as Joenpsar, at
Merchaat Taylors', and recelved the same auslical education.
His lyrice have recelved oicubns v up nadrigals and in a
pastoral called "Rosal nd" nhe lves the tille of "Rosalynd's

Hadrigal® to oae of the Iy izl whaeh san %0 se aung. It readss
"ove in my bosom like a bee
@S¢ sh suck hin sveal;
Wow with his wings he nlays with ne,
0w wibh hig feeb.
Within mine eyes he mskes his nest,
His bed amidet ny tender breast



107

Hls kisses are his dally feast,
And yet he robs me of my rest;
Ah, wanton, will ye?"
Thomas Morley, a musical friand of Shakespeare described
a madrigal as “"a kind of music made upon songs and sonnets
such as Petrarche and many poets of our time have excelled in."
In 1601 he published a famous collection of madrigals
"oomposed by divers several authors™ which were all written
in honour of Queen Elizabeth, We note one of them by John
Milton, a voet and accomnrlished musiclan, the father of the
famous poet, In all of these madrigals the last two lines
are the same, referring to her majesty.
"Fair Orian in the mornm,
Before the day was born,
With velvet steps on ground,
Which made nor print nor sound,
Would see her nymphs abed.
What lives those ladies led!
The reoses blushing eald:
0 stay, thou shepherd's maid.
And on a sudden all
They roese and heard her call.
Then sang those shepherds and nymphe of Diana:
Long live fair Oriana."
Many other poets and musicilans worked together to
produce this tyre of lyric. Orlando Gibbons, one of our
foremost musical ancestors set this poem by Sir Walter

Raleigh to & madrigal. ¥

# Harl, M.8.8, 733 in British Museum gives the ascription
to Ralelgh.
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"What is our life? & play of pasaion.

Cur mirth the music of division.

Qur mothers' wombs the tiring~houses be,

Where we are dressed for thig short comedy.
Heaven the Judiclous sharp spectator is,

That sits and marks still who doth act amiass,.
Qur graves that hide us from the searching sun
Are llke drawn curtalns when the play le done.
Thus march we, playing, to our latest rest,
Only we dle in earnest, that's no jest."

Other peete we rcfer to in paesing, whose lyrical works
have been made into madrigals or Canzoneits, # include Sir
Philip Sidney, Thomas Camplan, Michael Drayton, Robert Greene
and John Donne. An examnle of a Canzonet arranged by Henry
Youll and with lyric by Sir Philin fidney is given here:

“"only joy, now here you are,

Fit t0 hear and ease my care.

Let my whisperling volce obtaln
Sweet reward for sharpest pain,
Take me t0 thee and thee to me.
No, no, no, no, my dear, let be.,"

The madrigal has not exerted as greal an influence upon
lyrie poetry of later years, for it was based upon the contra-
puntal art, which gave way to the more vertleal treatment of
harmony. Thus the golden age of the madrigal continued for
only about thirty years, and was absorbed in the continual
evolution of the development of song. Leét us not forget the
words of Davey "The best Ellzabethan madrigals are, like
Shakespeare's sonnets, priceless geus, lmperisha.le, rlawless
arteworks. To know something of the poetry, somethling of the

mus&c; oucght to be a part of every Englishman's and English-
woman's education.," ##

* A lighter form of madrigal
#* page 245, History of English Musle by Henry Davey
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Lyric poetry, as we have seen, reoeived a great
impetus fyom secular formg of music., It 1s also intimately
connected with religlous musice, which developed a correg-
ponding religlous lyric. While the madrigal was sacred, a
similar type of contrapuntal plece developed, called the
"“iotet," which was suitable for religious occasions., Thise
type of lyric was usually more restralned as is witnessed
in this selectlion by Fulke Lord Brooke:

"0 false and treacherous Probabllity,
Enemy of Truth and frliend to Wickedness,
With blear~eyed opinion learn to see
Truth's feeble plity here and barrenness,
When thou hast thus misled humanity,
And lost obedience in the pride of wit,
With reason durst thou judge the Delty,
And in thy flesh make bold to fashion 1it.
Vain thought! the word of power a riddle is,
And till the vells be rent, the flesh new=born,
Reveals no wonders of that inward bliss,
Wnien is where faith 18, everywhere finds scorn.
¥ho therefore censures God with fleahly sprite,
As well in Time may wrap up Infinite."

John Donne 1s also 1dentifled with religlon, for although
he wrote secular verse, as Dean of S8t, Paul'sd, his interest
helped develop the sacred musie and poetry. After writing the
"Hymn to God the Father" and setting it to a solemn tune by
John Hilton, he wrote "The woris of this hymn have reatored

me to the same thoughts of Joy that nossesgsed my soul in my

sickness when I comnosed it. And O the power of church nmusic!.
That harmony added to it has ralsed the affectlions of my heart."
A musical setting of my own of this hymn will be found in

the last chapter of the book.
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"Wwilt Thou forgive that sin where I begun,
Which was my sin though it were done before?
Wilt thou forgive that sin through which I run
And do run at%ll, though etill I do deplore?
When Thou hast done, Thou hast not done,

For I have my more.

Wilt Thou forgive that sin by whlch I won
Others to sin and made my sin thelr door?
Wilt Thou forgive that sin which I did shun
A year or two, but wallow'd in a score?
When Thou hast done, etg,

I have a s8in of fear that when I've spun

My last thread, I shall nerish on the shore;
Swear by Thyself that at my death Thy SBon
8hall shine as he shines now and heretofore,
And having done that, Thou hast done,

I fear no more."

George Wither also added to the religious lyric poetry
of the tines by writing "Hymnes and Songs of the Church"(1623)
and his “Haleluish" (1641). He also realized the music of
lyric poetry, for in hie tract "The Scholar's Purgatory" he

say# "how many differences must be observed between lyric
verse and that which is composed for reading only." That

Wither wrote his hymns to specified tunes go that they could
easily be sung, 1s shown in his remarks to the reader found
in his "Halelulah" before Hymn 1.

"As in the language, 80 in the sorts of verse I
have affected plainness, that I might the more vrofit
those who need such helpss: this I have done also, that
they may be sung to the common Tunes of the Psalms, and
auch other as are well known; to which I have directed
my reader, not to confine him to such Tunes; but that
he may have those, untll he may be provided of such as
may be more proper; which perchance may by some devout
Musiclan be hereafter prepared.
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HYMN 1

Come, oh come, in plous laye
Sound we God-Almighty's praise,
Hither bring in one consent

Heart and Voioce and Instrument,
Music add of every kind;

Sound the trump, the cornet wind,
Strike the viol, touch the lute,
Let not tongue nor string be mute.

L] ] [] L] » - »

gome ye sons of human race

In this chorus take a place}

And amid this mortal throng

Be you mastera of the song.

Angels and supernal povers,

Be the noblest teuor yours}

Let in pralse of God the sound

Run a never«ending round;
That our song of pralilse may be
Everlasting as is He.

From Earth's vaet and hollow womb

Music's deepest base may ocome;

Beas and floods from shore to shore

8hall their couniter~tenors roar,

Te this consort (when we sing)

Whistling winds your descants bring,

That our songs may ever climb

All the bounds of place and time,
And ascend from Sphere {o fSphere
To the great Almighty's ear."

Cne of the moet charming lyrical pleces, i1gs Wither's
Hymn 50, which is a lovely lullaby for children - "Sleep,
Baby, Sleep". His comment shows its simpliclity, and the
k1]
author's nalvetd.
"Nurses usually sing their children asleep, and

through want of pertinent matter, they oft make uge of
unprofitable (if not worse) sonsze. 7This was therefore
prepared, that 1t might help acquaint them and thelr nursew

childrén with the loving care and kind ess of their
Heavenly Father.
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S8leep, baby, sleep! What ails my dear
What alls my darling thus to cry?

Be 8t4ll, my child, and lend thine ear
To hear me sing thy lullaby.

My vretty lamb, forbear to weepj}

Be still, my dear! Sweet baby, sleep.

L] . . [ » - . » . L

When Godwwith-us was dwelling here
In 1ittle babes He toock delight;

Such lnnocents as thcou, my dear,

Are ever preclous in His sight.

Sweet baby, then forbear to weep;

Pe still, my babe! Sweet baby, sleep!

- . * » . .

A little infant once was He;
And, strength in weakncss, then was lald
Upon His Virgin Mother's knee
That power to thee might be conveyed.
Sweet Laby, then forbear to weep;
Be still, my babe!l Sweet baby, sleep!’

* v - - L] L] * - * L[]
The Xing of Kings when He was born
Had not s8¢ much for outward ease}
By Him such dressings were not worn,
Nor such like swaddling-clothes as these,
Sweet baby, then forbear to weepj
Be still, my bvabe! Sweet Daby, sleep!

Within s manger lodged thy Lord,
Where oxen lay and asses fed;
Warm rooms we 4o to thee afford,
An easy cradle for thy bed.
Sweet baby, then forbear tc weep;
Be still, my babe!. Sweet baby, sleepl™
Pacred lyric poetry has continued to give much\to the
musical world, ae well as the religious world. Willlam
Cowper, in his "God moves in a Mysterious way", and william
Blake in his "4nd did Those Feet", are Just two examples of
more modern muslc of lyric poetry.
Before leaving this chapter, we must consider the speclal

case of lyrical form - the sonnet. Before the days of
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modern Europhean literature, the poets of Provence invented
several vecullar kinds of lyrics in which the form was setl
beforehands ‘This was due to the musical accompaniment, and
redulred the matter to be fitted into whatever form was
demanded by the music. Only in these Provengal kinds of
poetry does this ocour, and the sonnet is cne of them, the
only one which has established itself in England. The
sonnet 1is first found in Italian poetry, but it is in
Italian pcetry imitating Provengal, The fourteen lines of
the sonnet have been determined by the muslc to whlch this
form was set, Originally, a melody of four lines was com=-
nosed, which was repeated, followed by another melody three
lines long, which was also repeated. This divided the sonnet
inte two main parts, the first with eight lines, and the
second with s8ix lines, and thie division naturally explains
why there is often a divlslion of sense in these two groups.
The effect of this form has been aptly compared to Lhe ebb
and flow of a wave, while the melodles used were also in
direct contrast, one with the other. This particular form of
sonnet has been called the "Petrarchlan" because of its
Itallian orizin, and was first introduced into England by Sir
Thomas Wyatt, and a llttle later, by Surrey. Both these men
turned thelr lyrics to the lute, and Surrey excelled on the
instrument, for an early biograrher wrote that he "com-osed

to it several elega :t airs." Many of the oest English sounets
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written later are of the Italian pattern, notably those
of Milton and Wordaworth.

The sonnet gave a great im etus to the lyrle, for 1t
was the direct exrression of personal feellng. Thils form
disciplined the use of language callling for the use of the
correct word, and demanding condensation and brevity. The
feeling for climax and power of expression led to the
development of the 8hakesperian sonnet, which regrouped the
lines into three quatrains and a final coyplet. This form
was not hased upon musiocal practice, and was a purely poetlc
achlevement, to help develop the climax to the fullest, and
express more nowerful feeling. Shakespeare, Rossettl, and
Swinburne have developed this form to a high degree of
excellence,

Matthew Arnold in hls sonnet about Shakesreare, uses the
Petrarchian form, but at the game time gains a climax in the

last two lines.,
"Shakeapeare

Others abide our question. Thou art free
We ask and ask: thou smllest and art atill,

Cut~tonning knowledge. For the loftiest hill,

Who to the stars uncrowns his najesty.

Planting hils steadfast footstep in the sea,

Making the heaven of heavens his dwelling place,

Spares but the cloudy border of his base
To the folled searchl g of mortality.
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And thou, who didst the stars and sunbeams Kknow,
3elf-schooled, self-scanuned, self«ho . ored, =selfl secure,
Didst tread on earth unguesged at -

Better so!l
All palns tvhe immortal splrit must endure,
All weakness which impairs, all griefa which bow,
Find their sole speech in that victorious brow."

This chapter has sought to prove how music has been of
great imcortance in the developmeni of Lnglish lyric poetry,
It 1s to be hoped that more reference to this assoclation
will be made by the teachers of English. It seems unfortunste
that poetry and music have lost most of that close inter=
relation which existed until the end of the seventeenth
¢entury. The modern poet may llke to be thought of as a
"maker of music", but his claim to this honour 1s only
true in regard to "verbal music." And so we turn to this

"music of l=ngusge" in chapter six.
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Chapter Slx

The Music of Language and the Language of Mugig

"Music 1s well sald to be the speech of angels; in
faot, nothing among the utterances allowed to man
is felt to be so divine."

Carlyle

The close analogles that can be developed between
language and music are due 4o their ability to convey meaning
by the use of gound. This sound ig produced in each case,
by at least three things - a motlve power, a vibrating
power, and a resonating power. The musiclian motivates his
instrument, either by the motion of hie fingers, as in the
violin, or by providing a c¢olumn of air by blowing, as in
the flute. The vibrations produced by the moving portion
of the instrument proceed through the air to the ear~drum,
which acets as the resonator, vibrating in sympathy with
these frequenclies, and thence to the brain via the nervous
system. It 18 our braln which decldes whether or not the
mueic ie “pleasing to the ear".

The divine instrument, the human voice has the same
three things (a motivator, a vibrator and a resonator) and
an artioculator as well., The tongue, with the teeth and the
1ips, mouldes the alr after 1t has come to the mouth ocavity
from the vibrations of the vocal chords. The main object
of speeoh is not to create sounds, for sounds are at times
involuntary, but to frame sounds into words. The baby
could speak at once, if he had developed the element of

articulation., It take years to co-ordinate the operations
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of the lips and tongue in the production of a clear cut
enunciationg Scmetimes it is never achleved, for we are
continually stralning our ears to catch the language of
people who merge their words, slur over their consonants
and completely leave out many of thelr vowels. This state
of affalrs is even worse in the modulation of the apeech
medium to music. An old teacher declared that "There are
some who sing in the Chureh as if they were on the astage,
some a perpetual chanting which is insufferable. Some over~
do 1t and make it a barking; some whisper it, and some sing
it confusedly; some push and force it, and some sgink it,
some sing it blustering, and some as 1f they were thinking
of something else: some in a langulshing manner, some in

a hurry. ©Some Ditelit, other nose it. Many do not pronounce
the words, and others do not express them. Some sing as if
laughing, and some crying. SHome speak 1t, some kiss it:
some holla, bellow and sing 1t out of tune: and, together
wlith offences against nature, are guilty of the greatest
fault, in thinking they know what they are dolng, and stand
avove correction.,” *

It 1g well to remember that language 1ls composed of a
body of words, {orms and idloms. The word language comes
from the Latin "lingua" meaning tongue, whilch suggests the
importance of thils organ in the articulation of the words
by means of speech., Oral exnression, of course preceded
written expression, for the art of writing was greatly re-
tarded, and, as we are dlsgracefully aware, is still back-
ward in some parts ¢f the country. When a language is

recorded, it becomes known as literature. 1In this reapect

#  Page 61 of The Music of Language by
J. Campbell McInnes
Frederick Harris Co. Oakville, Cnt. Can. 1939
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English Literaturs 1s rather young, for it was but an
isolated dialect in England about five hundred years ago.

There are a great many languages in the world,
snclent and modern, but the English we use to-day may be
sald to have had 1ts foundation ih the translation of the
English Bible of 1611 ~ a very short time ago, when the
language as a whole is oconsidered. Already many of the
usages of Fnglish words on this continent are different
from thoze of the Mother Country, and if we go further,
local usage of a word varles even in & country as small as
Prince kdward Island.

In spite of this variation from the local dlalect
beginning of English in the l4ih Century, it hse become so
popular and so well-known, that 1t 1s now spoken by upwards
of three hundred million vpeorls, and by means of 1ts liter
ature, influences the lives of over five hundred millioere or
one fourth of the total population of the world.

"Musgic", so goes the quotation, "is the universal
language of tre human race." Therefore, 1ts effect is upon
all languages and races of men., As a language 1t can ex-
press the various moods snd emotions of individuals, and has
been intimately connected with their ability to expreass them-
selves by audible means. In fact Herbert Spencer in an essay

on "The Origin and Functions of Mueic" claims that speech was
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the parent of musioc and says "utterance, which when language
ia speech, gave rise to musio",

Each language has its own llterature including that of
muslic. It was, however, the lateat of the arts %o be
developsd, because of the difficulty of forming a system
vhereby the sounds could be recorded. Most of this was
accompllished within the Church, which established a gystem
of neumes that were very indefinite in meanling, resulting
in only approximate gsounds to those originally played or
sung., Later, by means of succeeding steps, they became
notes and other signa which now are collectively called
notation.

Language 1s written in an acceptable form or plan of
construction, 1in order to satisfy the loglcal requlrements.
Books are divided into ohapters, which deal with one aspect
of a situation, and are usually not too long so that they
may be read at one time. Now the language of music 1s simi-
lar in that the whole selection 1s divided into movements,
although there would be fewer movemente, than chapters in a
ook, for it is possible to write a vast amount of music in
one form, If a chapter is removed and deals wlth a complete
theme, it is then more llke a short steory, an essay, Or even
a moderately long poem. As such 1t will be a complete ex-

pression of language with its own ploi and even with 1ts
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counter plot. Similarly in music, & single movement form,
will be a complete musical expression, with ite own musical
design, in which one may hear both the main melodlc theme,
and one ¢f secondary interest provided for contrast.
“Finlandia" by Sibelius is & tone poem in music which would
afford g parallel in language to Goldsmith's “Deserted
Village". Compering a selection of several movements, such
as a Symphonic Sulte,to a literary plece having several Chap-
ters, we could suggest the comparison of '"Scheherazade", by
Rimgky Korsakow, to the atories aprearing in the chapters
of the "Arablan Nights". Here the tones of the musical
language can be easily translated into the themes of the
storles in the book.

The theme of the beautiful narrator in the trembling,
diffident noéea of the violin as it sings to the rich chords
from the harp, is heard introducling each of the stories:
the sea and the veagel of Binbad: the tale of the Prince
Kalender: the young Prince and $he young Princesg: the

festival at BSagdad followed by the wrecking of the vessel,
Here truly 1s where the language of muslc has intenslfed the
emotional appeal even more than the musle of language. In

this comparison, "music is a language more subtle than any
spoken language, conveying its meaning by tones and harmonies".
*

* Page 2 of The Magilc Of Melody by John Murray Gibbon
J.ii. Dent & Sonsg, Toronto 1933



122

The c¢hapter, or short story, can be further subdivided
into paragraphe, which give the individual ideas that are
really the component parts of the unified thought of the
wvhole chapter. In the e¢ase of poetry, the stanze corres-
ponds to the chapter, Now in music every movement can be
analyzed into welledefined sections, each presenting a
particular theme. 9ince music 18 less easily comprehended,
repetition of thematic material is required to gain famie
liarity with the idea. DBecause of this and for contrast,
certaln forms have evolved from the repeated paragraph.
Ternary form applies to the form involving the first para=-
graph, a contrasting paragraph or theme, and the first para-
graph repeated, If there are only two paragraphs the form is
called binary. Rondo form is when the first paragraph is
heard three or more itimes, with ceontrasting paragraphs betw
ween each repetition. If a muslcal work ends with a ceda, or
an extra eectlon added to the main part like a postscript in
a8 letter, it often contains a muslcal reference to the first
paragraph.

In the English language, the sentence is considered to
be the most effective means of conveylng thought. It 1s the
very backbone of our writing. The abillty to construct
sentences correctly enables one to form a paragraph. Sen-
tenoes may be simple, compound, or complex, and each one is

usually subdlvided into phrases and subordinate clauses, all
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of which add to the sum total of meaning expressed. In the
muslical language are also sentences which correspond roughly
to the types mentioned above, With these sentences in both
languages, are found punctuation marks. In literature they
often go unobzerved, but in music they are very definite in
character and are part of the muslc itself. The periocd at
the end of the mentence iz extraneocus to the alphabet, and
marks a falling Ainflection denoting finality. This sense of
completeness occurs in music by the use of chords which form
a digtinoctive grouping called a perfect cadence, or a plagal
cadence (the Amen in Church music).

Sometimes a gentence is divided by a comma, into two
comrlete clauses or, for the sake of the analogy, phrases.
In both literature and mugle a phrase 1s a quantity of words
or muglec that can .e gpoken or sung in one breath, in other
words a brief statement of & verbal or musical thought. The
phrase is the main term used ln measurement of musical pate
terns, and is usually the distance from cadence to cadence.
Now as the sentence referred to has two phrases, two cadences
are requireéd. The final cadence or verfect will come at the
peried, as we have seen, while at the comma what is known as
an imperfect cadence 1s encountered. Wwhile the reader of
literature would pause for breath at this point, so would the

listener notice a point of rest or relaxatlon in the music.
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It 12 often obeerved that in a longer senience a colon
or gsmle~colon is inserted, unexpectedly causing a pause,
not as long as o perlod, but then lettling the sentence go
on for another spurt until the close. This device ia also
used in muslc, allowing the theme to come to a deeeptive
pause, which does not turn ocut te be the end after all,
This 1s called a deceptive cadence, and is aleo a chordal
progressgion and an integral part of the muslc.

Punctuation norks, as we have seen, are lmpsrative
both in musle and language. Without them all would be
a confused wuddls of sound and nonsense, consisting of
meaningless words and chords or notes,

There would bs no sentences without words, and no
musdc without notes or chords. We include the idea of notes
or chords togethor, hecauss a chord ie¢ simply a group of
notes which harmonize, and which are all played at the same
time. When a "Sanotus" is rendered there 1s a chord played
for each word that synchronizes with it, Wwhen sombined
tones or chords are used in a vertical successlion and
arranged in an orderly fashion, as in this plece, 1t is said
to be harmonized. Acocordingly when a group of words are
assembled s0 that the parts of speecn are nlaced in an order
to make good sense, the sentence is sgaid to be grammatically

arranged. In noting this comparison 1t 1s observed that
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"music has an advantage over words in its ability to inten-
8ify emotion. It has the further advantage over the written
or spoken word that it can express thoughis in sc many
voices at the game time with cumulative effect, without caus-
ing Babel,® #

Separate parts of gpeech carry out their function in a
sentence only if they are asscclated with other parts of
speech in the correct relationship. They have less meaning
when they stand alone, Words have been called "decayed
sentences", a reference to the formative period of our
language, and also to our early years when one word signi-
fled so much, In reality a word is the symbol of an idea,
vhich in itself conjures up & mental assoclation. Just as
& word was originally a sentence, so0 was & tone ln music
something of a melody. Now, however, a tone or chord
played by itself signifies little and has no meaning in 1it-
self, exgept when 'Joined to another. The muslcian Dr.
Horwood pute his years of experimsamce into these sentences.
"The joining of chords is not a haphazard business, but re-
quires very great sklll and sound musiclanship. Certain
chords follow very well, while others sound atroclous. It
is generally best to jJoin chords whose roocts are a fourth or
fifth apart, although other combinations can often be most
effective. When some of the stirongest progresslons are used,
they frequently give an effect of pause or peroration, and
are known ag cadences when they occur at the end of musical
phrases."#%#The atrongeat chords mentioned are of tonic hare

mony, and would correspond to nouns in verbal language. These

* Page 5 of The Magic of Melody by John Murray Gibbon
J.M. Dent & Sone, Toronto

#% Page 56 of Listening to Music by (1933
F.J. Horwood, J.M. Dent & Sons, Toronto 1939.
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chords of rest are often antiocipated by auxiliary chords
which could be like adj)ectives, for they modlfy the meaning
©f the maln chord,

Following the chord of rest, comes the chord of motion,
usually of dominant harmony, based on the fifth tone of the

gcale. This is the verd of wusical langusge and, like the
noun, 1s often modified by the adverb, a cherd subordinate
to the dominant. Now a verb of motion calls for a completion
and it is always found in music, for no plece ever ends on
the dominant. It i8 always resolved by a completion or
object, which ie usually ancther noun. If the dominant goes
to the submediant, or the next tone of the scale, it is an
imperfect close or cadenge, and the ghord would be a pronoun,
for it has taken the place of the noun,

Good music, like good litersture, is free from profanity
and slang and contains something of intelleotual worth. The
material of both should be constructed logically. In a novel
or play there are one or two leading characters with a number
of others which help to give the background to the plot.

Eaoch gituation ig developed in systematlc successlon so that
the reader can follew readily. So 1In music there are

primary and seoondary themes with other auxiliary themes of
lesser importance that all make a contribution to the plan

of the whole movement. These musical thoughts are connected
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In‘a progressive order, with numerous references to the
musical ildea, so that the fundamental thought in the music
will be coherently vresented. Frokofieff, the modern
Ruasian cecamposer, in his "Peter and the wWolf® carries the
ldea of musical reoresentation further, by glving each of
the charasters in the tale a theme assoclated with an in-
strument, The grandfather lg represented by a bassoon
playing a cautious tune, while the c¢larinet plays rather
furtively and in a feline fashlon. wWhenever any of the
charaoters perform any action in the tale, the muslo
immediately suggests that charscter by replaying the theme,
or part of 1%, on the instrumsnt aggociated with the
charaster.,

Music in language; as in the art of music, means ordered
patterna of sound in some sort{ of consonance., MNolse means
unequal waves of sound, and suggests dissonancee. It is our
duty to speak effectively so that our spoken language wlll be
a form of mugic addressed to the ears of men. It was the
poor Polish lad, Joseph Conrad, who said "I was s0 consclous
of the beauty of the English language that I learned to bew
ocome its slave". Many people do not realize the musie in
words, or what fine prose 1ls atlempling o do; hence the
full values of language are nou altained, beesuse particular
attention is not pald to its musical value, IL iz unimpase

sioned speech that has remained the vehicle for the smaller



128

emotions of life, the everyday expression of everyday
emotlons, while Ampassioned speech has bacome the parent of
music,

Poetry is impassioned speech; 1t i1s speech in a partie-
culary musical setting. Poetry is on a higher plane than
ordinary language, and is usually the result of a very deep
or intense emotional experience. Such feelings generally
tend to produce a yhythmical éxpression of some kind,
goupled wilth the greatest possible.appropriate use of the
sound of language. If spoken and written language have a
musle of thelr own, poetical lanpuage la even more beautiful
and musloal. HKany people who play upon the vocal instrument
are extremely sensliive to sound, and in this sense, the
great poeis are the supreme maslere-mugslcians of language.

It haa been sald that all language is potential poetry,
and all peoetry potential music., Then the relation between
posbry—and music is even more apparent than between prose an d
mugic, The muslcal element of early verse is in reallty the
natural overllowing into sound of a heart charged with joy or
sorrow, Thus, whlle poetry and musle may bave no common root
in expression, they have a common lnspiration. Tschaikowsky
wrote: "How interpret these vague feelings which pass through
one during the composliicn of an inetrusental work without
reference to any definlite subjeet? It isg a purely lyrlcal
process, a kind of musical shriving of the soul, in which there

is an incrustation of material of material which flows forth
again in notes, Jjust as the lyrical poet pours himself out in
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verse, The difference conslists in the fact that music
possesses far richer meane of expresslon, and is a more
subtle medium in which to translaie the thousand shifting
moments in the mood of & goul.”  This of course, is a
muslician's opinlon, and in coantrast to that of Shelley, who
writes of verse - "A man cannob say, 'I will compose poetry’',
The greatest poet even cannot say it; for the mind in creation
is as a fading coal, which wome invisible influence, like an
inconstant wind, awakens %o transitory brightness."

The essentlal fact of poetry and music is rhythm. It
appeals to the deep instinct of the mind for a sense of
design and the love of patterns. In “oth music and poetry
the use of acoents lg assoclated wilth time rhythm and metre.

It 18 the metre or the merked rhythm or beat of the sound of
worda that pute poetry in a clase by itself. Rhythm and
metre should not bes confused. Any notlceaple gerles of

accents gives rhythm to a line. The sentence "We are the
gons of men" has two pogsible rhythms, eilther with the
accents on "we","som" snd "men", or on "are", "“sons™ and
"men", Metre is a series of accents that are not only
noticesble, but alsgo form a definite repeatlng pattern, If

we added 2 lines to the sbove genlesnce thuss

We are the song of men,
gonquering ten by ten.

there would be formed & definite metre, of three main accents
for eaoh line. In music the accent always comes at the begin-
ning of a "bar" or "measure™, wnile in poetry, this corresponds

to the "foot™ or the distance from accent to accent. The
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foot 1s ueually divided into syllables which compare to the
unageented dbeats of muele.. In our example we find that there
& variation within the aceente, which has, however, not dis-
turbed the beat of the time, nor disturbed the rhythm. The
first foot is trisyllabic, followed by two dlisyllable feet.
This variatien is common, although the normal foot is an
unacecented followed by an accented asyllable called the
"Iambio" foot, or an accented syllalle followed by an unaccen-
ted, called the "Trochee". The latter no doubt has developed
from the triple rhythm of the dance, where “feet" were ex-
tremely important, and where music exerted such an influence
upon the poetry.

The malin bulk of poetry from Chaucer to Thomas Hardy and
Robert Bridges usss the iambie foot in what is called the
"Yambic pentameter” or a line of five feet. "These are called
rising feet, because the tone of the volce tends to rise from the
unaccented to the accented syllable. Lines of five rising
disyllablic feet may be called the staple meilre in English
poetry." # Gray's "Elegy in a Country Churchyard® is an
excellent example of this type.

Poetry and music both glve expression to emotion through
the medium of sound, Wilfulness, galety, longing, frivolity,

ecetasy, exultation, grief, weariness, peace, agltation, all

can be graphically expressed by means of verbal "imagery"

# Page 24 of Poetry; its Muslc and Meaning ‘
Lascelles Aberoromblie - 1932 - Oxford University
Press
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and all have thelr xmusical counterparte. When rapidity is
suggesied in langusge, the energetic trisyllabic pattemis
used which nakes it eminently sultable for the expression
of excited o1 pathetlc moodas
"The poplars are felled, farewell to the shade,
-And tue shispering sound of the cool colonnade;
Tne winds play no louger and sing in the leaves,
Nor Ouse 1in hils bosom their imesge received." #
Likewlse rapldity in music is assoclated witn rhythnm,
partlcularly that of 6/8 time, where slx elghth notes or
their equlvalent appear in every bar. Hdany dance forms
have this type of rhythm.

Rhythm 18 alsc affected in mugle by the type of
harmony obitained in the use of chords. In relation 1o
poetry we find "an extraordinary interplay of vowel and cone
gonantal accord and discord takes place in much of the best
poetry, all of which has lts subidle effect upon the rhythm.
Indeed, this mey be justly compared with the efflect of
harmony on rhythm, which in the case of all complsx musie
becomes very great." #¥%

Metre, rhyme snd ailiteration are mugical effecte in
poetry, and are all dependeni upon nolnte of similarity or
regularity., Of these threc, metre is by fzr the meet ime
portant, and has been dealt withk mcre fully. Rhyme is the
similarity of verbal sound in the endings of words, though

the similarity iz not always exact. I% way ilnvolve three

# §111~r Cowner
#% Page 40 of Facing the Music by ¥.J. Turner
&, Bell and Sons Ltd., London 1933
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syllables (follower-hollower), or two syllables (running-
sunning), obut should at least include one syllable (slghe
nigh). Very often two lines arc grouped te provide rhyme,
and from this type (relfer to previous example) comes the
name rhymed couplet, JNumberous others rhyme schemes have
been evolved with the purpose of Joinlng together or
linking larger massesg of contimuous rhythm which the metres
of individual lines exist to ¢reate. Stanzas having no
rhyse are sald Lo be in blank verse. In uwusle, "rhymes"

are "imltations" assoclabed with wmelodic or rhythmic resem-
blance. "Melodic tautology" ls the exacl repetition of a
wuslcal phrase, a device aparingly used because of 1lis lack
of variely. an example ol thig "rhyme' in music is found in
Chopin's Valse in C# minor, where the second four bar phrase
repeats exactly the melodic and rhythmic patterns of the
firast four bar phrase. The contrasi 1s achleved Ly the
tonality and harmony.

In Kusie "alliteravion" is more frequent than “rhyme',
because groups of phrases more f{requently show pointg of
gimilarity, or identity at ithe beginning than at the end.
An example of "alliterative" music is found in ihe second

theme from the first movement of Schuberid's Unfinizhed

Symphony .
A Alliteration in poetry, was originally a structural
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device. "In medieval English poetry, the repetition of the
same initial consonant sound, or of any ilnitlal vowel sound,
in a serles cf accented syllables, served to connect into one
structure two half-lines divided by a dlstinet pause." #

It has survived as a purely ornamental device, and has been
used to skilful effect by Swinburne in these lines.

“fhe full stirgsms feed on flower of rushes
Ripe grasses trammel a travelling foot,

The faint fresh flame of the young year flushea
From leaf to flower and flower to fruit," ##

"Poetry needs a new criticlsm based upcon itg changed
standards. And what these standards are can best be deler-

mined by a cleose observation of the sister art of musioc."
%%

It is hoped that thls chapter will draw more attentlon to
the musie of poetdie language, and the language of poetic
mugic. We havé suggested polnts of comparison for purposes
of further enlightenment, but we must not lose sight of the
main purpose. "“The glory of music and poetry 1s to make
glad the heart of man, to make common-place things signifie

cant: but as in all art, music and poetry only yileld theilr
delights to the true seeker," ##wk

* Page 38 of Poetrys its Music and lleaning -
Lascelles Aberceromuvie, Oxford Unlversity Fress 1932
#% Atlanta in Calydon.
#%% By Amy Lowell in Musical Quarterly 1920
#&#% The Introduction to the Muslc of Language Dy
JeCampbell McInnes -~ Frederick Harris Co.,
Oakville, Ont. dan. 1939.
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Chapter Seven

The Engligh Orame and Music

"How sweet the moonlight sleeps upon this bank!
Here will we sit, and let the sounds of musle
Oreep in our ears: aoft stillness and the night
Become the touches of sweet harmony.,"

Shakespeare

From the days of the Greeks, musle¢ has played an

imvortant role in the drama. Choral song and narrative
speech were presented with artietic unity, in spite of the
fact the choruses often extended Lo considerable length.

To a person reading Sophocles and Eurlipides, the chorie
passages seem to destroy the continulty of the drama, but

we must remember that these were sung, It lg in the very
nature of the slmplest and oldest form of drama that, at the
height of intensity of feeling and exciteme.t, 1t turns into
music, for muelc can continue Lo express emotlons when man
can utter only inartlculate cries. Muslec, then serves to
heighten the emotlons expressed in drama,

The chorus prefaced scenes and accompanied them, while
individual actors broke into song, and Lhe aulos played during
the action. "Agamemnon™" by Aeschylus shows the Torce of
tragedy born from the spirit of music, and is a consummate
exanple of how music and lyricism were simultaneously created
by means of word and icne, poem and melody. Tragedy and
comedy took their rlse from religious ceremounlal, and were
gonsidered part of it, The audlence was filled with awe and

ma Jesty befitiing the occaslon, and, as a result, only a
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of action and dlalorue. The choral dialogue took place
between a leader, dressed in roves of the god, and the
chorus, As the song elaborated, narrative elements were
introduced whieh told some story of the deity., Later two
leaders appeared and the chorus gradually sank into the
background, - simply & medium for the introduction of
lyrical and musical passages ofter unrelated to the tragedy.

English drama took its rise, as did the drama of the
Greeks, from religlous worship. The Church, in the Middle
Ages, was the centre of entertalnment and education, as well
as religlon, It was resdy and eager to provide for the
reovle all the delight as well as the spiritual grace that
it ocould by means of art and letters., Besldes, it was ready
to show an uneducated necnle the Sceriovtural story visually,
and in music, thus counteracitlng the lack of verracular
versions of the Holy Writ,

The Mass itself, with its accomnanying ritual, is a
symbolioc representation of the most significant eplsocdes in
the 1ife of Christ, and, as the knowledge of Latin among the
ordinary people grew less, the service grew more and more
symbolic, Thig was especlally important with the great New
Testament stories of Christmas and Easiuer, when portions of
the Mass were elaborated by the introduction of tropes, or

additional texts to the eccleslastical music. A trope then
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wags really an interpolation in the Mass consisting of
music, dialogue, and later mimetlc actlion. This dlalogue
wag a dramatic form and, invariably, was sung to the
muslcal forms used in the service. An examole of a slight
dramatizatlion of the coming of the ithree Marys to the tomb
of Christ 1s the "Quem Guaeritis." Cne cholr perscnating

the angel sings
"Quem quaeritis in se-ulchro, Christicolae?"

Another cholr or group answers:
"lesum “azarenum Crucifixzum, C Caelicolae"

t0o which the angel sings:

"Ron est hic, surrexit sicut praedixerat,

Ite, nuntiate quia surrexit de sepulchro," #

Thus we see that ihe attempt to bring home to the

unlettered neople the reality of the chlef eve.ts connected
with the Chrigtian religion was the point of departure for
the medieval stage. The actors were, in the beginning, -the
ministers of the cult and this liturglice drama was, to a great
extent, 1f not completely, executed in music. For a text
borrowed from the liturgy, the music used wae of course that
which corresponded to the chant, but, as tropes tecame more

nunerous, the author of such a drama would comnose the melodles

in the Gregorian sityle to the new texts.

#* “whom do you seek in the sepulchre, O Christians?"
®Jesus of vazareth who was crucified, O heavenly ones."™
"He is not here; He has risen even as He 2ald before.

Go; proclaim He has ricen from the grave."
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The musigal character of these #ramas has been
ascertained by the study of manuscripte which contain the
musie in notation, Judging from the reculrements of these
ancient libretti, particular emphasie was laid upon the vocal
qualitiecs of these actors. The lcctor of the Eplstles, who
usually took the role of Jesus, wazs to have a soft volce,
while the cleric who imnersonated Judas was to have a sharp
and disagreeable volce.

Mary agdalen was an lmportant flgure in the hiatory
of drama and music. 'Her "lamenio aria" goes back to the
fifth century, and presented an aspect of penltence. Thege
lanents were get to music wlth great care, and dramatic
inflection, It should of course be mentioned that women
were played by men and boys, dressed accordingly. In the
slaying of the Innocants, the chlléren (whose parts were
played by choirboys), after having heer killed by the soldiers,
lay on the floor and sang antiphons with the angels, who were
placed on a higher platform.

The drama slowly moved towards the neonle, Due to the
gradual increase in the number of dramatic personnges, the
clergy were unable to play all the roles, and lay actors were
admitted, Then the vernacular was Jraiuelly introduced, for
the more lay vpeonle that were admitted the less strictly was
the use of Latin enforced. As these dramas became wore

popular, the churches were found to be inadequate for
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acoomodating the tumultous bands of men and women intent on
witnessing the various plays. Secular influence became
stronger until the very dignity of chureh office becamp dis-
regarded, and religlous sanctity disturbed, The perfor-
mances were carried on outwide of the church in ite environs,
and finally passed from the hands of the priests and monks
into the control of guilds or trade-unions, who produced the
plays in the open alr on pageant-wagons.

These dramas became known as miracle plays, or mysteries,
and, whlle thease two terms are practlcally synonymous in
England, strictly apeakling the miracle dealt wlth the lives
of saints, while the mystery wae a theme taken from the
bible. The mystery was the first to originate. In 1264 Pope
Urban 1V decreed a Corpus Christi Festival, This was to be
used for the performane of those plays dealing with the chief
inecidents of the 01ld and New Testaments, and, by binding them
together into oycles, present the whole story of the world
from the ereation of Adam to the resurrection of Christ.

With the elaboration of cysles of plays, the pageant or

vagon on which they were performed was taken bodlly to dife
fereont \stations throughout the town. Musiclans played

at times during their performance, and the plays contalned

antiphons, canticles, and a few lyrics - the earliest speci-

mens of the English dAramatic song.
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In the Yo¥k play of "The Creation", a chorus of angels
sings canticles, the Te Deum Laudamus and the Sanctus.

In the Chester play "The Creatlon and Fall" minstrels
pley to enhance the emotional effect. After Adam and Eve
have eaten the frult, the directions say "Then Adam and

Eve shall cover thelr members with leaves, hyddinge theme
selves, under they treeyes; then God shall speake, and
mynstrelles nlayinge.h #

In the Worwich play "The Creacion of Eve etc." musio
ie played when Adam and Eve are driven out of Paradise,
They then sing an English lyric with a minor mood -

"Wwythe dolorous sorowe, we may wayle and wepe
Both nyght and daye in sory sythys full depe,"
etc. i

The towneley plays also used musie. This cycle ocon-
tained thirty-two, of which the "Second Bhepherd's Play"
is one of the beat plays in the whole history of drana.

In line 182 the first shepherd sayse:

"That is right. By the
Road, thege nights are long!
Fre we g£o now, I would someone gave us a song.
S8econd Shepherd: S¢ I thought as I ptood, to begulle us along.
Third Shevherd: I agree,
Firat Shepherd: The tenor I'll try.
Second Shepherd: And I'll itrenle go high,
T™ird Shepherd: Then the mean ~hull be I
How ye chent now, let's seesl
(They sing)
and in line 194:
Pirat Shepherd: Who is that plpes so poord
Mak Would God ye knew what I endure,"

# (Chester Plays, Shakespeare Soclety (1843) pp.23,30,

## Non Cycle Mystery Plays, Early English Text Soclety
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Pr-vious to this, songs hmd been introduced without any
dlalogue, and thus seemed forced into the context. Here we
seée an introduction, and also a reference to Lypes of singing,
- & three part song with the tune in the tenor, the treble as
a descant, and "the mean" or part in between. The musical
expression "nplves so poor" refers to Mak's poor use of
his windpipe, in unmusical utterances.

A further marked use of musiocal i1llusitration is seen
in this play in line 656 where the second shepherd remarks
of the Angel's singing of "Gloris in excelsis":

"3ay what was his
sony, « how 1t went, d1d ye hear?®
Three breves to & long =
Third Shepherds Marry, yes, to my ear
There was no crotchet wrong,
naught it lacked and full clear!
First Shepherd: To sing it here, us among, as he nicked it,

full near, I know how =

Second Shepherd: Let's see how you croon!
Gan you bark at the moon?

Third Shepherd: Hold your tongues, have donel
Hark after me now!" (They eing)

For shepherds, these men knew thelr music vrather well.
The "crotchet™ is used t0 represent a note in the melody of
the song, and really neane a quarter note. "Three Lreves to a
long" was a musical deseription of the metrical leaxth of the
tune, and showed famillarlty with the type of canticle in the
Church, to which it would be sung by the Angel. Apparently

there were crooners during the first haelf - the fourteenth

Gentury *
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Thie important play also ends with a song, probably one
of rejolcing after having seen their Savieour., In line 751~

"First Shepherd: What grace we have found!}

Becend Bhepherd: Now are we won safe and sound.

Third Shepherd: Come forth, to sing are we bound,
Make it ring then alofi}(They depart singing)
Explicit pagina Pasterum,"

It 18 likely that thls song would be a carol, for in the
corresponding Coventry "Nativity" play the shepherds sing
these charming wordss

"As I outrode this enderes night,

0f three jolly shepherds I saw & sight,

And all ghout their fold a star shone bright;
They sang Terli, Terlow;

So merrily the shepherds their pipes can blow."

From this same play, comes the enchanting "Coventry Carol".
The mothers are singing a lullaby to their children, as they
lament Herod's decree about the "Slaughter of the Innocents!

"Lully, lulla, thou little tiny child,
By, by, lully lullay.

0 sisters too,
How mgy, we do
For to preserve thls day
This poor youngling
For whom we do sing,
By by, lully lullay?

Herecd, the king,
In his raging,
Charged he hath thls day
His men of might,
In hls own sight,
All young chilldren to slay.

That woe is me,
Poor child for theel
And ever morn and day,
For thy parting
Neither say nor sing
By by, lully lullay!"
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Most of the Natlvity plays closely assoclated music
with their dramatic production. It 1s interesting to note
some of the modern Nativity plays. "when Herod Heard" by
L. Cheshire, * gives the suggestiions for the perferménau of
¢ertain mueical selections, which are In sympathy with each
scene in the play. The Prologue im scened "In the Highway
of the Fuller's Field" and requires the second movement of
Beethoven's Sonata Pathetique". Scene one is located in the
garden of Mary's home in Nazareth and calls for the beautir
ful "Le Oygne" by Saint-S8aéns. Tschaikowsky's "Andante
Cantabile” (Opus 1ll1) Antroduces Scene two "outsilde the Inn
at Bethlehem". The sinister and wicked atmosphere of "The
Private Apartment of Herod"™ in Scene three, is characterized
by the potent and gruegome music of "Danse Macabre" by
Saint~Sadne. Bach's "Air for the G String" provides a
freshness and purity to Scene four "A Room in Bethlehem" and
the whole play closes with the Finale "For unto us a child
is born" from Handel's Messiah, This musical treatment 1s
inspirationsl, and effectively enhances the psychologlcal and
emotional elements in the drama.

From the Mystery plays, of the fourteenth century, we
turn to the Morsality plays which were allegorical and
didactic plays, dealing not with real persons but with sym-

bolical and abstract characters, "Persons such as Truth,

* From Book of Natlivity Plag - Burns Oates and
Washbourne Ltd.; London 1937,
Publighers tc the Holy See
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dJustice, Peace, Mercy, Mankind, the seven Deadly Sins,
Vice, and the like, carried on soholastis Alsputations and

fought exemplary battles in which virtue always won, and
vice was driven into Hell. They were played on elaborate
stages; but, from the nature of the plays, singing was rare,
though it 1s not impossible that minstrels played during
thedr performance.™ ® Mugic to these plays was more
important on the Génmlnmnt, for in Rome in 1600, "La Rep-
presentazione del 'Anime e del Corpo" was s Morallty play
set to music,

A further advance from the Morality play was made by

John Heywood, a musician and playright in the court of

Henry VIII. His persons stood for a olasg of people such as
a Pedlar, instead of abatractions like Truth snd others.
These 386 called Interludes were simply diseussions like the
Morality plays, but as they dealt with personalitiea rather
than abstractlions, the intproduction of songs helped promote
human interest. Doubtless, the fact that he was one of s
large band of musicians - retainers at court, would in-
fluence the assoccilation of music with his drams, and would
pave the way for its further use., In his"Interlude of the
Four Ps", which deals with the meeting of a Palmer, a

®  Page 12 of Music on the Shakesperian Stage
G.H. Cowling ~ Cambridge University Press 1913
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'Pothecary, a Pardoner and & redlar, the 'Pothecary,
when they are assembled enguir«s 1f the Pedlar can sings

"pothecary: I pray tell me, can you slng?

Pedlars S8ir, I have some sight in singing

Pothecary: But is your breast anything sweet?"

"Ralvh Rolster Doister," by *icholaes Udsll, is a Turther
progreasion for, although it ia called an Interlude, it is
in reality the fir-t extant English comedy. A number of
comic songs appear in the dialogue, as for example the song
in Act I, Scene 3, sung by Dame Custance's maidens. In the
following scene the song "Whoso to marry a minion wife" is
introduaed thus =

"R.Rolster: Go to 1it, sirs, lustily,

¥, Mumble: Pl-e up a merry note,

Let me hear it played, I will foot it
for a groat.,"

We observe that musliclans were present to play the
accompaniment, and from the lust line we gather bhat the
time wag that of a daunce measure = 2 distinect breaking away
from the vlain « song carols and canticles of the Mystcriles.,

The further use of music in the develownent of the Arama
is concerned with an imitation of an Italian form of art
?alled a "dumbeshow", originating in England in the sixteenth
century. These spectacles were performed at the beginning
of eaeh act in order to illuetrate the plot. This musical

pantomine was to whet the curlosity of the audlence. It

# "Breapst" means a chestevoilce.



should be noted that here is nronably the beginning of the
musical form called the "Overture" which vrecedes a dramatic
performance. A4s this part of the musle was purely instru-
mental, it develoned according to the capabilities of the
players, and by means of su gesbtlve themes wortrayed in music
the maln evente thai were to follow. Sometimes of a whole
musical and dramatic nerformance all that has livad is the
"Overture." This is true in the aase of the "dverture" to
the "Merry Wivea of Windsor." by Micolai, for his musical
setting has loat its anpeal.

"Gorboduc" written by Norton and Sackville, and produced
by gentlemnen of the Inner Temnle at Writehall curing 1562
uged the order of the dumbwshow cefore each Act. To begln
with, vioclins played music to accompany the show before Act I;
cornets played for the dumbeghow ovefore Act II; flutes
accompanied the one bhefore Act III, nrobably bcosuse thelp
mournful association portended the murder, hautboys played
for the fourth; finally drums and flutes for the last sug-
gesting wars and tumults., "Firet, the drums a~d flutes began
to sound, during which tl:ere came forth upon the staze a
sompany of hargquebussgiers, and of armed men, all in order of
battle. These after their pieces dlscharged, snd that the
armed men had three times marched about the stare departed,
and then the drume and flutes Aid cease." * Il should be
obviocus that the ausical implications involved 1a dramatic

procedure not only strenghthened drematic unity, but became a

necessary form of entertalnment eonnected with it.

*# Quoted from page 13 of Music on the Shakesperian Stage
G.H. Cowling~1913 Cambrid:ce University Press
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We have now reached the Elizabathan period, which of
course is famous for the University Wits and the greateat of
all dramatists, Willlam Shakespsare. The theatre of thls era
was beginning to cope with 1ts tremendoue popularity, and we
find the erection of a standard stage with, of course, the
development of a standard use of stage music. There was a
huge band of musicians at Elizabeth's court which, belng the
centre of the fashionable and best soclety of the age lIn
England, meant that the aristocracy were accustomed to play
and llsten to music and song. Thua it is not surprising that
muasic became popular in the theatre, There was in fact,
after 1600, a& special room or box reserved for musicians at
the side of the atage in most private theatres, and in some
of the public ones. The Swan Theatre must have had one for
Middleton's play "Chaste Mald in Cheapside® has the stage-
direction "A sad song in the Music Room."

“fhe Spanish Tragedy" by Thomas Kyd was performed from
1588, and was one of the mogi popular tragedies of the time.
Kyd's knowledge of musle is shown by his numerocus musical
allusions and stage directions. 1In Act I, Scene 2, the General
is telling the Spanish King about the meeting of the armies.
In line 28 he associates music with the sound of war:

"Both cheerly sounding trumpets, drums, and fifes,

Both ralsing dreadful clamours to the sky."
and later in line 83

"7111, Phoebus waving to the western deep,
Qur trumreters were charg'd to sound retreat."”



The King, having heard, saye
"Nor thou, nor re, shall die without reward
A tucket afar off.
What means this warning of this trumnet's soundp"

These three references show three sepzrate uges of
trumpets, understood by Kyd. The "tucket" was a special
flourish of trumpets. A fourth use is observed in the stage
directions to Scene 5, of that Act "Enter the Baaquet,
Irumpets, the King, and Ambassador,"”

In contrast to scenes of war, music enters the love scene
between Horatic and Bel-Imperia in Act 1I, Scene 4, line 28

"Hor., Hark, madam, how the birds record * by night
For Joy that Beleim-erla sits in sicht,.

Bel: No, cupld counterfelts the nlghtingale
To frame sweet mucic to Horatio's tale.

Hor: If Cupld sing, then Venus is not fars
Ay; thou art Venus, or some falrer star."

In the same scene trazedy strikes and the tune changes.

Line 182 "Hieronlmo: I'1l say his dirge; singing fits not
this case."
Isabella referes to this murder of her sgseor in Act III, 3cene 8,

line 16 with trese wordg:=

"Ay, there sits my Horatio,
dack'd with a troop of fiery Cherubims,
Dancing about his newly healed woundaz
Singing sweebt hymns and chanting heav'nly noues,
Rare harmony to greet his innocence."

And in scene 13 of the same Act, Vieronimo apain refers to

Foratio with muslecal alluslon. Line 170

it
And thou, and I, and zhe will asing
: & a son,
Three parts in one, Lut all »f discords %éam'd -
Talk not of chorde, but let us now be gone,
For wlth a cord Horatio was slain. Exeunt

¥  sing
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Thlgs play on words shows thad Xyd was famlliar with the
harmony of chords in the three part songs, and knew how to
use his knowledge for purposes of i1llustration.

Another famous tragedy was that of "Dr, Faustus" by
Marlowe. Occasional references are made by him to musia,
In Scene six Faustus 1a talking to Hephistbphilis about his

hariened heart, and refers tc the pleasure obtained by sweet
music. -
"And long ere this I should have slain myself,
Had not sweet pleassure conquer'd deep despalir,
Have I not made blind Homer sing to me

Of Alexander's love and OEnon's death?

And hath not he that built the walls of Thebes
With ravishing soundg of his melodious harp,
Made music with my Mephlstophiliss®

Later Faustus and hig devil servant vieit the Pope in
Rome., They are invisible, and cause a zreat deal of mischief.
A dirge is sung by the Friars and in the production of the
play »robably would go te a crtant., In line 92, Scene 7 we find:

"Re-enter all the Friars to sing the Dirge.
1 Friar. Come brethren, let's about cur
business with good devotion,
They sing:
gursed be he that stole away his Rcliness'
meat from the table! I!aledic.t Dominus!
Cursed be he that struck his Holiness a
blow on the face! Mdalcdicat Dominus!
Cursed be he that took Frlar 3andele a blow
on the pate! HMaledicot Dominug!
Cursed be he that disturbeth our holy
dirge! Maledicat Dom.nus!
Cursed be he that took away his Holincsae'
wine! Maledicat Douwminus! It
omnes sancti! Amen! "
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Marlowe uses music to intenslify the dramatlic effect
chinined whe: he conjuircs up the splerlit of Heclen eof Gresce,
for tre sroup of Schwlarsz, Az this ls the only stage-
direction in the vhole play ¢alling for music, his own
porer of expression ig aanlified by the wmusic, while the
bguuty of Helen is aleo subily accentu. ted, In Scene 13,

we read "Music sounds, and Helen pasgseth
over the stage."

Gecrge Peele algso shows the lunortance of wusic in the
Elizabsthan drama. A rcference to part singlag is found in
"The 01d Wives Tale", 1line 83, Fantastlic iz talking to
Frollc :.d Clunch the smith:

"Fan., Thils suith leads & life as merry as a
Xing wlith Madge hils wife., 8irran Frolic, I
am sure tuouw wrt not without some rouana or
other; no doubt Tut Cluach ecan bear.hils part.
Fro: Elese bthingk you me 111 brought ups

gso set to it when you wlll, They oing

Song,

Wrenasg the rye reach to the chin,
And chopceherry, chopcherry ripe wlihin,
Strawberries awimming in the cream,
And school-boys nlaying in the gsirean;
Then, 0, then, 0, then, 0, my true-love gsald,
Till that time come aialin
She could not live a maid."

Feele is referring to the necessary nusical accoumplishhmenteg
of his day, wheén he has Frollce mention about hig education,
This song was 2 three man songy such as was referred to in

line 23 of the "Tale".
"Phree uerry wen, aad Ll.ree n:rry men
And three merry men e we,
I in the wood, and thou on the ground,
And Jack sleeps in the tree."
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Later Madge 18 talking to Frolic, when they seemen approaching.

Line 294 "Madge. ....., But soft! who comes here? O,
these arethe harvest-mpen; ten to one
they sing a song of mowing.

Enter the Harvest-men a~-singing with this
song, doubly repeated.

All ye that lovely lovers be,

Pray you for me,

Lo, here we come a-gowing, a-sowlag,

And sow sweet frultis of lovej

In your sweet hearts well may 1t prove!
Exeunt, "

Muglec of that age was prolific, and it is no wonder that 1t
80 affected drama, for it was present in all walks of life,
and in all manner of work, as we have ooserved above. This
ldea is carried out stlll further in line 618.

"Enter the Harvest-men singing, with women in their

hands
Frolic. Soft! who have we here? QCur amorous

harvesters.
Pantastic. Ay, ay, let us s8it still, and let them

alone.
Here they begin to sing, the song doubled.

Lo, here we come s~-re#ping, a-reaping,
To reap our harvest-fruit!
And thus we pass the year so¢ long,
And never be we mutle.
Exeunt the Harvest-men"
This song would have the same tune for the reaplng, as it had
for the sowing. Doubltless it helped give a unlty to the
action of the play.
John Lily, in his "Endymion, The Man in The Moon", also
gshows an interest in the musical appendages to drama. Three
songs make thelr appearance in the play, whlch by their

words, are orlglnal and not taken from popular ballads
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of the day. Probably however, Lyly, like Shakespeare, would
wrlte the words so that they would fit a tune, already in
his mind., In Act 1III, Scene 3, we have a threc men song.
Dares, Samiss and Epiton are commenting on Sir Tophas who

{8 having a nap.

"Dar. wWell, Epl, dine thou with him, for I had rather
fast than see her face, But see, thy master 1is
asleep; let us have a song to wake this amorous
knight.

Bpi. Agreed.

Sam . gontent,

The Flrst Song

Epl. Here snores Tophas

That amorous ass,

who loves Dipsas,

With face g0 sweet,

PR A% signt of her each k4

At slg 0 er each Fury skips

All threey 4,3 flings into her lap their whips.

Dar. Holla, holla in his ear.

Sam. The witch, sure, thrust her fingers there.

Bpi. Oramp him, or wring the fool by th' nosej

Dar. Or clap scme burning flax to his toes.

Sam, Wwhat music's beast to wake him?

Epi. Bow-wow, let bandoge shake him!

Dar. Let adders higs in's ear;

9am. IElse earwigs wriggle there,

Epl.. No, let him batten; when hls tongue

Onc? goes, a cat 18 not a worse strung.
But 1f he ope nor mouth nor eyes,
ALl three) e may in time sleep himeelf wise."

The second song 1s introduced in a comic manner, and
the thiPd 1s sung by falirles, over Corsites and Endymion.
It would require skill) on the prart of Lyly to arrange these
songs so that several individuale could Joln in line by line.
This is obgerved in both scongs. The latter is found in

Aet 1V, Scene 3, line 40
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"(The Falries dance, and with a song pinch him, and
he falleth asleep. They kigs Endymion and depart.)

The Third Song - by Fairles =-
Omnes: Pinch him, princh him, black and blue,

Saucy mortals must not view
What the Queen of Stars is doing,
Nor pry into our falry wooing.

1 Falry. Pinch hlm blue

2 Falry. And pinch him black;

3 Falry. Let him not lack
Sharp nalls to Uinch him blue and red,
Till sleep hae rock'd his addle hesd.

4 Fairy. For the trespass he hath done,
8pots o'er all his flesh ghall run,
Kiss Endymlon, kiss hls eyes,
Then to our midnight heldegyes. Exeunt Fairles."

Lily alsc glves directions for the performance of a Dumb Show
representing the dream of Endymion in Aet III. The music

for this would be of a character suitable toc the pantomine,
and played by a groun of instrumentalists. The direg¢tlons
simply say "Muslc Sounds®., Lily's use of mugic as illust-
ration is shown in Act III, Scene 4. Eumenides and Geron

have entered.

"Eum. Father, your sad music, beilng tuned on
the same key that my hard fortune is, hath so
melted my mind that I wish to hang at your mouth's
end till my life end.

Ger. These tunes, gentleman, have I been
accustomed with these filfty winters ......'

It is clearly seen that in the works of Lyly, Peele,
Marlowe and Kyd, we have found many uses of music which
Shakespear could imitate in the writing of hls plays. There
iz no doubt that this haz actually been the case, except

that Shakespeare hag been far more coplous in his songs,
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musical references, and in his stage directlons, and has
used music to a wore telling effect than his comtemporaries.
His Tragedies aad Flstorles make use of many siage dlrectlons,
and include directions for the orchegtration and combinatlon
of instruments, thus showlng his knowledge of the importance
of music for stirring effectis,

In Shakespeare's day, no overture was played before
the play began. 4 trumpet player would ascend to the top
of the stage or valcony and blow three blasts. If more was
required, a "flourlish" was pleyed. Titus Andronicus begins:
"Flourish., Enter the Tribunes and Senators aloft." 1In
Henry VI, the king is brought in "The Drum playing, and
Trumpet sounding®. In Edward III, direction in act II,
Scene 2 is "Trumpet within" followed by "Enter King Edward".

In act 1, Scene 3 of Troilus and Cresslds, we have the
trumpet used as a challenge -

"Prumpet blow loud

Send thy brass voice through all these lazy

\ndtg$g§; Greek of mettle, let him know,

What (roy means fairly shall be spoke aloud."
then the trumpet sounds. In Titus Andronicus the directions
are "A long flourish till they come down" referring to the
Tribunes who have Just proclaimed "Saturnus the emperor. In

Act IV of the same play we have "Trumpets sound within" to

announce a blrth.
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"Demetrius. Wwhy do the emperor's trumpets flourish thus?
Chiron. Belike, for Joy the emperor hath a son."

In the last scene of macbeth, a flourlsh of trumpets ls
used to announce the proclawation of a king. Mkacduflf enters
with Macbeth's head and says "Hall King of Scotland" where-
upon all give the greeting followed by the flourish. That
scene also has a flourlsh at the end to finlsh the actlon of
the play. Trumpets were used on many occasglons. A flourish
heralds the victorious force -n Act 1V of intony and Cleopatra.
They were used for the welcoming of a great general or queen,
at the exit of a king asz in Halet, lfor coronsations, tourna=-
ments and betreothals. If trumpets were Lo De sounded for a
longer interval, vhe word "sennet" was used. In scene 7 of
Mariowes' "Dr. Faustua", there is a direction for a sennet
before the entirance of the Pope. A gennet precedes the third
scene Of Act I of Troflus and Cregsida. It 1s also sounded
in the first scene of King Lear, where he enters to dlvide
his kingdom. The one 1n Act II, Scens 4 of Henry VIII during
the procession to the &®mgistory probvavly tcok abtout wo minutes
to play.

A "tucket" or trumpet fanfare, seems to have been a sort
of personal trumpet call. In the Herchant of Venice 1t is
indicated in the stage directions upon which Lorenzo remarks

to Portia "Your husband is at nand; I hear his trumpet."



A combination of trumpets and drums was used for
oceaslions of gresat pomp. This 1a observed in King Henry
VI, Third Part, Aot IV, Bcene 3 during phe deposition of
King Edward by Warwlck, and again in Act 1, Scene 1 of
Titus Andronicus for the soene were Titus buries his sons,

The drum itself, suppllied a great amount of military
musice, In Edward III, Act III, Scene 1, "Drum within" is
followed by “enter XKing of Bohemia and forces." In Henry
VI, Part XII, Act 1, Secene 2, immediately after dlrections
"A march afar off" Edward remarks "I hear their druus".
Then in Hamlet, Act V, Bcene 2 after "March afar off and
shout within", Horatlio says "why does the drum come hither",
and immediately Fortinbras enters "with Drum, Colours, and
Attendants",

The "alarum” was the millitary signal for battle, or
the sound for attack. In Henry V, Act II, at the siege of
Harfleur, the directions are "Alarum. Sealing ladders at
Harflew". Drums were also used as signals during battle and
to rally the troops. Later authors have introduced them on
many ocdasions, doubtless to apreal to the groundlings who
revelled in nolse. On one occasion an "Alarum with thunder
and lighthing" i1s introduced. This appears in Act I, Scene
4, Part I, Henry VI followed by these words "What stir is
this? what tumult in the heavens?

whence cometh this alarum, and the noise%®



157

In Antony and Cleopatra, Act IV, Scene 10, Lhe direction
"Alarum afar off, as at a sea fight", denotes an engagement
at gea, The drums would be played benind the stage where
they would sound more oaminous and muffled. The drum also
vwas used {0 accompany marchling forces. In the plays three
kinds of marches are played with varlous national rhythms.

In Hamlet Act III, Seene 2, & Danish march ls played to bring
in the Danish King and Queen and others. In Henry VI, Part
I, Aot III, Scene 3, there iz a refercnce to an English march
which ldentifies the English ferces, followed by a French
march to show the arrival of the Duke of Sergundy and his
forces.

In several of the plays we find directions for cornets.

They were a sort of horn and not as brazen as trumpets.
Shakespeare understood thelr musical potentlialitiea aad that
is why they are seldom used. We find them in Henry VIII,
Act I, Scene 2, the scene of the trisl of Queen Xatherine.
They are also found in Act II ol the Merchant of Venice,
where they are used for the entrance and exlt of the sultors
and in the casket sgenes. DBesldeas cornets, hautboys were
often used. There ls quite a contrast of tone here, for the
latter w;s more reedy, and provided a quieter type of music.
Shakespeare knew 1ts dramatlc effect and was able to use 1t
tastefully and forcefully.. The directlions were sometiius

supplemented with suggestions as to thelr use e.g. "A lofty
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strain or two to the hautboya".

In Macheth "Jautboys aud Tcrches" take Duncan to
Dunsir:ne (Act I Scerne 6) and, in the next scene, they play
as the gervants bring in the dishes for supper. They
rrovide entertainme-t for Cardinal Wolsey in Henry VIII,

Act I, Scene 4.

In Coriolanug Act V, Scene 4, we havs this direction
"Prumnets; hauttoye, drumaz heat; all toscther." This isg
followed by these worda:

"The truim-cis, sackbubs, psalteries and fifes,
Tavoeors and cymbalg and the stouting Romans
Make the sun dance. Hark you!"
Such a flourish produced the _reat:st possible volume of sound
avallatle with the _rouping of instruments in Shalegpenre's
day. The romans were exprogsing great joy at the departure
of Coriolanus. This was the only oceaslon vhere Shakespeare
required such 2 mass of gound.

One of the simplest of all stase directions is the word
'Musie! or 'Music plsys' or 'Music within' ctc. Just as most
of the precedins, examrles have heen found in tragedles or
histories, so we find that the majority of these are found
in comedies. In most of t"espe cases the music 18 to heigshten
an effect, or to glve a bhackground whlch will enhance the
dramatic situation. In Act II of the Tempest we find "Enter
Ariel (invisible) playing solemn music." The effect of this

music 18 to place the feelling of sus—enge in tle subeconscilous
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mind for immedlately after Alonzo, Sebactlion and Antonio hatoh
the plot to slay .he king, Arlel fits into several situatlons
of the rlay by onroviding more'muaic. In Act 111, Scene 2 the
directions are "Ariel olays the tune on a taber and pine"
and Trinculo recognizes the song he was after. The following
scene has these- "Sclemn and strenge musice"« to which Alonzo
remarks- "What harmony is tris,~ My good friend, hark" and
Gonzalo saye "Marvellous sweet musici" The last remarks show
that Gonzalo lacks a muslcal education, but they show that
Shakesnecre knew whalt type of music he wanted to nroduce and
heighten the effeet of the supernatural. This introduced the
spirits with the banquet which later mysteriously disapneared.
Further in the scene we have "Then to soft muslc enter Shapes
again, and dance, with mocks and mows, and carrying out the
table." The soft music would be a further effect in astonish-
ing the onlookers, and would help cover up the sound of
moving things off the stage. In Act IV the characters of
Iris and Ceres are introduced to "Soft music". Shakespeare
realized that music could be used to .ive a wmsychologlcal
characterization; Irlis and Ceres were inter -reted to the
audience by the music. In the first part of Twelfth Night the
"Musiciane attending" provided music for the Duke which helps
bring out one side of his character. His first remarks are in
relation to 1t,~ "If music be the food of love, play on." The
imrression is furthered later in the play by "Give me some

music", and the directions follow ™du:ic plays".
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There are other occaslons were “"rolenn nusich is indlcated,

and in most cmses 1t is where a supernctursl “vision" occurs

in the play. wWe find this in Henry VIII Act Iv, Scene 2,
where the vislon appears to Queen Katherine. Another example
of this direction 1s found in Act V dScene 4 of Cymbellce,
where the s naritilon of Leonatus, father of Posthumus avnpears
to Posthumus., Other music follows with the ghoste of his
two brothers..

Shakesneare uses the idea of the power of musiec to restore
the dead to life, in The Winter's Tale. In Act V Scene III
Hermlone 1a glven as a\statue to Leontea by Paullina and the
latter comuands "tfusic, awake her; strike!" Upon music
belng played, Hermlone stirs and comes down. Another such
coce occurg in Perlcles. This sort of melodr=ma is enhanced
by the use of nusic, and is more strikin; t a: we resllize,
because at no other moment in the action of the play, do we
find a wugical background.

Beaumont a.ld Fletcher produced plays in Llie seveiteenth
century that also showed thelr use ol .uslc. Thelr collabora=
tion resulted in several masternieces including "Philaster
or Leve Lies A Bleeding." In Act 1I, Jcene 3, line 39 of this
play, Arethusa asks Lellario about 'er capabllliles for, as

a supposed rHage, she was also supposed to enivertaln.
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"Arethusa: ...iee.s
Tell me thy name

Bel, Bellario
Are. Trou canst sing and play?
Bel, If grief will ¢ive me leave, madam, I can."

Later ln the rlay the King demands knowledge of Bellarlo
from srethuss azking in Act 111, Scene 2, line 15
"He sreaks and slnga and playass"

Ané 1in Arethuza's remerks te “"hilasiter in the same scene,
line 65;

"whe shall now sing your crying elegles,

And atrike a sad soul into senselems pictures,

And make them mourn? Whc shall take up his lute,

And tcuch iv (ill he erown a sllent sleep

Upon my eye-lids, making me oream, and ory,

'0h, my deuar, desr rhilasteri'™

Apparently Bellarioc was a reslly musical person, f{cr in her

own words in Act V, Scene 3, line 43 we hear %“el, speaking

to the KXing:
"Bel. Richt royal sir, I should
3ing you an eplthalamiondél Jhese lovers,
But having lost my best alrs with my fortunes,
And wanting a celestial harp to sirike
Thig bledaed unlon on, thus in glad story
I give you all,"

This shows that Rellaric knew all the popular songs of the
day, and rrobably also played the harp.

"The Knight of The Burning festle" by Bbeaumont and
Fletcher introduces another musical character 1o tne person
of Merrythought. In Act 11, Scene 4, line 151, we reads

er. Farewell, good wire; I expect 1t not;

All I have to do in ivnig world, 1is to be aerry;
Whizh I ahall, 1if the ground be rnoo tzken from me;

and if it ne, (Bii,8)
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Wwhen earth and seas from me are reft,
The skles aloft for me are left.

I1'11 be sworn he's a merry old gentleman
for all that,."

He develops a musical philosophy as he muses about life, one

which reninde ue of Shakesneare, In Act 11, Scene 8, he

expregases it thus -

Line 20 Mer.......«' 1 vile: never

Wife,

trust a tallor that does not sing at his work;
his mind is of nothink cut fillching.

Mark this, (Gcorge; 'tle worth noting:

Godfrey my tallor, you know, never sinss and
he had fourteen gurds to make this gown:

And I'11 b»e asworn, Mistress Penirc one that
draper's wife had one made wilh twelve,

Mer., (sines)

'Tis mirth that flills the velns with blood,
More than wine, or sleen, or food;
Let each man keep hise heart at euse,

No man dleg of that dlsease,

He that woul. his body keep

From dlseases, must not weep;

But whoever laughsg and sings
Naver he his body brings

Into fever, gouts or rheuas,

Or ling'ringly his lungs consumes,
Or meels with aches in the bone,
Or catarrhs or griping stone;

But contented lives for aye;

The wore he laughs, the more he may."

Again in Act IV, Sceane 5, his care~free phlilosophy is =2 ain

ex resged in this song

line 14

This 1s

"I would not be & serving wan
To c¢orry the cloak-Lag still,
Nor would I Le a falconer
The grcedy hawks to £111;
But I would he in ¢ gcod house,
And have a good master Looj
But I would e-~t and drink of the rest,
And no work would I do.
that keeps life and soul together - mirth; this

is the philosopher's stone that they write so much on,
that keers a man ever young."
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Merrythought is familliar wlth many ballad airs of the times
or he would not be able to sing all the songs appearing in

thils play. The authors have made the comedy much more
effootive by these tunes, for the words have been written to
fit in with the situation. While most of them are happy, a
dirge 18 sung by Luce, over the coffin holding the supposedly
dead Jagper. Luce sings a song, which hag been taken from
current usage. In Act IV, Scene 4, line 47

Song

"Come, you whose loves sre dead,
And, whlles I sing,
Weep, and wring
Every hand, and every head
Bind with cypress and sad yew;
Ribands black and candles blue
For him that wae of men most true!l

Come with heaving moaning,
And on his grave
Let him have
Sacrifice of sighs and groaning;
Let him have falr flowers enow,
White and purple, green and yellow,
For him that wasof men most true!l"
Fletcher is recognized asg the musician of the two writers.
In all there are over ninety songs cited in hig plays, and
over seventy parts of contemporary ballads are sung in the
dramas with which ho wag aseoclated., Some of these are
gatches or rounds, and were avallable for Fletcher to study
in the group of sgongs, published in 1609, called "rammelia’.
Dumb shows, procegcsions and pageantry were popular in
the gixteenth century, btut they were even commoner in the

gseventeenth century. In Massinger and Dekker's "The Virgin
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Martyr" Sempronius enters "at the head of the Guard, soldiers
leading three Kings bound"., * 4 stage direction in Aet II,
Scenel of Massinger'e "The Fatal Dowry" reads "Solemn Music.
Enter the Puneral Procession", and in Act II, Scene 3, of
the same play we find "Hautboys". Here a passage over
the stage, while the Act is playing for the marriage of
Charslois with Beaumelle". The prologue to Thomas Heywood's
play "The English Traveller" declares the play to be

strange because there was
\ "No drum, nor Trumpet, nor Dumbe show;
No Combate, Marriage, not so much to day
as Song, Dance; Masque, to bumbaste oul a
(Play."

Masques had become quite important in the development
of the drama. Shakespeare introduced one in “The Tempest",
while there was one in Beaumont and "Fletcher 's. "The
Maid's Tragedy™. The libretto and often the whole conception.
cf the masque offered an opportunity for the lyrlc poet,
since it was an opportunity to include songs., Den Jomsen's
masques were very effectively wrltten and performed. As
masques were written 1n ceollabeoration with a musilelan, we

gsee that this type of dramatlc work served as & great
incentive to tre musicians of England., ¥ilton's famous
magque, "Comus", wae set tc music by the renowned Henry

Lawes, while other masques vere compoeci by other important

men. Opera in England has been traced to Sir william
# Act 1, Scene 1.
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D'Avenant's production "The Siege of Rhodes", # which is
really a series of mmsques. Heveral composers wrote for
it including Henry Lawes, Captain Coocke, Matthew Locke,
Charles Coleman and George Hudson.

A conmprehensive treatment of the relationehip existing
between muslc and the English drama from the days of Milton
to the present day, would require a separate volume. It is
sufficient to note that by 1656, the foundations for all
dramatic enterprise had been lald, with music performing
an eseential 1f not a vital role 1n each case. Bince then

music has continued to be an important factor in the
development of drama, and, as we have shown in this chapter,
it has been a source of illustration, has provided a
sultagble bpackground for dramatic action, has enhanced
dramatic situatlons, and has introduced a wealth of song

material,

* 1656
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Chapter Eight

"Dear harp of my country! in darkness I found thee
The ¢0ld chain of silence had hung ¢'er thee long
When proudly, my own island harp! I unbound thee
And gave all thy chords to light, freedom and song.

The poet of all ciroles and the 1dol of his own."
Byron.

Literary art in Ireland was intimately assoclated with
nusic, and from earliest times their poets and musiclans
were one and the same., Ve find thet the systems of law, music,
poelry and medicine were poetical compositions, set to musiec
and performed by the bards. These Irish harpers travelled far
and wide, exerting a tremendous influence over the other
Celtioc races, particularly those of Scotland and wWales. 1In
1185 the Welah literary, Geraldus Cambrensis, intimately
acquainted with the musie of Wales, and with particular know-
ledge of the fine arts, had this to say about thelr harps and
pipes: "The attention of this people to musical instruments
I find worthy of commendation in which thelr skill is beyond
compsrison, superior to that of any natlion I have seen; for
in these the modulation is not slow and solemn, as in the in-

struments of Britain, to which we are accustomed, but the
sounde are rag&d and precipitate, yet at the same time sweet
#

and pleasing.

Pacon admits the excellence of thelr harping when he
writes, “No harp has the sounds so melting and prolonged as
the Irish harp"., ## Dente also speaks with admiration of the

»  Quoted from Page 279 ©f lrish FOlk Music
Capt. F.O'Nelll, Regan Printing House, Chicago 1910
#«4 From Sylva Sylvarium.
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Irish harp, and, indeed, there is & chorus of pralse for
Irish minstrelsy all through early and medieval times.
Drayton in his "Polyolblon" sums up this feeling in his lines
"The Irish I admire
And still cleave to that lyre,
As our Muse's mother;
And think til1l I expire
Apollo's such another,"

Shakespeare showed considerable knowledge of Irish
minetrelsy as it existed in Elisabeth's reign. We have ob=
gerved his interest in ballads through the many snatches of
them that appeared in hls plays. It is easy 40 understand that
gomeé of them would be Irish, for Irish music was much in vogue
in England during the sixteenth century. Dr. Flood claims
eleven alrs are menticned which have an Irish origin, including
"Fortune my Foe", "Peg a Ramsay", and "Light o' Love", to which
we have alluded in a previous chapter. The tune “whoop! do me
no harm, good man® which was referred teo in Acet IV, Scene 3,
of "A Winter's Tale" is of distinect Irish origin, although
called "Paddy Yhack" in Erin. Others traced by Flood in-
clude the tune called "Yellow Stockinga" referred to in
"Twelfth Night", and "Come o‘er the bourn, Bessie, to me"
mentioned in "{ing Lear", It ie evident that Shakespeare has
used Irish tunes such as these as the melodies to which some

of his lyrics were set, Thus the Irish have exerted a

literary influence upon music by mea s of our great English

drazatist,
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During she next two hundred years the Irish developed and
prerfected their ballad form of music, Usually the verse form
wse of four lines, with four main scaeents to a line. Thie
resulted in music usually of a certaln number of bars, be
coineide with the verse form. Dr. Irnest Walker # writes
"If musical composition meant nothing more than tunes sixteen
bars long, Ireland could claim some of the very greatest com-
posers that have ever lived, for in their minature form the
best Irish folk tunes are gems of absolutely flawless lustre,
and though of eourse some of them are relatively undistinetive,
it 1s very rare to meet with one entirely lacking in character!
The Irish melody was literally the voice of the people.
Whether they were excited by Joy or sorrow, or love or une
justice, thelir emotions found themselves in musiocal poetry.
"Thelr grief for the dead was relleved by a dirge; they roused
thelr treope by song and offered thelr prayers in chorus and
chant} their music was poetry, and thelr poetry music." #%
Such poetry and song was the inheritance of the famous
Thomas Moore, whose beautiful lyrie poetiry was destined to
make known the many melodles of Ireland, in settings which
took Erin by storm, and the whole world by thelr exquisite-
ness. It was Moore's historic migssion to restore music teo
English verse as the romantics understood verbal harmony.
Koore was from the start, surrounded by an atmosphere

of music, love, poetry and patriotism. His mother had him

*  Page 334 [Distory of Fuslc in England by Ernest
walker.

#% Page 103 of Irish Kinstrels and Musicians (1913
Capt. F. O'Neill, Regan Printing Houge Chicago
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memorize poetry, and taught him to sing the famous songs by
Charles Dibdin. No wonder he wrote "Music was the only art
for which in my own opinion, I was born with a real natural
love; my poetry, such as it 1s, having sprung out of my deep
feeling for music." This poetry developed his musical sense
ef scund, and prepared the way for his "Anacreon" (which in
turn made way for Shelley's Mellas” and Keat's “Lamia"). He
went %0 London to place it with the publlishers, and melt with
imnediate personal sucaess, "Remembering in 1799 he was an
engenous youth of twenty, gifted with a sweel clear, ringing
voice said to be eopociaily liquid when he sang, that his
speech was Dublin English, that is to say, the most musical
English in the empire, and addlng to thease traits his talents
for music, poetry, mimicry, and humor, one understands his
conquesd of everybody from his landlady to the Prince of
Wales, " ®

Seldom in the annals of Literature, has there been such
2 mueical poet and c¢onsequently seldom has there been & more
perfect union of music and poetry. ‘e played the plano like
a poet. BSir Jonah Barrington remembered him "now throwing

gﬁ his ecstatlie eyes to heaven, as if to invoke refinement -
then casting them softly sideways, and breathing oult hils

chromatios”. He sang like a poet, IZdmund Griffin writes

"I cannot describe hls singing; it is perfectly unique. The
combination of musle, and of poetic sentiment, emanating from
one mind, and glowing in the very countenance, and speaking

in the very volce which that same mind illuminates and dlrects,

produses an effect upon the eye, the taste, the feeling, the

#  Page 30 of The Harp thatOnce - Howard M.Jones
Henry Holt and Co. New York 1937
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whole man in short, such as no mere professional excellence
can at all aspire to equal. His head is cast backward, and
his eyes wpward, with the true inspiration of an ancient bard.

YMoore wrote many poems after arriving in London, Some
of them were songs to music and publlished by Carpenter who
encouraged him in this regard. Hie abllity in this genre ls
unsurpassed, for they are a somplets identity with the muslc.
To consider the lyric alene detracts from that completeness,
but nevertheless falls to conceal its lyriec emotion.

"rake back the eigh, thy lips of art
In paselon's moment breath'd to me;
Yet, no - it must not, will not part,
'Tia now the life-~breath of my heart,
And has become too pure for thee,
Take back the kiss, that falthless sigh
¥ith a1l the warmth of truth imprest
Yoty no - the fatal.klss may lle
Upon thy lips its sweets would dle
Or bloom to make & rival blest.
Take back the vews that, night and day,
My heart receiv'd, I thought, from thine:
Yet, no ~ allow them atill to atay,
They might some other heart betray,
Az sweelly as they're ruin'd mine."

In 1804 Heore visited the United States and, although he
was treated royally, was not particularly lmvressed., "iusic!
he wrote, "is like vhistling to a wllderness". It was while
he was treavelling down the St. lLawrence Rilver, after having
vigsited Niagara Falls and gazing at the "awful sublimities",
that he heard the melody sung by the voyageurs as they rowed

to their "chanson". This melody is falrly unusual in its
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structure, and it is a real tribute Lo Movr. as a gong writcr
that his "Canadian Boat Song" is one of hilg most popular
compositions,

"Faintly as tolls the evening chime,

Our voices keep tune and our oars keep tims,
Our volces keep btune aad our ocars kesp time.
Soon as the woods on shore look dim,

ve'1ll sing at Salint Anne's our parting hymn.
Row, brothers, row, the stream runs fast

The raplids are near und the daylight's past,
The rapids are near, and the daylight's past.

¥hy should we yet our sall unfurl?

There ie¢ not a breath the blue wave to curl,
There ig not a breath the blue wave to curl.
But when the wind blows off the shore,

Oh, sweetly we'll rest our weary oar.

Blow, breezea, blow, the sitream runs fast,
The rapids are near, and the daylight's past,
The rapide are near, and the daylight's past.,

Ottava's tide! this trembling moon

Shall see us float over thy surges soon,

Shall see us float over thy surges soon.

3aint of this green isle, hear our pray'rs

0 grant us cool heav'.s and fav'ring airs,

Blow, breczes, blow, the siream runs fast,

The raplds are near, and the daylight's past,

The rapids are near, and the daylight's past.”
Procecding further Ly boat, on hls way to Halifax, he

wa8 ingpired by the romaatlie lmplicatlons of Lead-an's

Island, in the Gulf of 3t. Lawrence, to write a poem which

ie reminisoent of Coleridge's "The Anclent ..ariner." It has
been ascertained that Moore was unfamiliar with the latter
poem, thus making his own more sbtriking. It ssems appropriatc

to quote 1% here, not as a song, but because of ita reference

to Canadlan soil.
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“"See you beneath yon cloud so dark,

Fast gliding along, & gloomy Rark?

Her sails are full, though the wind is still,
And there blows not a breath her salls teo fill!l

Oh! what doth that vessel of darkness beart
The silent calm of the grave is there,

Save now and again a death-knell rung,

And the flap of the sails, with night fog hung.

There lieth a wreck on the dismal shore

Of cold and pltiless Labrador;

Where, under the mo¢n, upon mounts of frost,
Full many & mariner's bones are toat!

Yon shadowy lark hath been to that wreck,
And the dim blue fire, that lights her deck,
Doth play on as pale and livid a crew,

As ever yet drank the church yard dew:

To Deadman's Isle, in the eye of the blast,
To Deadman's Isle she speeds her fast;

By skeleton shapes her sails are furl'd,

And the hand that ateers is not of thie world!
Cch! hurry thee on - oh! hurry thee on

Thou terrible bark! ere the night Le gone,

Nor let morning look on so foul a slght
As would blanch for ever her resy light!"

Moore eventually returned to Ireland and, due to his
added interest in Irish poetry and song and hilg renewed zeal
of Irish patriotism, decided to bring these melodies to the
world, by means of his lyrics. In a letter to ‘tevenson in
tngland, who was to arrange the melodies he wrote. "I feel
very anxious that a work of thls kind should be undertaken.
We have too long neglected the only talent for which our
English nelghpours ever delgned to allow us any credait. Our
national musle has never peeu properly collected, a ¢ while

the composers on the Continent have enrici ed thelr oneras
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vith melodies borrowed from Ireland, very often without even
the honesty of aoknowledgment, we have left these tressures
10 & great degree unclaimed and fugitive. Thus our alrs,
1ike t0o many of our countrymen, have, for want of pretection
at home, passed into the mervice of foreigners,”

Moore's instinetive knowledge of Irish music helped
him exert a tremendous literay influence upon the development
of the musloal life of the people, His lyries helped work
miracles in the Natlional sentiment, for Moore understood the
underlying moods expressed in the ever changing melodic
phrases. "It has often been remarked and still oftener felt,"
saye Moore, "that in our musi¢ is found the truest of all
¢omments upon our history. The tone of deflance suoceeded
by the languor of despondensy - & burst of turbulence dying
away into softness -~ the sorrows of one moment lost in the
levity of the next, and all that romantic mixture of mirth
and sadness, which is naturally produced by the efforts of a
lively temperament to shake off or forget the wrongs which lie
"npon it. "

In epite of Moore's intimacy with the spirited qualities
of Irish melody, he admits that 1t is a very difficult matter
to composze sultable postry to alrs which have guch declded
contrast within such a short musleal compass. Indeed, the
faculty of Moore’s versification is deceptive, for an examing-
tion of the original drafts shows that whal seems to us to be
& natural and easy form of writing, was only achieved after
his materials had been assiduously and metioculously worked out.
This 1z shown in one of the letters he wrote tc Stevenson, where

hisg difficeulties are mentioned.
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“The task which you propose to me, of adapiting words to
these alrs, is by no means easy. The poet, who would follow
the various mentiments which they express, muat feel and
understand that rapid fluctuatlon of spirits, that unaecoun-
table mixture of gloom and levity, whlch composes the
character of my countrymen and has deeply tinged thelr music.
Even in thelir liveliest strains we find some melancholy note
intrude - some minor third or flat seventh ~ which throws
its shade as it passes and makes even mirth interesting. 1If
Burng had been sn Irishmen (and I would willingly give up all
our claims upon Osslan for him) his heart would have been
proud of sueh musie, and hls genius would have made it
immortal.

Another difficulty (whioch is, however, purely mechanical)
arises from the lrregular structure of many of those airs and
the lawleas kind of metre which it will in consequence be
necegsary to adapt to them. In these instances the poet must
write, not to the eye, but to the ear; and must be content to
have his verses of that deascription which Cleero mentions,
'Quos 83 cantu spoliaveris nunda remanebit oratio'. That
beautiful air, the "Twisting of the Rope", whioch has all the
romantic character of the Swiss Ranz des Vaches, is one of
those wild and sentimental rakes which it will not be very
easy to tle down in sober wedlook with poetry. However, not-
withstanding all these difficulties, and the very little
talent which I can btring to surmount then, the design appears
t0 me s8¢ truly Hational that I shall feel much pleasure in
giving it all the assistance in my power."” :

The Irish Melodles appeared in groups of sixieen at a
time, the first appearing in April of 1808, Their success
was imnediate, and furnished Moore with the first regular
income he had every enjoyed. Number six of the first edition
is the famous:

"7he Harp that once, thro' Tara's halls,
The soul of music ghed

Now hange as mute on Tara's walls

As if that soul were fled,

So sleeps the pride of former days,

So glory's thrill ias oce'r

And hearts that once beat hlgh for prailse,
tow feel that priase no more.
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No more %o chiefs and ladies bright,
The harp of Tara swells,

The chord, alone, that breaks at night,
It's tale of ruin tells.

Thue freedom now 8o ssldom wakes,

The only throb she lives

Is when some heart indignanit breaks

To show that still she lives,"

Nuaber twelve, to the air "The Old Head of Denie" is known to
Irishmen the world over.
"The Meeting of the Waters

There is not in the wide world a valley so sweet

Ap that vale in whose boscm the bright waters meet

Oh! the last rays of feeling and life must depart,
Ere the bloom of that valley shall fade from my heart!
Ere the bloom of that valley shall fade from my heart!

Yet it was not thatNature had shed o'er the scene
Her purest of orystal and brightest of green;
*?was not the 80t magle of streamlet or hill;
Oh, no - it was something more exquisite still:-

*rwas that friends, the beloved of my bosom, were near,

Who made ev'ry dear scene 0f enchantment more dear;

And vho felt how the best charms of Nature improve

when we see them reflected in looks that we love.

Sweet vale of Avoca! how calm could I rest

In thy bosom of shade wiith the friends I love best,

Where the storms that we feel in this cold world

should cease,
And our hearts, like thy waters, be mingled 1ln pesce!
Although the beauties of Irish melody were made known by

the poetic genius of Moore, Bunting has accused both Moore and
Stevenson of tampering with the original melodles, while
Sullivan has only been faint in hie pralse. It remal.s, nowever,
that Moore was behind his time in noting the artistic value of

brevity in the modern eong or ballad. Nevertheless, his lyrical
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perspective was unrivalled and his thought never "obseured by

condensation or dimmed by diffusiveness, But he most asserts
his mastery in song-oraft by the apparent ease with which he
handles the most Intricate measures, and mates the striking

notes of each tune to the words most adapted to them both in
sound and sense”. # At the end of hle second volume is that

song which has travelled around the world, the song that "the

beautiful falsity of which ridicule cannot kill nor parody

quench, because it has caught the sweet nostalgia of romanti-

giaag lev: as no other English lyrie of sentiment has ever
one"., #

"Believe Me If All Those Endearing Young Charms

Belleve me if all those endearing young charms,
Which I gaze on so fondly to-day,

Were to change by to-morrow, and fleet in my arms,
Like fairy-gifts, fading away,-

Thou wouldst still be ador'd as this moment thou art,
Let thy loveliness fade as it will;

And, around the dear ruln, each wish of my heert
Would entwine itself verdantly still."

Moore has also written national airs. Due to the popu~
larity of his several editions of Irish Meledles, he snlarged
his perspective to include lyrics with which we are famillar -
"0ft in the St1lly Night" and "Hark the Vesper Hymn is
Stealing". In 1834 his concluding number was greeted with
regret, The Dublin Evening Mall wrote: “The music of Ireland
like the music of (reece may be forgotten, but the postry of

the Irish Anacreon is imperishable while there exists a heart
to beat with love, or pant with patriotiem." There is no

doubt that Moore has had the greatest literary influence upon

* Page 29 of Celtic Song Book - Alfred P. Graves
Ernest Benn Ltd., Gt. Britain 1926

s# Page 106 of The Harp thatOnce -~ Howard¥. Jones
Henry Holt and Co. Ne. York 1937
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Irish music of any Irish poet. That he was appreciated in
England is shown by Byron's epltaph to iloore which appears

at the head of this chapter, That he was even eulogized in
Ireland is shown by the words of John Henry Kecne: "(Ireland)
dwells with natural tenderness on (the namgl of her poet;

of him who sings ao sweetly of her former glories, who decks
her out in all the luxuriance of a fond imsglnation, and who
showe her to her sons as she was and ought to be; she blesses
his glories, she acknowledges his worth; from the dawn of

day to its c¢lose her golden harp swells with his trhilling
lays, from all sides she hears them repeated by her sons, her
soul melts with the continued meledy until in the midst of
his inepired enthusissm she invokes a blessing upon ‘her own
sweet poet!' « upon "Erin's bardal’

A study of the anclent poetry and muaic of a country
invariably Justiflies the sssertion that they began practically

simultaneously, Scotland is no exgeption. Its past is linked
with other Celtic peoples who were rencwned for thelr poet-
muglclang and harpers. The very name of Scotland 1 derived
from that of the Northern branch of the Irish Gaels who
invaded, captured, and colonlzed Argyle and the Isles, and
eventually supplanted the Picts language and sovereignty over
all North Britian, Thus there was much passing backwards and
forwards of minstrels from the north of Ireland and Seotland.
There is a further influence of the Cambro-British and the
Saxon elements which has made the later Scoteh poetry and
pusic & heterogeneous mixture of sensitiveness, melancholy,
impetuousness, sincerity, hope, despondency and suppllicatlon.
The development of literary art has been consistently

shown to be related to the songs of the people. In Chapter
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two, this develgopment has been observed and traeed through the
Middle Ages. From the reign of James I to James VI has been
considered the golden era of Scottish music and poetry, in
faet, James I, is celMbrated by all Scottish historians as a
composer both of words and tunes, and an excellent performer.
when James VI of 3cotland became king James I of England,
Shakeapeare was writing his plays, and, doubilesas, because the
king brought his court poet-musicians with him, we find
Shakespeare alluding to Scotchtunes with which he had become
acguainted. "Othelle" was the first play that Shakespeare
wrote &8 a member of the Company of Hils !ajesty's Servants
established by King James., In Act 11, Scene 3%, lago
introduces a Scoth drinking song:
"lago: some wine, ho!l
And let me the c¢anakin c¢link, clink,
And let me the canskin clink:
A soldler's a man;
A life's bul a span;
why then let s soldler drink,"
This ie followed by an anglicized verslon of a Scoteh ballad
"King Stephen was a Worthy Peer," -~
"Xing Stephen was a worthy peer,
His breeches cost him but a crown;
He held them sixpence all tho daar,
#ith that he call'd the tailor "lown",
He was a wight of high renown,
And thou art but of low degree!
'?4s pride that pulls the country down,

Then take thine auld cloak about thee.
Casslos why, this is & more exquisite song than the other.”
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It was Sir Walter Scott who recorded the most famous
Ballads of Scokland, and particularly those of the Border,
for it wae there that a great many songs were inspired by the
continued action and romance. As Scott writes: "The tales

of tradition, the song, with the ripe or haprp of the minsirel,
were probably the sole resources against "ennui", during the
short intervals of repose from military adventure." #

That the Border has been in seething turmoll, for long periods
at a time, 18 readily apparent to the reader of History.

S¢ott ehows hls knowledge of music and poetry with its relation-
ship to these unsetiled conditlons when he writes:

"The more rude and wild the state of sociely, the more
general and violent is the impulse received from poetry and
music, The muse, whose effusions are the amusement of a
very small part of a polished natlon, records, in the lays of
inspiration, the history, the laws, the very religlon, of
savages,-- Where the pen and the preses are wantl.g, the flow
of numbers impresses upon the memory of posterity the deeds
and sentiments of thelr forefathers., Verse is naturally
connected with music; and, among a rude pecple, the union 1
seldom broken. By this natural alliance, the lay's, ‘steeped
in the stream of harmony,' are more easily retained by the
reciter, snd produce upon hies audience a more impreasive
effeot. Hence, there has hardly been found to exist a nation
80 brutishly rude, as not to listen with enthuslasm to the
songs of their bar<se, recounting the explpits of their fore-
fathers, recording their laws and moral precepts, or hymning
the praises of thelr deltlies. But, vhere the feelings are
frequently stretehed to the highest pitch, by the vicisai-
tudes of a 1life of danger and military adventure, this
predisnosition of a savage people, to admire their own rude
poetry and music, is heilghtened, and its tone becomes
peculiarly determined.”

Hence the songs and muslc of the Borderers wers of a

military nature, and celebrated the valour and success of

# Ppase 155 in Introduction to Minstrelsy of the
Jeottish Border - Scott, Oliver and soyd
Edinburgh - 1932
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their expeditions.

Seott had always been lnterested in story and song.
From his ¢hildhood he was steeped in the story lore of
Scotland, and often visited different peonle in his nelgh-
bourhood to hear s ballad sung, or an anecdote related.
"He began early," writes John Irving, his University intlmate,
"to eollect old ballads, and asmy mother could repeat a great
ma ¥y, he used to come and learn those she could recite to him.
He used to get all the copleas of those ballads he could, and
select the best," As early as 1792, ten years before the first
volumne of his "Minatrelsy" appeared, he made annual tours into
Liddendale, in the company of Sheriff Shortrede, and explored
the scenery and stirongholds, collecting songs and tunes, aud
other rellics of antiquity. It was the appearance of Bishop
rercy's "Reliques of Ancient Poetry" that really started him
on the enterprise which created such a sbtrong Scoth literary
influence upon music. He writes: "In early youth I had been
an eager student of Ballad Poetry; and the tree is still wmy
recollection, beneath which I lay and Tiret entered upon the
charming perusal of Percy's 'Reliques of Ancient Poetry',
although it has long perished in the general blight which
affected the whole race of Orlental platanus to which 1t
belonged. The taste of another person had stroungly eucouraged
my own researches i to this specles of legendary lore." #

Scott's ballads had a tremendous influence upon the
popularity of this form of poetry, and consequently upon the
mugic which went with it., Hies work wae largely that of a
pioneer, and, &s such, his aims were not those of com-lete

accuracy but more those to stimulate interest in the subject,

% page 35 Essay on lmitations of the Ancient Sallad from
Minstrelsy of the Scottlsh Border - 3cott, Oliver and Boyd

Edinburgh - 1932
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by versions which should attract the attentlon of rersons of
taste and gulture. There is no doubt thatthe aprearance of
his volumes exercised an almost incaloulable influence iu
promoting study of ballad literature, It must be remembered
that Scott was acquiring his aprrenticeship in writing a2t this
time, and, in spite of the fact that he showed o exceptlional
glfts as a styllst, he acquired a marvellous masuvery of current
ballad phraseology,

Scott, although lame, eerved as Quartermaster of the
Edinburgh Light Cavalry, and as he had to serve on foot he
wrote a song intended to rouse the splrits of his group.
Written during the aprrehension of the invasioc.. in 1802, it
has been 1lncluded in volume four of hie Minsurelsy.

"ar-Song
of the
Reyal Edinburgh Light Dragoons
To horse! to horse! the standard flies,
The bugles sound the call;
The Gallic navy stems the seas,
The volce of vattle's on the breeze,
Arouse ye, one and all!l
From high Dunedin's towers we come,
A band of brothers truej
Our casques the leopard's spoile surround,
With Scotland's h&rdl% thistle orown'd;
We boast the red and blue,
Though tame1¥ grouch to Gallla's irown,
Dull Holland's tardy train;
Their ravish'd toys though Romans mourn,

Though @allant Swiltzers vainly spurn,
And, foamlng, gnaw the chain;
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Oh!. had they mark'd the avenging call
Their brethren's murder grave,
Disunion ne'er their ranks had mown
Nor patriot valour, desperate Jrowu,
Seught freedom in the grave!

Shall we, too, bend the stubborn head,
In Freedom's temple born,

Dress our pale cheek 1n timid smile,
o hall a master in our isle,

Or brook a victor's scorn?

No} though destruction o'er theland
Come pouring as & flood,

The sun, that sees our falllng day,
Shall mark our sabres’ deadly sway,
And set the night in blood.

For gold let Gallla's leglons fight,
Or plunder's bloody galn;

Unbribed, unbought, our s-ords we draw,
To guard our king, to fence our law,
Nor shall thelr edge be valn.

If ever breath of British gale

%hall fan the tricelor,

Or footstep of invader rude,

with rapine foul, and red with blood,
Pollute our happy shore,-

Then farewell home! and farewell friends!
Adieuw sach tender tLie!

Resolved, we mingle in the tlide

wWhere charzlng squadrons furlous ride,

To conguer or to die.

To horse! to horse! ihe sabres gleam}
High sounds our bu@laocalla
Combined by honour's asacred tie,
Our word 1s Law and Liberty!
March forward one and all!l'
An example showing a disti.ctly differe.t mcod is "On a
Vislt pald to the Ruine of Melrose Abbey." There is a reference

to it in the Notes to the "Lay of the Last Minstrel."
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"Abbots of Melrose, wont of yore

The dire anathema to pour

On England's hated name;

Bee, to appease your lnjured shades,
And explate her Border ralids,

Bhe genda her fairest Dane.

Her fairest Dame those shrines has graced,
That once her boldest Lords defaced;

Then let your hatred cease;

The prayer of lmport dread revoke,

Which erat indignant fury spoke,

And pray for England's peace,

If, as it seems to Fancy's eye,

Your salnted spirits hover nlgh,

And haunt thils once~loved apotl;

That Youth's fair open front behold,
Hia step: of strength, his visage bold,
And hell a genulne Scott.

Yet think that England claims a part
In the rich bleod that warms his heart,
And let your hatred ceaase;

The prayer of import dlre revoke,

Wnich erst indignant fury spoke,

And pray for England's peace,

Pray, that no proud insultlng foe

May ever lay her temples low,

Or viclate her fanes

No moody fanatie deface

The -orks of wondrous art, that grace
Antiquity's remeins."

It is definite that "Minstrelsy of the Scottish Border"
has given many inspirations for Scoti's later romances. Fis

editor writes "o rerson who has not gone through its volumec
for the express purpeose of comparing them consta.tly with his
great original works can have formed a conception of the endless
variety of inclidents and lmages now expanded and emblazoned by
his mature art, of which the first hintshay be found either in
the text of those primitive ballads, or in the notes, which

the happy rambleg of his youth had gathered together for their
illustration.,” It is no wonder then that Scott has kept his

affinity for song and ballad. His three poems " “elay of the
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Last Minstrel®, “"Marmion®, and "The Lady of the Lake" all
have song in them. The famous "Lochinvar" from Canto V of
"Marmion" is a song of action., 7The first verse of Lady

Heron's song is as followa:

"0, young Loechinvar is come out of the weat,

Through all the wide Border his steed was the best,
And save his good broadsword, he weapons had none;
He rode all unarmed, and he rode all alone.

80 faithful in love, and so dauntless in war,

There never was & knight like the young Lochinvar.”

In contrast to the galloping rhythm of “"Lochinvar", we
hear a Highland funeral lament in "“Coronach" from "The Lady of

The Lake".
ganto 111

“He is gone on the mountain,

He 1s lost to the forest,

Like a summer-dried fountaln,
When our need was ihe sorest,

The font, re~appearing,

From the raln-drops shall borrow,
But to us comes no cheering,

To buncan no morrow!

The hand of the reaper

Takeg the ears that are hoary,
But the voice of the weeper
Waills manhood in glory;

The autumn winds rushing

Woft the leaves that are searest,
But our flower was in flushing,
When blighting was nearest.

Pleet foot on the correl,

Sage counsel in cumber,

Red hand in the foray,

How sound is thy slumber}

Like the dew on the mountain,
Like the foam on the river,

Like the bubble on the fountain,
Thou art gone, and for ever!®
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Even in his novels, BSoott was attracted to song, and
included "County Guy" in his “"Quentin Durward".

“an! County Guy, the hour 1s nigh,

The sun hag left the lea,

The orange~flower perfumes the bower,

The breeze is on the sea.

The lark, hls lay who trilled all day,

Sits hushed his partner nigh;

Breeze, bird, and’flower, confess the hour,
But where 1 County Guy?

The village maid steals through the shade,
Her shepherd's sult to hear;

To beauty shy, by latilice high,

Sings high-born Cavallier.

The ater of Love, all etars above,

Now reluns o'er earth and sky;

And high and low the influence know =

But vhere is County Guy?"

Scott ocould not, speciflically and prominently, be called
a song writer like Burne, but he had the apirlt of song in hie
soul, a soul rich in the wellspring of wisdom, and completely
receptive to his surroundings. Wwhile Scott 1is the dominant
intellectual poet of Scotland, Burns is the Batlional poet of
Seotland.

Robert Burns is to Scotland what Thomas Moore is to
Ireland. His poetry has made Scotch music live forever. Scoti
realized his literary and musical influence when he wrote:

“fhe poet, perhaps, most capable, by verses, lines, even
single words, to relieve and heighten the character of ancient
postiry, was the 3coitlsh bard Robert Burns., We are not here
speaking of the avowed lyrical poems of his own compesition,
whieh he communicated to Mr, George Thomson, but of the manner
in whiech he recomposed and repaired the 0ld songs and fragments,

for the collection of Johnson and others, when, if his
memory supplied the theme, or peneral subject of the song,
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such as existed in Scotiish lore, his genlus contributed the
part which was to give life and immortality to the whole, If
thie praise ashould be thought axtrava§ant. the resder may
compare his splendid lyriec, 'My Heart's in the Highland’, with
the tame and scarcely balf-intelligible remains of that song
as preserved by Peter Buchan, Or, what 1is perhaps a stlll
more magnificent example of what we meant 'Macpherson's
Farewell', with all its spirit and .randeur, as repalred by
Burne, may be collated with the or&ginal poem called
‘vacpherson's Lament' or sometimes ‘The Ruffian's Rant.'

In Burna's brpilllant rifacime.to, the same strain of wild
ideas is expressed as we find in the origlnal; but with an
infusion of the savage and impassioned spirit of iiighland
chivalry, which gives a splendour to the ceomposition, of
which we find not a trace in the rudeness of the anclent
aitty,." \

Burng wrote his lyrics with a tune in his heady whioch
explains thelr intensely lyrical and singzable Quallties.
The many tunes with which he was familiar; prove that as a
country Scotland was blessed with an extraordinary number of
fine settinga., Goethe gives us insight inte the reasons why
burns was able to develop such a talent. He remarks: "How

is he great, except through the clrcumstance thati the whole
songs of hia predecessors lived in the mouth of the people -
that they were, so to speak, sung at hls cradle; that, as a boy,
he grew up amongst them, and the high excellenceé of these
models se pervaded him that he had thereln a liviung basis on
which he could proceed further? Agaln, why is he yreat, dbut
from this, that his own esongs at once found susceptible ears
amongst his compatriots; that, sung by reapers a.d sheafe
binders, they at once greeted him in Lhe fleld; and that his
boon~companions sang them to welcome him at the ale=housed" ##

Burns also learned his tunes from his mother, who was steeped

# page 15 Esaagy on imitabtions of the Ancient Baliad from
Minstrelsy of the Scottish Border < Baott,
Oliver and Boyd, .dinburgh - 1932
#% Quoted from introduction te The Songs of Burns-Lees &
Shelley James Hedderwlck & Sons,
Glasgow - 1896
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in bhallads, and from the perusal of Wwilliam Ramsay's book, the
“7¢a Table Miscellany". He refers to a "Select Collection of
Songs" in a letter to Dr. Moore which clearly reveals why there
was such a complete union of words and music. "I pored over

them, driving my cart, or walking to labour, aong by song,
verse by verse; carsfully noting the teue, tender, or sublime,
from affectatlon and fustian. I am convinced I owe to thils
practice much of my critio~craft, such as it is."

Probably such eareful preparation for his lyrlcs gave
rise 1o the expression which saye that Burne did not create
Ssottish song, as many people belleve, but rather Scottlsh song

oreated Burns, and in him 1t culminated. He writee: "I can no
more desist rhyming on the impulse than an Aecllian harp can
refuse its tones t0 the streaming air." He also sayss "When I
meet an old Scots air that has any facetious idea in lis name,

I have a pecullar pleasure in following out that ildea for a verse
or two." "These old HScotch airs are 8o nobly sentimental, that
when one would compose to them, to 'south the tune'! as our

Scoteh phrase is, over and over, 18 the readiest way to catech

the ilnspiration, and raise the bard into that gleorious enthuslaen
80 8.roagly characteristle of our old Scotoh poetry."

In a letter to his music publisher, George Thompson, he
describes his method of composing & lyric, "I coneider the
poetic gentiment corresponding to my idea of the musical
expreegsion; then choose my theme; begin one sianza....hunming
every now and then.the alr with verses I have framed." Burns
may have been ignorant of the academic knowledge of music, but
he possessed all the sensiblllity and appreclation of a skilled
musician, He clothed his words with the very spirit and soul
of musle, and knew what effeet he wase striving to achieve. 1In
another letter to Thompsen he wrote about the tune "When she

cam ben she bobbit" in this manner: "Let the harmony of the
vas88 at the stop be full, and thin and dropping through the
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rest of the air, and you will give the tune a noble and
striking effeat.”

At all times Burns was very modest about his musical
knowledge; claiming "I am gensible that my taste in music to
be inelegant and wvulgar, because people of undisputed and
cultivated taste can find no merit in my favourite tunes.
8till, because I am cheaply pleased, is that any reason why
I should deny myself that pleasuret? Many of our strathspeysg,
anoient and medern, give me most exquisite enjoyment, where
you and other Jjudges might prebably be showing disgust. For
inatance, I am guat now making verse for 'Rothlsemurchie's Rant'
(Rothiemurchies), an air which puts me in raptures, and, in
fact, unless I be plessed with the tune; I can never make
verses to it,"

Burns was in raptures wiih more than preity melodies,
Pretty girls were a prime factor in mgklng Burns a poet, for
many of his best lyrics proved to be love aongs. Mary Camnbell
was his inspiration for three of his best, 'Highland Mary,"
and "Afton Water" while she was alive, and "To Mary in Heaven"
after her death, The flrst verse of “"Aftou Water" 1s worthy
of repeating here.

"Flow gently, sweei Afton,; among bthy green braes,

Flow gently I'll sing thee a song in thy pralse;
My Mary's asleep by thy murmuring strcam,
Flow gently, sweet Afton, disturb not her dream.”

In contrast te this beautiful lyrlc, we note the stirring
qualities of "Scots Wha Ha'e." The alr called "Hey, tuttie,
taitie” 1s supposed to have been that used by Bruce on his

mareh 50 Bannockburn. It's patriotism warmed Burns “to a
pitch of enthusiasm on the theme of liberty and independence,

* Quoted from page 13 The Magic of Helody, John Murray
Gibbon Jd.M, Dent and Sons, Toronto, 1933.
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which I threw into a kind of Scottish Ode, fitted to the alr
that one might suppose to be the gallant royal Scot's address
to his heroie followers on that eventful morning." Of this
poem, Carlyle wrote: "So long as there is warm blood in the
heart of Scotehman or man, it will move in flerce thrills
under thie war ode; the best we belleve, that was ever
written by any pen."

"Scots, wha hae wi Wallace bLled,
Scots, wvham Bruce has aften led,
Welcome to your gory bed,

Or to glorious victory!

Now's the day and now's the hour;
Ses the front o' _attle low'r;

See ap?roaeh proud Edward's pow'r,
Edward! chaine and slaverie!

Wha will be a traltor knave?
Wha can fill a coward's zrave?
Wha sae basge ag Le & slave?
Traitor! coward! turn and flee!

Wha for Scotland's king and law
Freedom's aword will strongly draw,
Freeman stand, or freeman fa',
Caledonian! on wi' me!

By oppressien's woes and pains!
By your sons in servile chains!
We wlll draln our dearest veins,
But they shall ve, shall be free!
Lay the proud usurpers low!
Tyrants fall in every rfoe!
Liverty's in every blow!

Forward! let us do or die!"

One feels the essence of Scotland in thls asong. His
national poetry, makes the reader forget Burns. In his
"Wandering Willie" and "Bonnle Jean", though you may be aware
there wae a Burns, you do not feel personally, that he 1is

there., In his songs, Scotland ig everywhere, Burns nowhere.
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For this reason Burns is called Scotland's Naticnal poet,
and for this reason Carlyle has written: "It is in his

songs that Burne'chief influence as an author will ultimately
be found to depend.®

This chapter has shown how famous literary men of
Ireland and Scotland have exerted a tremendous effect upcn
the music of their respective countries. Moore, Scott and
Burns have in their own way helped develop and carry on the
great traditions of poet-musiclans. Let ue hope that there
will be many more poets who will honour and use the force

of music in the development of their peoetry.
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Chapter Nine

Of Literary Men and Musle

"From Harmony, from heavenly Harmony
This univerpal frame began:

When Rature underneath a heap

Of Jarring atoms lay

And could not heave her head,

The tuneful volce was heard from high,
Arise, ye more than dead!l

Then cold, and hot, and molet, and dry
In order to their st&tlona leap,
Anddusic's power obey."

Dryden.

Dryden was the foremost literary man of his time, in
prose, in verse, and in the drama. 8Some of his best poetry
and drama has been written as & result of hie musical
assoolations, There wae 8 London Musical Soclety which
organized & celebratlion in honour of the patroness of music,
8t. Cecilia, It appears that the meetings were held in the
Stationer's Hall and from 1684 we find the day'annually
henour'd by a public Feast', It was for this celebration in
1687 that Dryden wrote the ode from which our above quotation
is taken. This was orliginally set to music by Draghi and
subsequently by Handel.

Dryden's musical appreciation in "The Ode to St. Cecilia®
shows his knowledge of muslcal insiruments in & poctic manner.
His adJectives slgnify the typlical charasteristics of flute,
trumpet and others, "Sharp vliolins," “"trumpets loud clangor,"
"soft complaining flute," are linked with the psyc! ological
effect produced by their tones, thus showing the author's
insights
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“Sharp vielins proclaim

Thely jJealous pangs and desperation,

Fury, frantic indignation,

Depth of palns and helzht of passlon,
For the fair, disdsinful dame."

The "Grand Chorus" linke the force of nmusic at the Crestlion
with its subsequent use at the end of the world,

"As from the power of sacred laye
The gpheres began L0 move,
And sung that great COreator's nraise
To all the blessed above;
So, when the lasat anddreadful hour
This crumbling pagea~t shall devour,
The trumpet shall be heard on high,
The dead shall live, the living die,
And Music eshall @ntune the aky."

In 1897, Dryden sgain wrote an ode 1n honour of 8t,
Cecilia's day, called “Alexander's Feast; Or, The Power of
Musie."” This lovely poem contains many allusions to music,
using poetic expressions which imitate the soft sound of
music, In line 97 we note its imitation and effect -

"Joftly sweet, in Lydian % Heasures
Soon he socothed his scul to pleasures,”

The poet has saved hie climax for the “Grand Chorus®, when
8t, Cecilia 48 introduced with the greatest inetirument of all.

At last divine Cecllia canme,
Inventress of the vocal frame;
The aweel enthuslsst, from her sacred store,
Enlarged the former narrow bounds,
And added length to solemn sounds,
With Nature's mother wit, and arts unknown before,
Let o0ld Timotheus yleld the prize,
Or both divide the crown:
He ralsed a mortal to the skles
She drew an angel down."

* gentle
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'In 1656 the first English opera was introduced, wrltten
by 8ir william D'Avenant and entitled "The Slege of Rhodes."
Dryden, who was intimate with the publie's favourable reactlon
to this new kind of mueic drama, studied its possiblilitles
and, in eollaboration with the former master of the king's
musie Gabu, wrote his "Albion and Albanius®, In the preface
to this drama, Dryden explains some of hls operatic ldeas.
"The suppos'd Persons of this musical Drama (i.e. of opera in
seneral), are generally supernatural, as Gods and Goddesses,
and Hercea~" He went on to describe the recliative as "lofty,
figurative and majestical language" that would be normally
smployed in a spoken play on such a subject. The arias are
called "The Songlsh Part" and are to "please the hearing,
rather than gratify the understading" (quite a modern 1desa).

Dryden was thus lnfluenced a great deal by music ln the
writing of his dramas. He gave credit to the musiclan where
it was due, for in the rreface he writes that Gabu "has so
exactly express‘d my Sence, in all places, where I intended to
move the Passions, that he seems to have entered into my
thoughts, and to have be¢en the Poet as well as the Composer."
Probably apologlzing to the English public for the collaboration
of a French musiclan, he aida "Wwhen any of our Country-men
excel him,I shall be glad for the sake of old En land, to be
shown my error.”" He did have reason to change his mind, for
this was the age of England's great musician, Henry Purcell.
In 1690"Amphitryon or the Two Sosias" was published by Dryden,
and, in a letter preflxed to the published text, wrote "what

has been wantlng on my Part, has been abundantly supplied by



196

the Exeellent Composition of Mr, Furcell; in whose person we
have at length found an Englisheman, equal with the best
abroad, At least my opinion of him has been such, since hls
happy and judiclous Performances in the late Opera (Dloclesian,
from the Prophetess by Beaumont and Fletcher); and the
Experience I have had of him, in the setiing my three s0.gs
for this Amphitryons To all which, and particularly to the
Cogposition of the Pastoral Dialogue, the numerous Quire of
Fair Ladies gave so just an Applause on the Third Day.

This satisfactory relatlonship between poet and musiclan
continued for several years. It was partlcularly satlsfactory
in Dryden's opera "King Arthur." lang writes: "True to the
great dramatic tradlitions not yet entlrely extinct on the
English stage, 'King Arthur' observes the rights of the drama,
and, although the distinction between actors, singers, and
dancers ls mal-tained, the work displays a definite dramatic
unity." # Musie and song, dance and chorus plays a very
important part in this production, for it wap designed ag an
opera, while the previous ones were adaptatious.

Dryden collaborated with Howard to produce a draustic
version of "The Indian Queen” set to music by Purcell, aad
later collaborated with Lee to write "Epideus,® also set to
music by Pureell, It has been sald that England would have
advanced in opera as favourably as did Italy and France, if
such works as Dryden wrote, had continued to flourish, How-
ever, the formallty of English poetry did not allow the _ending
of the line to suit the ear. As Dryden wrote in his preface
to "King Arthur" - “But the numbers of poetry and vooal muslck
are sometimes 8o conirary, that in many places I have been

obliged tc cramp my Verses, and make them ru ;ged to the Reader,
that they be harmonious to the Hearer." It is because of

* page 417 of Music in Western Clvilization, Paul lang
W.,W. Norton & Co. Inc. 1941
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Dryden's versatiliiy 4&n this regard, and because of hls
relation %o dramatic music, that he has been included in
this chaptcer.

John Milton is one of the greatest voets of the English
language and one of the few noets who was a musiclan, Both
Milton's father and grandfather were musicians, while the
latter was also a voluminous composer, who contributed a
madrigal to Morley's famous "Triumphs of Oriana," John Milton
Senlor instiructed him on the organ, which was in their house,
and he is known to have had "a delicate tuneable voice, and
had good skill." A4lthough he was musical he left that more
to hisg father, and turned to poetry. This is geen in hils
Latin poem "Ad Patrem".

“Nor blame, Oh muchelov'd sire! the sacred Nine

Who thee have honour'd with such gifts divine;

Who taught thee how to charm the list'ning throng,

With all the sweetness of a siren's song;

Blending such tones ag every breast inflame

And made thee heir 1o great Orion's fame.

By blood united, and by kindred arts,

On each Apolle his refulgence darta:

To thee polnts out the magle power of sound,

To me the ma,es of poetle ground;

And fositered thus by his pareatal care,

We equal seem Divinity to share." (Translation)

During all his life, music was Mllton's chief recreation.,
118 knowledge of the sister art is shown in the many refere..ces
found in the poems, while his instinet for it has given a
gonorous quality to his verse. When he was but twenty hie

"Hymn on the ¥orning of Christ's Nativity" includes this



198

stanzas
"Ring out, ye crystal spheres!
Onee bless our human ears
If ye have power te touch our senses 80}
And ‘let your silver chinme
Move in melodious time;
And let the bass of heaven's deep organ blow}
And wlth your ninefold harmony
Make up full concert to the anselic symphony,"

This poetical reference to organ musiec, was certainly
founded upon hls personal experience. A more technical
reference is found in "raradise Lost" towards the end of
Book 1., The Evil apirite had

M eesessformed within the ground

A various mould, and from the bolling cells

By strange conveyance fi11'd each hollow nook;

As in an organ, from cne blast of wind,

To many a row of pipes the sound-board breathes.”

The last two lines of the former quotation refer to
Milton's knowledge of the “Music of the Spheres" with its
relation to Astronomy., Apparently this idea of "“heavenly
music" had persisted from the days of Shakespeare, whose use
of 1t we have referred to in a previous chapter,

The organ is not the only instrument with which Milton was
familiar. At the end of Book VII of"Paradise Loet", a descrip-
tion of Sunday as it was kept in Heaven,reads:

"But not in silence holy kept; the harp

Had work, and rested not; the solemn pilpe
And dulcimer, all organa of sweet stop,

All sounds on fret by sirinrg or golden wire,

Temper'd gsoft tunings, intermix'd with voice
Choral and unison}esesesee’
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The "solemn pipe" probably referred to a recorder, the
"duloimer" was the original of the plsnoforte. "Frets" are
8t1ll used for gultars and mandolins, but in those days were
also used on the "viol" and "lute". This"temper'd soft
tunings® referpred to the varied tunings used by the lute
players. FEvidently to crown all these instrumente the human
volce in unison or in solo purts was heard, and alse in
"choral" arrangements, suggesting a ms;sed gholir,

The use of a vast ¢horus seemed fitting to Milton when
"the great multitude of Angels" answer the words of God,
accepting hls offer of Christ to redeem ¥an by ylelding to
Death. Such a momeat called for music inconcelvaibly sweet
and harmonious:-

"Then c¢rown'd again, their golden harps they took ~

Harpa ever tuned,;..ess
+o0e8nd with preamble sweet
Of charming symrhony they introduce
Thelr sacred song, and waken raptures high:
No volce exempnt, no volce but well could Join
Melodlous part; such concord is in Heaven."  #

The use of the word "preamble" sghows that Milton was
cognizant of form in musie, It 18 now known as a "Prelude",
and, as referred to here, is a plece to "introduce® a longer
work, Of course a “"symphony" then would be simply instirumental
muslc in papts, and not on such a scale as we are famlliar with,

Milton's technical knowledse is further shown by his

use of terms referring to the Greek Modes of scales or tunes,

# Paradise Lost, Book 111, about the middie.



In line 186 of Lycidas we resd:

"Thus sang the uncouth Swain to the oaks and rills,

While the still ¥Morn went out with sandals grey:

He touched the tender stopse of various quilla,

With esger thought warbling his Doric lay."

The Dorian scale was manly and strong. These "quills"
are the geveral reed-pipes of Syrinx, panpipes of reed.

Such an instrument is satisfactory for a pastocral seene.

In contrast to the Dorlan, there is a reference to the
Lydian in line 136 of the famous "L'Allegro." Thig is a
langueurous and sentimental ailr, The following lines are
some of the loveliest in the language about muslc,

"Lap me in soft Lydian airs,

Married to lmmortal verse,

Sueh as the meeting soul mey plerce,

In notes wlth many a winding bout

Of linked aweetness long drawn out

with wanton heed and glédy cunring,

The melting volice through mazes running,
Untwisting all the chains that tie

The hidden soul of harmony."

It 1s vrobable that the "mazes® bt .rough which the human
voice were runring, were contrapuntal alrs requiring the
com lete interdependence of each volce vart. The madrigal was
this type of compoaltion, and,a= we have seen, quite familiar
to both father and son.

The equally famous "Il Penseroso" contalus a reference to
church music that shows Milton's sublime affection for the

music assoclated with worship. In line 161:
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"There let the pealing organ blow,
To the fullevoiced cholr below
In service high and anthems clear,
As may with sweetness, through mine ear,
Dimsolve me into ecstasles,
And bring all heaven before mine eyes."
Milton's assoclations with the composer lenry Lawes,
are worthy of note. It is probable that 1ilton studied under
this musician, and due to his suggestion he wrotc the most
famous of all English Masques, the "Comus". This was written
ag & famlly entertalmment for the festivitlies atludlow Castle
to celebrate the appolntment of the Earl of Eridgewater as
President of the Council of Wales and the Marches in 1634,
It includes several songs and a c¢onsiderable number of stage
directions for music to be performed in apecific places,
with inetrumental movements partlcularly prominent. Lawes
teook part in this masque, singing five of t'e eongs including
an invoecatlion song to Sabrine:
"Sabrina Falr
Sabrina falr,
Listen where thou art sitiing
Under the glassy, cool, translucent wave,
In twisted braids of llllies knitting
The loose train of thy amber-dropping halr;
Listen for dear honour's sake,
Goddess of the ellver lake,
Listen and save!"
¥ilton's tribute to Lawes has vecome well known, and

correctly estimates the relatlionship of musie to words.

"Harry, whose tuneful and well-mneasured song
First taught our English musliec how L0 span
Words with just note and accent, not to acan
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WAth Midas' ears, committiing short and long,

Thy worth and skill exempts thee Irom the throng.
With praise enough for envy to look wan;

To after age thou shalt be writ the man

That with smooth alr oouldst humour best our tongue!

We leave our disoussion of Milton by quoting a poem aboutb
music which was writtien while he was but twenty-four; a poenm
splendid for its verbal harmony; rich in its musical allusien;
ingpired wlth its religiogus implication.

"At a Solemn Music

Blest pair of Sirens, pledges of Heaven's Joy,
Sphere-born harmonious sisters, Volce and Verse,
Wed your divine sounds, and mixed power employ,
Pead things with inbreathed sensae able to plerce;
And t0 our higheralsed phantasy present

That undisturbed song of pure concent,

Aye sung before the sapphire-coloured throne

To Him that s8lts thereon,

With saintly shout and solemn jubilee;

Where the bright Seraphim in burning row

Thelr loud uplifted angel-trumpets blow,

And the Cherublc host in thousand quires

Touch their immortal harps of golden wires,

With those just Splrits that wear victoricus psalms
8inging everlastingly."

Henry Lawes wgs also a friend of Robert Herrick, the
poeteparson~musician, and set many of his lyries to musioc,
Herrick thought highly of him, as is evident ln these lines:

"fouch but thy lyre, my Harry, and I hear

From thes some raptures of the rare Gotire;

Then if thy volce commingle with the string,

I hear in thee the rare lLanlere to sing,

Or ourious Wilson; tell me, canst thou be

Less than Apollo, that usurp'st such three?

Three unto whom the whole world give applause;

Yet thelr three praises pralse but one -~ that's
Lawes."
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Laniere, Dr. Wilson, and Gsautlier, the court lutenist, were
also hls close asscclates. His connectlon with these con-
posers is found in one of his hort poems "Upon Fimself"

"thou shalt not all die; for while love's fire

shines

Upon his altar, men shall read thy lines;

And learn'd musicians ghall, %0 honour Terrick's

Fame, and his name, both set and sing his lyrics!

Herriok had the faclllity of writing lyrics to pre-

exlsting tunes, muach in the same way as Burns, but, of course,
to a lesser degree. "lLive, live with me and thou shalt see",
has been written to the melody of Marlowe's "Come live with
ne and be my love', while the "Mad Maid's Song" is to the
tune of Ophelia's song in "Hamlet", "Good-morrow, 'tis Saint
Valentine's day”"., His familiarity with the song collections
of the day, such as "Pammelia" and "Deuteromelia", would
probably be the source of his tunes. There are also indica-
tions that he sang as he wrote, accompanylng himself on the
lute - "to the tension of a string". His education at
Yestminster School provided two hours lnstruction in singing
every week. Thus these words seem understandable:

"Rare, is the volce itself; but when we sing
"o th' lute or viol, then ‘'tis ravishing,"

The power of music 1g expressed in one of Herrick's

lyrical effusions "To Musie, o iecalm hie Fever".
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“Charm me asleep, and melt me 80
With thy dellcious numbers,
That being ravished, hence I go
Away in easy slumbers.
Ease my sick head,
And make my bed,
Thou power that canst sever
From me this il],
And quickly still,
Though thou net kill
My fever.

Thou sweetly canst converi the same
From & conguming fire
Into a gentle=licking flame,
And make 1t thus expire;

Then make me weep
My pains asleep,
And give me such reposes,
That I, poor I,
¥ay think, thereby,
I {1ve and die
'Mongst roses.

Fall on me like a silent dew,
Cr like those maidens showers
Whieh, by the peep of day, d¢ sirew
A baptdi'm o'er the flowers,
Melt, mell my paine,
Wwith thy soft stralins,
That having ease me given,
with full delight
I leave thie light,
And take my f11§ht
For Heaven,

Herrick was really a follower of 3en Jonson. His
friendship has given rise to a number of poems about Jonson,
gsome of which appeared in the famous "Heaperides" collection.
Jonson's masque songa had distinctive metres which were

ecopled in Herrick's poems, notably "His Prayer Lo cen Jonson'-
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"Wwhen 1 a verse shall make,
Enow I have prayed thee,
For old Religion's sake,
Saint Ben to ald me.

Make the way smooth for me,
When I, thy Herrick,
Honouring thee, on my knee
Offer my lyric.

Candles 1'll give Lo these,
And a new Altar;

And thou, Baint Banf ghall be
vWrit in my Psalter.”

Herrick was an ardent Royallst, and was greatly affected
by the Puritan way of life. We see how important music was
to him in his reference to thls perlod.

"To His Friend, On the Untuneable Times
Play I could once:ut {gentle friend) you see
My harp hung up here on the willow tree,.
8ing I ceould once, and bravely too inepire
(With luscious numberse) my melodious lyre,
LA but( (ah!) 1 kﬂﬂw mtt hﬂw'
I feel in me this transmutation now.
Grief (my dear friend) has firet my harp unstrung;
Withered my hand and palsy-struck my tongue"

The lightness of Herrick's verse is due essentlially to
the ease with which 1t can be sung or spoken. The lovely
lyric "Cherry Ripe" is an example of this, and also shows
that the Puritans did not put a stop to his happy eloquence.
These words are heard to-day in a spirited and 1lllting setting
by Charles E. Horn (1786-1849), thue showing the continued

popularity of Herrlek's verse.
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"Gherry-Ripe

Cherry~ripe, ripe, ripe, 1 cry,
Full and fair ones, come and buy;
If so be you ask me where

They d¢ grow? 1 answer, There,
where my Julla's lips do smile,
There's the land, or cherry lsle,
Whose plantations fully show

All the year, where cherries grow."

Most famous of all Herrick's songe is "To Anthea, who
may command him anthing". This appeared in the "Heasperides"
and since its first setting by Henmry Lawes, has been popular
with many other comperas., 1t seems fitting to leave our
remakrs about Herrisk by quoting this graceful love lyrio:

"pid my to live, and I will live
Thy Proteatant to bej

Or bid me love and I will give
A loving heart to thee.

A heart as soft, a heart as kind,

& heart as gound and free,

A in the whole world thou canst find,
That heart I'll give to thee.

Bid that heart stay, and it will stay
To honour thy decree;

Or bid it languish quite away,

And't shall do so for thee.

Bid me to weep, and I will weep,
wWhile I have eyes to aee;
And having none, yet I will keep
A heart to weep for thee,

Bid me despalr, and Ill despair
Under that cypreas tree;

Or bid me die, and I will dare
E'en death to dle for thee.

Thou art my 1life, my love, my heart,
The very eyes of me,

And hast command of every part

To live and dle for thee,”



A REPRESENTATIV BpBIBLICGRATYHY FOR THE TWO CHAPTERS
ENTITLED "OF LITERARY MEN AND MUSIC" WILL BE FOUND ON
PAGES 226 and 226a.
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¢hapter Ten £08
Of Literary ¥en and Muailc (vontinued)

“Some muslo is above me; moet music is beneath
me, I like Beethoven and Moszart--or else some of the
aerial composltlions of the elder Italians, as Palestrina
and Carissimi, And I love Purcell...Good musi¢ never
tires me, nor sends me to sleep. I feel physically
refreshed and strengthened by 1%, as Milton says he 4id."

Coleridge

Samuel Tayler Coleridge was a poet, a politiocan, a
scholar, a teascher and a philesppher. He belleved that all
things were One, and accordi:gly mueic was like other objects
of thought, something of importance that should be reckoned
with., Coleridge was nc muslician but, like s0 many others
of his kind, liked to feel thai he had a working knowledge of
its intricacles. This is shown in hls allusions.

In his "Hymn before Sunrise” we read:

"Yet, like some sweel begulling melody,
So sweet, we know not we are listening to it,"

This seems to be a pecullar sort of tune - one that can not
be heard. Perhaps he is referring to the subconseious mind
registering the sound. At any rate, six lines later his
impression is more satisfying.
"Awake, my soul! not only passive praise
Thou owest! not alene these swelling tears,
Mute thanks and secret ecstasy! Awake,
Voice of sweet song! Awake, my heart, awake;
Green vales and loy cliffs, all join my Hymn,"
His “"Lines Compoged in A Concert Room" show that he has
little taste for the "intricacles of laborious song', nor

for the people vwho sing them.
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"These feel not music's genuine power, nor delgn
To melt at Nature's n&asionnwarbled plaint;

But when the long=breathed singer's uptrilled atrain
Burets in a squall - they gape for wonderment."

In a later stanza, he tells of the kinéd of music he likes =~
Scoteh tunes at thait, suitable for marching or dancing.
"0 give me, from this heartless seene released,
To hear our old musiclan, blind and gray,
(“hom stretching from my nurse's arms I Kisgsed)
His Seottish tunes and warlike marches play,
By meonshine, on the balmy summer-night,
The while I dance amld the tedded hay
With merry malds, whoge ringlets toss in light."
The last atanza refers to Anne, who apparently transforms the
sounds of nature into beautiful music. These lines bhear
quoting for thelyr exquisite verbal harmony.
"Thee, gentle woman, for thy volce ree-measures
Whatever tones and mela choly pleasures
The things of HNature utter; blprda or trees
Or moan of cogean-zale in weedy caves,
Or where the gtlff grass mid the heath-plant waves,
Murpur and mugie thin of sudden breeze,"
Coleridge was familiar with the music of Purceell, for
his "Lines to W.L." were written "While he sang & song to
Purcell's musioc”. It is rather unmusical of him to credit
the singer with the musie he has sung, lnstead of the composer.
He writess
"I« ! methinks, I would not often hear
Such melodies as thine, lest I should lose
All memory of the wrongs and sore dietress,
For which my miserable brethern weep!
The author attributes great power Lo music, for he finlshes

the poem, by referring to hearing these melodies at his death

bed.



210

"Methinks, sush strains, breathed by my angel-
gulde,
Would make me pass the cup of anguish ULy,

Mix with the blest, nor know that I had died!"

This power of music also is used in the supernatural setting
of "The Ancient Mariner". In part five, we read:

"and now 'twas like all instruments,
Now like a lonely flute;

And new it i1s an angel's song,
That makes the Heaven's mute.

The world "lonely" &g applled to the flute is particu-
larly suitable, for Coleridge is using it to contrast this
single Ainstrument with the whole orchestra. when too, it
has a subtle meaning, for this adjeotive connotes the exact
quality of the instrument. Wwhen played gently the [lute has
a purlidy of sound produceed by the laok of overtones. In other
words the tone seems "lonely" for it is void of any harmonic

AOUCe .

Coleridge also refers to the lute in his lines "Composed
at Clevedon, Somersetshire”. These lines are a delighitful
tribvute to musloc:s

M eevinersrsoas And th' Eollan lute,
How by the desultory breeze careased,
Like some coy maid halfeylelding to her lover,
It pours such sweet upbraldings, as must needs
Tempt to repeat the wrong! And now its stri:.s
Foldlier sweps, the long sequacious note
Over delliclious surges sink and rise,
Such a soft floating witehery of sound.,-
Methinks, it should have been imposalble
Not te love all things in a world like this,
Where e'en the breezeg of the simple air
Possess the power and spirit of meledy!"
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The post has used other instruments as sources of inspir-
ation. In his vision, "The Destiny of Kations" the harp re-

tains ite age-long assocliation with freedom,.

“Sueh symphony requires best instrument.
Selze, then, my soul! from Freedom's trophied dome
The harp which hangeth high between the ghields
Of Brutus and lLeonidas! With that
Strong musie, that soliciting spell, force back
Man's free and stirring spirit that lies entranced."

The famous "Kubla Khan" has a reference to the dulcimer.
"A damsel with a dulcimer
In 2 vigsion once 1 saws
It was an Abyssinlan mald,
And on her dulolimer she played,

8inging of Mount Abora,
Could I revive within me

Her symphony and song,
To such a deep delight ‘twoud win me

That with music loud and long,
I would bulld that dome in alpr,
That sunny dome!"

In both of these last quotations there 1s a loose meaning
attached to0 the word "symphony". The latter use of the word
refers to the asccompaniment to her song. Of course, this is
inacourate, for a "symphony" suggeste several ingtruments
played together. In spite of Coleridge's lack of musiclan-
ship we have seen by these quotations that the poet has en-
riched his verse with muslcal 1deas. His poetle reference to
musgic are numerous, and interestling.

Samuel Pepys has played an lmportant role in our history
of English literature. Some people have claimed that his
"Diary" 1s not literature at all, but probably the man who
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summed up the question in this manner "Pepys kept a diary,
and the result was literature" is closest to the truth. One
thing is certsain, and that is, he wrote as he thought, and
what 13 even more lmportant, as he spoke. Thus when he
wrote "Musique is the think I love most" (July 30,1666), we
are inclined teo belleve him, and when elight years later we
read "Musique, in which my utmost lusury lies", we see that
it 18 qQuite an lmportant element in hils 1ife. Finally in
his later life, it achleves an even more important persw
pective, for he writes, "music was never of more use to me
than it is now",

Apparently muslc even interfered with hls work for in
February 1663 he writes: "I played also, which I have not
done this long time before wupon any instrument, and at last
broke up, and I to my office a little while, being fearful
of being too muech taken with musique, for fear of returning
to my e¢ld dotage thereon, and so neglect my business as I
used to do"., After remarking thls way about his absorbing
interest, he continues at a later date: "put then I do

consider that this 1s all the pleasure I live for in the
world, and the greatest I can ever expect in the best of my
lire".

Pepys was a progressive person and, not contented with
his imperfections, took lessons in composition from a Hr.
Berkenshaw, referred o by Evelyn who heard him in London at

"« a concert of excellent musiclans, expecially one Mr.
Berkenshaw, the rare artlist who invented a mathematical way
of composure very extraordinary, true as to the exact rules
of art, but without muck harmonle." Pepys paid him five
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pounds for his course whioh he admitted "was a great deal of
money &nd troubled me to part with it". The lessons came to
& sudden end due to a quarrel about the rules of musie so
that "in a pet he (Berk.) flung out of my chamber and I never
stopped him".

He has hetter lusek with his einging teasher. In June
1661 he wrotes . "This merning came Mr. Goodgroome 0 me
(recommended by Mr. Mage), with whom I agreed presently te
give him 20 S. entrance, which I then dild, and 20 S. s month
pare to teach me to eing, and so we began, and I hope I have
come to something in it'. This improved his coritical faculty
of other people, for he later adds: "After supper I made
the ladles sing, and they have been taught, but Lord! though
I was forced to commend them, yet 1t was the saddest stuff
1 ever heard".

Pepys must have progressed falrly well, for he becomes
a singing master. Of course he had ability before he ever
started to take lessons, for on Descember 9, 1660 he writes:
"Phis being done I went to Chappell" (at Whitehall) “and sat
in Mr. Blagrave's pew, and there did sing my part aleng with
another before the King, and with much esse." His nmsid
Mercer became his favourite pupll, being taught under varled
ciroumstances. One day he writes: "Thence to Unthanks's and
‘Change, where wife dld a little business while lercer and I

stald in the coach; and in & quarter of an hour, I taught her
the whole larke's song perfectly, so excellente an eare she

hath".

As a vocallst Pepys probably was better than an amateur.
He could also express his musleal inclinations by playing
different inatruments. He writes: "Back again home, and

there my wife and Mercer and Tom and I sat till eleven at
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night, singing and fiddling, and a great joy it ls to see me
master of so musch pleasure 5n my house, that 1t is and will
be atill, I hope, a constant pleasure to0 me to be at home.,"

Pepys alsoc played the flageolet and carried it with him
on his dukies as Sesretary of the Admiralty. On his arrival
in Holland he writea: "The rest of the company got & c¢oach

by themselves; MNr. Creed and I went in the fore part of a
coach wherein were twoc very pretty ladies, very fashionable,
and with black patsches, who very merrily sang all the way,
and that very well, and were very free to kiss the twc blades
that were with them, I took out my flageolette and piped,
but in piping I dropped my rapler-astick;"

As a nmusical eritic of the times, Pepys was second to
none. A8 they are his own private opinions, they are very
accurate and enlightening. He ocoasionally attended the
King's House where different productions were performed.

The ”wind-musique"'rererred to in thie excerpt would be that
of the flageolet: "To the King's House o see'the Virgin

Martyr], the firet time it hath been acted a great while, and
it is mighty pleasant; not that the play is worth much, but
it is fainely acted by Becke Marshall. But that whioh did
please me beyond any thing in the whole world was the wind-
musique when the angel comes down, which is 80 eweet that 1t
ravished me, and indeed, in a word; dld wrap up my soul eo
that it made me really siek, Just as I have formerly been vhen
in love with my wife; that nelither then, nor all the evening
going home, and at home, I was able to think of any thing,
but remained all night transported, so as I could not belleve
that ever any music hath that real command over the soul of
a man a8 this 4id upon me; and makes me resoclve to practise
windemusique, and to0 make my wife do the llke."

Pepys was partiocularly interested in the theory ol music.
This is shown by his reference to the most noted works on the
subject. The famous edition of "Plaine and Easie Introduction

to Musique' came under his close scrutiny. He writes:
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"Having a ¢old so as I am not able to speak, I lay in bed till
noon, and then up and to m{ chamber with a good fire, and
there spent an hour on Morley's Introduction to Musique, &
very good but unmethodlcal book." Another beok is mentloned:

"Walked to Woolwich all the way reading Playford's Introduc-
tion t0 Muaick, wherein are some things very pretty".

YWe leave this man of musie by noting his fondness for
baliads (note the famous Pepys eeollection), and his ability
in composing. He began ecomposition in Febpruary 1662. "At
night begun to compose songs, and begun with 'Gaze not on
Swans' " while later we read: "Leng with Mr. Birkenshaw in
the morning at my musique practice, finishing my song of
'‘Gaze not on the Swans' in two parts, whioh plemses me well-"
The ecther is his setting of "Besuty Retire", the words of
Solyman to Roxolana in the "Siege of Rhodes", He refers to
it in February 23, 1666, as follows: "Comes Mrs, Knipp o
see my wife, and I epent all the evening talking with thie
baggage, and teashing her my song of 'Beauty Retire', which
she sings and makes go most rarely « and a very fine song it
peema %o he®. Apparently Mrs. Knipp taught it to her hug~
band for we read later "After our first bout of dancing,
Enipp and I to sing, and Mercer and Captain Dowing, who loves
and understands Muslck, would by all means have my song of

'Beauty Retire', whiech Knlpp had gpread abroad, and he extols
it above snything he ever heard".

We now turn to a later wrlter of great merit, the

novelist, Charles Dickensa.

Carlyle wrote of Dickenss "I truly love Dickens; and
discern in the inner man of him a tone of real Music which
struggles to express ltself, as it may in these bewlldered,
stupefied, and, indeed, very crusty and diatracted days -~
better or worge!" Dickens has expressed himself musically,
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in his writings, and has done so in a very creditable fashion.
It happens that in his younger days he received instruction
on the piane whioch ended by hils master giving up ln despalr.
An 0ld sohoolfellow of the novelist's, lr. Bowden, claims
Dickens recelved lessons on the viclin when he was at the
wellington House Academy, in Hampstead Road. There is no
record that he wasg susc¢essful, but, he later turned to the
accordion, which he played on hls ocean voyage. Writing to
Forster about 1t we read "The steward lent me one on the
passage out, and I regaled the ladies' cavin with my perfor-
manges, You can't think with what feelinge I play 'Home,
Sweet ‘ome' every night, or how pleasantly said it makes us."

His desoription of the voyage back reveals that he was
musically conselous of discord and that he did not appreciate
it. "One played the accordion, another the violin, and
another (who usually vegan at six o'eclock a, m.) the key
bugle: the combined effect of which instruments, when they
all played different tunes, in different parts of the ship,
at the same time, and within hearing of each other, as they
sometimes did (everybedy being intensely satisfied with his
own performance), was sublimely hideous."

From another account, on board ship, we learn ihat
Dickens had a tenor volce, and that he used 1t musilcally.
This bears out the fact that he was fond of songs and singing.
¥oore's "Irish Melodles" had a sveclal attraction for him,
and he often played them or sang them with his friends. "The
Canadlan Boat Song" is of course by Moore, and "Auld Lang
gyne” by Burns. "We had speech making and singing in the

saloon of the Cuba after the last dlnner of the voyage. I
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Shink I have acquired a higher reputation from drawing out the
captalin, and getting him t¢ take the second in ‘'All's Well'
and likewise in 'There's not in the wide world' (your parent
taking the first), than from anything previously known of

me on these shores......We also sang (with a Chlcago lady,
and & strong-minded woman frem I don't know where) 'Auld Lang
Byne', with a tender melansholy expressive cof having all four
been united from our c¢radles. The more dismal we were, the
more deligzhted the company were, Once (when we paddled i'
the burn) the captain took a little eruise round the compass
on his own account, touching at the Canadian Boat Song, and
taking in supplies at Jubilate, 'Seas between us braid ha'
roared,’ and reared like ourselves."

Dickens alzo wase interested in opera, attending whene
ever he oould, He visited Carrare on the Continent and by
his remarks show his understanding of musie drams .-

“There 1s a beautiful little theatre there, bullt of marble,
and they had it illuminated there in my honour. There was
really a very fair opera, but it is ourious that the chorus
has been always time out of mind, made up of labourers in
the quarries, who don't knew a note of music, and sing
entirely by ear." This knowledge wee supplemented by his
ability as an astor and stage manager, and culminated 4in his
superintending a private performance of "Clari" an opera by
Bi Bhﬁp .

Whenever Dickens looked after the performance of a play
he was very particular stout the muslcal arrangsuents. In
"No Thoroughfare” he wag hils own bandmaster and director of
music, Ve find the subtle use of muslic suggested when
Obenreizer enters. A "mysterious theme 1s directed to be
played" by a "well informed, clever, and a good musician".

Hullah and Dickens cellaberated in the production of an
operetta "The Village Coguettes™. It consisted of duets,

songe, and concerted pleces, and was first produced in
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8t. Jame's Theatpe, London, on December &, 1836. Kitton in
hia biegrephy of Dickens writes "The play was well received,
and duly pralsed by preminent musical jJournals".

Digkens had a gresat knowledge of song and ballad litera-
ture, This peint is proven repeatedly by references %o the
novels, David Copperfield refers to a national air. "what
evenlngs when the candles came, and I was expected to employ
myself, but not daring to read an entertaining book, pored
over some hard~hearted, barder~hearted itreatise on arithumetic;
when the tables of welghts and measures set themselves to tunes
a8 "Rule Britannia' or "Away with Melancholy"!" In Martin
Ohmgslewit, when he and Mark Tapley were on thelr way to
America, they were accompanied by "an English gentleman who
was stprongly suspected of having run away from a bank, with
something in his possession belonging to its strong-box
besides the key (and who) grew eleoquent upon the subject of
the rights of man, and hummed the Marseillaise Hymn constantly?
All together Dickens has made use of over ¢ hundred other
songs to which he has referred in his novels.

The novelist's remarks about basses merit atiention.

In the Christmas Carol, Topper "eould growl away in the bass
like a good one, and never swell the large veine in his fore-
head or get red in the face over it". He shows to0 the kind
of song basses enjoyed "at the harmony meetings in which the
collegians at the Marshalsea used o indulge. Occasionally
a vecal strain more sonorous than the generality informed the
1istener that some boastful bass was In blue water or the
hunting fleld, or with the reindeer, or on the mountain, or

among the heather, but the Marshall of the Marshalsea knew
better, and had got him hard and fast®.
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Dickens showed a nowledge of classical music for he
haa referred to¢ a number of pleces. In "Bleak House", Mr.
George introducee an allusion in a rather grim and ironical
faghion. The musical effect is, to say the least, original.-
"Do you know what tune that is Mr. Smallweed?' he adde, after
breaking off to whistle one, accompanied on the table with
the empty ?1p6.

*Mune’ replies the 0ld man. 'No, we never have tunes hepe,'

‘That's the "Dead Maroh"” in Saul, They bury soldlers to
it, 80 it's the natural end of the subject.'”

In Great Expectations, Pocket asks Plp,

"Would you mind Handel for a familiar name? There's a
eharminﬁ ﬁieee of muslc, by Handel, called the "Harmonious
Blackamith®

"I should like it very much."

Pip had been a blacksmlth, and of course the twe boye were
"armonious",

Dickens had apparently made an error in his allusion to
Beethoven in "Dombey and Son". Mr. Morfin tries to warn the
manager of his presence in this fashion,-~ "I have whistled,
hunmed tunees, gone s¢curately through the whole of useethoven's
Sonata in B, to let him know that I was within hearing, but
he neVer heéded ma". The embarrasing point is that this
particular sonata has never been found.

Musically attentive, Dickens was also musleally creative.
Three of the songs appearing in "Pilckwiek" are originsl. In
1846, he wrote a "Hymn of the Wiltshire Labourers" which was
really & prayer for better soclal conditions. There is no

record as to the tune to whieh 1t was sung. The firsat verse

reads,
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"0 God, who by Thy Prophet's hand
pids't smite the rocky brake,
WYhente wateyr came at Thy command
Thy people's thirst 1o slake,
Strike, now, upon this granlite wall,
Stern, obdurate, and high{
And let some drop of pity fall
For us who starve and die!"

Numerous slluslons to inetruments are found in Dickens'
writings. A reference %o them is found 1in the Chapter on
Instruments, 1t 1s sufflolent teo note that in these refer-
ences, as in the others, one finds that Dickens has & real
and compreohensive knovledge and understanding.

“who hears music feels his solitude peopled at once.,"
Browning is the most musical of our more modern poets. Even
in his oradle daye he was nursed in an atmosphere of music,
for his father used to walk him to and fro soothing the child
to sleep by singing to him snatches of Anaoreon in the origi-
nal, to a favourite old tune. Him blographer, Sharp, writen:
*One of hie own (Robert's) recollections was that of sitting
on his father's knees in the library, and lietenin% with en~
threlled attentlion to the Tale of Trey, with marvellous
1llustrations among the glowing ceals in the fireplace; with,
below all, the vaguely heard accompaniment - from the neligh-
bouring room, where Mrs. Brownlng sat 'in her chief happiness,
her hour of darkness and solitude and music' - of a wild
Gaelic lament, with its Ineistent falling cadences."

Browning was of an artistic temperament. He studled mosi
of the artas, including advanced work in music, under able

teachers. There vwas a time in his life when he could not make
up his mind whether to be a palnter, sculptor poet or muslcian.

There is no doubt that hie musical knowledge and ablility have
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his whole vhilosophy of life. It was he who wrote

"There is no truer truth cbbainable
By man, than comes of musioc."

Always asusceptible teo the language of sound, Srowning
made mental notes of the unusual, and tried through the
connotation of gounds to be suggestive as in muslie, rather

than informative: Thie is noticed in

A tune was born in my head last week

Out of the thump~thump and shriek-shriek

Of the train, as I came by it, up from Manchester,
And when next week I take 1% baok again

My head will sing to the engine's clack again.”

His sense of sound is admirably united with a rhythmical
1411t in the Cavalier Tunes, It la difficult to keep your

feet still when the music of "Boet and Saddle" iz heard.

"Boot, saddle, to horse, and awayvl

Regcue my castle before the hot day

Lrightens to blue fyrom 1ts osilvery gray.
Chorus ~ Boot, saddle, to horse, and away."

"Bells and Pomegranates" wag the fanciful name glven to
8 series of elght numbers. Browning explains what he meant

by the title: "I only meant by that title to indicate an

endeavour towards something llke an alteratlion or nixture, of
music with discoursing, sound with sense, poetry with thought,
which 1@eked too ambitious, thue expressed, so the symbol was
preferred.” In the first number is the famous "Pippa rasses",

pablished in 1841. This play was divided inte four acts.
Merning, Noon, Evening and Night. In each act "Pippa Passes"

by bo the stage dlrections.
"from without is heard the voice of Pippa slaging)"
™ Ast I, we have the best loved of her songs.
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"The year's at the spring
And day's at the morng
Morning's at seven;

The hillside's dewepearled;
The lark's on the wing;

The snall's on the thorn:
God's in his heaven=--

All's right with the worldi®

In Act 11, she aings a narrative ballad sterting with
"A king lived long ago
In the morning of the world,
when earth was nigher heaven than nowg-"
In Aet IV, her song again refers to nature.
"Overhead the tree~topa meet, '
Flowers and grass spring 'neath one's feet;
There was naught above me, naught below,
My ehildhood had not learned to know:"
Browning la best known for hls dramatic lyrics, whioh were
lyrio in expression and dramatic in principle., Some of these
were the monologues of imaginary persong, or persons other
than himeelf. In thle way he was able to push the psycholo=
gical limits of poetry to a point of metaphysical comtemplation.
That of "A Toecata of Galluppi's® deals with a musieal theme.
An American suthor, visiting Srowning and hils wife at
Qasa Guidi in 1847, tells us of the muslcal background to
this poem., “Mrs. trowning was still too much of an invalid
to walk, but she sat under the great irees upon the lawn-like
hillsides near the convent, or in the seats of the dusky
convent. chapel, while Rebert Browning ail the organ chased a

fugue§ or dreamed out upen the twilight keys a faint throb-
bing "Toccata" of Galuppl. Thls celebrated Itallan composer
and harpsichordiet (1706-85) ls pictured as one of the pre-
Romantic school, playing at & masked evening-party in venlce.
Apparently the audience listens patliently, but only for
fashion's sake.~
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in Stansza 8ixs
"Well, and it was graceful of them - they'd
break talk off and afford
She, to bite her mask's black velvet-be, to
finger on his sword,
While you sst and glayed Toccatas, stately at
the olavichord?

A conslderable use of musical terms is observed in the
next stanza, "lesser thirds", "sixths diminished","those
suspensions, those sclutions™. Reference to intervale such
as theee {m music, would seem rather dlsconcerting to the
average reader. Even a muslcal person would not study sus-
pensions with their solutions except in an advanced course in
harmeny. In verse eight the line "Hark, the dominant's per«

sistence till it must be answered tol!l", signifies the use of
& sustalned pedal note in the base, on the dominant or fifth
note of the key. It would be satisfied when 1t returned to
the tonic, whioch Browning has oalled the octave. "So an
octave s:ruck the anawer." Thiég}bund in the first line of
the next stanza.

"Master Hugues of Saxe~Gotha" also has & musiclan for
its subject. There 1le no hilastorical flgure with this name and
place, but Naylor says it probably 1s used because 14 rhymes
with "fugues", and the mention of "Saxe«Gothsa" reminds one of

J«3.+ Bach, a master of “fugue".* By meansg of this subject

* Page 5 of The Poets and Musie E.¥W. Naylor
JaM. Dent & Sons Lid., London -~ 1928
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Browning is really preaching against Formallism, In Verse
twventy, we see that there is danger of losing sight of the
main issue involved. -

"3o0 your fugue broadens and thickens,

Greatens and deepensg and lengthens,

Ti1ll we exclaim-~But where's the music, the
dickenss™

The whole poem is a sort of metaphysical asrobatics, and
extremely intricate in its meanings.

"Abt Vogler" is supposed to be the comments of the
Tamous organ hullder, Abt Vegler after he has been extem-
pozing upon the inptrument of his lnventlon. In 1t, we see
a musiclan's viewpoint of muslc, for Vogler was a fine and
prodiglous composer of muslg, of a hilgh education, and a
writer of books, The aspeaker 1s struck with the passing
mature of the effecte of music, and wishes that they might
remain, as an artist's plcture can. Yet he belleves it is
much beyend plctures, or poetry.

"But here is the finger of Ged, a flash of
the will that can,

Existent behind all lawe, that made them
and lo, they are!

And I know not if, save 1ln thls, guch gift be
allowed to man,

That out of three sounds he frame, not a
fourth sound, but & star,

Consider it well: each tone of our scale in
iteelf is naught:

It 48 everywhere in the world - loud, soft,
and all is sald:

Give it to me to use! I mix it with two in
ny thought:

And there! Ye have heard and seen: consider
and bow the head.” ’
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This combinatlion of commonplace sounds has resulted in a
"star", or & very beautiful harmonlc effect, The reference
eould be oalled an aesthetic appreclation of a musical idea.
The last verse of the poem introduces ys to further

musieal terms. The "eommon chord" is a four~note chord of
baslic harmony, which changes to s minor key by lowering the
pitch a semitone, The chord of the "ninth" is rather un~
settled and in the senge here acts as a pilvet chord in a
modulation., "And I stand on alien ground" signifies that the
key is forelgn to the original, and thue a modulation. The
wvhole verse is obviouely an attempt to describe a passage
of music in words. "The heights I rolled frou", shows that
the passage le descending and the bass 1s passing "into the
deep”. Fimally, the whole selection comes 0 an end by modu-
lating to the original key of C major. This seems to be a
fitting way ¢f resolving the whole dlssertation on music by
Vogler, and of completing our refereneéa to Brewning.

“Wwell, it is earth with me; silence resumes her

I wﬁgisg; patient and proud, and soberly

acqQulesce,

Give me keys, I feel for the common chord

sliggﬁénéy semitones t1ll I sink 4o the minor,

And~¥egiunt into a ninth, and I stand on

alien ground,

Burveying awhile the helghts I rolled from
into the deep;

Whieh, hark, I have dared and done, for my
resting-place ls found,

The C Major of this life: 8o, now I will try
to aleep.
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Chapter Lleven
Great Mualo that hasg been Inspired by Great Literature

1 pant for music which is divine,

My heart in 1%s thirst is a dying flower;
Pour foerth the gound like enchanted wine,
Loosen the notes in & silver shower,"

Shelley

An amasing number of musical compositions have been
written based on themes derived from English Literature. The
suthor intends %o dirset the readers attention to a few
examples of this relationship, in order to prove that the
whole field of Literature, from Chaucer %o Kipling hae ins-
pired fine music,

Sir Charles Villlers 3tanford, a profaasogfmuaia at
Cambridge University, wrote the "Canterbury Pilgrims" an
opera based on Chaucer's work, written in eollaberation with
Reginald de Koven who set the words, Thia was performed in
England and America.

The later Middle Ages was an age of song. Hany of these
have been recorded, but are of liamited artistic quality. Howe~
ever, we find that the plays of Seaumont and Fleteher contained
songs which later interested Purcell, for he rewrote "Bonduca"
a8 an opera. Of gourse the maln flgure of the Elizabethan
veriod was Shakespeare.

Many of Shakespeare's works have been set %o music. His
barmony of words has provided insplration for musiclans pright

to the present 4ay.
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Purcell wrote musie for Shadwell's operatic version of
his "Tempest", and it contains the settings of two famous
songs "Full Fathom Five" and "Come Unto These Yellow Sands".
Purcell aleo wrote musie to a Shadwell version of Shakes«
peare's "Timon of Athene", incidental musie to "The Fairy
Queen" (an adaptation of a Midsummer Night's Dream), musie
to "Oprpheus With His Lute" and other Shakesperian lyries.

In the eighteenth c¢entury Thomas Arne, Doctor of Music
from Oxford University, wrote a number of works for the
theatre. Hls melodies were so natural and so singable that
they took the country by storm. He used many lyrice from
Shakeapeare ineluding "Where the Bee Sucks" from “"The Tempest"
and two from "Love's lLabour Lost" in Act V, scene 2, -~ "When
Daisies Pled and Vielets Blue" {or "The Cuckoo Song') and
"When Icicles Hang by the wall.,”

Henry Bishop wrote many musical arrangements, inocluding
complete songs, to several plays put on at the Theatre Royal ,
Convent Garden, between 1816 and 182)l. These plays included
"ideummer Night's Dream", "Comedy of Errors", "Twe Gentlemen
of Verona" and "Twelfth Night". One of Bishop's best songs is
*Gome Thou Menarch of the Vine" from "Antony and Cleopatra".

Sir Arthur Sullivan of Gilbert and Sulllvan wrote
successful music to "Sigh No Hore, Ladies” from "Much Ado About

Nothing", and incidental music tc "The Tempest®.
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gir Edweard German wrote very effective desoriptive and
incidental music 4o a mumber of Shakespeare's plays. His
musie te Richard III is particulariy fine and the music
oritic, Jowseph Bennett, says 1t "is perhaps the best example
I have known of the art of wedding music to the drama®. He
alse wrode many part songs among which are "The Willow Song"
from "Othello”, and "Orpheus and His Lute" from "Henry VIIIV,
He eomposed & most interesting Symphonic Poem celled "Hamlet"
vwhieh painte a ploture in tonea.

The modern British composer Vaughan williams has written
mugic $0 the songa of Autolycus ifvom "Winter's Pale". John
ireland has provided a setting for "Full Fathom Five". Eric
Coates has éiven us music for "Orpheus With His Lute", "Under
the Greenweod Tree" and "It was a Lover and His Lass"., Sir
Charlea Parry wrote a lively dong to "Shall I Compare Thee to
& Summer's Day?".

Besides the above English composers who have written
musical masterpleces ingpired by Shakeaspeare there have been
many foreign compesers whoe have reoceived inepiration from the
sane author. These include such men as Rosslinl, Haydn,
Brahms, Mendelasohn, Schumann and Schubert.

Rossinl wrote a version of "Othello" as an opera and
also wrote a song to Shakespeare's words of "The Villow Song".

"papa Haydn", the father of symphony, set "She Never Told Her
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Love", from “Twelfth Night", to music. Brahmsg wrote a lyric
setting to "Come Away Death" from "Twelfth Night'. Mendels-
sohn wrote the well known and beautiful“Midsummer Night's
Dream Overture" including two songs ~ "You Spobted Snakes
With Double Tongues" and the song beginning "How until the
break of day". He seemed to reprcduce in muslc what Shakes~
peare produced in words, and in the same spirit. Schumann's
song “When That I Was a Little Boy" was the epilogue to
"Twelfth Night", and he also wrote an "Overture to Julius
Caesar® which was not very successful.

Sehubert and Shakespeare are responsible for two'art"

songs, "Hark, Hark The Lark" and "vho 1s Sylvia'. An'art"
song 18 one in which poet and muegilclan share equal honours
and in which there ls perfect unity between words and music.
It i1s interestling to note how Schubert came to write the
lovely "Hark, Hark The Lark". One mormlng after & wali, he
and some very close friends were breakfasting together in

& garden-restaurant near Vienna., One of the party lald a
e¢opy of "Cymbeline" on the tatle. Sohubert picked it up and
chanced to read the verses "qn the coming of dawn". He was
at onee lnapired to set them te music whieh he wrote on
staves drawn on the back of a menu card by one of his friends.
The same evenlng 3chubert and hls frlends were play-acting
"Two Gentlemen of Verona" when he was again inspired. This

time he wrote "Who is Sylvia',
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8ir Edward Elgar wrote s symphonie study on & Shakesw
pear¢an character which had always interested him, and gave
his mueic the name of the character “"Falstaff", Elgar thought
of Falataff as he appeared in Henry IV amd Henry V rather

than as s buffoon.,

Heotor Berlioz wrote the dramatic "Overture to King Lear"
but 1t ie too depressing to be pepular., His "Dramatic Sym-
phony t¢ Romeo and Jullette' was much more succeasful.

Tehaikowaky's Jhakespearean music 1s very successful and
is entitled "Overture~Fantasia". This music was written %o
"Romeo and Jullet", "The Tempest" and "Hamlet", the musle to
“"The Tempest” being the best.

Turning to epera inspired by 3hakespecare we find "The
Merry Wives of uindsor" by Nicolal, "Romeo and Jullette" by
Chas. Gouned, "Otello" by Ressini, "dacheth", "Otello" and
"Falataft" all by Verdi.

John Milton also has provided ineplration for mugleal
settinga., Handel wrote a "Cantata" to "L'Allegre" and "I
Pengeroso" as well as a sacred oratorlo "Sameon" based on
Milton's poetry. "Paradise Lost” hae been made into a
sacred opera by Anton Rubenstein., Eplsodes from {{llton's life
have been written in musical form by an Italian, Gaspare
Spontini. This opera "Milton" was an unusual subject for
dramatic comment. Haydn wrote his famous "Creation" from his

conception of "Paradise Lost™., One other musician worth
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noting is Sir Chas. Parry who wrote an eight part chorus en~
titled "Blest Pair of Sirens", taken from "At a Solemn Music",

Dryden oollaborated with Pureell in the writing of
eperas, %0 which we have alluded in a previous chapter. It
should be noted that Handel wroie a beautiful setting to the
poen "Alexander's Feast".

We come now to John Gay who 1s known for the famous
"Begegar's Opera" and its seguel "Polly". while neither the
music by Dr. Pepusch, nor the libretto can be called "great"
yet beth were lmmensely popular. This first opera included
the alrs of sixty~nine folk-songs effectively arranged, which
helped it take with the audiences and at the game time re-
vive natlional interest in English musiec.,

James Thompson ls mentioned hers because hls poem "The
Seasons", was the basis of an oratorio of the same name,
composed by Haydn, and ranking in popularity with his "Oreat-
ien", Apparently his friend Van Swieten translated both
poens for Haydn. Haydn's "The Seasons" first appeared in
1801.

Felix white was one of the most characteristic composers
of England during the last war. He has written a tone poem
for orchestra entitled "The Deserted Village", and based gn
Goldemith's poem of the same name, "The Vicar of vakefield"

has also been arranged musieally. Lyrics were written to it
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by Lawrence Housman, with additional ones by Goldsmith,
Jonson and Shakespeare included and the musle by Liza Lehmann.
This romantic light opers was firet produced in England in
1906. 1t might be mentioned here that Miss Lehmann alse
wrote a musiocal "Everyman' based on the morality play. "The
Vicar® was also set in ballad opera style by Visctor Pelissier,
and entitled "Edwin and Angelina"”., It was unsuccessfully
performed in New York on Desember 19, 17%6.

One of the foremost orchestral aondusctors in the United
Sates te~day 1s responsible for s composition based on Burns'
Fram O!'Shanter®. His orchestral ssherso is a spirited ren-
dltion of Burns' charasterizations. "The Cotter's Saturday
Night" has been written for ghorus snd orchestra by an out-
standing Seotoh musiocian, Sir Alexander Camphell Mackenzie,
vwho also wrote "Tam O'Shanter, Seottish Rhapsody Ne. 3",
Mackenzie was a precoclious writer, partieularly eof Scotoh

themes. "“Burns, Scottish Rhapsody le. 2", was another of
his workd.

William Blake's poems have become best known in their
religlous settings, Hie "Stangas from Milton" have been set
by Sir Charles rarry to the name of "Jerusalem". This has
taken deep root in Britain and is considered by some to be a
fitting new National Anthem., Granville Bantock has written
musie to "In a Myrtle Shade", "Phe Wild Flower's Song" and

"love's Secret', and to three poems - "To Morning", "To the
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Evening Star" and "To the Muses".

Bantook also has arranged "Eubla Khan® by Coleridge. A
musical setting of thies poem was also writien by the negro
mugisan Samuel Coleridge«Taylor, and effectively presented
in England.

Sir Walter Soott has inspired some colourful musie. Sir
Arthuwr Sullivan hag written a romantic opera to an arrangement
by Jullan Sturgis, of "Ivanhoe". Sullivan is also known for
his cantate "Kenilworth" taken from Scott's novel. This novel
also inspired the "Kenllworth" by the contemporary musician
Bruno Klein. Berliosz has selected several themes for his
dramatio works frem British sourcea. His "Overture to¢ Rob
Beoy", and "vaverley" are ameng the notable ones. "The Lay
of the Last Minstrel" was put inte & musical form by the
most Seottlsh of the Scolech compesers Hamish Msceunn. This
dramatle cantatae for sell chorus and orchestra was performed
in 1B888.

Beott's "Lady of the Lake" has linked him to twe famous
European composers. Schubert's "Ave Maria" ie taken from the:

worde of this poem, while Donizetti's famous opera “lLucia di
Lammermoor" or "The Bride of Lammermoor" is a setting of the
story coontent. “Since 1900, Lucia has been given almecst one
hundred times at the Metropolitan, whieh puts it, a® s popu-

lar fixture, in the same class with Alda, Carmen, the Wagner-
ian favorites, Faust, Pagllaccl, and a half a dozen others.
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This phenomenon is ocurious, and not easily explicable. The
book zs flat, dull, and unrelievedly gloomy; it la as in-
ferier %0 the novel from which it is taken as that is to the
best of Seott.," # Prebably the most outstanding thing
about it is the se-called "Sextet from Lucia", which ls a
real inspiration.

Lerd Byron has also inspired Berllosz, whose "disposi-
tion was in reallity more poeilically imaginative than muaieazg
His programme sympheny to Byron's "Childe Harolde" is called
"Harold in Italy"; and consiste of his musical recollections
af the country. Byron's "Manfred" hss elicited a composi-
tion of the same namne by Techalkeowsky. We also note that
Robert Schumann wrote a cantata entliled "Hanfred"; or a
dramatie poem in three acts.

Shelley hae had & asmall share of composltion based on
hie poetry. "Prometheus Unbound" has been used by several
composerd, In 1909 Arncld Bax, a famous contemporery English
maglcian, produced a fragment from this poem under the title
¢f "Enchanted Summer®, and written for two soprancs, chorus
and orghestra. It was also arranged by the American composer
Bdgar Xellsy. Kelley seems to have been a siudent of English
Literature for he also wrote “Pilgrim's Progress”, and his

first symphony wag A humorous composition on "Gulliver",

® Page 60,170 of The Opersa  Brockway & Weinstook
Simon and Schuster, New York, 1941
*% Pgge 112 Oxford History of Musio Volume 6
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entitled, "His Voyage to Lilliput"., The famous English come
poser Frederick Delius, whose worke have been promoted by Silr
Themas Beecham, has written three songs 1o Shelley's poems.
George Chadwick, an American composer trained in Europe, has
written an lmportant composition "Aderais Overture'.

Turning to John Keats, we find that Gustav von Holst,
the English composer of Bwedlsh extraotion, and the amed
writer of "The Planets", has taken selections from the poems
of Keats and sed them to music for soprano sole, chorus and
orcheshra, This first "Choral Symphony" was produced in 1925,
Samuel Coleridge-~Taylor hasz wpritien a composition entitled
"Endymion's Dream", Another selection based on "Endymion®
was written by the English Arthur Hinton and called the
"Endymion Suite" for orchestra.

Coming to the later nineteenth century we see that
Teanyeon's poem "The Revenge", & ballad of the Fleet, has been
arranged for chorue by charles vVilllers Stanford. Frederick
Nic¢holls, an English composer, was qulite successful with his
"Love Songe of Tennyson ", published in 1892, K.W. Balfe is
famous for hie setting of "Come into the Garden Maud". dStan-
ford has written other works to Tennyson. The song "Our
Enemies have Fallen" waps prepared from "The Princess", and
"The Voyage of Maeldune®, arranged for soli, ghorus end or-

chestra, was a cantata bssed on Tennyson's ballad of the saue
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name. Tennyson's "Ode on the Duke of Wellington" was
arranged as a cantata with baritone sell, shorus and orches-
tra, by Stanford. "Encch Arden™ was written as a melodrame
by Richard Strauss., The suthor has prepared a vocal arrange-
ment of “Break, bresk, bresk" which is included in the last
chapter,

Browning has also insplred musical settings. "dapons-
acchl” 18 the name of an gpera written by Richard Hageman
and based on "The Ring and the Book". The opers produced in
1934, was unsuccessful, for "its qualities were undistinguished:
vorkmanlike, melodlious, superficlally and timidly modern, and
without originality". # Granville Bantock has set fifteen
dramatic lyrics to music, as well as Browning's "Cavalier
Tunes" and the song "As I Ride" from "Through Metidja to
Abdel Kodr". 3Sir Charles Parry has an interesting setting of
"he Pled Piper of Hamelin" and an arrangement of "Saul" en-
titled "Solilequy". Sydney Homer has written "Prosplce" in
musical form.

Matthew Arnold's "Sohrab and Rustram” has been arranged
as & symphonio poem by & little known musician Camille
Zookwer. The English composer Arthur Somervell, chief Inspec-
tor of Musice for the Board of Education in England, wrote "The

Forsaken Merman", a cantata for bass soll, chorus and orches-

tra.

# Page 480 The Opers
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Pitsgerald's "Cmar Khayysm" has been written for chorus
and oprehestra by Granville Bantock. An Amerlcan composer
Aprthur Feote, 1 noted for his “"Four Character rPledes after
Cmar Khayyem", first performed by the Chicago orchestrs in
1907,

Edgar Bainton, a musie echelership student in England
has written a very Aaeeptablﬁ verslon of Rossettl's 'Blessed
Demozel", for seprano and tener soli, and full chorus and
orchestra, He has also arranged Swinburne's "Before Sunrise".

Swinburne's "Atlanta in Calydon" was the basis of a
astting by Bantook, in which he wrote the choral odes in
muslie for an unaccompanied choir. Edward German again comes
to our attention by his setting of "Before Sunrise'. We
might also mention hie light cpera "Tom Jones" taken from the
famous novel by the same name. ¥

One of our outstanding Canadians, Sir Ernest Macmillan,
wrote a setting of Swinburne'’s "England”. This choral ode
was approved by the University of Oxford for his degree of
Doctor ef usic.

Thomas Hardy's poems "Summer Schemes", "Her Song", and
"Weathera” have their dlstinct counterpart with the accompani-
ments provided by John Ireland, another well known British

composer.

#* Tom Jones Dby Flelding
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Pinally we note that Kipling's “Jungle Book" has found
ite way into a very plotorlal style of musle writing, by the
poet composer of England, Cyril Scott. These plane selec-
tions are entitled "Impressions from the Jungle Book".
Kipling's "Just So Steries" have been set to charming musiec
by Sir Edward German in "The Just So Song EBook".

From our observations in this chapter we can readlly see
that English poets and authors have provided the sources of
inspiration for many musiclans, and that muoch of our truly
great music has been composed arocund themes from English

Literature.
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Chapter Iwelve 241
An Antholegy of Instruments as Observed in Literature

"Their inetruments were various in theilr kind;
some for the bow, and some for breathing wind."

Dryden

The lyre ls 8 very anclient instrument, particularly
associated with the Greeks. References %o 1t in Literature
usually comnect it with mythelegy. Carlyle in hie "Sartar
Resartus", writes "Vere it not wonderful, for instance, had
Orpheus, or Amphieon, built the walls of Thebes by the mere
sound of his Lyre?"” The intreduction to "The Progress of
Poesy" by Gray starts with "Awake, Aeollan lyre, awake

And glve 4o repture all thy trembling strings.”
The lyre was also popular as an accompanying instrument for
the song of the bard. J@Wper; in "The ‘Yask" writes "lio bard
could please me bul whose lyre was tuned To Nature's praises."
Keats uses the instrument for means of i1llustration in "Lamial
He writes "4 song of love, too sweet for earthly lyrea",

The hayp was a very lmportant instrument from Angloe
Jaxon times inte the Middle Ages. we find refere. ce %o it in
"Beowulf". Its meln use is illustrated here~ "To tle sound
of the harp the singer chanted". and "Harp was struck and
hero~lays told". The saxons used the harp for all festive
occaslong, Langland shows that ti e harp was used in the later
Middle Ages, when he writes of himself

"feh can not tabre, ne trompe, ne telle faire gestes,
e fithelyn at festes, ne harpen."
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Bagon mentions it in reference to Biblical Times in his
essay "Of Adversity". He writes: "Yet even in the 01d
Testament, if you listen to David's harp, you shall hear as
many hearse-like alrs as carols;" Dryden traces 1t back te
Jubal in his "Song for St. Cecilla‘'s Day."

“What passion cannobt Music railse and quell!
When Jubal struck the chorded shell,"

In “Paradise Lost", 1ilton describes ite use in antiquity,
"others, more mild,
Retreated in a silent valley, sing
¥ith notes angellical to many a harp
Thelr own herole deéds.”
In his reference to Angels we peadt
"Then, crown'd agaln, their golden harps they tooke
Harps ever tuned,....
evoanid with presmble sweet
Of Charming symphony they introduce
Thelr saored song, and waken raptures high:"
¥illlam Cowper makes a skilful comparison of man to a harp.
"Man is a harp whose chopds elude the sight,
Each ylelding havmony dispesed aright,
The screws reversed (a task which, if He please
God in a moment executes with ecase).
Ten thousand thousand strings at once go leocse,
Lost, t111 He turn them, all thelr power and use."
The harp has continued te be a worthy instrument, Dickens
refera 0 it in a "Christmas Carel". "Scrooge's nliece
vlayed well upon the harp; and played, awmong other things,
a aimple little air." Sorocge thought of hie early life.
"He softened more and more; and bhought that if he eould
have listened to it often; years ago, he might have culti-

vated the kindnesses of life for his own hapoiness with
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his own hand."
Horns, itrumpets, and bugles have sppeared in Literature
many times. They have always been associated with martisl

music. In "peowulf",«the band sat down,
While the war-horn sang ites summons to battle",

Chaucer refers to trumpets in the "House of Fame". The
brass trumpet was called 3lander, while a gold one which blew
a good reputation, was ocalled Honest Praise. In line 1624
Fame bids Eolus
"Tak forth thy trumpe anon, quod she,
That is yoleped Eclaunder lighs,
4nd blow hir loos, that every wlght
Speke of hem harm and shrewedneas,"
and in line 1636
"what did .olus, but he
Tok out his blakke trumpe of bras,
That fouler than the devil was.
And gan this trumpet for to blowe
As al the worlde shulde overthrowe:"
Horns and trumpets were also usged for hunting. .haucer
describes a fox-hunt near the end of the "'un's Priest's
T&leﬂﬂ'
"Of bras they broughten bemes (trumpets) and of box,
Of horn, of boon (bone), in whiche they blewe and vouped,
And therwithal they shryked and they houped.” ‘
The "bone” is similar to the ivory or wooden cornets of
a later time. Shakespeare refers to cornets in his stayge

directions and in "Henry vi", rart I, ket IV, Scene 3, uses
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the expression "He doth stop my cornets", showing that when
victory was won, the cornets were blown.

The bugle was also used for hunting, In "3ir Gawain
and the Green Knight" we read that the hounds were czlled
from the open kennels when they "blew blithely on bugles,
three simple calls, A bugelet horn is mentioned in the
ballad "The Louglas Tragedy', In verse three Lord Douglas
rides his horse "with a bugelet horn hung down by his side".
In the ballad "Robin Hoed's Death and surial," Robin Hood
calls his men for the last time on hls bugle horn. Verse
tens

"He then bethought him of his bugle~horn

whieh hung low down 4@ hils kneej

He set his horn unto his mouth,

And blew out weak blasts three."
Different poets have used the trumpet in varled ways. Collins
calls it a "war~denouncing trumpet", while Xeats writes
"snarling trumpets"., Flizabeth Barrett Hrownlng calls them
"silver trumpects", whlle “iilton refers to them as "sonorous
metal”,

The bugle 18 stlll used in army life. Kipling in "Gunga
pin" deseribes the native:

"¥ith 'ls musslck on 'is back,
'E would skip witi our attack,
'An wateh us 411l the bugles mace "Retire"."

Langland in "Plers Plowman" gayes that he is no musician

for he can ''ne sautrien, ne sginge with the giterne",
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Chaucer also refers %0 the "sautrye" in line 296 of the
"prologue” to the "Canterbury Teles"., In the "Miller's
Tale" we read:

"And al above ther lay a gay sautrye,
On which he made & nlghtes melodye."

This instrument geems to have been in everycne's hands. At
first the strings were plucked by the kingara, and later with
a plectrum, so that it is really the humble forerunner of
keyboard instruments.

The "glterne" or gittern was not the same as our gultar,
but the forerunner of it. It was used for "serenading”" in
Chaucer's day, for in "fthe Miller's Tale" are the lines:

"The moon at night full clear and bright shene,

And absalam his glterne y-taken.

He singeth....

Full well accordant to his giterning."

Goldemith in the " itizen of the World" refers to the guitar.
He 1s describing Carolina Tibbss: "ghe's but six years old,
and yet she walks a mimuet, and playes on the gultar lmnensely
already"., Byron includes the line "Guitarring and strumming?
in "Thomas Moore®, suggesting the use of a plectrum, and
intimating the Spanish gulitar,

"Absalam" in the "Miller's Tale" of Chaucer, could play

on the "gilterne”, as we have seen,

"and playen songs on a small rubible
There~to he sang som tyme & lowde quinible.”

The rubible was a bowed string instrument which was popular
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in England t1l1l about the time of James I. It was also
galled the rebeck, Shakeapeare in "Romeo and Jullet",

Act V, Sceue 5, names one of his minstrels "Hugh Rebeck".
Milton refers 4o it in "L'Allegro":

"' hen the merry bells ring round
And the Jolly rebecks sound."

The bagpipes ¢an be traeced back to King Alfred's time,

In Tvan's "0ld Ballads", King Alfred travels incognito, and
viaslts a subjeot who relates

"Bagpipes shall

Sound swestly once & year,

In praise of his renowned king."
Chaucer pletures the miller leading a processlon from the
old Tabard Inn, playling on his pipes as he goes.

"A baggepipe could he blaw and soune,
And therewithal he brought us out of towne."

Shakespeare refers to a particular bagplpe in "Henry IVY,
Part 2, Act IV, Seene 2 where Falstaff compares his breaking
spirit to the melanchply "drone of a Lineolnshire bagpipe”.
The use of bagpipes by shepherds ls the theme of a madrigal
by Thomas veelkes, published in 1598.

“Unto our flocks, sweebt Corolus,

Our bagpipe song now carol thus,

“hilet flocks and herds be grazing,

Let us our rest be pralsling.

To teach our flock their wonted bounds,

Our bagplpes play the shepherds' grounds.

The tender lombs with bleating
Will help our Joyful meeting,’
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Pepys refers to them in his slary. One evenlng, hls friend
Sir F. ¥ollie "daid ocall for his bagpipes, which, with pipes
of ebony, tipt with silver, he d4id play beyond anything of
the kind that ever I heard in my life™. 1In spite of his
friend's skill, Pepys maintained that, "at the beat it is
mighty barbarous music",

Wordaworth in his pastoral poem "Michael", associates
them with Scotland., Michael "heard the South

Make subterpraneous music, like the nolse
Of bagplpers on distant Highland hills,"

A reference 4o the drone of the bagplpes 1lg found in
"David Copperfield". Dickens ls satirical. “One jJoyful
night, therefore, I noted down the music of the parliamentary
bagpipes for the last time, and I have never heard it since,
though I stil) recognize the o0ld drone in the newspapers.”

The pipes have also been used in pastoral Zagland.
Spenser in the "Faerlie Queene" refers to them in connection
with dancing,~ "and all the way thelr merry pipes they sound”.
This small inatrument of the whistle type, was held in one
hand, while the other was used to beatl a small drum called
the tabor. They were usually inseparable. Shakespeare in
the "Jsinters Tale” aAct IV, Scene 4, writes: "0, Master,

Af you did but hear the pedlar (Autelyous) at the door, you
would never dance again after a tabor and pipe®.

Thomas lash refers to the pipe in "3pring", with this
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ploturesque line, "Lambs frisk and play,; the shepherds
pipe all day®., Willlsm Blake's chemming poem the
"Introdustion to Songs of Innocenoe", starts with thie
verse.
“piping down the valleys wild,
Piping eongs of pleasant glee,
On a cloud I saw a chila
And he lgughing sald to me:
Pipe a song about a lambl" etc.
Wordaworth pictures the effect of pipe and tabor, in these
lines from "Ode on Intimations of Immortality”.
"Then, sing ye birds, eing, sing a Joyous song!
And let the young lamba bound
As %o the tabor'a soundl
We, in thought, will join your throng
Ye that pipe and ye that play."

The comblination of pipe and tabor, is effective becauss
the ene performer can do both, The hornpipe is sometimes
used in this manner, Robert Greene refers {0 thie instrue
ment in his "Groatsworth of Witte": "And sc desiring them
to play on a horn pipe, layde on the Pavement lustily with
his leaden heeles”. In "The Shepherd's Calendar", by
Spenser, we have a reference to both of thems "A lusty
taborer, That to many s hormpipe played".

Various druns have been played by man gince earliest
times. John Scott of Armwell (1730-1783) has written a

poen suggesting hls mental associatlions with thie rhythmioc

instrument.
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"I hete that drum's discordant sound,

Parading round, and round, and roundj

To thoughtleass youth it pleasure ylelds

And lures from citles and from fields,

Te sell thelr liberty for charms

0f tawdry lace, and glittering armsj

And when Ambitions volce commands,

To marsh, and fight, and fall in foreign lands."
Kettle Drums can be traced to the old "Naker", a medieval
drum of Arablan origin, There is a reference to them in
"Sir Gawain and the Green Xnight", - “A new noise of kettle~
drume with the nobvle pipes, wild and stirring melodles
wakened the echoes.”

Shakespeare hag called for the use of drums in his
stage directions wherever "Alarum" 1s indicated. The drama-
tist also includesz a reference to the use of drum and fife.
This combination 4s still 1o be found, especially in small
towns, where a band of flfes and drums is not unusual., In

"The Meprchant of Venice', Act II, Scene 5, Shylock tells
Jegsglca to

"Lock up my doers: and when you hear the drum,

And the vile squealking of the wry-neck'd fife,

Clamber not you up to the casement, then."
The word 'wry-neck'd" refers, probably, Lo the turning of
the head cldeways while playing, as the instrument would be
held aecrcss the face of the player. The flfe was assoclated
with maprtial music, while the pipe referred to dance nusic.
In "Henry IV", Part I, Act III, Scene 3, Falstaflf meets Prince

Hal, "playing on his fruncheon like a fife" and asks: "Must
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we all mareh?" This ie obviously a rib about the military
music of the day.

Browning, in his poem to Thomas Moore, shows that this
combination ¢f instrumenis was used in hle day, by the words
"rifing and dwumming”. |

Chauger desoribes the "Frere" in the "Canterbury Tales",
a8 being musieasl, = "Wel coude he singe and pleyen on a
rete”. British Poetry and Prose calls the "rote" a "riddle".
The "rote" L8 the o0ld name for the more modern hurdy-gurdy,
an instrusent shaped llke a large mendolin, and played by
turning a wheel which operates on stringe. In Chaucer's day
it wae also called "Chrotta", and had only three strings
which were bowed, Gower refers to it in hls "Confessio

Anantie", by saylag, "He tawhte hir tl)l she was certain
0f Harpe, of Oitole, and of Rote."

This "Citole" preceded the clitern of Shakespeare's
time. Chaucer also refers to it in the "Knight's Tale", 1In
line 1955 we observes "4 oitole in hir right hand hadde e,
This instrument was pear shaped, and hag four sitrings of
wire, with a flat back, The clttern was of the same shape,
but had more metal strings. It was used a greal deal and was
particularly known for itas carved head., Thia fact was often
uged for illustration, Fleteher in "Love's Cure", Act II,
Seene 2, sayss '"You cittern-head! Who have you talked to,
ha?" and Shakespeare uses the idea in "Love's Labour's Lost",
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Act Vs
"Hol. I will not be put out of countenance

Bir. DBegause thou hast no face.

Hol, What is this?

Bir. A oittern head."

The oittern was an instrument kept available for the
customers of the barber. In the early seventeenth century,
the barber shop was & plase where all kinda of musie might
be heard, as a number of instruments were provided for the
entertainment of those who walted. Ben Jonson in the
"silent Woman", Aet III, Soene 5, writes: "I have married
his cittern that's common to all men".

In the medieval poem "The SBquyre of Lowe Degre" we
find a reference to musiec that mentions several instruments
in common use.

"There was myrth and nelody.....

With pypes, organs and bumbarde,......

With fydle, recorde and dowcemere,

With trumpette and with elaryon clere.”
"Organs"” are mentloned by Chaucer in the “"Second Nun'e Tale'.
Referring to St, Ceellia in line 134, he writes:

*and whyl the organs maden melodye,
To god alone in herte thus sange she,"

and near the beginning of the "Nomne Preestes Tale", he
refers to the "cok" cslled Chanticleer:

"His vols wes merier than the mery orgen
On messe daya that in the chirche gon."

The word "ergens” weas used in the singular sense by the time
of Shakespeare. In 1605, Thomas Dallam set up, in King's
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College, Cambridge, the first complete two-manual organ of
Emgland. There were some tremendous pedal pipes in the
deep reglster whioh would strike awe inbdo the hearts of any-
one, Shakespeare was impressed with this sound, for in his
play "The Temptest", Aet IV, Seene I, Alonzo says:
%rhe thunder,
That deep and dreadful or pipe, pronounsed
The name of Preosper; it dld vass my trespass."”
Milton in “Paradise Lost" desoribes the playing of a
fugue on the organ, noting the use of ﬁatnpa“.-
"whense the sound
Of instrumentis, that made melodious ehime,
Wag heard, of harp and organi and who moved
Thelr ate 2 8 and chords was seen; his volant touch
Instinet through all proportions, low and high,
Fled and pursued transverse the resonant fugue.”
"Fled and pursusd" denotes how one part of a fugue is followed
in imitation by the pursuing part.
The main purpose of the organ, was to assist in worship,
Milbon writes of this in "Il Pensercso"-
"There let the g ealing organ blow,
To the full volced Quire below,
In service high and anthems clear."
However, this use of the organ was not always observed for
Addison, in No. 338 of "The Spectator", chides the musicilans
sho in their voluntaries scatter the "good" thoughts of the
oongregation "by a merry Jig from the organ loft".
By the time of Dickens, separate persons Lo pump alr

into the organ had been renderad unnecessary. Iin"Martin
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Chussléwit", the gentle "Tom Pinch” played the organ at the
village ohursh, and although independent of a blower, "there
was not & man or boy in all the vlillage and away to the turn-
plke (tollman included) but would have blown away for him
%11l he was black in the face",

The “tumbarde" in our quotation from “The Squire", was
& woodwlnd instrument that has bepome the bass member of our
oboe family. It also is called the “shalm". The mention of
& "fydle" today, means a ocolloquicalism for a violin. In
Saxton times the word was leosely used Lo denote almost
any bowed string instrument. Chsucer mentions that the
Clerk of Oxenford was t0o studious to be interested in the
“fithele" (Prologue® to “Ganterbury Teles"). Cowper, in "The
Task", describes it in an uncomplimentary weys

"The fiddle screams
Plaintive and piteous, as it wept and walled
Ita wasted tones and harmony wphesrd.”

Seott in "St. Ronan's Well" tells about music for the fiddle.
He relates how the famed Nell Gow, changed his lively strains
te an adagio, and how later he played “a strain of nmuslce, be-
ginning slowly, and terminating in a wild allegro®.

There is mention of & "recorde" im the guotation, an
inatrument somevhat similar to a flute but with & whistle-
like tone, The recorder was very popular in England for more

than three centures, ‘Shakespeare alludes to it in Act V,
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Seene I of a "Midsummer Night's Dream"”.
"Lysander: He hath rid his prologue like a rough
colty he knows not the sLOp...

Hippolyta: Indeed, he hath played on this prologue
like a child on a feaardar. & sound, bub
not 1in geverhment,"”

The recorder was still used in Milton's time for he refers
to it in "Paradise Lost"
" . .....anon they move
In perfect phalanx to the Dorian mood
0f flutes and solft recorders:"
Next mentioned in the quotation was the "dowoemere'.

This instrument has become the ancestor of the modern pilano-
forte with hammers. Pepys mentions it as a novelty {(in Hay,
1662). He writes:s "Here among the fidles I first saw a
dulolmere played on with stloks knooking of the strings, and
is very pretty." Coleridge associates it with the East,
using 4t in hie "Eubla ihan".

"4 damgel with a duleimer
In a vision once I saw:"

The "elaryon" has been sssoclated with martisl musie.

KEeats refers to il thus:s

"Bronge elarions awake, and faintly brult,
Where long ago a glant battle was;"

Swinburrne in his poem "To Walt Whitman in America® menticons
“A note in the ranks of a clarion”.
Another aneient instrument referred to in Literature is

the timbrel. Gower mentions it in "Confessio Amantie".
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"Wher as sche passeth be the strete
Ther was ful many a tymber bete."
Spenser alludes to it in Canto 12, of "The Faerie Queene'.-

"And to the Maydens sowndiung tymbrels song
In well attuned notes a joyous lay,”

In the "0de On & Grecian Urn", we still find reference to 1t
as timbrel, although by that time it was called the "tam-
bourine"., Keats writes: "What pipes and timbrels? What
wild ecstasy?"
Milton, in his famous "Areopagitica", mentions a number

of instruments in popular use at the time. Apparently
people used them a great deal, for he writes: "It will ask
more than the work of twenty lisensers to exemine all the
lutes, the violine, and the gultars in every house." Bacon
shows his musical knowledge, by his reference to the lute in
his "Sylva Bylvarum"., He wrlites: "The diapason or eighth
in music is the sweeissi concord; insomuch as it is in effect
& unison; &s wé see in lutes thav are strung in the base
strings with two strings, one an eighth above another, which
make but as one sound.," OShakespeare uses this same knowledge
of tuning the lnstrument, as an argument in favour of marriage.
The lute had eéleven asfrings, [ive palirs and one single. In
"donnet VIII" the pairs refer %o husband and wife, while the
single siring signifies the bachelor,

"If the true concord of well-tuned sounds,

By union married, do offend thine ear

They do butl sweetly chide thee, who confounds

In singleness the parts that thou shouldst bear,

Mark how one string, sweet husband to another
Strikes each in each by mutual ordering." etc.



256

Campian wrote & charming poem "When to Her Lute Corinna Sings!
shewing that the instrument was used %o accompany fair ladies
in Elizabethan times.

"When to her lute Corinns sings
Her voice revives the leaden strings." ete.

In "PAlgrim*a Progresa® Merey is plctured as playing the lute.
The lute ig usually associated witg\lave making and soft
sounds. Byron shows this implication by his line "The herc's
harp; the lover's lute," from “Don Juan®, Shellsy refers to
its soft sounds in "Lines: When the Lamp 1s Shattered". Ve
read in line 53
"when the lute is broken,
Bweet tones are remembered not;
When the lipe have spoken,
Loved accents are soon forgot,"”

The previcus guotation from "Aercpagita, algo referred
to violine. 1In Shakespeare's day, the viol wes very popular.
There were three aslzes, the smalleat like our vielin, the
next like our viola, and the largest could be compared to the
‘sello. They were different from our modern instruments in
that there were slx strings, and frets on the fingereboards.
A musiolan, in those dags, would keep a "chest" of six viols
in his house, and when a sgoclal gathering toock place, the
group would play "Fantasias". In"Richard II", Act I, Soene I,

Shakespeare refers to the viol, Norfolk at his banishment

says:
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"rhe language I have learnoed these forty years,

My native English, now I must forge;

And now my tongue's use is %o me no more

Than an unstringed viol, or a harp;"
Middleton An "A Triek to Cateh the 0ld One" refers to women
playing what corresponds to our violoncella, He writes:
"She now remains in London to learn fashions, practise music.
the volce between her lips, and the viol between her legs,
shall be a fit consort very speedily." Dr. Johnson mentions
the violongello in a conversation with Boswell. Apparently
he belleved there was little music in him, for he thinks
learning to play one would take a lifetime. “Sir," remarked
Dr. Jehnson, "I might as well have played on the vicloncelle
as another; but I should have done nothing else,”

& violonaello enters into the atory of “"Peveril of the
Peak", by Scett., The large case was supposed %o have con~
dealed arms, but instead was the hding place for a dwarf, Sir
Geoffrey Hudson. When he emerged the king "thanked Sir Geof-
frey for his devotion in "ereeping inte the bowles of a fiddle
for our service', whereupon the dwarf replied that it was not
a common filddle, but a violoncelle-",

The viol de gamba of Elizabethan days finally gave way
to the basa viel of to-day. Its size has always been the
subject of humour. Thomas Hardy in "Under the Greenwood Tree"
has an old gentleman, Willlam Dewey, play the instrument.
¥hen the members of the orshestra go to visit the vicar we

reads "'I thought you mightn't know en without his bass~-viol!,
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the tranter apologized. 'You see, he always wears his best
olothes and his basa~viol a*Sundaxs. and 1t 4o make such a
difterence in a' 0ld man's look.'

Dryden in his "4 Song for St. Cecilla‘'s Day" gives the
violins a psychologlcal effect .~

"Sharp violins proclaim
Thelr Jlealous and dssperation
Fury, frantle indignation,
Depth of paine and heights of pasmslion,
For the falr, disdainful dame,"

Dickens notes the difficulties to be met in tuning the wvioelin.
In "Nicholas Niokleby", a mention of an orchestrs (still
rather a small group in the time of Dickens) performing at

Portemouth, is made,~"'Ring in the orchestra, Gruddenm'.

That useful lady did ag ahe was reques-~
ted, and shortly afterwards the tuning of three fiddles was
heard, which process, having been protracted as long as it
was supposed that the patienes of the orchestra could
posslbly bear it, was put & stop to by another Jerk »f the
bell, which, being the signal to begin in earnest, set the
erohestra playing a variety of popular ailrs with involuntary
variations,”

A reading of the famous poem "Poly Olbion" by Michael
Drayton, reveals allusion to many of the instruments we have
dlscussed, and several others that have disappeared from
nodern usage. This latter group ineludesas

"The Cithron, the Pandore, and the Theorbo strike;

The Gittern and the Kit the wandering fidlers like.

80 there were some againe, in thie their learned strife
Loud instruments that loved, the Cornet and the Phife,
The Hehey, Sagbut deepe, Resorder and the Flute,

Even from the shrillest Shewm unto the Cornemute.”

The latter two were mentioned by Chaucer:

"lornemuse and Shalmyes
And many other maner pipe.”
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The Shalm was the forerummer of the hautboy, which evolved
into the bass member of the oboe family. Shakespeare re-
ferred 4o the hautbey in a soliloquy by Faleteff., In Henry
1V, Part 2, Act III, Scene 2 he remarks: "Shallow was such
a little wretoh that the case of a treble hautboy wae a
mansion for him, & eourt." This was a ploturesque way of
showing his small stature by referring to the small case which
held the ponical wooden tube.

The *"Kit" is now obmsolete, although James Lightwoed,
author of “Charles Dickens and Music", olaims he saw this
tiny violin taken from the pocket of an ample tallicoat, and
heard it provide sultable music for dancing.

The “Sackbut" was e sliding valve affair from which our
trombone has evolved. Bunyan has "Mr. Fearing" play the in-
strument in "Pilarim's Progress", We read: "Some must pipe
and some must weep. Now Mr. Fearing was one that played upon
thie bese; he and his fellows sound the sackbut, whose notes
are more dsleful than the notes of other musle are; though,
indeed, some say the bass is the ground of music.”

Pepys refers to the "Pandora" in his Diary. In 1662,
this inetrument was still in limited use, for we read:
"Waked very early; and when it was time, did call up Will,
and we rose, and musique (with s bandore for the base) did
give me a levetit" (October 15th). The instrument was strung
with wire and plucked, but was generally used to provide a

basa only.
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We rind references to other instruments in our reading
of Pepys' Diary. The "Trumpet Marine", was an unusual
stringed instrument which he heard played by one Monaleur
Prin, "which he do beyond belief: and the truth is, it do
g0 far outwdo a trumpet as nothing more"., Hls favourite
instrument was the Flageolet, the last survivor of the in-
struments of the Recorder class. On January 20, 1667 the
dlarist wrote: ",...did stop at Drumbleby's, the pipe maker,
there to advise about the making of a flageolel to go low
and soft; and he do shew me & way which to do, and also a
fashleon of having two pipes of the same note fasiened together,
#0 a8 I can play on one, and then echo it upon the other, which
is mighty pretty".

Andrew Marvell has writien a desoriptive poem entitled
"Mugic's Emplre". Different insiruments are mentioned, ine
sluding the "Oymbal"s

*rirst was the world as one great cymbal made
Where Jarring winds to infant nature played:"

Bunyan also was fond of this psroussion ingtrument, and refers
to it in "Grace aAbounding". "A tinkling Cymbal 18 an Instru-
ment of Muslock, with which s skilful Player can make such
melodious and hearteinflasming Musick that all who hear him
play can scarcely hold from dancing".

Addison has eontributed two humorous essays to the
“fatler" which asaoc&aﬁad an instrument with the charagterisw
tioe of a person. For instance, he suggested that the drum
should be assigned to "blusterers in conversation', who

"with a torrent of noise domineer in public assemblies", in
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order to "impose upon the ignorant", also adding that the
emptiness of the drums contributes greatly to the noise. The
flute, because of iis tone, ie easseoclated with the falr sex.
Dryden wrote:
"The band of flutes began Lo play,
~To which a lady sung a virelay:
And still at every close she would repeat
The burden of the song: 'The dalsy is so sweet!'"
John Lily compared it to the pipe of Pan,

"NWor flute, nor lute, nor glittern can
80 chant it as the Pipe of Pran,"

Goldamith was very fond of his flute. When he started
out from Leyden, Holland, on his travels on the Continent,
he had "a guinea in his pocket, one shirt on his back, and a
flute in his hand". When he reached a village he would play
a lively sir on his flute, to which the rustics would res-
pond with dances. When, in retrospect, he wrote his poen,
“the Travellers" he was alluding to the seenes just described.

“"How often have I led the
sportive c¢holr,

Wwith tuneless pipe beslde
the murmuring Lolre

Where standing elms along
the marging grewe"

We have not as yet referred to keyboard instruments.
The earliest ome in England was the "Clavichord"., John
skelton is the only person in English Literature who refers
te it. In his poem "Against a Comely Coysztrowne" we read

"Gomely he ¢lappyth a payre of clauycerdys".
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The word "payre" shows the custom of using a sesond and
smaller instrument, usually tuned an octave higher. The
"Spinet” and "virginal" were more pepular in England. The
gpinet resembled the shape of a horizontal harp, while the
true virginal wae in a regtangular cage. Obvigusly then
Pepye was referring te the spinet when he writes: "1 sent
%0 my house, by my Lord's order, his Shipp and triangle
Virginal” (June 14, 1661).

Pepys reference to the virginal shows how popular they
must have bsen. There is no dcubt that in the seventeenth
contury,; the virginal oscupied the position, in the domes-
tic life of England, of the planeforte of to~day. 1In his
Diary, descriving the conflagration of the Great Fire'of
London, he writess "....River full of lighters and Loatas
taking in goods....and only I observed that hardly one
lighter or boat in three that had the geeds of a house in,
it there was a pair of virginalls in it." {September 2,1666).

The virginal soon was suceceeded by the harpsighord,
with its more complicated shkructure, pedals, and two key-
boards. No wonder in Addison's essay in "The Tatler", to
which we have referred, he claims that it is s "consort"
belenging to those who are masters of every kind of convere
sation. & "ocomsert" of instruments was the precursor of our

modern orechestra. Thomas Chatterion was inspired to write

a poem to "Miss C. on hearing her play the harmsichord®,
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"Had Israel's Monarch, when misfortune's dart
Pleraed in its deepest core his heaving breast,
Heard but thy dulcet tones, hie sorrowing heart
At such goft tones had soothed liselfl to rest.
Yee sweeter far than Jesses son thy stralns-
Yot what avall if sorrow they disarm?

Love's sharper sting within the soul remains,
The melting movements wound us as they charm.’

The plang was asoon to follow the harpsichord and by
the time of Dickens was found in the best cirelea. In "The
Mystery of Edwin Dyood", the Reverend Mr. Crisparkle was
"musical”, besides his other virtues. Apparently it was
"Mr., Crisparkle‘'e custem to sit up last of the early house«
hold, very softly touchling his pilanc and practlsing hie parts
in aoncerted vocal music”.

James Smith has written a poem eéntitled "The Overture
at the Theatre" vwhioh describes the sounds of seversal ine
struments, including the “"bassoon". we read:

"See to thelr desks Appolla‘s sons reralr-

Swift rides the rosin o'er the horse's hair!

In unisen their various tones to tune,

Murmurs the hautboy, growls the hoarse bassoon:

In soft vibratlons aighs the shispering lute,

Tang goes the harpslichord, too-too the flute,

Brays the loud trumpet, squeaks the fiddle sharp,

Winds the French~horn, and twangs the

tingling harp;". €

Tennyeon also has a reference to the combination of "flute,
vielin, bassoon” in "Maud". Ve also find a reference to the
baseoon in Coleridge's "Rhyme of the Ancient Mariner". In

Part I, we read:

#  From chapter Pcemg about Music in The Music
Box, by Sydney Harrison.,
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"Higher and higher day

Till over the mast at noone

The Wedding-Guest here beat hls breast,
For he heard the loud bassoon."

We leave our antholegy of instruments by referring to
ene with perhaps little musical merit, but one that has been
very popular with our great Inglish writers. Lells have
always been listened to with varied emotion. "Besldes being

highly appreciated for thelr music throughout the "Middle
Ages, bells had the ipportant funetion regulating the daily
lives of the people."” & In the morning one would hear the
"Ave Maria" bell. B8ir Thomas Browne in "Religio Mediei",
wirltes: "I oould never hear the Ave-Mary bell without an
elevation-", and Byron ineludes a reference to it in 'bon
Jﬂan". hknd

"Ave Marias! blessed be the hourl

While swung the deep bell in the dlstant tower,"

Midday bells alsoc were used Lo mark the time of day.
Rogsettl refers to them in "The Blessed lamozel"., Ve read,

"When those bells
Possessed the mid~day air",

Rossettl mentions the vesper bell in the lovely poem "Sister
Helen", Thie signal of evening suggests the close of her
life, as well as the close of the day.

"Ho Sister Helen, you heard the bell,
Sister Helen;
More loud than the vesper~chime it fell."
"No veaper-chime, but a dying knell,
Little brother!®"

# Page 81 Music in Western Civilization - Paul H. Lang
W.We Norton & Co. Ine, 194}
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t

The "eurfew" bell gete its name from French "couvre feu'
or "cover the fire", a pileturesque word calling for all
lights t0o be put out. The most famous line in Literature
about this use of bella is in Gray's "Elegy".

"The curfew tolls the knell of parting day."

In Shakespeare's Macbeth” a bell tolls the knell for

Duncan's assaseination. 4ct I, Scene I:

"Maobeth, Go bid thy mistress, when my drink is ready,
She strike upon the bell,"

It is the bell again, that awakes everyone when the deed is
aocomplished,
Bells have alwaye called people to worship. The medie-

val ballad "Hugh of Linsoln" has the line

"When hells were rung, and mass was sung",
Ag the Church was the ¢enire of life, we read about the
marriage bell. Byron in his "Childe Harolde" writes:

"Muslec arose with its voluptusus swell,

Soft eyes looked love o eyes which spake

again

And all went merry as a marriage bell."

Bells also are rung to denote mourning and death. In "The

Eve of St. Agnes", by Keats, we note the line
"But no-slready had his death-bell rung:"
and, Tennysen in the "Ode on the Death of the Duke of Wellington"

effectively uses this llne iwices
"Let the bell be tolled",
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The sound of bells has always appealed to writers.
Tennyson wrote in "The Palace of Art':
"Then in the towers I placed great bells
that awdng,
Moved of themselves, with silver sound".
Matthew Arnold is also impressed by their sound, In "The
Forsaken Merman" we read about "sweet bells", and "The
far-off sound of a silver bell?"

Flnelly, bells have been rung on festive occasions.
Christmas bella have ever told Joyful tidinge. In Tennyson's
"worte D'Arthur" he writes:

"At this a hundred bells began to peal,
That with the sound I woke, and heard ine
Thsdgggar church«bells ring in the Christumas
morn."
More reference to bells are found in Tennyson's poems, than
any other voet. "In Memorism to A.Y.%." includes the lines

"The Chrisimas bells from hill to hill
Answer each other in the mist," and in Section

39, "The merry, merry bells of Yule",

Then in section 106, we find eight verses about bells being
rung at the New VYear, with reference to ringing out the
sorrows of the old year (disease, pride, eto,) and ringing

in the new year (to new truih, peace, stc.).
We conclude by quoting the most fanous stanza of the

group "Ring out the old, ring in the new,
Ring, happy bells, across the snows

The year is golng, let him goj;
Ring out the false, ring in the true,"
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Chapter Thirteen 268

Mueical Life in England as Recorded in Literature

"I only wish that the English would give up
politice, for which they have no capacity
vhatever, and take to music, for which they
are quite extraordinarily gifted."

Dernard Shaw

A study of English Literature reveals, that from the
earliest times, England was a musical nation. Beowulf gives
ug a picture of Anglo~Saxon times. We hear:

“gach night the noise of revel

Loud in the hall, laughter and song.

To the sound of the harp the singer chanted

Lays he had learned, of long ago."
The tale of Grendel was made known, "twas told abroad in
gleemen's mongs", Finally Grendel wag elaln by Beowulf and:

"Now and again a gallant thane,

whose mind was stored with many a lay,

With songs of battle and sagas old,

Bound new words in well-knit bars

Told in verse the valor of Beowulf,

Matched his lines and moulded his lay."
The minstrel with his harp was a welcome guest at any
occasion, Hls asongs were usually accompanied by the harp, an
ever popular instrument.

"Harp was struck and hero-lays told.

Aleng the mead-bench the minsirel spread

Cheer 1n hall, when he chanted the lay

Of the pudden aasault on the sons of Finn."
8inging was & specialty en festlve occasions. |erriment
called for the "wassall® song, We read: Renewed was the

sound of nolsy revel,

Wasasil of warriors”", In contrast to this we read
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that at the funeral of BHeowulf, people "Chanted a dreary
dirge of woe".
"fo make their lament and mourn for the
king;
To chant a lay thelr lord to hoenor.
They praised his dar&ngg hls deeds of prowess
They menbtioned in asong.

With the advent of Chrigtianity, music in the life of
England took on added significance. The custom of "evenw
gsong" was intreduced. In "Piers The Plowman" we read "And
they sat so till evensong, and seng some while", and in the
ballad of "The Three Ravens" we find the reference “She was
dead herselfe ere evenwsong time". A further referense to
the oustom is found in the Canterbury Tales. .e read: "If
even-song and morwe-song acorde'.

By the time of Chaucer, religlous musle was well known
by the people., Iven & olerk knew one of the hymns. Nicholas,
of "The ¥iller's Tale" used to play on the psaltery every

night "so swetely, that all the chambers rong,
And "Angelus ad Virglnem" he song”.

The ""rlores's Tale" tells the story of a little clerk
whe, when he Firast went to achoel, heard the other children
singing "Alma Redeumptoris" .-

"As he sat in the ascole at his prymer,
He "Alma Redemptoris" herde singe,
As children lerned hir antiphoner;
And, as he dorste, he drough him ner and
ner,
And herkned ay the wordes and the note,
Til he the firate vers ooude al by rote,"
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This quotation shows that the words were in a Lating song
book (antiphoner), probably all in manuscript form. The
little lad 4aid well to learn the first verse by rote, when
he understocd nct a word. This hymn is one of the antiphons
6f the Roman Catholie Church, We also observe that musie
was an lmportant part of education in those days, and
apparently came before writing. In the same tale we find:

"S8wich maner doctrine as men used there,
This ias to seyn, to singen and to rede,..."

The education of the nobility inoluded many subjeots, and
stil)l had 1lte plase. Chaucer's desoription of the Squire in
the prol¢gue to the "Canterbury Tales" sums up his training.

"Singinge he was, or floytinge, al the day;

Wel coude he sitte on horse, and faire ryde.

He could songes make, and wel endyte,

Iuste &and eek daunce; and wel purtreye and wryte."

Secular music ln Chaucer's day, was light-~hearted and
gay. There seems to have been an abundance of popular songs.
A reference to one of these is given by the Pardoner in the
"Canterbury Tales®, -~ "Ful loude he song, "Com hider, love to
ne.

This somnour baer %o him a stif burdoun,
Wag never trompe of half so greet a soun.”

Music found ites way into degenerate company too, for a rather

sordid lot is plctured in "phe Pardoner's Tale".

"A company
0f young folkes, that haunted folly,
Ag riot, hazard, stewes and taverns;
Whereas with lutes, harpes, and giterns
They dance and play at dlece both day and night,
And eat algo, and drink over their might."
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Portunately there were some finer characters such as
"Joly Absalom” the parish clerk of the "Miller's Tale"., He
was typlcal of meny men of hig daye,-

"And playen songs on a small rubible

Ther+to he sang son tyme a lowde guinible,

And as wel could he pleye on a giterne."
The word "quinible" points out that the custom of singing a
descant above the maln melody was carried on even in Chaucer's
day. Then it would not be a free accompaniment, but probably
would be sung a fifth above the maln melody. Such points as
thls are invaluable to Musicologiszts.

Song and danoing were clesely assoclated in those days.
"Joly" had learned his dancing at Oxford.

"In twenty manners could he trip and dance

After the school of Oxenforde tho

And with his legges caste to and fro;"
In the "Miller'‘s Tale" we read:

"But of her song, it was loud and yern

As any swallow chlitering on a bern.

Thereto she coulde skig, and make a game,

As any kid or calf following his dame."
Appsrently dancing was even carried on to carol singing for
in "Sir Gawaln and the Green Knight" it is aseociated with
the freast of 3t. John, "The joy of St. Johm's day was gentle
%0 hear of; and it was the last of the festival, the people
consldered, There were guests to go upon the grey mornj
therefore wondrous late they sat up and drank the wine, danced
full gayly with sweet carola.”

The serenade had become popular by Chaucer's time. One

is given in "The Miller's Tale", although the song sung by
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Absalom has not been retrieved.
"The moen at night full elear and brighte shone,
And Absalom his gitern y-taken,
He singeth in hie volce gentle and small;
Now, dear lady, 1f thy will be,
I pray that ye will rue on mej
Full well agcordant to his glterning."

One of our modeyn customs, of having music played as we
dine, can be traced back te the days of "Sir Gawaln end the
Green EKnight". Imagine having each course announced by &
band playing! Sugh was the case when Sir Gavwain was enter-
tained at dlnner by the king, "Then the first course came
in with a blare of trumpets, which were hung with many a
bright banner, A new nolse of kettle«drums with the noble
pipes, wild and stirring melodies wakened the echoesj that
many & heart heaved full high at thelr tones,"

Sir Cawain also tells us that music was assoclated with
the ever peopular hunt. Chasing a boar proved dangerous to
some: "Bub the lord on & light horse hurries after him,
blowing his bugle like a bold hero. He wlnds the recheat
ag he rides through the thick groves, following this wild
awine till the sun declined.” The melody played for the
"pecheat" or escape of the animal would vary from that played
&t the death of the game or the "prize". When the kill wgs
made "Loudly they blew the prize, and bayed their hounds;
then they etarted to carry home their meat, blowing full
stoutly many leud notes." HMuale aleo sccompanied the deer
hunt. In Stenza twenty-eight of the famous ballad "Chevy

Chase" we read:
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"To drive the deerse with hound and
horne,
Douglas bade on the bent;"

By the time of the Ellzabethan Period, music had be-
come an lndispsnsable companion to the people. Spenser tells
ug that soft strains of musie were provided for the wounded,
in Cante Five, verse seventeen of "The Faerie Queene" Duessa
providea the best for her wounded guest:

"And all the while most heavenly melody
About the bed sweet muslicke 4id divide,
Him to begulle of griefe and agony."

Shakeapeare, as we have observed in Chapter Two, has
shown 8 great interest in the muslic of his day. We must
realize that the whole periocd 1s summed up in the writings
of this dramatist, and hence a complete ploture of his times,
can be constructed from his playe. Shakespeare has outlined
contemperary English life, and, consequently, the musical
practices of his day, even though the scenes of his novels be
laid in Denmark or Bohemia.

Songs and singing were an integral pari of the muslcal
life, From the days of "Sumer 1is ilcumen in%, rounds or
catehes had increased in popularity. In 4ct II of "Twelfth
Night", Scene 3, there 1s a reference to a cateh for three
voices, SHir Toby remarks: Shall we rouse the night-owl in
a cateh that will draw three souls out of one weaver?" This

reference 4o the "three souls” refers to the three vocal parts
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which come from one melody of the catch, and refers slyly
to "weavers" asinging catehes. When Malvolio enters, blaming
them for making such a nolse in the middle of the night, he
furthers our ldeas on the singing of catchea. He remarks
"gabbling like tinkers", and "Do you make an alehouse of my
lady's house, that ye sgueak out your coziers catoches", The
alehouse wap & place where all sorts of music could be heard.
Stephen Gosson apparently visited these taverns, and
glves us a rather uncomplimentary view of the musicians within.
In his "Sohool of "Abuse' he gays: ‘“London is so full of un~
profitable plpers and fiddlers, that a man can mo sconer
enter a tavern than two or three companies nang at his heels
to give him a dance before he departs”", Nelther did the
relationship of poetry %o music, escape him. "For as poetrie

and plping are cosen germaines, so piping and playing are of
great affinitye, and all three chaigned in linkes of abuse,"

Beaumont and Fletcher unfortunately have assoclated
music with wantonness. In Act IV, Seene 2 of "The EBloody
Brother", the Friar sayss "Wine and wenches you shall have
once again, and fiddlers". Is it from these days we get the
expressions "wine, women and song"?

Shakeepeare valued music more highly. Besldes catches,
%0 whioh we have referred, many of his allusions deal with the
singing of Ballads. Autolycus, ln Act IV, Scene 4, of the
"winter's Tale", gives us an idea of the different diyles of
ballade popular in Shakespeare's day. He seems t0 be selling

tallads among his wares, Mopsa, Dorcas and the Clown buy
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them and afterwarde sing them. The servant prefers the
pedlar singing them for he says,
"Servant, O Master! 4f you did but hear the pedlar at
the door, you would never dance again afier a
tabor and pipe; no, the bagpipe could not move
you., He slngs several tunes faster than you'll
tell money; he utters them as he had eaten
ballads, and all men's ears grew to his tunes.,"
And in line 212¢
"Clown: P?f‘m;ee, bring him in, and let him approach
BANZLNG o
Perdita: Forewarn him, that he use no asocurrilous
words in's tunes."
Perdita reminds us that the parody with ite obnoxious words,
vas 8 form of musleal entertaimment common in Shakespeare's
day. We would expect leataff to be aware of such things,
and we are not disappointed. In Henry IV, Part Two, Aot I1I,
Seene 2, Falstaff says:
"Go hang thyself in thine own heir-apparent gartere!
If I be ta'en, I'1l peach for this. An I have not
ballads made on you all, and sung to filthy tunes,
let a ocup of sask be my poison."

4 few lines further on in the "Winter's Talej} BShakeas-
peare shows that even the common people had a musical
education which would compare more than favourably with our
own. Few people to~day could sing any part 1ln a three part
song. It has been proven that Shakespeare ls higtorlcally
acecurate in glving the parts to a pedlar and two country
lagses, for apparently this "three-man song" was a popular

kind. Here is the quotation which also proves that in a day
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vhen there was no radio or newspaper, the songs must have been
sung a great deal in order to have travelled so far in such
& short time.

Line 2690 "Clown. What hast heref ballads?

Hopea. 'Pray now, buy some; I love a ballad
in print ¢' life, for them we are sure
they are true,

Aut., Here's one to & very doleful tune”

Line 27% ""Clown. Come on, lay it by; and let's first
gee more ballads.
dut. Here's another ballad, of a fish,
that ... sung this bailnd against the
heard hearis of malds .,. the ballad
is very pitiful, and as true.

Line 285 Clown. lay it by toos another,

Aug. Thls is & merry ballad, but a very
pretty one,

¥op. Let's have some merry ones,

Aut., VWhy, this i3 a passing merry one, and
goes to0 the tune of "Two malds woolng
a man:® there's scarve a maid west-
ward but she sings its 'tis in request,
I can tell you.

Mop . We can both sing it: 1f thou'lt bear

a part, thou shalt hear; 'tis in three

parts.,
Dorcas. We had the tune on't a month ago.
Aut. I can bdear my part; you must know,
'ullg my occupation: bave at it with
you,

Rellgiocus music of that perled 1ls also referred to by
Shakespeare, In Aet IV, Scens 2, of the "Winter's Tale, the
¢lown remarks:

"three-man songmen all,

and very good ones, but they are most of them means
and bases;

but one Puritan amongst them, and he sings psealms
to hormpipea".
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Bridently psaln singing flourished, for even Falstaflf re-
marks of them in Henry 1V, Part 2, Act I, Scene 2.~

" sseses X would I were a weaver; I could
sing psalms or anything."

Nevertheless Mrs, Ford does not agree for in "The Nerry Wives
of Windsor" she says that Falstaff's dlsposition and words

"do no more adhere and keep paes together than the hundredth
psalm to the tune of Greensleeves".

Anthems were also a part of worship ln those days.
Faletaff alludes to them by saying he has lost his volce
“with the halloing and singlng of anthems", In Henry V,.
Shakespears shows that at a thankagiving service, a Hon Hobls
and Te Deum were offered to the Lord.

By Shakespeare's day ssrenades had become very peopular,
and were provided by all c¢lasses of young men. In Aet III,
Scene 3 of "Two Genblemen of Verona" we reads "Proteus.

Visit by night your lady g chamber window
With seme sweet concert."

In Act IV. ”Pretﬁus Xow must we to her window
ive gome evéning muslo to her eay."”
rio... Now gentlemen, Let's tune."

Finally Sylvia, from the window, says, "I thank you for your
music, gentlemen,"

Music instructlion was still held to be part of a liberal
education., In "The Taming of the Shrew" Baptista mentions
"musie, instruments and poetry" as the prime requisites of

a good education., We also observe that a good musicemaster
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wag well pald, for in Act I, Soene I, Baptista, talking of
Blanosa sayeas
"And for I know, she taketh most delight
In musie, instruments, and poetry.
Schoolmasters will I keep within my house,
Fit to lnstruet her youth. ~If you, Horteunslo,
Or Signior Gremio, you, know any such,
Refer them hither; for to cunning men
I will be very kind, and liberal
Te mine own children in good bringing up,"
It was also a resl compliment to bring your young lady a
"susic-master", a custom which would have different impli~
catione te~day. In Seene 2, of the play, Hortenslo aays:
"i7ig well: and I have met a gentleman,
Hath promisedime to help me to ancther,
A Tine musician to instruet our mistress.”

Dances are & form of musical expression., It peems that
in the Elizabethan times, dancing was very popular, for
Shakespeare refers to several., Ye are famlliar with the
Morris danse, and it seems to have been used even then, for
in "Henry V", Aot II, Seene 4, we read:

"pauphin. And let us do 1t with ne show of fear;

Ko, with no more, than if we heard that
England
Were tusied with a Whitsun Morris dance”.
The "Shepherd's Hay" was also popular then. It is mentioned
in "Love's lLabour's Lost", Act V, Scene I, -

"pul: I'1) make one in a dance or so; or I will play
On the tabor to the Worthies, and let them dance
the kay".
An excellent passage showing the popularity of dances is

found in Act II, Scene I, of '"Much Ado about Nothing". Here
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we gee that musieal life in England was affected by Scotland
and France.

"Beatrice: « The fault will be in the music, cousin, if
{ou be not woo'd in good times 4if the prince be toe important,
ell him, there 1s measure in everything, and so dande out the
answer, For hear me Hero; woolng, wedding, and repenting, is
as a Scotch Jig, a messure, and a slinque-pace: the Tirst eult
is hot and hasty, like a Sdoteh Jig and full as fantastioal;
the wedding, mannerly modeat, as a measure, full of state and
anclentry} and then ocomes repentance, and with his bad lege
falls into the cinque-pace faster and faster Lill he sinks
into his grave."

The love of daneing carried well on into the seventeenth
gentury, and sven into Puritan days, although to a lesser
degree. Robert Herriek in his poem "4 Lyric to Mirth" orys-
talllized the sentiments of many carefree people.We read:

"while the milder fates consent,
let*s enjoy ocur merriment;
Drink, and danceé, and pipe, and play,
Kiss our dollies night and day;"
In his poem “The Country Life" we find a reference to an oute
door dance, the "Maypole". From line 45,
"rhou hast thy eves and holidays,
On which the young men and maids mest
To exergise thelr dancing feet,
Tripping the comely country round,
With daffedils and dalisies crowned.
Thy wakes, the quintals, here thou hast,
Thy Maypoles too with garlands graeced;"

George Wither has given us a lively plcture of a May Day

festival in England, which, besides the dance, shows that

mugical compositions and festivals have existed for a long

time.
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"Now An this sweet {olly tide
Is the earth in all her ppride;
The fair lady of the May,
Trimmed up in her besi array,
Hath invited all the swains
With the lasases of the plains
To attend upon her spori
At the places of resort,
Every one that knows 10 sing
Fita hinm for hie carelling;
3¢ do these that hope for meed
Either by the pipe or reed.,"

Milton, in his "Paradise Lost" refers to daneing in

these lines: "they, on their mirth
and dance
Intent, with jocund music charm his ear;”.

His 1deas of the joyful and poclal man have gained renown in
his poem "L'Allegro":. Xven ag a Puritan, Milton shows that
puslc and dancing are still quite lively, especlally in
pastoral scenes such as this:

“The upland hamlets will invite

When ths merry belle ring round,

And the Jjoound rebecks sound

To many a youth and many a mald

Danging in the chegquered shade;”.

Pastoral England was fond of her musie. In Sir Phillp
didney's "Arcsdia® one finds “here a shepherd's boy pilping,
as though he should never be old; there a young shepherdess
misting and withal singing; and it seemed thai her volce
comforted her hands to work, and her hands kept time to her
voice and music.” There is further proof of this charming
domestic life in Izaak 'alton's ‘Complete Angler". Here we
note s reference to the song of the milk-maid, and observe

the number of ballads with whigh these rustics are familiar.
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"A8 I left this place", relates Piscator, "and entered into
the next fleld, a second pleasure entertained me; ‘twas a
handsome milk-mald, that had net yet attained so much age
and wisdom as to lead her mind with any fears of many things
that will never be, as tco many men too often do; but she
cast away all care, and sung like a nightingale. Her voloce
was good, and the dAitty fitted for it; 1t was that smooth
song whioch wse made by Kit Marlow, now at least fifty years
ago; and the milke-malid's wother sung an answer to it, whieh
was made by Sir Walter Ralelgh, in hls younger days.” When
Piscator later ask's the Milk~woman about it, she replles:

"What song was it, I pray? Wag it "Come, Shepherds, deck
your herds"? or, "Johnny Armstrong"? or, "Troy Town"?" The

song turne out to be "Come, live with me and be my love",
Milton also refers to the song of the milk~maid in his
"L'Allegrot

"while the Ql@ughman. hear at hand,
whistles o'er the furrowed land,
And the milk-msid singeth blithe;"

In his "Lyocidas" we hear the following songs

"Thus sang the uncouth swain to the ocaks
and rills
While the still Morn went out with sandals
areys
He touched the tender stops of varigus quills,
With eggar thought warbling hie Dorie
lays

These pleagani customs have continued into the elighteenth
gentury, for Goldenith in his "Deserted Village" writes:
"The§e, as I past with careless steps and
BLOW,
The mingling notes came sofiened from
below;
The swaln responsive as the millmald sung."
later we read: "No more the woodman's ballad shall prevail®,

suggesting that the men sang as they worked.
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In the seventeenth century we find that Baoon has §1ven
us some information about musieal life. In the second and
third chapters of his "Sylva Sylvarum” he refers to 1t at
length., "Music®, says Baeon, "in the practice, hath been
well pursued, and in geod variety; but in the theory, and
Gﬁyeﬁi&lii An the ylelding of the causes of the prectique,
very weakly;", and further, we read of the sffect produced
by the union of the avellable instruments of the time. -
"The sweetest and best harmon{ is, when every part or in-
strument is not heard by itself, but a sonflatlion of them
all, which requireth to stend scome distance off, Even as
it 12 in the mixture ¢f rerfumes, or the taking of the
szells of several flowers in the air.® The reference of
course, suggests the beginnings of our modern orchestra.

Bagon wrote an essay "Of Masques and Triumpha" whieh
gives a good account of one af the principal entertainments
of England that eulminated in Milton's "Comus". A4s the
"magque" waé, in reality, the basle of opera in England, it
has much musiocal significance. It was extremely popular,
espeolally during the relgns of the Stuarts. Bacon writes:
"These things are but loyes, t0 come amonget such serious
Observations” ...."Daneing to Song is a Thing of great Jtate,
and Pleasure. 1 understand 1%, that the Song be in Quire,
placed aleft, and acoompanied wlth some broken Musicke; and
the Disty fitted to the Device,"

"It 1s true, the Alterations of Scenes, sc it be guletly,
and without Nelse, are Things of great Beauty and Pleasure;
for they feed and relleve the eye, before it be full of the
same Objeot." "Let the songs e Loud and Cheerfull, and not

Chirpings or Pulings. Let the Muslecke likewise, be Sharpe,
and Loud, and Well Placed."

Milton, 1t will be remembered, was a musician of ability.
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He has used his musical knowleduge to serve as an illustratlon
in support of hie views expressed in "Areopagitica', an
argument for the liberty of the press. He contends that to
enslave the press, it would be also legical to fetter muasic
and dancing with regulations, which would be lmpossible:-

"If we think to regulate printing, thereby to rectify
manners, we must regulate all creations and pastimes, all
that 1z delightful to man. No music must be heard, MO song
be set or sung,; but what is grave and Dori¢. There must be
licensing dancers, that no gestuye, motion, or deportment
be taught our youth, but what by thelr allowance shall be
thought honest; for such Plate was provided of. It will ask
more than the work of twenty licensers, to examine all the
lutes, violins, and the ghitarrs in every housej they must not
be suffered 4o pratile as they do, but must be licensed what
they m:g @aaél And who shall silence all ths alire and madri-
ﬁ&_lﬂ s N spér softneds in chambers? ... The villages
also must have their visiters to enguire whai lecturss the
bagpipe and the rebeck reads, even wo the ballatyy and tho
gemmuth of every municipal fiddler, zor these arethe country
man's Aroadlana and Lits Monte Mayors." (l.e. the country
man'e popular novelg)."”

Here we have a glimpse of musical 1ife in London, during the
days of Puritanliem. It must be evident that Milten would not
have dared to refer to this music and dancing, had his party
looked upon 1t as sinful,

The seventeenth century is also the time of Pepys, who,
with his interest in musle, has glven so much insight into
the musical life of his day. We hear mention of a round
dance, called the "Bransle" or "Brawl®. On New Year's Eve,
1662, Pepys went to a ball ‘at whitehall. He writes: "@nd
they danced the Bransle., After that the King led a lady and
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a single Coranto} and then the rest of the lords, one alter
another, other ladles; very noble it was, and great pleasure
te see. Then te epuntry dances, the Kin§ leading the first,
which he called for, which was, says he "Cuckolds all awry",
the old dance of England.”"

Ingtrumental music was becoming the vogue, especlally
with the aristoorate. Pepys agein went to Whiteball, where
he heard an ensemble and singing. On Ogtober 1, 1667, he
writeg: "To White Hall, and there in the Boarded Gallery
did hear the Musick with which the King is presented this
Bight by Mons. Grebus, the Hester of his musick; beth in-
strumeniall « I think 24 violins - and vocal; and English
song upen Peace. But Ged forgive me! I never was go little
pleased with a concert of musick in my life. The manner of
setting of words and repeating them out of order, and that
with a number of voloes, makes me sick, the whole design of
voeal musiek being lamt by it. Here was a greal press of
§00plna but I did net see many pleased with it, enly the

nstrumental Musisk he had brought by practiee te play very
Just”, From this we learn that suob gatberinge were well
attended, We aleo discern a certaln dlsparagement of Pepys
towards Grabu, probably because he was Frensh and brought a
foreign musical flavour to the more geber English musical
taste.

Husl¢ was performed at different theatres throughout
England. One day Fepys went down "by water %o Creenwich and
ate and drank and hesrd music at the Glove and saw the simple
motion that ie there of a woman with a rod In her hand keeping
time to the music whils it plays, whigh is simple, methinks",
This reference 4o conducting seems the reverse of what was
intended, as the musle ls supposed to keep time with the

*pod®,
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Apparently musicane were as poer in those dayes as they
usually are to-day. Prepys had an interview with Mr. Hingstoh,
the organist, who told him about the pitiful eonditlon in
the King's Band. "Many of the Musique are ready Lo starve,
they belng flve years behind for their wages; nay, Evens
the famous man upon the Harp, having not his equal in the

world, 4did the other day die for mere want, and was fain to
uried of the alms of the parish."”

Coffeg+houses were the centrs for me¢etings of all kinds.
Pepys tells how he met Messra. Look and Pursell, Masters of
Mugle at Jestmlnster hall, when they went to the coffee-house

together, where they had "wariety of brave Italian and Span-
ish scngs, and a canon for eiﬁht volces, whioh Mr, Lock had
lately made on these words: Domine muivum fa¢ regem," an
admirable thing". From this we learn that singing was

earried on in coffee-houses, and that fine music was often
performed there.

In the latter part of the eentury, Dryden, in his pre-
face to "The Conquest of Granada®, desaribes the circum-
stanaees under which opera developed in England., It is noticed
that he derives the "Siege of Rhodes" from Loth Italian and

Frenah aources,

"For Heroick Plays ...... the first light we had of them
on the English Theatre was from the late Sir William D'Avenant:
it belng forbidden him in the Rebellious times to aet Tragedliee
and Comedles, because they contained some matiter of Scandal
%0 those good people, who aould more easily dispossess their
lawful Soverelign than edure a wanton Jeasti} he was forc'd to
turn bBls thoughts another way: and to lniroduce the examples
of moral vertue, wrli in verse, and perform'd in Recitative
Muplgue., The Original of this musick and of the scenes whiclu
adorn'd his work, he had from the Italion Opera's; but he
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heightn'd his Charecters (as I may probably imagine) from the

example of Cornellls snd some French Poets. In this Condition
did this part of Poetry remaln at his Majesties return. When

growing belder, as being now own'd by a publick Authority,

he review!d his Siege of Rhodes, and caus'd 1t to be acted

as & Just Drama,”

The last sentence implies that the revised version had
beceme a play with music, rather than a drama. This unforiu-
nately has been the main eritielism of so~called English
opera. ‘It was the forelgn opera, especlally the Italian,
that apread over the country soon after Queen Anne's accession
t0 the throne,

In English Llterature most of the references about the
effect of Italian opera on the musical life of the people,
are, we regret to relate, rather uncomplimentary. We give
8 short one first., "I have sat through an Italian Opera,
till, for sheer pain, and inexplicable angulsh, I have rushed
out into the nolslest places of the crowded streets to solace
myself with sounds, which I was not obliged to follow, and
got rid of the distracting torment of endless, fruitless,
barren, attention!" 7This id found in "A Chapter on Ears" in
the "Eseays of Elia" by Charles Lamb. Terhaps this opinilon
is understandable when we read elsewhere: "I even think that,
gentimentally, I am disposed to harmony. But organically I
am lneapable of a tune:. I have been practising "God Save the
King" all my life; whistling and humming it over to myself
in selltary corners, and not yet arrived, they tell me, with-
in many quavers of it. Yet hath the loyalty of Ella never
been impesched," Lamb probably represents a great number of
people in his viewpolint on opera. It is at least given with

hie usual humour, and witchery.
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Addison on the other hand wes satirical, although at
the sane time he waw really interested in musiec. He tells
us that: "wvhen I travelled I took & partioular delight in
hearing the songe and fables that eome from father 1o son,
and are most in vogue among the common people of the
countries through which I passed”. The absurdities of the
Italian Opera "Hydaspes" vere discussed in "Signior Nieelini
and the Liens" which appeared in number 13 of the "Spectator!
The attrastion was a desperate encounter between a lion and
the hereo of the plece, represented by the then famous singer
NMleolini. Addison writes: "some supposed that he would sube
due him in reeitative". Continuing later he adds "I would
not be thought, in any pert of this relation, to reflect upon
Signicr Nicolini, who in seting this part only complies with
the wrktched taste of hig sudlence; he knows very well that
the lion has very many nore admirers than himself"., Finally
he sayss "In the meantime, I have related this combat of the

lion to show what are at present the reigning entertalnments
of the politer part of Great Britain”. This certainly gives

us a first hand report of musical tendencies and likes in
England.

Addison and Stesle have given us a quaint conception of
village ohurch music, as 1t was conducted at the services
supervised by Sir Roger de Coverley. It 1s sald that Sir
Roger "employed an itinerant singing-master who goes about

the country for that purpose, to instruet them rightly in the



288

tunes of the Psalms; upon which they now very much value

themgelves, and indeed outde most of the country churches
that I have ever heard." This seems hardly the case for

"sometimes he (Sir Roger) will be lengthening out a verse
in the singing Psalme half a mlnute after the rest of the
congregation have done with it".

Musical people have often been disturbved by people,
such as the widow who 1s wmentloned in number 205 of the
"Ipeotator". Her ideas of singing are obnoxious, fer we
read: "But what gives us the most offence 1s her theatri~
cal manner of singlng the psalms. Bhe introduces above
fifty Italian airs into the Hundredth Psalmj and whilet we
begin "all people® in the ©l14 solemn tune of our fors~
fathers, she, in quite a different key, runs division on
the veowele, and adorns them with the graces of Nicelini".

In contrast to the country cehurch of Addieon'’s time,
we read about a musleal congregation, ite chelr and
e¢clesimstical bandsmen in the tale "Under the Greenwead
Tree" by Thomas Hardy., In the preface he writes: "This
story of the Mellsteck Quire .... 1s intended to be a fairly
true ploture, at first hand, of the persorages, ways, and
customs which were common among such orchestral bedles in
the villages of fifty or eixty years ago". # These instru-
mentallsts were hard working people who even copled their
misic In their own manuscript, during their evenings after
work, A4 reference tothe custom of ginging carols around the
parish before Christmas 1s aptly described in Chapter five.
As 'usual, one of the listeners was unimpressed. "shut up,
woll'ee! Don't make your blaring row here! A feller wi' g

headache enough to split his skull likes & quiet night!"

# Written 1n 1896,
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whersupon we hear: "'Fortissimy!' said Michael Mall, and

the musis and singing waxed so louf that it wae impessibdle
teo know what Hr. Shiner had sald, wae saying, or was about
o pay; but wildly flinging his arms and bedy about in the
forms of capital Xa and ¥s, he appeared to ubtter engugh
invectives to gonsign the whole parish te perdition”.

In Letter T1i ef "The Citizen of the World! Geldswmith
gives us a Chinese point of view on life Ain England, parti-
oularly with sengs &8 they were sung in pollite soclely.

While a satirical pertrait, it is nevertheless ture, We read
of a lady being pressed %o sing untils "At last then the

1&&{ ecomplied, and after humaing feor some minutes, began
with suoh a volce, and such affectation, as I nauid perceive,
gave but little satisfaetion to any exeept her husband®.

Continulng, we read of the requirements ¢f an suwdience of
miture and refinement. "You muet observe, my friend, that

it 18 the custom of this country, when a lasdy or gentleman
happens to sing, for the company to sit as mute and motion-
less ag statues. Every feature, every limb, must seem to
correspond in fixed attention; and while the song continues,
they are to remsin in a state of universal petrifaction."

Thie aliueion reealls Lamb's account of an Orateoric. He
writess "I have sat at an Oratorde {that profanation of the

purposes of the cheerful playhouse) watehing the faces of the
auditory in the pit (what a contrast to Hogarth's Laughin
Audience!) immovable, er affecting some faini emotion, till
(as seme have sald, that our occupations in the next world
will be but a shadew of what delighted us in this), I have
imagined myself in some cold Theatre in Hades where some of
the forms of the earthly one should be kept up, with none of
the enjoyment;". #

#* Egsays of Ella - Chapter on Ears



290

The develeopment of oitiee brought with it a phase of
musical life entirely different from the vmstoral air of the
country, Instead of minging with the inspiration of beautl-
ful seenery, singers eongregated in newly formed oonserva-
tories, and studied under suppossedly famous muslclans.
Dickens paints a vivid piloture of Golden Square london, in his
novel "Nicholas Niekelby®,

"two or three violins and & wind instrument from the
Opera band reside within its preeincts. Its boardinge-houses
are musical, and the notes of pianos and harps float in the
evening time round the head of the mournful statue, the
guardian genius of the wilderness ¢f shrubs, in the centre of
the square ..... Sounds of gruff volces practicing veocal music
invade the evening'e silence, and the fumes of cholise btobacco
sgent the alr. There, snuff and clgars and German pipes and
flutes, and vielins and violineelleos, divide the supremacy
between them, 1IY is the region of song and smoke. Street
bands are on thelr mettle in Colden Square, and itinerant
glee singers quaver inveluntarily as they ralse thelr volces
within 1tz voundariec."

In this region of "sound and smoke" lived s¢me of the
young women siudying music, Any one of them might have been
the heroine of Thaokeray's story "The Revens wing", for it
1s devoted to the histery of a singer and her experiences
with different teachers, Thackeray is famous as a gentle
patirist, and is true t%¢ form in this tale, The portralt of
Baroski, 1s so true {o nature thal some well known London
teacher must have gat for it. His descripliion 1s a very good
agccount of one slde of musieel life.

"Benjamin Baroski was one of the chlef ornaments of the
musiocal profession in London; he charged a gulnea for a lesson
of three guarters of an hour,; abroad, and had furthermore a
school at his own residence, where pupils assembled in con-
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slderable numbeprs, and of that eurlious mixed kind which those
may see who frequent these places of instruction. There were
very innccent young ladies with their memmas, who would hurry
them off trembling to the farther corner of the room when
certain doubtiyl professional characters made thelr appear-
ance, There was Miss Grigg, who sang at the Foundling;

Mr. Johnson, who sang at the Eagle Tavern; Miss Frorgvantl,
who sang nowhere, but was alwaye just comlng out at the
Itelian opera; Lord Simpetor, & tenor; Uaptain Guzzard of the
Guards, a bessj Mr. Bulger bhe dentist, who was neglecting
his goid plates and fillings for his voice, as every unfortu-
nete individual will do who 1s bliten by the music mania;
pale governesses and grofessienala in shabby clothes, whe
were parting with thelr hard-earned little stoek of guinsng
that they might say they were pupils of the great Baroski,

Husical life in England would not be complete without the
glorious song of the Skylark and Nightingale. Such sweet
$inging has ever been an inapiration to men and a shallenge
Jor them to look uwpwards, It has taken our great poets %o
%ecapture this sublime emotlion in the apirit of verse.
Wordsworth in his “To¢ a Skylark" writes:

“Up with me! wup with me into the clouds!
Por thg song, Lark, is strong;

Up with mel up with me into the elouds!
Singing, singing,

With oloude and sky aboubt thee ringing,

Lift me, gulde me till I find
That epot which seems so to thy mindi®

He reallizes the beamuty of the song in his llines:

"There is madness about thee, and Joy divine
In that song of thine".

Shelley has written & lovely lyric "To a Skylark| which
stressea the supernatural blitheness of 1ts art., Ve read:

"Hail to thee, blithe spiriti
Bird theu never wert,
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That fyon Heaven, or near 1li,
Pourest thy full heart
In prefuse sirains of unpremeditated art."

Shelley refers to the paychologloal effect such a song hag
upon the life of the people.

"Like a Poet hidden
In the light of thought,

Singing hymna unbidden,
T41l the world is wrought

To nympﬁthy with hepes and fears it heeded
not s

The poet claims the musiec of the lark 1z superior to that of
human utterance, even 1ln the glorious marriage hymns, or the
spirlted triumphant chorusesz.

"Chorus Hymenoeal,
Or triumphal chant,
Matehed with thine, would be all
But an empty vaunt,
A thing wherﬁin we fell there ls some hidden
wanti .

John Keats has glven us the nlaintive beauty of the
nightingale in his exquisite "Cde to a Nightlngale". Ve
read of the poets latroswectiveness as he addresses the bird:
"i7ia not through envy of thy happy lot,
But being oo happy in thine happliness,=
That thou, lisht-winged Dryad of the
trees,
In some melodious nlot
Of beechen green, and shadows numberless,
Singest of gsummer in full-throated
8158, "
who can ever forget the musical charm and melansholy of
verse seven? The poel nag orystallized the thoughie and

emotions of people on hearing the song of the nightingale
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into a stanga of timeless grace,

“Thogiwa?u net born for death, immortal
rd
No hungry generatlons tread thee down;
The volee I hear this psssing night was heard
In ancient daye by emperor and clown:
Perhaps the self-same song that found a path
Through the sad heart of Ruth, when, sleck
for home,
ghe stood in tears amid the alien corng
The same that oft~times hath
Ghagged megic camements, opening on the
vam
Of perilous seas, in fasry lands feorlorn."

And so our chapter ends by parting reference to this
immortal poem. "Adieu! adleu! thy plaintive anthem fades)
and in the last lines

"Fled 1s that music: - Do I wake or sleep?”.
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Ghapte urteen
New Songg to Lyrics
“The meaning of song goes deep. who is there that,
in legleal werds, can express the effect music
has on ue? A kind ef inarticulate unfathomable

speech which leads us to the edge of the infinlte
and lets us for moments gaze into that."

Carlyle

The preceding chaptere of thia book have been devoted
to the different musiocal aspects from which English Liters-
ture may be oconsidered. The suthor deems 1t fitting to
complete his treatise by including a number of songs which
1llustrate the gomplete fusion of the two sister arts.
These orlglnal eompositicns have been written and harmonized
by the author, expresaly for this book.

The lyrics have been chosen both for their varlety of
emotlonal effect, and for the essential singable quality
of the verse. Included in this group, are four songs of a
light nature with lyrics by Shakespeare, Keats, Dryden and
Wither, a hymn by Donne, a lullaby by Wither, a choral ode
by Collins and a settling of "Break, break, break" by

Tennyson.



Sigh no mere, ladies, sigh no more!
¥en were deceivers ever,

One foot in ses and one on shore,
To one thing constant nevers
Then aigh not so, but let them go,
And be you blith@ and dbenny,
Converting all your scunds of woe

Into Hey nonny, nenny!

Sing no more dittles, sing no moe
Of dumpe a0 dull and heavy!

The fraud of men was ever 20,
8ince summer flrst was leavy:

Then slgh not so, btut let them go,
And be you blithe and benny,

Converting all your scunds of woe
Into Hey nonny, nonny!l

296
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Viords by Shahcspearc

Musie by K. Duvis
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Wild thou forgive that sin vhere I begun,
Which was my #in, though 1t were done
before?
Wilt theou forgive that sin through which I

™in,
And do run still, though still I do deplore?
vhen thou hast done, thou hast nc ione;
For I have more.

Wilt thou forglve that =in which 1 have won
Others to sin, and made my sins thelr doort
Wilt thou forgive that sin whieh I did shun
A year or two, but wallowed in a score?
When thou hast done, thou hast noet donej
For I have more.

I have a gin of fear, that when I have spun
My last thread, I shall perish on the

shore;
But swear by thyself that at my death thy
B8O
Shall shine as he ghines now and hereto-
fore;

And having done that, thou hast done;
I fear no more.

299
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Meg Merrilies

014 Mex she was & Gipsy,

And lived upon the Moorss

Her bed 1t was the brown heaih turf;
&nd her house was out of doors.

Her apples were swari blackberries,

Her currants pods o'broom}

Her wine was dew of the willd white rose,
Her heok a churshyard tomb.

Her brothers were the eraggy hills,
Her sisters larchen treeg--

Alone with her great family

She lived as she did please.

No breakfast had she many & morn,

No dinner many & noon,

And ‘'stead of supper she would stare
full hard ageinst the moon.

But every morn of woeodbine fresh
She made her garlanding,

And every nlght the dark glen yow
She wove, and she would sing.

And with her fingers ¢ld and brown
She plaited mats 0'rushes,

and gave them to the cottagers

She mel smoeng the bushes.

014 Meg was brave as Margaret Queen
And tall as Amazon:

4n 0ld red blasket eloak she worej

A chlp hat had she on,

God rest her aged bones somevhere -=-
She died full long agone!

John Keats
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glgep, Raby, Sieep

gleep, baby, sleep! What alle my dear,
vhat alls my darling thus to cry?
Be still , my ohild, and lend thine ear
To hear me sing thy lullaby.

My pretly lamb, forbesy to weepjy

Be still, my dear! Sweet baby, sleep.

vhen Godewitheus wasg dwellling here

In 1ittle babes He took delight;

Such innccents as thou, my dear,

Are ever vreclous in Hia sight.

Sweet baby, then forbear to weep;

Be still, my babe! Sweet baby, sleep!

A 1little infent onge was Hep

And, #trength in weakness, then was lald
Upon Hias Virgin Mother's knee

That power to thee might be conveyed.,
Sweet baby, then forbear to weep}

Be still, my babe! Sweet baby, sleep!

The Xing of Zings, when He was bown

Had not so mueh for outward eoase;

By Him such dressings were nolt worn,

Hor such like swaddling~clothes as these.
Sweet baby, then ferbear to weep;

e atlll, my babe! Sweebt vaby, sleep.

Within a manger lodged thy lerd,

where oxen lay and sdses fed;

Warm rooms we 4o to thee afford,

An easy aradle for thy bed,

Sweet baby, then ferbear %o weep;

Be still, my babe! Sweet bady, sleepl
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© weet 8 To v

Ah, how sweet it 1g to lovel
Ah, how gay is young Desire!
And what pleassing palns we prove
When we first approach love's Tire!l
Pains of love be swester far
Than all other pleasures are.

Sighs which are from lovers blown

Do but gently heave the heaprt:
Ev'n the tears thai shed alone

Cure, like trickling balm thelir smart:
Lovere, vwhen they lose thelr breuath,
Bleed away in easy death.

love and Time with reverence use,
Treat them like a parting friendj
Nor the golden gifts refuse,
Which in youth sincere they send:
For each gear their prlee is more,
And they less simprle than before.

love, like springe-tides, full and high,
Swells in every youthful vein;

But each tide does less supply,
Till they quite shrink in again:

IT & flow in age appéar,

748 but rain, and runs not clear.
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Ak, How Sweet-1t 1s To Love

V/ords by Johs Urydor

Musw by R La~is
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How Sleep The Brave

How sleep the brave, who eink to rest,
By all their eountry's wishes blest!
When Spring, with dewy fingers cold,
Returns to deck thelir hallowed mold,
She there shall dress a sweeter amod
Than Faney's feet have ever trod,

By falvy hands their knell i1s rung;

By forms unse¢en thelr dirge ls sung;
There Honor comes, & pllgrim gray,

To bleas the turf that wraps thelir clay;
ind Freedom shall a while repair,

To dwell a weeping hermit there!
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H ow Sleep The Brave

Werds by Wm Codans
Mus « by K Dowvis
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I Loved 4 lass

I loved a lass, & fair one,
As falr as e'er was seen;
She was indeed a rare one,
Another Sheba Cueen,
Buty feol as then I wan,
I thought she loved me 100}
Bui now, alas! she's left me,
Falero, lere, lool

Her halr like gold did glister,
Eaeh eye wae like a star,
She d41d surpass her slster,
Which paseed all gthers far,
She would me hane¥ call,
She'd -- O she'd kiss me teoo!
But noy,alas! she'es left me,
Falero, leroc, loo!

Hany a merry meeting
My love and I have hadj

She was my only sweetling,
She made my heart full glad.

The tears stood in her eyes
Like to tha}mornln% dewt

But new, alas! sghe's left nme,
Falero, lero, lool

Her cheeks were like the cherry,
Her skin was whlie as snow;
When she was blithe and merry
She angel-like did show;
Her waigt exceeding small,
The fives did fit her shoes
But now alas! she's left,
Falero, lero, loo!

In summer time or winter
She had her heart's desire;
I still did scorn to stint her
From sugar, sack, or flre;
The world went round about,
No cares we ever knew:
But now alap! she's left me,
Falero, lere, loo!
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1 loved A lsas ~ Con'd.

To maidens' vows and swearing
Henceforth no credit glve;

You may give them the hearing,
But never then bellieve;

They are as false as falr,
Uneonstant, {rail, untrue:

For mine, alas! hath left me,
Falero, lero, loo!
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Brealk, hreak; break,
On thy aold gray stones, ¢ Seal .
And 1 would that my tongue could utter
The thoughts that arise in ne.

0 well for the fisherman's boy,

That he shouts with his sister at playl
¢ wel) for the sallor lad,

“Mhat he sings in his beat on the bay!

And the astately ships go on
70 their haven under the hillj

Bt O for the touch of a vanished hand,
And the sound of a volce that is stilll

Break, break, break,
At the foot of thy crags, O Sesl

But the tender grace of a day that is dead
Will er gome bmak to me.
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