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"Music resembles poetry} in each 
Are nam©lea8 graces, which no methods teach, 
And which a master's hand alone can reachtM 

fope. 

The student of English Literature 'becomes aware of many 

important factors which have helped to formulate and mould 

the opinions of our great writers. These varied influences 

have add#d considerably to the development ©f our language, 

and have also been sources of much Inspiration. One vital 

force with which we are concerned, la the power exerted by 

Music upon the lives and writings of great literary men. 

TJale current of animation and inspiration flows in two 

directions. The musical student finds that some of the world's 

best music has been composed around the themes derived from 

English Literature. He also finds a wealth of musical 

allusion and illustration in our literature* 

The above quotation shows a relationship between two of 

the most gracious and creative arts. In the following pages 

It is the author's intention to develop that relationship as 

fully as possible, in order to present th© several musical 

aspects from which English Literature may be considered. 
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This Thesis will seek to prove that;* 

I. Our Ballad Literature has a distinctly musical 
origin. 

II. Our Lyric Poetry has been greatly influenced \ij music. 

III. England, Ireland, Scotland have had great influence 

upon music, as noted in the works of Shakespeare, 

Thomas Moore and Sir waiter Scott, respectively. 

IV. Great Literary sen have shown hew music influenced 

them - Dryden, Milton, Browning and others. 

V. Theses from English Literature have oeen the 

Inspiration of many musical masterpieces. 

VI. English Literature has given much to the field of 

Musicology. 



Chapter One 1 

Poet-Musicians of Early Britain 

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

Spenser. 

The close association between poetry and music dates 

back to the ancient Bards, who, under various names, were 

an important influence, from the earliest ages, among the 

people of Gaul, Britain, Ireland and the North. The Bards 

were an order of Druids, the powerful priesthood of the 

Celts. As poet-muslclans, their special office was to 

celebrate in verse the praises of their national gods and 

heroes. This heroic verse, while eulogizing the brave 

deeds and illustrious acts of their countrymen, also did 

much to preserve their traditional native history. Accord­

ing to Caius, the historian, the Druids originated as early 

as 1013 B.C., but were driven west and north to Ireland, 

Wales, and North Scotland as the Teutonic invaders swept 

the coast. 

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

fragment of written evidence in this Bardic Triad. 

"Three men there are of same regard* 
A king, a harper, and a bard." 

From the Bardic M.S.3. we find that kings wore seven 

colours, bards six, and lords and ladles five colours. Caesar 

in his "Commentaries" refers to the presence of Bards attached 
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t© the British King's palace* who enjoyed his favour and 

fortune. The Crwth or poetic Bard wrote and presented 

acceptable verse, while th© Ensign Bard recounted the table 

of genealogy and exploits of Britain's heroes, with a harp 

accompaniment• 

"There was much for bardic song»men to do in an age 
when men depended upon the memory for the preservation of 
faet. Pedigrees and items of genealogy had to be told by 
the bards, who accompanied on the harp all that they 
narrated: the division of lands required to be known and 
confirmed; the praises 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-musicians, 
who sang their records, and accompanied them on an instrument."* 

With the advent of the Anglo-Saxons, the corresponding 

office of poet-musician was taken by what was known as the 

"Scald" or "Scop" in Scandinavian countries. This word meant 

"smoothers and polishers of language". 

"The origin of their art was attributed to Odin or rfoden, 
the father of their gods? and the urofeseors of it were held 
in the highest estimation. Their skill was considered as 
something divine, their persons were deemed sacred; their 
attendance was solicited by kings? and they were everywhere 
loaded with honours and rewards. In short, poets and their 
art were held among them in that rude admiration which is 
ever shown by an ignorant people to such as excel them in 
intellectual accomplishments. ** 

Their songs served as diversions at the solemn state 

banquets, and encouraged th® hero in the fight on the battle 

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

* The Story of British Music - Crowest Pages 79-80 
** Reliques of Ancient Poetry - Percy Page 346 
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their sagas and eddas as originally sung is to gain much of 

their history. While their music has been lost yet the 

Poetry shows nobility of thought. From the "Bragi Edda" we 

learn that the Bragi cup was the occasion for a solemn vow, 

inviolable and saared, that he who pledged would perform some 

act worthy of a Scald's sang. * Obviously this was an incentive 

to the poet as well, and showed that strong men were captivated 

by poetry and music and were not ashamed of it. 

The Soald played upon the glee-beam, as the rude harp 

was called. From this term comes that of Gleeman, which is 

closely associated with the Scald. From the poem "The Gleeman's 

Song", said to be the oldest and finest specimen of Anglo-

Saxon literature, whieh is contained in the works of Bishop 

Leofric, come these lines. Speaking about himself the Gleeman 

says: 

"So I fared* thro' many lands; a stranger 
Thro' the wide earth: of good and evil 
There I tasted $ from family parted, 
From kinsmen far, widely I did my suit-
Therefore may I sing and story tell| 
Relate 'fore the crowd in mead hall. 
How me the high born with largess blest." - ** 

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

"The glee-wood (harp) was touched, and Hrothgar's gleeraen, 
gladdeners of the hall, told of the works of Finn's 
offspring," 

* From Minstrelsy by Duncan - Page 11 
** From Music in its Art Mysteries - Dr. v.ylde Page 138 
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The Anglo-Saxon poem contained In the Exeter codex, 

entitled "The Traveller's SongM, is a typical account of a 

travelling Gleeman telling his tales from court to court. 

It is reputed to be by Widsith, * a Gcop of the fourth 

century, and shows his ability to sing loudly in praise ©f 

his benefactors, and still more loudly about his own talents 

and virtues. 

"Therefore I 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 I was 
With Eormanriu, and all the while the King 
Of Goths was good to me. Chief in his burgh, 
A collar of six hundred sceats of gold-
Beaten gold- counted in coin, he gave me." 

"When I and Skilling for our conquering lord 
With clear voice raised the song, loud to the harp, 
The sound was music; many a stately man, 
Who well knew what was right, then said in words 
That never had they heard a happier song." 

It concludes as followss-

"Thus the gleemen 
Say in song their need, speak aloud their thank word!-
Always South or Kortbward someone they encounter, 
Who,- for he is learned in lays, lavish in h3e giving-
Would before his m^n of might magnify his sway, 
Manifest his earlshlp* 

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

From Bede's Ecclesiastical History, we have a reference 

to a famous Saxon Gleeman and po#t9- Gaedmon, who, rather than 

# R.W. Chambers, Widswith, A Study in Old English 
Medieval Legend - Cambridge 1912 

*# Stopford Brooke's Translation. 
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contributing a song as was the customary form of entertain­

ment at a banquet, stole away from the table and went home 

to his house. Her® 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 a song which he remembered when the vision had 

passed from lus jaind. Thus Gaedmon became a poet and was 

regarded as an inspired musician. Bede and other historian© 

claimed hie works to be models of form and excellence, and 

they remained the highest specimens of standard literature 

and music for over six centuries* Unfortunately their 

musical worth has been lost due to the lack of musical 

notation. The following is a translation of some of this 

monk's supposed verse. 

"How must we praise the Guardian of heaven's kingdom, 
The Creator's might, and his mind's thought; 
Glorious Father of meal 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 W&llicae, or Welsh Laws, we learn that 

during the Saxon period the Bard Teulu, or Bard of the Palace, 

was the eighth officer of the King's household. He was a 

royal guest and sat at hie table next to thelleir Apparent. 

* B. Thorpe's Translations. 
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His position was gained by his superior merit in the science 

of music 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, his assailant was fined 

six cows* and a hundred and twenty pence. 

The Pencerdd or Chaired Bard was the chief Bard of the 

district, and won his position in a musical and poetical 

contest. Besides being the chief president of music and 

poetry, he was also a bardic teacher and prepared students 

to take their degrees. 

It is well known that Alfred the Great studied 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 Danish chief 

and gathered precious information which later halped turn 

the tide of battle at Ethandune. 

There are writers who suppose this tale to be legendary 

but it appears to have been quite consistent with the spirit 

and musical custom of the age. 
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"It is an indisputable faot that the Saxons of North 
Germany spoke the same dialect as those of England; and when 
Alfred entered the Danish camp in minstrel's disguise, he 
sang no foreign lays but had merely to modify his pronun­
ciation slightly." * 

la the next century King Athelstan recorded a victory 

over the Danes, as was referred to in the Saxon Chronicle. 

This poem is a short example of how this victory was 

glorified in song and verse. 

"A.D. 938. Here 
Athelstan King 
Of earls the lord, 
Rewarder of heroes, 
And his brother eke, 
Edmund Atheling, 
Elder of ancient race, 
Slew in the fight. 
With the edge of their swords, 
The foe at Brumby! 
The sons of Edward 
Their board-walls clove, 
And hewed their banners, 
With the wrecks of their hammers, 
So 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 conquest in the eleventh century, 

and then it becomes universal. 

* Schlegels RistaBry of Literature 
** Minstrelsy by Duncan - Page 20 
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"Minstrels and Troubadours were a class 
of musicians who may be regarded as the successors 
of the ancient Scalds and Bards. The chief point 
of difference that distlnquished Bards from 
Minstrels consisted in the fact that the order of 
Bards was hereditary, while that of the Minstrels 
was patent to all classes, who might derive their 
right of offloe from their peculiar qualifications. 
The term Minstrel, as I have before stated, is 
derived from the Norman, and signifies not only the 
harper who played and sang, but also the Poet who wrote 
the song-" " ** 

We have already shown that the edster arts, poetry and 

music, were highly developed and combined in Britain before 

%h.e arrival of the Normans. This condition was equally true 

on the Continent, but while the former was more concerned 

with epic and heroic poetry, the latter were particularly 

imbued with a romantic spirit. Consequently this was 

eventually absorbed in our verse and helped develop our 

national lyrical art. The Normans were distinguished for 

their minstrel talents nearly a century before the Troubadors 

of Provence. They carried on this profession in England for 

several centuries, a profession worthy of renown. 

"This profession required a multiplicity of attainments, 
and of talents, which one would at this day have some difficulty 
to find reunited, and we have more reason to be astoniobed at 
them in these days of ignorance: for besides all the songs 
old and new, besides the current anecdotes, the tales and 
fabliaux, which they piqued themselves on knowing, besides 
the romances of the time which it behoved them to know and 
to possess in part, they could declaim, sing, compose music, 
play on several instruments, and accompany them. Frequently 
efcen were they authors, and made themselves the pieces they 
uttered." ** _ _ _ _ 

*** Lt.tBfe&dLln History of the Troubadors 
** Wylde - Music in I t s Art Mysteries - Page 136 
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The Norman influence probably helped nollsh the Brlto-

Saxon art, but it never displaced their love for epic achieve­

ment and glorious song. The minstrel was a privileged guest 

and his recognition was greatly due to the people*s natural 

love for poetry and music. 

Reliques - Page 375 

"A person very meet seemed he for the purpose, of a 
x/jf years old, apparelled partly as he would himself. His 
cap off; his head seemly rounded Tonsler wise: fair kembed, 
that with a sponge daintily dipt in a little capon's greace 
was finely smoothed, to make it shine like a mallard's wing. 
His beard snugly shaven; and yet his shirt after the new 
trink with ruffs fair starched, sleeked and glistening like 
a pair of new shoes, marshalled in good order with a setting 
stick, and strut, that every ruff stood up like a wafer. A 
side (i.e. long) gown of Kendal green, after the freshness 
of the year now, gathered at the neck with a narrow gorget, 
fastened afore with a white clasp and a keeper close up to 
the chiuj but easily, for heat to undo when he list. Seemly 
begirt in a red caddis girdles from that a pair of capped 
Sheffield knives hanging a' two sides. Out of his oosom 
drawn forth a lappet of his napkin (i.e. handkerchief) edged 
with a blue laoe, 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 to the hand, and lined with white 
cotton. His doublet-sleeves of black worsteds upon them a 
pair of poyneto of tawny ehamlet laced along the wrist with 
blue threaden oolnts, a wealt towards the hands of fustian-
a-napes. A pair of red neatht-r stocks. A pair of pumps on 
his feet, with a cross cut at the toes for corns? not new 
indeed, yet cleanly blackt with soot, and shining as a 
sholng horn. 

About his neck a red ribband suitable to his girdle. 
His harp in good grace depend©.'t before him. His wrest 
tyed to a green laoe and hanging by. Under the gorget of his 
gown a fair flaggon chain (pewter, for) silver, as a squire 
minstrel of Middlesex, that travelled the country this 
summer season, unto fairs and worshipful mens houses. From 
his chain hung a scutcheon, with metal and colour, resplendant 
upon his brtast, of the ancient arms of Islington." 

Occasionally 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 his loyalty and artistry. 

When Richard Coeur de Lion, on returning from the Crusades, 

was captured by ruke Leopold of Austria and imprisoned in 

a tower of the Fortress of Dumstein, his faithful Blondel 

travelled over most of Europe trying to locate him. 

Eventually he heard of a notable prisoner being kept in the 

confines of a tower in the forbidding castle of Dumstein, 

and proceeded to investigate. Hoping that he had found his 

royal patron, he began to sing & romanza composed by Richard 

himself in honour of his one time love for the beautiful 

Marguerite, Countess- of Hennegau. 

"Fierce in me the fever burning 
Strength and confidence unmanned* 
Eyes, though dark their sight is turning. 
Yet discerning. 
Through the gloom Death's pallid hand 
Grimly stretched across from out the spectral land; 
Then came my Love so bright and true, 
And Death and fever quickly withdrew." 

How Blondel paused, knowing that if It were Richard he 

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

"I know with full assurance 
That Woman's gentle care 

Brings comfort, hope, endurance. 
In time of deep despair." 

Other verges were sung, until Blondel was absolutely 

certain of his ling's identity* Returning to 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 is attributed to him, composed during 

his imprisonment. * 

"Ho wretched captive of his prison speaks, 
Unless with pain and bitterness of soul; 

Yet oonaolation from the Muse he seeks, 
Whose voice alone misfortune can control. 

Where now is eaeh ally, each baron, friend 
Whose face I ne'er beheld 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 

wrote this poem in his honour, setting it to music. *^ 

"How fate has filled the measure of my woes, 
And rent my heart with grief unfelt before; 
Eo future blessings wounds like these can close, 
Or mitigate the loss I now deplore. 
The valiant Richard, England's mighty king, 
The fire and chief of all that's good and brave, 
Of tyrant Death has felt the fatal stings 
A thousand years his equal may not bring, 
The world from meanness and conteaipt to save, 
The world from meanness and contempt to save." 

In this 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 music are closely 

allied and together have helned develop our national literature, 

In the words of Dr* Beck, *** 

"The origin of the poetry of the Troubadours must renaln 
a mystery so long as only the poetical text of the songs is 
studied. Fffe$ a literary point of view, the work of the 
Troubadour is a unique thing. Learned as philology may be, 

* From Crowest - Page 223 — 
** Muslo Recorded in Crowest * Page 224 
*** Dr. Beck - pie ^elodien der Troubadours quoted 

by R.R. Terry - Page 40 of A Forgotten Psalter. 
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it will search in vain in the vast treasure of ancient literary 
works for songs possessing, in however small a measure, the 
characteristic features of the poetry of the Troubadours. 
Future study of this subject will have to be confined, not to 
the history of literature, but to the history of music; indeed 
music not only forms an integral part of the work of the 
Troubadours, but it even determines - and that in a fairly 
large measure - the poetical forms of the songs." 

We leave the minstrel period, before it of necessity 

must decline, and turn our attention to the songs and ballads 

of the Middle Ages. 
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Chanter Two 14 

Songs and Ballads of the Kiddle A^es 

"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 affectation or their ignorance; and 
the reason is plain, because the same painting of 
Nature which recommend it to the most ordinary reader 
will appear beautiful to the most refined." 

Addison in Spectator, No. 70 

To a great many well educated ceople the word ballad 

signifies a poetic text, which is meant to be recited or 

read as verse, in the same manner as one would read "Elegy 

Written in a Country Churchyard", Indeed, this prevalent 

idea is often disseminated from our schools, where the 

reading of the ballad merely as a form of poetry has too 

long been permitted. Fortunately, this limited persnectlve 

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 Incomplete if not 

considered with its musical counterpart. In the words of 

Dr. Hendren, * "the native beauty and peculiar charm of 

the traditional ballad can never be truly appreciated apart 

from its music". The ballad text is a valuable artistic 

form, in Itself. It is no wonder that the musical treatment 

has been inadequately referred to, for not until fairly 

* A study of Ballad Rhythm - Page 1 
Princeton - 1936 - Princeton University Press 
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recently have the genuine tunes been made accessible. With 

the study of these airs, one becomes convinced that while 

the music and the text may be considered separately yet, 

In traditional practice, they are merely aspects of a single 

thing* To th© ballad singer, the union is completely natural 

for the words are the music while the verbal text is also the 

musical text. 

The ballads of tradition are, in reality, folk songs. 

They are song music, and Just as the music oa-not often 

accurately be read or interpreted without reference 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 often became 

$he music for a new set of words. Such popular tunes were 

never written down, partly because th® mod© of musical writing, 

had not evolved to a workable degree,* and partly because 

printing had not been Invented. 

** "Once started on their way, they passed from generation 
to generation only by oral tradition. Any singer of them felt 
quite free to change the wording or to add new stanaas of 
his own invention, till they became a composite of many minds, 
the creation not of a single poet but of a whole people. 
«3r have they any single correct and authentic form; most 
°* them have been preserved to us in several varying versions." 

* The Book of Musical Knowledge - Arthur Lison 
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 

minstrels were in promoting our national literature and 

music. It was not the Chaucers, the Dunbars, the Lindsays, 

or Spencers who fostered the Ballad, but the rustic min­

strels who carried these songs around the country and wrote 

on the hearts of the people the imprint of action, romance, 

Intrigue, love and life. Their claim to remembrance is not 

that of an elegant and studied phase of poetry. 

'The art is of a primitive kind, and the poetry lacks the 
polish which the poets of a later day so easily commanded; 
but the minstrel art - such as it remains - has a sturdy 
music of its own \tfhich will carry it down the stream of 
time and delight and charm generations of English-speaking 
peoples yet unborn. In the old days we have been considering, 
every trade, and sometimes every branch of trade, had its 
song. Not only the trades, but each sport and amusement in 
such bygone times was identified with music and verse. The 
huntsman was roused with a merry staye; the milkmaid sang at 
her task; the vintner had an embarrassment of choice. Nor 
had the devil all the good tunes, as the parson of old so 
feared. Many of the best carols of the Nativity are true 
folk-song. 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 Middle Ages, has 
been ascribed to Guldo, though probably it 
took place before his day" (990-1050) "At 
first the lines, and even the staff, were 
used with neumes. But gradually the latter 
gave way to notes, and we find Franco of 
Cologne giving these notes a definite value 
in his thirteenth-century treatise on measured 
music." * Page 28 

** (Page 15) British Poetry and Prose - Lieder, Lovett, 
Root - Houghton Mifflin Co. Page 129 
Riverside Press Cambridge Boston and NewYork 

*** The Story of Minstrelsy - Page 253 
E. Duncan - Charles Scribner A Sons N.Y. 
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It Is generally agreed that England was far in advance 

of other countries in her development of songs and ballads, 

and ©ontlnued to take the lead from tne tenth to th© four­

teenth century. There are many manuscripts extent which 

bear out this assertion, the most famous one being of the 

ancient song "Sumer is loumen lnrt. This piece, which was 

for long thought to be the most ancient English song with 

or without musical notes, is preserved in the HarleSan 

Library of the British Museum (No 978). It Is in the hand­

writing of a monk, John of Fornsete, Keeper of the Cartulary 

Of Reading Abbey, and is dated, ©n palaeographical and other 

evidence, somewhere between 1220 and 1240. The words have 

been identified by linguistic experts as Berkshire or 

Wiltshire thirteenth century dialect. * "This extraordinary 

production, which combines beauty of sound and ingenuity of 

workmanship in a manner that is hardly realisable, were the 

date not certain, as possible in the thirteenth century, has 

m parallel in early music." 

Th© melodic and rhythmic directness of style of this 

tune suggests the probability of it being an ancient folk 

$vm» 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 ecclesiastical 

• A History of Music in England - Page 9 
Ernest Walker Oxford University Press 1907 
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eharaeter* He may have been adapting the uraaonsstic strain 

for the use of the clergy in the abbey, for a set of religious 

words have been added to the original. However, it Is the 

arrangement of the parts that is so extraordinary. As a 

"Rota", or round, it shows a contrapuntal skill that cannot 

be regarded as accidental, but must have been preceded by 

hundreds of similar compostione to reach such a degree of 

excellence. This idea Is in contrast to the theory that 

suggests the immediate evolution of a tune and words. 

"After all, we have to remember that folk*music 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 it, even If, as may usually be the case, 
it may be the brain of some one lacking the power to place 
his thoughts on paper." 

Nothing was written for more than two hundred years 

that could touch this masterpiece. It was described as a 

"six men*s song". The two lower parts are called a ground 

bass and fluctuate little, while the upper r.arts are sung 

in canonical form, one part begins and Bings the first line, 

then the second voice part enters singing the same melody, 

followed at intervals by the third and fourth voices, all 

of them repeating the same air above the drone bass. The 

essential point is the organic unity of the song, and the 

ideal fitness of the music, with its lilt, to the pastoral 

* A History of Kuslc In̂ Enftland Page.311 
Ernest Walker - Oxford University rress 

1907 
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sentiment of the English words: 

Sumer is ioumen In 
Sumer is ioumen in, 

Ehude sing cuccu! 
Groweth sed, and bloweth med, 

And springeth the wude n u — 
ling cuccu! 

Awe bleteth after lomb, 
Lhouth after calve cu; 

Bulluc sterteth, buck© verteth, 
Kurie sing cuccuI 

Cuccu, cuccu, well singes thu, cuccus 
Ne swlke thu naver nu; 

Sing cuccu, nu, sing cuccu, 

Sing cuccu, sing cuccu, mil 

The author of Piers Plowman, William Longland, priest 

and fellow of Oriel College, Oxford, wrote his alliterative 

allegory between 1362 and 1398* Written in an unrhymed 

measure, reminiscent of Beowulf, it 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 

come more naturally to one with intimate knowledge of the 

rhythm of Church Latin. Consequently we find that this 

recitation of his visions was based on his profession of a 

singing priest, and would be chanted to the psalter tunes 

with their eight tones. Thus it is probable that his verses 

were framed to this music, for h© says of himself: 



And I live in London and on London bothe 
The looms that I labour with and livelihood deserve 
Is pater noster and my primer placebo and clrige,, 
And my psalter some time „ and say seven nsalves 
Thus I sing for their soules of such as me helpen. 

Passus VI lines 44-48, C text 

It must be remembered that the English of all clasnes 

were familiar with this church music, so it Is Important 

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 minstrels and laity. \'e must 

look though, to the clergy for the songs of faith. Many 

are the hyms and carols about the Virgin iiary. John Brackley, 

a Franciscan friar of Norwich, about the tian.- of Chaucer, 

wrote: 

"I Saw A Sweet,, Seely Sight 
I saw a 'sweet, seely sight, 
A blissful bird, 
A blossom bright, 
That moaning made 
And mirth of manger. 
A maiden mother BO mild, 
A knave child 
In cradle keep 
Thsit softly sletp; 
She sat and sang." * 

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

It also was probably written by a monk with a knowledge of 

From a M.S. in the British Museum transcribed 
in The Story of the ..arol - E. Duncan 
(Walter Scott Publishing Co.) 
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Latin, It is interesting to note the fairly well developed 

rhyme and scheme. 
"A Hymn to the Virgin 

Of on that is so fayr and bright 
Velut maris Stella, 

Brighter than the day is light, 
Parens et puellas 

Ic crie to the, thou see to me, 
Levedy, preye thi Son© for me, 

Tarn pia, 
That ic mote come to thee 

Maria. 

Al this world was for-lore 
Eva peccatrlce, 

Tyl our Lord was y-bore 
De te genetrioe, 

With ave it went away 
Thuster nyth and cometh the day 

Salutis; 
The welle springeth ut of the 

Vlrtutls. 

Levedy, flour of alle thing, 
Rosa sine spina 

Thu bere Jhesu, hevene king, 
Gratia divlnas 

Of alle thu berst the pris, 
Levedy, quene of paradys 

Electa; 
Mayde mllde, Moder es 

Effecta." * 

Many of the carols came from the followers of St. 

Francis of Assis1, who will always be remembered for his 

gospel of happiness and song. His followers were often 

called "Joculatores Dei" or "minstrels of the Lord," for 

these singing friars spread a spirit of joyouaness in their 

carols. This one comes from a manuscript dating from the 

year 1400. 

* The Oxford Book of English Verse Page 11. 
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"Now '-veil May We Perthes Make. 

Now well may we merthes make, 
For us Jesus mankind doth take 
Only for our slnnes sake, 
Alleluia, Alleluia, Alleluia, Alleluia, 

A king of Kings nowttforth is brought 
Of a maid that sinned not, 
Neither In deed neither in thought, 

Res miranda. 

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

So de Stella. 

That sun hath never down going 
Neither his light to time losing, 
The star is evermore shining 

Semper clara." * 

It is significant that these carols are the best examples 

of poetry we have, except for the great writers of the Middle 

Ages, They serve as a link between the ancient and the more 

recent lyric writings. The monks were the keepers of music 

and' verse, In the quiet serenity of their retreats were born 

songs having lovely words and inspiring melodies. Such la 

"There is no Rose of Such Virtue, 

There is no rose of such virtue, 
As Is the rose that bare Jesu, 

Alleluia! 

For In this rose contained was 
Heaven and earth in little soace, 

Res miranda. 

* Quoted from The Melody and the Lyric-Page 13 
by John Murray Gibbon J,'?L* Dent & Sons 

Toronto 1930 
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By that rose we well may see, 
There be one God in persons three, 

Pares forma• 

The angels sungen the shepherdP to, 
Gloria in excelsis Deo 

GaudeamusI 

Leave we all this wordly mirth, 
And follow we this joyful birth, 

Transeamus." * 

Occasionally 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 secular version. One 

tune has been recorded a<* serving the double purpose of a 

Nativity Carol and a Drinking °.ong. This shows that even in 

those days, as in more enlightened tlioes, people loved better 

to be ̂ leased than instructed. Indeed the clergy had reason 

to be bitter against the ballao writers, who were better aid. 

A chronicler writes: "Observe that in those dayes they payd 

there mynstrells better than theyr«- prelates." 

"Novell, Nowellf Nowell 

Nowell, iowe 11, Nowell 
This is the salutation 
of the An,, el Gabriel. 

Tidings true then.- be come new 
^ent from the Trinity, 
by Gabriel to Nazareth, 
City of Galilee, 

* Transcribed from a Cambridge ;ianuscriot la nglish 
Carols of the Fifteenth ^entury, J.A. Fuller ,itlant 

(Lea*/* enhall Press) 
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A clean maiden and pure Virgin 
Through her humility 
Hath conceived the person 
Second in deity." 

"A Drinking Song 

Bring us in good ale, good ale, 
For our Blessed 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 therein is no gain, 

But bring us in good ale, good ale, 
And bring us In good ale, 
For our Blessed 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 illustrating 

the gradual evolution of distinct branches of poetry. 

"Richard of Almaigne", written In the thirteenth century 

after the battle of Lewes, is an ancient satire designed to 

expose 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 text 

caused so much dissension, that it gave rise to a law to 

be passed "Against slanderous reports or tales, to cause 

discord betwixt king and t>eople", «* thus showing the 

effectiveness of the satire. 
* Quoted from The Melody and the Lyric pa^e 17 

by John Murray Gibbon - J.i* Dent '&• Cons Toronto 
** Westminster Primer, C, 34, anno 3 Edward 1. (1930 
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Reliques First ballad, First book, second Volume 

^M^r^^fJ^ema^ne 

Sitteth alle stille, ant herkneth to me; 
The kyng of Alemalgne, bi mi leaute, 
Thrltti thousent pound askede he 
For te make the pees in the countre, 
Ant so he difde more, 
Richard, than thou be ever trlchard, 
Triethen shalt thou ner^r more. 

Richard ©f Alemalgne, whil that he we3 kyng, 
He spende al is tresour opon swyvyng, 
Haveth he nout of Walingford o ferlyng, 
Let him habbe, ase he brew, bale to dryag, 
Maugre Wyndesore. 
Richart, thah thou be ever, <? etc. 

The kyng of Alemalgne wende do ful wel, 
He saisede the raulne for a castel, 
With hare sharpe swerdes he ground the stel, 
He wende that the sayles were mangonel 
To help Wyndesore, 
Richard, thah thou be ever, & etc. 

The kyng of Alemalgne gederede ys host, 
"fakede him a castel of a mulne post, 
Wende with is prude, ant Is muchele bost, 
Srohte from Alemayne mony sori ̂ ost 
To store Wyndesore. 
Richard, thah thou be ever, & etc. 

Îy God, that is aooven ous, he dude muche synne, 
That lette passen over see the erl of "i.arynne: 
He hath robbed Engelond, the mores, and the J'enne, 
The gold, ant the selver, and y-boren herme, 
For love of wyndesore. 
Richard, thah thou be ever, & etc. 
Sire Slmond de Mountforth hath suore bi ys chyn 
Hevede he nou here the erl of Waryn, 
f?hulde he never more come to is yn, 
Ne with sheld, n© with spere, ne with other gyn, 
To help of Wyndesore. 
Richard, thah thpu oe ever, & etc. 
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Sire Slmond de Montfort bath suore bl ys cop, 
Hevede he nou here 9lre Hue de Bigot: 
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 ahalt ride sporsles o the lyard 
Al the ryhte way to Dovere*ward, 
Shalt thou never more breke forward; 
And that reweth sore. 
Edward, thou dudest as a shreward, 
Forsoke thyn ernes lore 
Richard, & etc." * 

Another specialized 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 

is noted that the writer dwells upon his acceptable virtues, 

rather than upon his faults. This ballad is also significant 

in its manner of presentation. The author has identified 

himself with the Pope, In order to make the words carry great 

weight and effect* 

*On the Death of King Edward the First 

Alle, that beoth of huerte trewe, 
Astounde herkneth to my song 
Of duel, that Deth hath dlht us news, 
That maketh me syke, ant sorewe among; 
Of a knyht, that wee so strong. 
Of wham God hath don ys wille; 
Me-thuncheth, that deth hath don us wrong, 
That he so sone shall llgge stille. 

* Rellques,Percy Swan Sonnenscheln & Co. 
London 1910 * 



Al England ante for te know© 
Of wham that song is, that y synge; 
Of Mward kyng, that 11th so lowe, 
Yent al this world is nome con springes 
Trewest mon of alle thinge 
Ant in werre war ant wys, 
For him we ahte oure honden wrynge 
Of Christendome he her the prys. 

Before that oure kyng was ded, 
He spek ase men that was in care, 
"Clerkes, knyhtes, barons, he sayde, 
MT charge ou by oure sware, 
" That ye to Engelonde be trewe. 
"Y deye, y ne may lyven na more; 
"Helpeth mi sone, ant cronneth 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 dlht, 
"With fourscore knyhtes al of prys, 
"In werre that buen war ant wys, 
"Ayein the hethene for te fyhte, 
"To wynne the croia that lowe lys, 
"Myself y cholde yef that y myhte." 

Kyng of Fraunce, thou hevedest sinne, 
That thou the counsail woldest fonde, 
To latte the wllle of *Edward kyng' 
TO wende to the holy londe: 
That our kyng hede take on honde 
All Engelond to yeme ant wysse, 
To wenden In to the holy londe 
To wynnen us heven rlche blisse. 

The messager to the pope com, 
And seyde that our kynge was deds 
Ys oune hond the lettre he nom, 
Ywis his herte was full gret: 
The Pope him self the lettre redde, 
Ant spec a word of gret honour 
"Alaet he ©eld, is Edward ded, 
w0f Christendome he ber the flour." 

The Pope to is chaumbre wende, 
For dol ne mihte he speke na more; 
Ant after cardinals he sende, 



That muohe couthen of Cristes lore, 
Both the lasse, ant eke the more, 
Bed hem both© rede ant synge: 
Gret deol me myhte se thore, 
Mony mon honde wrynge. 

The Pope of Peyters etod at is masse 
With ful gret solempnete, 
Ther me con the s©|ile blesse: 
"Kyng Edward honoured thou b«*: 
"God lene thi sone come after the, 
"Bring to ende that thou hast bygonne, 
"The holy crols-y*mad of tre, 
"So fain thou woldest h i t hav y-xironne. 

"Jerusalem, thou hast 1-1ore 
"The flour of al chivalrle 
"Now kyng Edward liveth na more: 
"Alas! that he yet shulde deyel 
"He wolde ha rered up ful heyye 
"Oure banners, that bueth broht to grounde, 
"Wei long© we mowe clepe and crle 
"Er we a such byng han y-founde." 

Now is Edward of Camarvan 
King of Engelond al aplyht, 
Gode lete him ner be worse man 
Than his fader, ne lasse of myht, 
To holden is p&r& men to ryht, 
And understonde good counsail, 
Al Engelond for to wysse and dyht; 
Of gode knyhtes dark him nout fail. 

Thah ml tonge were mad of stel 
Ant mln herte y«*y#te of bras, 
The godness myht y never telle, 
That with kyng Edward was* 
Kyng, as thou art cleped conquerour, 
In uch batallle thou hadest prys; 
God bringe thi soule to the honour, 
That ever wes, ant ever ys. * 

Second Ballad, First Book, Second Volume 



Great events In history have almost always been 

recorded in song and story, Henry V, however, would not 

permit the victory at Agincourt to be celebrated by the 

singing of verses to his honour. "Mo ditties should be 

made and sung by minstrels or others", but the thanks 

should go to God alone. Consequently the so-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 days. 

"Deo Gratiae Anglla Redde pro Victoria! 

Owre kynge went forth to Normandy 
With grace and myyt of chivalry; 
The God for hym wrouyt marvelously, 
V/herefore Englond® may ©alle, and cry 

Deo gratias: 
Deo gratias Anglia redde pro victoria. 

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 shall rywe tyl domes day. 

Deo gratias, & etc. 

Then went owre kynge, with all his oste, 
Thorowe Fraunce for all the Frenshe bostej 
He spared 'for' drede of lcste, ne most, 
Tyl he come to Agincourt coste. 

Deo gratias, & etc. 

Than for sothe that knyyt comely 
In Agincourt feld he fauyt manly, 
Thorow grace of God most myyty 
He had bothe the felde, and the victory. 

Deo gratias, & etc. 

Ther dukys, and erlys, lorde and barone, 
Were take, and slayne, and that wel sone, 
And some were ledde in to Lundone 
With Joye, and merthe, and grete renone. 

Deo gratias, & etc. 
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How graeioua God he save owre kynge, 
His peple, and all his wel wyllynge, 
Gef hlia gode lyfe, and gode endynge, 
That we with rnerth mowe savely synge 

Deo gratias: 
Deo gratias Anglia redde pro victoria. * 

Oral tradition is one of the major means by which we 

have been able to record the ancient ballads. As soon as 

the historian appeared ©n the scene, the bards and minstrels 

became more adept at entertaining, and, as a result, soon 

began to embellish their poetry and develop legends to a 

greater degree. This helped develop the Romance, or story 

in Literature, as a type of narrative in verse and prose, 

flourishing in the Middle Ages. One of the main themes, 

was King Arthur. Sir Thomas 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 Jeffrey of Monmouth and the 

chronicles, plus a few circumstances from Malory's Romance. 

The Legend of King Arth-ar 

Of Brutus* blood, in Brlttalne borne, 
King Arthur I am to name; 

Through Christendome, and Heathynesse 
Well known is my worthy fame. 

In Jesus Christ I do© beleeve; 
I am a ohristyan bore: 

The Father, Sone and Holy Gost 
On* God, I doe adore. 

* Fifth Ballad, 1st Book, Second Volume 



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

After my saviour Christ his byrth: 
What time I did maintaine. 

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

Whereatt a hundred noble knights, 
And thirty sat alwayes: 

Who for their deeds and martiall feates, 
As bookes done yett record, 

Amongst all other nations 
Were feared through the world. 

And in the castle off Tyntagill 
King Other mee begate 

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

And when I was ~ fifteen yeere old, 
Then was I crowned klnge: 

All Brittaine that was att an uprore, 
I did to quiett bring®. 

And drove the Saxons from the realme, 
Who had opprest 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 their kings my thrall, 

I conquered all Gallya, 
That now is called France; 

And slew the hardy© Froll in felld 
My honor to advance. 

And the ugly gyant Dynaius 
Soe terrible to vewe, 

That in Saint Barnards mount did lye, 
By force of arises I slews 

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

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



Five kinges of "paynims" I did kill 
Amidst that bloody strife; 

Besides the Grecian emperour 
Who alsoe lost his liffe. 

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

And afterwards I past Mount-Joye 
The next approaching yeere. 

Then I came to Rome, where I was mett 
Right as a conquerour, 

And by all the oardln&lls solempnelye 
I was crowned an emperour. 

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

How Mordred had oppressd the crownes 
What treason he had wrought. 

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

To Brittaine oack, with all my power, 
To quitt that tralterous deedes 

And soone at Sandwiche I arrlvde, 
Where Mordred me withstoode* 

But yett at last I landed there, 
With effusion of much blood. 

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

The whiohe sir Lancelot in fight 
Had given him before. 

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

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

.And still I him pursued with speed 
Till at the last we mett: 

Whereby an appointed day of fight 
Was there agreed and sett. 

Where we did fight, of mortal life 
Eehe other to deprive, 

Till of a hundred thousand men 
Scarce one was left alive. 
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There all the noble ohivalrye 
Of Brittaine took their end. 

0 see how fickle la their state 
That doe on feates dependI 

There vail the traitorous men were slaine 
Hot one escapte away; 

And there dyed all my vallyant knightes, 
Alas! that woeful! dayl 

Two and twenty yeere I wore the crown© 
In honor and great fame; 

And thus by death was suddenlye 
*• Deprived of the same. * 

While King Arthur is an important figure in our 

legendary past, we must also Include the famous Robin Hood, 

who with the other accompanying characters, has been the 

subject of many songs and ballads. Some of these have a 

more lyrical turn than can be found in the literary poets 

of that century. There is, however, more factual evidence 

about this hero, whose chief residence was in Shirewood 

Forest, in MottInghamshire* "The personal courage of this 

celebrated outlaw, his skill in archery, his humanity, and 
especially his levelling nrlnciple of taking from the rich 
and giving to the poor, have in all ages rendered him the 
favourite of the common people, who, not eontent to celebrate 
his memory by innumerable songs and stories, have erected 
him into the dignity of an early." ** There were so many 

of these ballads that a collection of them was published by 

Chepman and Myllar in Edinburgh about 1506. Here is a well 

known and vigorous example. The tune can be found in Chap^ell's 

* Fifth Ballad, First Book, Third volume 

** Reliques Percy Volume One, Page 103 
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Music of the Olden Time — 

"A Geste of Robin Hood 

Lythe and listen, gentlemen, 
That be of freeborn blood; 
I shall tell you of a good yoeman, 
His name was Robin Hood. 

Robin was a proud outlaw, 
(While he walked on ground 
So courteous an outlaw as he was one 
Was never none found.) 

Robin stood in Bernesdale, 
And leaned him to a tree; 
And by him stoode* Little John, 
A good yoeman was he. 

Robin loved Our dear! Lady 
For doubt of deadly sin, 
Would he never do company harm 
That any woman was In. 

"Master", then said 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, 
•Where we shall abide behind; 
•*here we shall rob, where we shall reive, 
Where we shall beat and bind." 

"Thereof no force," then said Robin; 
"We shall do well enow; 
But look ye do no husbandS harm 
That tilleth with the plough. 

"No more ye shall no good yoeman 
That walketh by greene-wood shaw; 
Ne no knight ne no squire 
That will be a good fellow," * 

* Child's English and Scottish Popular Ballads 
Page 117 
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The above ballad is before 1450, and can be comoared 

with one later than 1500, which is better poetry. 

"Robin Hood and Queen Katherlne. 

In summer time when leaves grow green 
And flowers are fresh and gay. 
Then Robin Hood he deck'd his men 
Each one In brave array. 

He deck'd his men In Lincoln green, 
Himself in scarlet red; 
Fair of their breast was then it seen 
When his silver arms were spread. 

With hattis white and feathers black, 
And bows and arrows keen,, 
And thus he yetted towards lovely London, 
To present Queen Katherlne." * 

In our discussion of songs and uallads, 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 b© 

used to the same set of words. In examining the poetic 

examples in this chapter, it is obvious that most of these 

consist of quatrains, with regular accents. If the melodies 

were to be examined they would be, for the most wart, simple 

quadrlphrasal tunes. In other words patterns of melody and 

language have been very closley adjusted to suit each other. 

Thus while the stanza assumes the shape of the melody, in 

singing, so does the tun© take the shape of the stanza. 

* Child's English and Scottish Popular ^allads 
Page 145 
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"The mutual adaption 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 ancient feallad ol"Tn# Hunting of the Cheviot" was 

changed into a new form entitled "Chevy Chase" and then was 

sung to the 1>un* of "Flying Fame". In its original, form 

Sir Philip Sydney wrote of It thuss "Certainly, I must 

confess my own barbarousness. 1 never heard the old song 

of Percy and Douglas that I found not my heart moved more 

than with a trumpets and yet it Is sung by some blind 

crowder, with no rougher voice than rude style", part of 

the old version is as follows; 

"The Hunting of the Cheviot 

The Perse owt of Herthombarlande. 
And a vowe to God mayd he, 

That he wolde hunte in the mountayns 
Off Ohyvlat within dayes thre, 

In the mauger of doughte Dogles, 
And all that ever with him be. 

The fattiste hartes In all Chevlat 
He sayd he wold kill, and cai*y them aways 

Be my feth, sayd the dougheti Doglas a&ayn» 
I wyll let that hentyng yf that I may, 

The dougheti Doggl&s on a stede 
He rode all his men beforne; 

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

* Hendren Study of Ballad Rhythm Page 25 
Princeton University Press 
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Holde the Perse, sayd the Doglaa, 
And 1' feth I shall the brynge 

Wher thowe shalte have a yerls wagis 
Of Jaaty our Scottish kjnge. 

The Perse leanyde on his brande, 
And sawe the Duglae de; 

He tooke the dede man be the hande, 

And sayd, Wo ys me for theI " 

In Its more modern form, the tune that is used has 

several other application* including the original "Cheviot? 

"Battle of Agincourt," "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 old song of *Chevy-Chase* is the favourite 

ballad of the common people of England"• Ben Jonson said 

that he would rather have written It than all of his other 

works. It is Interesting t® compare th© two poetic versions 

Here is part of the more recent version. 

God prosper long our noble king, 
our liffes and saftyes alii 

A woefull hunting once there did 
In Chevy Chase befall. 

To drive the deer© with hound and home 
Erl© pearey took the ways 

The child may rue that is unborn© 
th© hunting of that day! 

Th© stout Erie of Northumberland 
a vow to God did make 

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

Th© gallant greyheund(s) swifty ran 
t© chane the fallow deerej 

On Kunday they began to hunt, 
©r« daylight did appeare. 
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Lord ?©arcy to th© querry went 

to view th© tender d©erej 
Quoth he, "Erie Douglas promised one© 

this day to meet me heerej 

"Loe, yonder doth Erie Douglas come, 
oys men in armour bright? 

Full twenty hundred Scottish ©per©© 
all marching In our sight 

"Shew me" sayd hee, "whose men you be© 
that hunt so© boldly heere, 

That without my consent do© chase 

and kill my fallow deere." 

Host of the ballads are created by th© humble peasant 

folk, although they often concern tfe©m««lves with th© 

fortunes of lords and ladles. There is often the element of 

tragedy present, ©r battles, and murder. The story is 

usually revealed with complete objectivity, and seldom with 

any philosophising or «©am©nt. 

"Sir Patrick Spenc©* is a good illustration of a Scotch 

ballad and contains typical ballad devices. The us© of 

repetition is ©har&eterlstlo* which with each iteration gives 

a feeling of hopelessness, and suggest© a lament. 
The kins ©it© in Dumferllng toune. 
Drinking th© blud©-r«ld wlnej 
"0 whar will I get a guld sailor. 
To ©all this achlp of mine?" 

l?p and spak an ©Idem knicht, 
Sat at the kings richt knes 
"Sir Patrick Spence is the best sailor 
That sails upon th© se." 

The king has written a braid letter, 
And signd it wi his hand, 
And sent it to Sir Patrick Spence, 
Was walking on the sand. 
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th© first line that Sir Patrick red, 
A loud lauch lauched he; 
th© next line that Sir Patrick red, 
The telr blinded his ee. 

"0 wha is this has don this deid, 
This ill deid done to me. 
To ©end me out this time o' th© yeir, 
To sail upon the set 

"Make hast, mak hast©, my mirry men all, 
Our guid ©ship ©alls the mornes" 
0 say na sae, my master deir, 
For I felr a deadlie stoafme. 

"Late late yestreen I saw th© new moone, 
Wi the auld moon© in her a m e , 
And 1 felr, I felr, my deir master, 
That w© will cum to harm©." 

0 our Soot© nobles wer rleht laith 
To weet their cork-heild schoone; 
Bot lang owr© a* the play wer playd, 
Their hat© they swam aboone. 

0 tang, lang may their ladles sit, 
Wi thair fans into their hand, 
Or ©ir they s© Sir Patrick Spence 
Cum sailing to the land. 

0 lang, lang may the ladles stand, 
Wi thair gold k©m© In their hair, 
Waiting for thair ain deir lords, 
F©r they'll se thame na malr. 

Haf" our©, half owre to Abea^dour, 
It's fiftie fadoma delp, 
And thair lies guld Sir Patrick Spence, 
Wi the Scot© lords at his felt* 

Many other songs and ballads could be referred to, as 
they ar© almost to© numerous to mention* It has been th© 

author's intention to pr©s©nt ©nough varied material from 

various source© in order to point out th© influence of 

Music in the development of the Literature of this period. 
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From thi© discussion it would seem clear that th© poetry of 

thi© ago 1© on© vita th© music, and to diver©© on© from th® 

other 1© to make ©aoh lea© beautiful, less meaningful and 

leas enduring* 

W© l©av© thi© them© with an example of an ancient 

English pastoral ballad, which, with it© simplicity of style, 

its ©aay flow of versification, and complet© naturalness, 

would have been an ©xaellent model for Spenser. 

"Harpalu© 

Phylida was a fair© mayde, 
A© fresh a© any flowre; 
Whom Harpalu© th© herdman prayd© 
To be his paramour. 

Harpalu©* and eke corin, 
Were heramen both yfere: 
And Phylida could twist and splnne, 
And thereto sing full clere. 

But phylida was all to coye, 
For Haa*palus to winnes 
For Oorin was her onely Joy©, 
Who for©t her not a pinne. 

How often would she flowers twine, 
How often garland©© make 
Of couBlips and of colomblne, 
And al for Corin's sake. 

But Corln, he had haukes to lure 
And forced more th© fields 
Of lovers law© he toke no cure; 
For one© he was begilde. 

Harpalue prevailed nought, 
Hi© labour all was lost; 
For h© was far&est from her thought, 
And yet he loved her most. 



Therefore waxt he both pale and lean©, 
And &py* as olot of clays 
His flesh It was consumed cleane; 
Hi© colour gone away* 

Oh Harpalu©\ {this would he ©ay) 
Unhapplest. under sunn©! 
Th© cause of thine unhappy day, 
By love was first begunne. 

But sine© that 1 shal die her ©lave; 
Her slave, and eke her thrall; 
Write y©u# my frendas, upon my grave 
This chaunoe that la befall. 

*'H©r© Heth unhappy Harpalu s 
By craeii lave now ©lain©* 
Whom phylida unjuatiy thu© 
Hath murdred with dt©daln©*" M • 

— — » » — « H.iiiMHiTOi Illl I I i l i 

* Preserved among song© and sonnets of Earl of Surrey 
firat published in 1557. 
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Chapter Three . 

Shakespeare's Interest in Music 

"The man that hath no music in himself, 
Nor is not moved with concord of sweet sounds, 
Is fit for treasons, stratagems and spoils." 

Shakespeare. 

There have been great poets and dramatists, but one of 

the greatest, if not the greatest, was the immortal William 

Shakespeare. His genius has set down, for all time, the 

thoughts, and ©motions 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 his amazing versatility recorded for posterity a fund 

of knowledge on various topics that has not been exhausted 

by thousand© of commentaries. 

The musical phase of his work has received scant 

attention, probably because very few of the critics and 

commentators have had as much musical background as 

Shakespeare, However, the fact remains that probably no great 

master has ever been as dependent upon musio and musical 

terminology as a source of illustration. His references are 

extremely numerous, while his indebtedness to music is readily 

noticeable in his plays* Of his thirty-seven* only five 

contain no musical allusion. A fairly complete picture of 

contemporary instruments and musical practices is to be 

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



direction© will be found in later chapters. 

Shakespeare inherited a taste for musical matters, for 

as a boy he would have derived musical knowledge from his 

visit to Kenllworth. Then too, England was advance in 

the musical art, and under Ellaabeth, who played the virginnl 

herself, was a group of fine musicians. This group Included 

John Dowland, a personal friend of Shakespeare's. The poet 

was doubtless in contact with musicians in his dramatic 

enterprises, and from them and from his experiences with 

court life of the day, would acquire a con iderable technical 

knowledge of music. This is shown to particular advantage 

in the remarkable passage from "Lucrece", lines 1124 to I14-1-* 

"My restless discord loved no stops or rests; 
A wofui hostess brooks not merry guests. 
Relish your nimble notes to pleasing ears; 
Distress likes dumps, when time is kept with tears. 

To the nightingale: 
Come, Philomel, that slng'st of ravishment, 
Make thy ©ad grave in my dishevell'd hair: 
As the dank earth weeps at thy languishment, 
So I at each sad strain will strain a tear, 
And with deep groans the diapason bear; 
For burden wise I'll hum on Tarquln still, 
While thou on Tereus descant*st better skill. 

And while against a thorn thou bear'st thy part, 
To keep thy sharp woes waking. 
These means, as frets upon an instrument 
Shall tune our heart-strings to true languishments." 

Lucrec© Is calling to the birds to stop their lovely 

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

The use of "rest©" and "restless discord" is a play of 

word© which adds a not© of Ironical humour to the situation* 

The word "relish" is also used with two meanings. In music 

it denoted an ©laborate ornament in 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 Lucrec© who was more in the mood for dumps, 

where she could keep a slew tempo. Th© dump© * was a fairly 

slow mournful dance. 

A few lines further there is another quibble on the word 

"strain". Shakespeare shows that he was familiar with the 

musical expression 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 th© nightingale. The use of a "burden" 

has come to us from as far back as the song "Sumer is ioumen 

in" referred to in Chapter two. we are familiar with the use 

of descant, which is a melody above the main tune harmonizing 

with it. However, our use of the tenn varies with the use in 

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

» M H W » ! H H | HlHHH < W I I ! •»<•« '« •» • .» • • ll iH HI'U'WIIHHI MI«IIM< • • • 'WW I III! !»•»> 

* 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 it was called 

"prick-song". 

"Bear'st thy part" merely meant to sing a 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 th© music. This fact Is brought 

out by Shakeopeare in "Richard 111", Act 111. so. vil, line 

49, where Buckingham is consulting Glooter 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 descants" 

This is also shown in "Titus Andronlcus", Act 11, 

Sc, 1, line 70. Aaron is talking to Chiron and Demetrius 

and says: 

"Young lords, beware J -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, guitar and mandolin. In 

those days they were just Jits of string tied round at th© 

correct places for the fingers, and fastened with glue. In 

th© last line the use of them is involved to "tune" the strings, 

or to "stop" the string with accuracy, at each semitone. 

A further example of quibbling which cleverly uses 
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musical terminology is found in "Two Gentlemen of Verona", 

1, ii, 76*93* lh th© conversation of Julia to her maid 

Lucetta concerning the letter from Proteus: 

"Ju.|* Some love of yours ha^h writ to you in rhyme, 
LuS. That I might sing it, mada^ to a tune: 

Give m© a notes your ladyship oan set, 
Jul,. As little by such toys as may be possible; 

Best sing it to the tune of "Light o' Love", 
Luc. It is too heavy for so light a tune. 
Jul, Heavy? belike, it hath some burden then, 
Luc* Ay, and melodious were it, would you sing it. 
Jul. And why not you? 
Luc. I cannot reach so high. 
Jul. Let's see your song. -How now, minionS 
Luc, Keep tune there still, so you will sing it out; 

And yet, methinks, I do not like this tune. 
Jul. You do n©&? 
Luc. No, madam, it is too sharp. 
Jul, You, minion, are too saucy. 
Luc. Nay, now you ar© too flat, 

And mar the concord w%%h too harsh a descants 
There wanteth but a mean to fill your song, 

Jul. The mean is drown'd with your unruly base, 
Luc. Indeed, I bid th© base for Proteus." 

Lucetta remarks that "tune" or Julia's testiness about 

the letter is "too sharp", and that her scolding of herself is 

"too flat", so that neither is in "concord" with the spirit of 

the letter. Consequently Lucetta suggests a middle course to 

b© followed, or the "mean" (the alto part, in the middle between 

treble and bass), to "fill" th© song or to complete the 

harmony. Th© use of th© word "base" refers to the conduct 

of Proteus who has forsaken Julia for Sylvia. Many other 

words are still In ordinary use by musicians and need not be 

referred to. However the word "set" is used in a double 
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sense, and ©how© that Julia was especially musical. To 

"set" a tun© meant to give its first note to th© singers, 

without aid of any instrument, * a considerable feat if one 

does not have th© faculty of absolute .itch. 

Another example of Shakespeare's technical knowledge 

is found in "Romeo and Juliet", III, V,25, where they are 

parting at daybreak. 

"Romeo* How ls't, my soul, let's talk, it is not day. 
Juliet. It is*, it is; hie hence, be gone, away I 

It is th© lark that sing© so out of tune, 
Straining harsh discords, and unpleaslng sharps. 
Some say, th© lark makes sweet division; 
This doth not so, for sh© dlvideth us." 

The lark's song calls forth musical metaphors in Juliet's 

speech. The beauty of hi© song is clouded by the fact that 

it heralds the dawn and so is full of "discord©". The pun on 

the word "dlvideth" comes from the double meaning of "division". 

In music it means "note-splitting" or oroviding a passage of 

many notes, which is essentially a variation based on a much 

simpler passage of longer notes. * Division is again referred 

to In "King Henry IV", Part I, Act III, sc.l, where Mortimer 

and Glendower are in th© presenoe of Lady Mortimer. 

"Mortimer, I will never be a truant, love. 
Till I have learn*d thy language; for thy tongue 
Makes Welsh as sweet as ditties highly penn'd, 
Sung by a fair queen in a summer's bower, 
With ravishing division to her lute." 

* The tuning fork was not invented until 1711, by 
John Shore, an Englishman. 

# Th© variations of the Harmonious Blacksmith ar© 
examples. 
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A few lines further brings us to a point of particular 

interest with regard to th© musical appreciation of Shakes­

peare's main characters* His aesthetic appreciation is shown 

in wortfe which appeal not only to the musician, but to everyone 

whose artlstia. nature responds to this cultured and refined art* 

Nevertheless th© author In his wisdom realize© that some 

peopl© have no affinity for this art, and perhaps only a 

slightly developed Instinct for its beauties. Thus, while 

we see that Glendower had musical gifts, which in no way 

seemed to impair his bravery and military prowess, yet 

Hotspur cares nothing for it. 

"Hotspur. Mow I perceive, the devil understands Welsh; 
And 'tis no marvel, he's so humorous* 
By'r lady, he's a good musician* 

Lady Percy, Then should you be nothing but musical: 
for you are altogether governed by humours. 
Lie still, ye thief, and hear the lady 
sing in Welsh. 

Hotspur. I had rather hear Lady, my orach» howl in Irish, 
Lady"Percy. Would©t thou have thy head Droken, 
Hotspur. No 
Lady Percy* Then be still." 

And in th© same scene;-

"Glendower. I can speak English, lord, as wrll as you; 
For I was trained up in th© English court: 
Where, being but young, I fram'd to the harp 
Many an English ditty, lovely well, 
And save th© tongue a helpful ornament; 
A virtu© that was never seen in you. 

Hotspur. M&m,.md I'u glad of It with all my heart; 
X had rather be a kitten, and cry - mew, 
Than on© of these saiae metre ballad-monger©s 
1 had rather hear a brazen can'atick turn'a, 
Or a dry wheel grate on an axle-trees 



50 

And that would set my teeth nothing on edge. 
Nothing so much as mincing poetry: 
'Tis like the forced gait of a shuffling nag." 

In "Julius Caesar", Act I. so.2, Caesar speaks of a 

dislike of music and of plays as being one of his causes 

of suspecting Cassius. Thi© would suggest that Shakespeare 

viewed a lack of appreciation of music as a cause for 

distrust. 

"Caesar (to Antonius) - Would he were fatters But I fear 
him not; Yet if my nam© were liable to fear, 
I do not know the man I should avoid 
So soon as that spare Cassius. He reads much; 
He is 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 b© fair to give the other side of picture, 

where Shakespeare gives a very beautiful passage about music 

In it w© find his true feelings 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 sit, and let the sounds of music 
Creep in our ears: soft stillness and the night 
Become the touches of sweet harmony. 
Sit, 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, 
Still quiring to the young-eyed cherublns; 
Such harmony is in immortal souls; 
But whilst this muddy vesture of decay 
Doth grossly close it in, we cannot hear it, 
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Enter Musicians. 
Come, bo, and wake Diana with a hymn! 
With sweetest touches pierce your mistress' ear, 
And draw her home with music, 

Jes. I am never merry when I hear sweet music. 
Lor, The reason is, 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, 
Which Is th© hot condition of their blood; 
If they but hear perchance a trumpet sound, 
Or any air of music touch their ears, 
You shall perceive them make a mutual stand, 
Their savage eyes turn'd to a modest gaze 
By the sweet power of music; therefore the poet 
Did feign that Orpheus drew trees, stones and floods; 
Since nour̂ ht so stocklsh, hard and full of rage, 
But music for the time doth change his nature. 
The man that hath no music in himself, 
Nor is not moved with concord of sweet sounds, 
Is fit for treasons, stratagems and spoils; 
The motions of his spirit are dull as night, 
And his affections dark as Erebus: 
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 

necessary part of the romantic scene. He speaks of the same 

harmony of love, and compares it with the harmony of immortal 

souls. Lorenzo believes that this divine music, provided 

by the stars in the firmament, can not be heard by mortal ears. 

The idea of divine music, or misic of the spheres, 

apparently was believed by many philosophers even In Shake­

speare's day, Shakespeare must have believed In this idea for 

it is expressed several times. In "Antony and Cleopatra", 

Act V, Scene ii, Cleopatra eulogizes her dead lover 

"his voice was propertied 
As all the tuned spheres." 
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Then Ollvis in "Twelfth Night", act III, Scene i, compares 

her desire for the supposed Sebastian in these word©: 

"I had rather hear you to solicit that 
Than music from the spheres......" 

It is apparent that this music was sublime and perfect. 

The idea can be traced back to Plato and Pythagoras. Each 

planet represented a ton© of the scale of music. This 

celestial scale included the Moon, Mercury, Venus, Saturn, 

Mars, Jupiter and Earth, The other stars or the Cherubim 

ar© the chorus and can sway the spheres. Pythagoras thought 

the music so produced was very beautiful 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 seal© for our ears to absorb th© sound. It Is odd that 

such a thought was prevalent in those days when we realize 

that to-day science has shown us that there are many vibrations 

which exist that are inaudible to us. 

Shakespeare's knowledge of that scale is 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 th© notes, and the notes themselves by syllables 

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 music lesson In "The Taming of th© Shrew", 

Act III, so.i, 1.63. 

"Hortensio, Madam before you touch the instrument 
To learn the order of my fingering, 
I must begin with rudiments of art; 
To teach you gamut in a briefer sort, 
More pleasant, pithy, and effectual 
Than hath been taught by any of my trad© 
And there it is in writing, fairly drawn. 

Bianoa. Why, I am past my gamut long ago. 
Hortenslo. Yet read the gamut of Hortensio." 

A significant use of syllables is noted in "King Lear" 

Act I, sell, at the entrance of Edgar while Edmund is 

plotting against him. 

Edmund "And pat he comes, like the oatastrophe of the 
old comedy: My cue Is villainous melancholy, with a 
si^h like Tom o' Bedlam, - 0, these eclipses do portend 
these divisions* fa, sol, la, ml." 

Th© interval "fa to rai" is foroidden and gave rise 

to the rhyme "Mi contra Fa, 

Diabolus est in Musica." 

Shakespeare used this progression on purpose in order to 

illustrate the impending evil. It is a subtle way of adding 

suspense, and readily recognizable to musicians of the day. 

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

s e l l , where Holoferoeshums the notes of the musical sca le 

or gamut, - ut, re, sol, la, mi, fa, to suggest his 

impatience while a letter is being read to him. 
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Later in the play Holofernes is the subject of a 

musical joke. In Act V, Sell., w© read 

"Hoi, I will not be put out of countenance. 
Biron, Because thou hast no face* 
Hoi. What is this, 
Boyet, A cittern head." 

There was often a head carved above th© neck of the 

instrument which was often a monstrosity and a standing 

joke with th© musicians. 

There is further reference to th© syllables in the 

joking upon musical matters found in "Romeo and Juliet", 

Act V, sc.i. Here the musicians remove some of th© 

tenseness from the situation by quibbling about musloal 

terms. They were hired to play for the wedding, but 

turned up for a funeral instead. 

"First Mus. Faith, w© may put up our pipes, and be gone. 
Nurse. Honest good fellows, ah, put up, put up; 

For, well you know, this is a pitiful case. (Exit.) 
First Mus. Ay, by my troth, the case may be amended. 

Enter Peter. 
Pet, Musicians, 0, musicians, 'Heart's ease, Heart's 

eases' 0, and you will have me live, play 'Heart's ease.' 
First Mus. Why 'Heart's ease,' 
Pet. 0, musicians, because my heart itself plays 'My 

heart Is full of woe:* 0, play me some merry dump, to 
comfort me. 

First Mus. Not a dump we; 'tis no time to play now. 
Pet. You will not then, 
First Mus, No. 
Pet. I will then give it you soundly. 
First Mus. What will you give us, 
Pet. No money, on ray faith, but the gleek; I will give 

you the minstrel. 
First Mus. Then will I give you the serving-creature. 
Pet. Then will I lay th® serving-creature's dagger 
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on your pate* I will carry no crotchets; 
I'll re you, I'll fa you; do you note me4? 

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

Answer me like men: 
'When griping grief the heart doth wound 
And doleful dumps the mind oppress, 
Then music with her silver sound' — 

why 'silver sound'f why *$uslc with her silver sound'?— 
What say you, Simon Catling? 

First Mus. Marry, sir, because silver hath a sweet sound. 
Pet. pretty I What say you, Hugh Rebeck? 
Sec. Mus, I say, 'silver sound*, because musicians sound 

for silver. 
Pet. Pretty too! What say you, James Soundpost? 
Third Mus. Faith, I know not what to say. 
Pet. 0, I cry you mercy; you are the sln&er; I will 

say for you. It is 'music with her silver sound', 
because musicians have no gold for sounding; 

'Then music with her silver sound 
With speedy help doth lend redress.' (Exit. 

First Mus, What a pestilent knave is this same* 
Sec. Mus. Hang him, Jack! Come, we*11 in here; tarry for 

the mourners, and stay dinner. (Exeunt.)" 

The pun on the word "case" refers to the case for the 

Instrument. His knowledge of time is shown in part by the 

reference to the "crotchet". This corresponds to our 

quarter note or one beat note. At this point a further 

reference to a passage relative to time is included. 

From "Richard II" Act V, sc.5, just before the king meets 

his deaths . 
- pu"sTcj 

"K. Richard. Music do I hear, 
Ha, ha' keep time:- How sour sweet music Is, 
When time is broke, and no proportion keptS 
So is it in the music of men's lives 
And here have I the daintiness of ear, 
To check time broke In a disorder'd string; 
But, for th© concord of my state and time, 
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Had not an ear to hear my true time broke. 
I wasted time, and now doth time waste me." 

Returning to the former quotation, we note the sig­

nificant names Shakespeare has given the musicians. James 

"SOundpost" certainly has an obvious connection. Simon 

"Catling" refers to th© material used in making viol strings. 

Hugh "Rebeck" introduces an old term used as a name for the 

ancient fiddle. Then this passage 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 vocal 

music, from the many references *© find In his plays* It 

is significant that he catered to the tastes of his 

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 songs in his plays to music which was already in 

existence and popular at the time, as many poets have done 

since, notably Burns, This fact would have been ascertained 

one way or th© other by thia time, had there not been the 

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

Th© song "Heart's ease" apparently was popular before 

Shakespeare's day, but, as with many other tunes, the words 

have mr®r been found. "Where griping grief" is part of a 

song by Richard Edwards, published around 1577* The words 

of th© verse ar© completed ten lines further. Put together 

they read: 

"Where griping grief th© heart would wound, 
And doleful dumps the mind oppress, 
There music With her silver sound, 
With spe©dy help doth lend redress," 

In the "Merry Wives of Windsor" we find mention of the 

famous ballad called "Green-Sleeves". This was published 

in 1580 with the title "A new Northern© dlttye of the Ladye 

Greene Sleeves", and, as it was mentioned in the Stationers' 

Register of that year, must be considerably older. In Act 

II of th© play, Scene i, line 60, Mrs* Ford speaking about 

Falstaff to Mrs. Page says, 

"I would have sworn his disposition would have gone to 
th© truth of his words; but they do no more adhere 
and keep pace than the Hundredth Psalm to the tune of 
'Green-Sleeves••" 

Apparently Shakespeare had the ability to contrast two well 

known tunes, the solemnity of the Hundredth Psalm (All 

People that on Earth Do Dwell) with the swing and rhythm of 

Gr«©n-Sl®eves. And in Act V, Sc. v, Falstaff remarks-

"Let th© sky rain potatoes; 
L©t it thunder to th© tune of "Green-Sleeves'." 



Her© ar© th© words that would have b©en familiar to 

Shakespeare. 

"Gr©en-.Sl©eves 

Vers© 1 Alas, my love, y© do me wrong, 
To cast me off discourteously, 
And 1 have loved you so long, 
Delighting in your company. 

Chorus Green-sleeves was all my Joy, 
Green-sleeves was my delight, 
Green-sleeves was ray heart of gold, 
And who but lady Green-sleeves? 

Verse 2 I 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 spirit of the drama, 

"If music be the food of love, play on; 
Give me excess of it, that, surfeiting, 
The appetite may sicken, and so die. 
That strain againI it had a dying fall; 
0, it came o'er my ear like th© sweet sound, 
That breathes upon a bank of violets 
Stealing and giving odour." 

In Act II, Scene ill, Sir Toby and the Clown are having 

a discussion about the modern catches, when they are disturbed 

by Maria* 

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

Sir Toby. My lady's & Catalan, we are politicians, Mal­
vollo1 s a "PepgL Rams©y" and "Three merry men 
be we." Am I not consanguineousf Am I not 
of her blood? Tlllyvally. Lady! (sings) 
"There dwelt a man in Babylon, lady lady!" " 
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Sir Toby 1© sizing everyon© up in terms of ballad, and in 

these few lines, three songs are referred to. ".jonny Peggie 

Ramsey" was the type which would be sung when several people 

would join in on the refrain. Individuals would sing a 

verse with everyone joining in on the chorus, and the song 

would go on continuously until everyone got tired of "hey 

tro lodelllng". 

Vers© l "Bonny Peggy Ramsay that any man may see, (eye; 
And bonny was her face with a fair freckel'd 
Neat is her body made, and she hath good skill, 
And round are her bonny arms that work well 

at the mill. 

Chorus. 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 1111, 
Bonny Peggy Ramsay that works well at the mill." 

"Three Merry Men Be We" was the song ©f three men con­

demned to hang, who in chorus tried to keep up their spirit 

by singing ©nthuslastically but at the same time sarcastically. 

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, aas easy to keep In mind. Falstaff refers to it In 

Act III, Scene ii, where he is making love to Mrs. Ford; 

"By the Lord, thou art a traitor to say so; thou wouldst 
make an absolute courtier; and the firm fixture of thy foot 
would give an excellent motion to thy gait in a semi circled 
farthingale. I see what thou wert, if Fortune thy foe were 

not, Nature thy friend. Come, thou canst not hide it.** 



The lyric of "Three Merry Men Be we" is as follows; 

"Com©, fortune's a jad©, 
I care not who tell her, 
Would offer to strangle 
A page of the cellar, 
That should by his oath 
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 wage© 
She gives him a halter. 

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

Oh, yet but look on the master cook, 
The glory of the kitchen. 
In sewing whose fate at so lofty a rate, 
No tailor had a stitch in; 
For though he made the man, 
The cook yet made th© dishes; 
The which no tailor can, 
Wherein I have my wishes, 
That I, who at so many a feast 
Have leas'd many tasters, 
Should come myself for to be dre^s'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 dipt 
The cursed crust of treason 
With loyal knife, 0 doleful strife, 
To hang me thus without reason." 

The last song referred to in that passage comes from 

the Ballad of Constant Susanna, th© words were often sung 

to the tune of Green-Sleeves and are as follows; 
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"There dwelt a man in Babylon, 
Of reputation great by fame; 
He took to wife a fair woman 
Susanna she was call'd by name; 
A woman fair and virtuous 
Lady, Lady, 
Why ©hould w© not of her learn thus 
To live godly?w 

Another song mentioned in Shakespeare, is "Light o* 

Love". There is an allusion to it in the quotation from 

"Two Gentlemen of Verona" on page 47 of this chapter. Also 

In "Much Ado about Nothing", Act III, Scene IV, line 41, 

where Hero has just asked that his cousin be awakened; 

"Hero.Good morrow, coz. 
Beatrice* Good morrow, swelt, Hero. 
Hero. Why, how nowf do you speak in the sick 

tun©? 
Beatrice: I am out of all other tune, iiiethinks. 

Margaret: Clap's into 'Light o' lo/e;' that 
goes without a burden 
do you sing It, and I'll dance it." 

Shakespeare show© us that he was aware that tunes were 

adaptable as a dance, as well as a song, and also points out 

that tunes were often divorced from words* Indeed one tune 

might have several sets of words, as has just been pointed 

out in the case of Gre©n»Sleeves• Dr. Vincent in his "Fifty 

Shakesperian Songs" believes th© original song was by Leonard 

Gibson, In 1570, and also writes that this was spoken of as 

"Shakespeare's favourite tune." 
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"Light 0' Love 

1. By force I am fixed my fancy to write, 
Ingratitude willeth me not to refrain; 
Then blame me not, ladles, although I Indite 
What lightly love now amongst you doth reign. 
Your traces in plaees, with outward allurements, 
Doth mov© my endeavour to be the more plain; 
Your nielngs and tlcings, with sundry procurements, 
To publish yon lightie love doth me constrain. 

2. Deceit is not dainty, it comes at each dish; 
And fraud goes aflshing with friendly looks; 
Though friendship is spoiled, the silly poor fish 
That hover and shiver upon your false hooks; 
With bait you lay wait to catch here and there 
Wioh causes poor fishes their freedom to lose. 
Then lout ye and flout ye, whereby doth appear 
Your llghtft 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 ®r^rj one to the world but I, and 
I am sunburnt. I may sit in a corner and cry 
'heigh-ho for a husband! '" 

And in Act III, seen© iv, Just after the referenoe to 

"Light o' Love " Beatrice says to Margaret: 

"By my troth, I am exceeding ill; heigh ho! 
Margaret: For a hawk, a horse, or a husband? 
Beatrice: For the letter that begins them all, H." 
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"Helgh-Hot For A Huaband 

1. Ther© was a maid th© other day. 
Sighed sore "Got wot". 
And she said "ail wives might have their way, 
But maidens they might not. 
Full eighteen years have pass'd" she said, 
"Since I, poor soul, was born, 
And if I chance to die a mad, 
A polio is forsworn. 
Heigh-ho! for a husband, Heigh-ho! for a husband", 
Still this was her song, 
"I will have a husband, have a husband, 

Be he old or youngs" 
2. 

An ancient suitor 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 maid, 
And told her by and bye, 
That she a husband needs must have 
And this was still her cry: 
"Heigh-ho! for a husband, Heigh-ho! for a husband," 
Still this was her song, 
"I will have a husband, have a husband, 
Be he old or young." 

3. "A wedded live, ah! well a day, 
It Is a hapless lot! 
Young maids may marry, be they gay, 
Young wive®, alas! may not. 
A twelve-month is too long to bear 
This sorry yoke," she said, 
"Since wives they may not have their will, 
'Tls best to die a maid. 
Heigh-ho! with a husband, Heigh-ho! with a husband, 
What a life lead I! 
Out upon a husband, such a husband, fie, fie, fie, 
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 ones. 
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In this chapter we have presented several and varied 

aspects of Shakespeare's interest in musical matters. They 

prove that not only was his interest keen and illuminating, 

but that It was also exceedingly well-informed and accurate. 

In fact there never has been a dramatist or poet who has so 

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

"Most heavenly music; 
It nips me unto llst'nlng, and thick slumber 
Hangs on mine eyelids; let me rest," 

Shakespeare, 

Shakespeare's musical 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 allusions to musical matters. Then too, we 

must remember that the dramatist was writing plays which were 

performed before the most music conscious generation of 

Englishmen. Accordingly, what seems to us to be a subtle 

point of comparison, a difficult simile, an unusual meta­

phor, was, in reality, eagerly absorbed, understood, and 

enjoyed by an audience whose musical education was superior 

to our own. 

Not only was the interest In things of music kept 

alive by the force of jau^cal illustration, it was stimu­

lated by the aecuraajr, occasional satire and pointed wit 

of these references. However, it should be observed that 

mere allusion, while often skilful, was not always of 

sufficient Interest to compete with real entertainment - so 

much in demand by the audience. Shakespeare realized this 

state of affairs and measured up to the demands of his 

listeners by including many songs In his plays which were 

known and liked by the people of his day. It Is in this 
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particular field that the author exerted so muoh musical 

influence• 

Shakespeare was a successful playrlght. As such h© 

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

after contacting the musicians of his day, would be granted 

permission to use them. The introduction of a song in a 

play would undoubtedly do much to publicize the composer 

and his effort and would assure a much longer life for the 

lyric and tune. This fact is illustrated today by the con­

siderable number of new songs first introduced through th© 

medium of the motion picture. Thus we see that Shakespeare's 

influence in this regard, has carried down to present day. 

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

SongsM, 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 

gained the publicity 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 productions. 

Th© song ©asily lends itself to duet singing and that was 

probably Shakespeare's intention, aa It was sung to the 

Olowne (Touchstone) and his country-wench, Audrey, whom he is 
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about t© marry. It occurs as follows in Act V, scene ill, 

"Enter two Pages 

First Page. Well met, honest-gentlemen. 
Touchstone. By my troth, well met. Com®, sit, sit, 

and a song! 
Second Page. We are for you: sit 1' the middle. 
First Page. Shall we clap into't roundly, without 

hawking or spitting or saying we are hoarse, 
which are the only prologues to a bad voice? 

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

Song 
It was a lover and his lass, 

With a hey, and a ho, and hey nonlno, 
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 lov© the spring. 

Between the acres of the rye, 
With a hey, and a ho, and a hey nonlno. 

These pretty country folks would lie, 
In spring time, &c. 

This carol they began that hour, 
With a hey, and a ho, and a hey nonino, 

How that a life was but a flower 
In spring time, Ac 

And therefore take th© present time, 
With a hejt and a ho, and a hey nonlno 

For 1 © W is crowned with the prim© 
In spring time, &c. " 

Another example of a son^ arranged by Thomas Morley, 

was the current favourite "0 Mistress Mine", This was 

published in 1599, w&ile "Twelfth Night" was produced in 

1600. The song is introduced in Act II, scene ill, as 

follows: 
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"Sir Andrew. Excellent! Why* this is the best fooling, 
when all is done. Now a song. 

Sir Toby. Come on; there is sixpence for you; let's 
have a song. 

Sir Andrew. There's a testril of me too: if one knight 
give a-

Clown. 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 care not for a good life. 
Clown (sings) 0 mistress mine, where are you roaming? 

0 stay and hear; your true love's coming, 
That can sing both high and low; 

Trip no further, pretty sweeting; 
Journeys end in lovers meeting, 

Every wis© man's son doth know. 
Sir Andrew. Excellent good, 1' faith. 
Sir Toby, Good, good 
Clown (sings) What is love? 'tis not hereafter; 
Second Verse-Present mirth hath present laughter; 

What's to come Is still unsure; 
In delay there lies no plenty, 
Then come kiss me, sweet and twenty, 

Youth's a stuff will not endure" 

The knowledge of song material shows a musical inclina­

tion, but the ability to Introduce a song naturally into a 

situation occurring in a play, requires dramatic art. In 

"Othello" 3hakespear© adapted the song "All a green© willow" 

to pleas© Desdemona, who is being undressed for bed by her 

maid Aemllia, the very bed in which Othello strangles her. 

The music to this song was written before the year 1600 and 

was found in Thomas Dallis's manuscript "Lute Book". The 

dialogue preceding the song clearly shows the deet> sympathy 

and understanding of Shakespeare for old ballads.. In Act 

IV, scene iii, w© find; 
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"Desdemona: My Mother had a maid call'd Barbara 
She was in love; and he she loved proved mad 
And did forsake her: she had a song of willow;' 
And old thing 'twas, but It express'd her 

(fortune, 
And she died singing it: that song to-night 
Will not go from my mind; 0 have much to do 
But to go hang my head all at one aide 
And sing it like poor Barbara. 

Prithee dispatch 

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

Sing all a green willow; 
Her hand on her bosom, her hand on her knee, 
Sing willow, willow, willow; 

Th© fresh streams ran by her, and murmur'd 
her moans; 

Sing willow, willow, willow; 
Her salt tears fell from her, and soften'd 
the stones;* 
Lay by these;-
(Singing) Sing willow, willow, willow 
Let nobody blame him; his scorn I approve 
Nay that's not the text. Hark! who is't 
that knocks? 

Emil. It's the wind. 
Des. I called my love false love; but what said 

he then? 
Sing willow, willow, willow 
If I court moe women, you'll couch with moe 
men." 

Shakespeare helped further the advancement of part songs 
or glees. While th© madrigal was attaining its highest 

development in England, the round also retained its popu­

larity. In "As You Like It" a part song was introduced which 

was well known as a round. We find it in Act IV, scene li, 

in the forest, and Jacques, Lords and Foresters enter — 



"Jacques. Which is he that allied the deer? 
A Lord* Sir, it was I. 
Jacques* Let'a present him to the Duke, like a Roman 

conqueror; and it would do well to set the 
deer's horns upon his head, for a branch of 
victory. Have you no song, forester, for 
this purpose? 

For. Yes, sir. 
Jacq. Sing it; 'tis no matter how it be in tune, 

so make it noise enough, 
For» Song - What shall he have that kill'd the deer? 

His leather skin and horns to wear. 
Then sing him home: 
(The rest shall bear this burden) 

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

Thy father's father wore it, 
And thy father bore it: 

The horn, the horn, the lusty horn 
Is not a thing to laugh to scorn." 

The clown in 'Twelfth Night" seems to have been quite 

a musical fellow. We have noted his rendition of "0 

Mistress Mine", and in the following scene he sings another 

ballad to the Duke, This again shows that Shakespeare was 

familiar with the older ballads, and knew the correct 

occasion for their rendition, 

"Duke. 0, fellow, come, the song we had last night. 
Mark it Casarlo, it is old and plain; 
Th© spinsters and the knitters in the sun 
And the free maids that weave their thread with 
Do use to chant it; it is silly sooth, (bones 
And dallies with the innocence of love, 
Like th® old age. 

Clown. Are you ready, sir? 
Duke. Ay; prith©© sung. 

(Music) 

§2M 

Com© away, come away, death, 
and In sad cypress let me be laid, 



72 

Fly away, fly away, breath; 
I am slain by a fair cruel maid 

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

fty part of death, no one so true 
Did share it. 

Not a flower, not a flower sweet, 
On my black coffin let there be strewn; 

Not a friend, not a friend greet 
My poor corpse, where my bones shall be thrown; 

A thousand, thousand sighs to save, 
Lay me, 0, where 

Sad true lover never find my grave, 

To weep there!" 

In Act IV, scene 11, of the same play, the clown in­

troduces the song of Hey Robin, *&olly Robin". This song 

was written by William Cornyshe in the sixteenth century, 

and has been preserved in a manuscript volume in the 

British Museum. Originally it wa£ a kind of round and 

required three voices. It is sung mischievously to 

Malvolio, who is bound in a dark room as a madman. 

"Clown (singing) "Hey, Robin, jolly Robin, 
Tell me how thy lady does." 

Malvolio* Fool,-
Clo. "Ky lady is unkind pordie." 
Mai. Fool,-
Clo. "Alas, why is she so?" 
Mai. Fool, I say,-
Clo. "3h© loves another" - Who calls, ha?" 

Comparing the original words (as they would be spelled 

then), we observe that the playright ofter altered the words 

of well known, songs to fit in. with a particular situation 

in the play. However, his musical knowledge was sufficient 
to have the altered words still fit the tune perfectly. The 
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original words follows 
(lover) 

"A robyn, gentyl robyn, tel me how thy Lemman doth, 
and thow shal know off myne, (song 3 times) 

My lady la unkind© I wis, alac why is she so, 
She loUyth another better than me, and yet she will 

say no 
A robyn, gentyl robyn, tel me how thy lemman doth 

and thow shall know off myne. 
I cannot thynk such doubylnes, for I fynd© woman trew, 
In facth my lady louyth me well, she will change for 

no new." 

The Winter's Tale provides us with some interesting song 

material. It is amusing to note that Shakespeare has made 

the rogue of the play, a very musical one. In fact he sings 

all the songs that appear in the play. In Act IV, Scene 3: 

"(A Road near the Shepherd's cottage) 
Enter Autolycus, singing. 

When daffoldlls begin to peer, 
With heigh! the doxy over the dale, 

Why, then comes in the sweet o* the year; 
For the red blood reigns in the winter's pale. 

The whit© she©t bleaching on the hedge, 
With heigh! the sweet birds, 0, how they sing! 

Doth set my pugging tooth on edge; 
For a quart of ale is a dish for a king. 

The lark, that tlrra-lyra chants, 
With heigh! with heigh! the thrush and the ^ay, 

Are summer songs for m© and my aunts, 
While we lay tumbling in the hay. 

I have served Prlnc© Floriz©l and In my tim© wore three-pile; 
but now I am out of services 

But shall I go mourn for that, my dear, 
The pal© moon shines by nights 

And when I wander here and there, 
I then do most go right. 

If tinkers may have leave to live, 
And bear the snow-skin budget, 

Then my account I well may give, 
And in th© stock© avouch it." 
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Autolycus may have been a rogue, but a very sensible 

one. Whoever tooM th© part of Autolycus might make up the 

tune for the song, if h© were sufficiently musical, or else 

us© any other well known tun© which would fit to the words. 

In the same scene the song "Jog-On, Jog-On The Foot­

path Way" Is introduced when Autolycus has made believe he 

was ill and robbed the clown, the old Shepherd's son, who 

takes leave of him. 

"Autolycus* Your purs© is not hot enough to purchase 
your spice. 
I'll be with you at your sheep-shearing too; 
if I make not this cheat bring out another 
and the shearers prove sheep, 
let me be unrolled and my name put in the 
book of virtue! 

Song, "Jog on, Jog on, the foot-path way, 
And merrily hent the stile-a; 

A merry heart goes all the day. 
Your sad tires in a mlle-a." 

In Act IV, Scene IV, line 217, Autolycus is described by 

the servant to the supposed daughter Perdita, and the gu@ats 

at th© sheep«*shearing. However Autolycus is disguised as a 

pedlar.-
"Clown-* Prithee bring him in; and let him apnroach 

singing. 
Pe-rditd- Forewarn hiui that he use no scurrilous 

word© in's tunes. 
Clown - You have of ti ese pedlars, that have more 

in them than you'Id think, sister. 
Perdita- Ay, good urother, or go about to think. 

Enter Autolycus, singing. 
Lawn as white as driven snow; 
Cypress black as e'er was crow; 
Gloves aa sweet as damask roses; 
Masks for faces and for noses; 
Bugle bracelet, necklace amber, 
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Perfume for a lady's chamber; 
Golden quolfs and stomachers, 
For my lads to give their dears; 
Pins a-id poking-sticks of steel, 
What maids lack from head to heel: 
Come buy of me, come; come buy, com© buy; 
Buy, lads, or else your lasses cry 
Come buy," 

This song was written hy John Wilson, a contemporary 

of Shakespeare's. Henry Davey in his "History of English 

Music", claims that this John Wilson was th© boy "Jackie 

Wilson" who sang in Shakespeare's plays. His name appeared 

on a Folio Edition of "Much Ado about Nothing", As Wilson 

was born In 1594, and "The Winter's Tale" was performed 

in 1612, the writing of this song "Lawn as White as Driven 

Snow" could have readily coincided with the publication 

of the play. Wilson took his degree of Doctor of Music 

and became Professor of Music at Oxford University, His 

Cheerful Ayres or Ballads contained the above song. It 

is interesting to note that this book was "the first essay 

of musiok-printing" to be done at Oxford, 

We have been considering songs from difference sources 

that have appeared in Shakespeare's plays and have seen 

that they exerted considerable Influence upon the musical 

world of his day. It Is now advisable to refer to the origi­

nal song material, which with its charming lyricism has 

inspired many musical settings. This latter group, written 

especially by Shakespeare for the purpose of musical enter-
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tainment, contains some of the most beautiful songs In 

the English language* 

Shakespeare chose to put th© Epilogue to Twelfth 

Night in the form of a song* This is significant in that it 

shows the psychological effect of leaving a good tast© in 

everyone's mouth as th© play ends, and in choosing th© 

medium of a song to do It* Charles Knight (th© author and 

publisher of a Pictorial Shakespear©, the popular History 

of England, and of the famous London Gazette) says, "It is 

the most philosophical clown's song on record." Chappall 

suggests teat th© song is the original music. Th© words 

Of th© song "Whon that I was a little tiny boy" follows: 

"Clo; (sings) When that I was and a. little tiny ooy, 
With hey, ho, the wind and th© rain, 
A foolish thing was but a toy, 
For the rain it raineth every day. 

But when I came to man's estate, 
With hey, ho, th© wind and the rain, 

'Gainst knaves and thieves men shut their 
For th© rain it raineth every day. (gate, 

But when I cam% alas! to wive, 
With hey, ho, the wind and the rain, 

By swaggering could I never thrive, 
For th© rain it raineth ©very day. 

But when I came unto my beds, 
With hey, ho, the wind and the rain, 

With toss-pots.still had drunken heads, 
For the rain It raineth ©very day. 

A great while 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 musical 

material than his Histories, Tragedies, or Poems. Of the 

Comedies, Twelfth Night and The Tempest have more song 

material than the others* 

Th© airy spirits ©f th© T©mp©st provide Shakespear© 

with th© opportunity of introducing light music from behind 

stage, and thus th© songs may have a more spiritual effect. 

This comedy, like his others, is a good receptacle for 

songs beeause the gaiety and exuberance of his art shows 

to advantage In this medium. Such spontaneity often calls 

forth a burst of song, and Shakespeare proves his musical 

temperament, by introducing them in a most natural manner. 

Com© Unto Th©s© Yellow flands appears in Act I, Scene 2, 
of 

line 375- Ferdinand, sonAth© King of Naples hears the spirit, 

Ariel, singing and follows his song. Ferdinand has landed 

separately on the island after th© wreck, and is searching 

for his father.-** 

"Ariel: Come unto these yellow sands, 
And then tak© hands: 

Court©l©d wh©n you have and klss'd 
The wild wave© whist; 

Foot it featly h©r© and there; 
And, sweet sprites, the burthen bear. 

(Burthen diaper»©dly) Bow-wow, 
Ariel: The watch dogs bark; 

(Burthen dlspersedly) Bow-wow, 
Ariel; Hark, hark! I hear 

Th© strain of strutting chanticleer 
Cry, Cock-a-diddle-dow." 
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Thar© is no record of music written to this song at 

th© time of Shakespeare, but it has been very popular since, 

and great musicians have written music to it. 

Twenty lin©s further on in the Same scene w© find Ariel 

singing the song. Full Fathom Five. Ariel sings this to in­

form Ferdinand of his father's death, when In reality he is 

alive and well. 

"Full fathom five thy father lies; 
Of his bones ar© coral mad©; 

Those ar© pearls that were his eyes; 
Nothing of him that doth fade, 

But doth suffer a sea change 
Into something rich and strange 
Sea-nymph© hourly ring his knells" 

This song ha© been attributed to Robert Johnson, a contem­

porary of Shakespeare's. He was a composer and a lutenist, 

and wrote prolifically. Much of his writing was done for 

the theatres. He was well known to Shakespeare and probably 

wrote music to some of Shakespeare's other plays. His 

music to Full Fathom Five is only one of his settings of the 

songs in the Tempest* 

The last song in the Tempest was also set to Music by 

Robert Johnson. His arrangement was sung in the original 

performances. This show© that Shakespeare must have worked 

Jointly with differenct composers of his day, to prejsare 

the musical setting. It has been suggested that Shakespeare 

has also composed the music to some of his lyrics, uut th© 

manuscripts which might have proved this, were destroyed by 
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fire* In any ease, his direction of the play included 

directing the singing of th® songs and the providing of 

background music where It was Indicated by th® ©tag© 

dire©tlone* It was the famous Kara Pound who remarked 

"Ther© ar© many song© oitad in Shakespeare's plays, surely 
sufficient indication that he was in close contact with 
musicians* a contact which explain© the essentially 
singable quality of his vers©.** This quality is on© of the 

main factors of lyricism, and is clearly ©hewn in "Where 

The Be© Sucks". Thi© song ha© b©en arranged many time© 

sin©©, including "arrangements by purcell and Sir Arthur 

Sullivan. Proapero is about to pr©s©nt himself befor© 

King Alonso, Antonio and the other©. 

"Prosper©; Ariel, 
F©tch me my hat and rapier In my cell; 
1 will disease me, and myself present 
A© I was, sometime Milan; quickly, spirit; 
Thou ©halt ©re long be free 

Ariel sings and helps attire him. 
Where th© be© sucks, ther© suck Is 
In a cowslip's bell I lie; 
Ther© I couch when owls do cry. 
On th© 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 

"Full Fathom Five". Dr. Wilson also arranged th© only song 

appearing 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 Shakespeare's plays. The song appears in 

Act IV, Scene 1 with the nam© "Love's Ingratitude"* Mariana 

has been deserted by her base lover Angel©, because her 

fortune was lost; "Enter Mariana and Boy singing 

Take, 0 take thy lip© away, 
That so sweetly were forsworn 

And those eyes, the break of day, 
Lights that do mislead the morn: 

But my kisses bring again, bring again; 
Seals of love, but seal'd in vain, seal'd in vain." 

It is interesting to not© that there is very little song 

material in Shakespeare's Histories. In the thre© plays of 

Henry IV, Henry V and Henry VIII, there la only one song 

which has been made famous. This is well known and is the 

famous Orpheus With His Lute. In Act III, Scene i, Queen 

Katherlne requests a songs 

"Queen. Take thy lute, wench; my soul grows sad 
with troubles; 
Sing, and disperse 'em, if thou canst; 
leave working. 

Song. Orpheus with his lut© made trees, 
And the mountain tops that freeze, 

Bow themselves when he did sing; 
To his music plants and flowers 
Ever sprung, as sun and showers-

There had made a lasting spring. 

Everything that heard him play, 
Even th© billows of the sea, 

Hung their 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 Shakes-
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peare understood the power of music to soothe the spirits, 

to alleviate the cares of the world and provide enjoyment. 

This song requires lute accompaniment, and must have been a 

dreamy sort of air. Shakespeare also shows his knowledge of 

Greek mythology. Orpheus was given his lute by Apollo, on 

which he played so exquisitely that not only every living 

thing but rivers and rocks wer© moved by his sweet harmony 

and obeyed his will. 

"AS YOU Like It" contains two other songs written by 

Shakespeare that have been extremely popular In the musical 

world, and have inspired many settings. These lyrics show 

th.pt his beautiful poetry was full of melody, and easily 

set to music. This can be attributed to the fact that 

Shakespeare must have been thinking of certain familiar 

melodies as he wrote the words. Thus they would sing 

themselves to him. 

In Act II, scene 7» Duke Senior is talking to Adam and 

his young master Orlando, at their iseal in the same forest. 

The song Blow, Blow, Thou Winter Wind was introduced; 

"Duke S. Welcome; fall to; I will not trouble you 
As yet, to Question you about your fortunes. 
Give us some music; and, good cousin, sing. 

Amiens. Song 
Biow, blow thou winter wind, 
Thou art not ao unkind. 
As man's ingratitude; 
Thy tooth Is not so keen, 
Because thou art not seen, 
Although thy breath be rude, 

http://th.pt
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H©igh*ho! sing, heigh»ho!' unto the green holly: 
Most friendship is feigning, most loving mere folly: 

Then, helgh-!.o» the holly! 
This life is most Jolly, 

Th© second verse fellows; 
Freeze, freeze, thou bitter sky, 
That dost not bite so nigh 
As benefits forgot: 
Though thou the waters warp, 
Thy Pting is not so sharp 
As friend remencer'd not 

Heigh-ho! sing etc," 

In this chapter we have discussed Shakespeare's 

Influence on the musical world of his day. There is no 

doubt that this influence was very great, and it is equally 

dear that It has been increasing ever since. Whll© th© 

first effects of his works were felt in England, they later 

spread to the continent and such musicians as Haydn, Brahms, 

Mendelssohn and Schubert fell under his spell. Roff© in his 

book "Handbook of Shakespeare Music" shows th© tremendous 

number of settings which have been written to Shakespeare's 

songs, and this does not include any of the A©erlcan 

composers. We shall hear nore about this aspect of the work 

in a later chapter. 
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Chapter Fly© 84 

"Musiok and Poetry have ever been acknowledged 
sisters, and walking hand in hand, support 
each other. As poetry is the harmony of 
words, so muslck is that of notes, and as 
poetry is a rise above ores© and oratory, 
so is muslck th© exaltation of poetry. 
Both may excel apart, but are most excellent 
when joined, for then they appear like wit 
and beauty in the same person." 

Henry Purcell. 

There are three main kinds of poetry - dramatic, 

narrative and lyrie, ©aoh of which corresponds to a special 

kind of poetic experience. The difference between them, 

consists less in the poet's mind than in the way they 

interest us, for, fundamentally, all poetic experience is 

alike. When the poet receives inspiration from a musical 

source, it enriches his experience considerably, and 

demands a more Intelligent reading. "If, whenever we read 

poetry, we attend finely to the detail of its art - its 

music and meaning - and intelligently to its whole design -

its form - whatever poetry it may be, it will, in its degree, 

give us some sense of the importance of being alive in a 

world which thus offers itself to our experience, and of the 

unending delight of experiencing it." * 

The above quotation applies particularly well to the 

lyric poetry of our language, with which we are concerned 

in this chapter. In our study of this imoortant kind of 

•page 64 Abercrombies Poetry; its' Music~and Meaning 
Oxford University Press. 
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poetry, w© ©©Idorn note how closely its development has been 

allied with Its sister art. This lamentable state of affaire 

1© due to th© lack of musical knowledge which graced so 

many of our foremost literary exponents, and has b®&n 

aggravated by the fact that ther© has been a corresponding 

lack of interest in furthering that line of research. As 

recently a© 1895 Henry Davey wrote "A Monograph on th© 

connection between English poetry and music in the period 
from Chaucer to Spencer is very much needed by students of 
both arts". * The Lyric poetry of this era has been 

grossly maltreated, and some critics lead on© to believe 

that ther© existed a lyrical desert between Chaucer and the 

Elizabethans, and that for the most part it did not begin 

until Sir Philip Sydney. "The reason for the neglect of so 
much pr©-EliBabethan poetry lies in th© very nature of the 
lyric, which might be called amphibious-living half In words 
and half in music. Music is an element in which the literary 
critic can seldom swim, and therefore he notices th© amphi-

blan only when he finds it high and dry in a book." This of 

course was a rare procedure, for printed books wer© very 

©care© before Elizabeth's reign. 

In chapter two of this book, th© development of lyrical 

poetry has been clearly outlined. We have seen that its 

progress ha© been intimately associated with th© songs, 

carol© and ballads of Medieval and Tudor England. 

*pag© X of Preface bo the History of English Music -
Henry Davey* J. Curwen & Sons, London, 1895. 

**pag© vlil of Introduction to the Melody and th© Lyric -
John Murray Gibbon. J.M.Dent & Sons,Toronto,1930. 
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It haa been shown that, eonsldered without the musical 

setting, th© lyric could be but half understood, and 

probably th© copiousness of the lyrical output would have 

been forgotten, if the words had not been uncovered from 

musical manuscripts. The author who wrote "the ballad proper 

is a crude type of poetry which flourished chiefly in the 

fifteenth century" is only one of many who has failed to 

place this lyric type in a more favourable light. 

How did the lyric oecome associated with music? The 

Greek tribes were, in the eys of history, the founders of 

poetry and music. We read in their epics that the heroe© 

©ang songa, that at weddings and funeral processions they 

sang to th© accompaniment of th© lyre, th© instrument linked 

with Orpheua in Greek mythology. For festivities and-feasts 

they engaged professional recitallsts, who recited and sang 

poetry, also to a lyre aceoiapaniment • 

It is evident that poetry was originally meant to be 

eung, and, since the lyre was used as th© accompanying 

Instrument, the term "lyric" signified ^oetry Intended to be 

©ung, and aooompanled on th© lyre. A third art, the danc©, 

was closely linked with music and poetry, and while the chorus 

sang its strophes It also executed dances. These dances were 

* - page 114 of English Lyrical Types by B.J.Pendlebury 
Blaekie & Sons, Ltd., London, 1934. 
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not mere rhythmical gestures, but an elaborate mimetic 

expression of th© ideas In the poem. This practice has 

been instrumental In the development of one of our lyric 

forms, as we will now se©* 

The Greek poet Pindar (0.522 B.C.) has been called the 

father of lyric poetry. His great choric songs, involving 

the dance, music, and poetry, were based on the dithyramb, 

one of the poetic genres very important from a musical point 

of view. "Performed by a large circularly grouped chorus, it 
was composed of the repetitions of voluminous strophio con­
structions (strophe, antistrophe, epodos)." * The movements 

of the ohorus are reflected in the structure of the poem, as 

the musical form of the strophe (turn) and antistrophe (counter 

turn) was identical to permit the chorus to move across the 

scene during the singing of the strophe, and back again during 

the antistrophe* Th© change of stanza form in the epode (or 

finale) denotes the conclusion of the dance, and called for 

a concluding section of music. 

This choral song was usually serious and dignified, and 

was frequently performed to celebrate an auspicious event. 

It was called the Dorian Ode (from the Dorian tribe of Greeks), 

and often resembled a public oration. We have since called 

it th© Pindaric Od©, and many poets have attempted imitations. 

Due to misunderstandings about the musical structure, many 

irregular poems were misnamed Pindaric Odes. The best 

^page 11 of Music in Western O ^ i j g t j g g . ^ g j j l gen^j L j g ^ 


