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

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

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

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

fully as rossible, in order to present the several mugloal

aspects from which English Literature may be ccnsldered.
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This Thesls will seek to prove that:=

1.

II.

IIX.

IV,

Ve

vI.

Our Ballad Literature has & distinetly musieal
origin.

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

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

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

English Literature hae glven much to the fleld of
Musicology.



ghapter One 1

Poet-Mugiclansg of Farly Britaln

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

Spensex.

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

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

fragment of written evidence 1n this Bardlec Triad,

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

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

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



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

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

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

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

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

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

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

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

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

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

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

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



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

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

"o I faredy thro' many lands; a stranger

Thro' the wide earth: of good and evil

There 1 tasted: from family parted,

From kinsmen far, widely I d4id my sult-

Therefore may 1 sing and story tell,

Relate 'fore the crowd in mead hall,

How me the high born with largess blest." it

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

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

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



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

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

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

Pyhen I and Skilling for our conquering lord

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

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

It eoncludes as follows:-

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

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

From Bede's Feclesiastilcal History, we have a reference

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

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




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

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

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

Gloricus Father of men! as of every wonder He,

Lord eternal, formed the beginning.

He first framed for the children of earth

The heaven as a roof; holy Creator!

Then mid~earth, the Guardian of mankind,

The eternal Lord, afterwards produced;

The earth for men, Lord Almighty." *

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

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

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

# B, Thorpe's Translations.



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

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

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

There are writers who suppose thls tale Lo be legendary

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

and musical custom of the age.



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

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

"A.D. 938, Here

Athelstan Kilng

Of earla the lord,

Rewarder of heroes,

And his brother eke,

Ednund Atheling,

Elder of ancient race,

Slew in the fight,

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

The sons of Edward

Thelr boardewalls clove,

And hewed their banners,

With the wrecks of their hanmers,
30 were they taught

By kindred zeal

That they at camp oft

'Gainst any robber

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

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

and then it becomes universal.

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



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

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

several centuries, a profession worthy of renown.

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

uttered.” *

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




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

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

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

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

Necasionally a reigning monarch showed a strong attachment

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

“Fierce 1n me the fever burning

gtrength and confidence unmanned,

Lyes, though dark their sight is turning,

Yet discerning.

Phrough the gloom Death's pallid hand

Grimly stretched scross Ifrom out the speotral land;

Then came my Love so bright and true,

And Death and fever quickly withdrew."

Now Blondel paused, knowing that if it were Richard he

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

"1 know with full asaurance

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

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

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

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

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

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

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

"Now fate has filled the measure of my woes,

And rent my heart with grlef unfelt before;

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

The vallant Richard, England’s mighty king,

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

4 thougsand years hls equal may not bring,

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

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

allied and together have helved develop our national lliterature.

In the words of Dr. Beck, %«#

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

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

%  From Crowest - Page 223

#% [lusic Recorded in Crowest « Page 224

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

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

of the Middle Ages,
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Chapter Two 14

Songs and Ballads of the »iddle Ages

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

Addison in Spectator, Xo. T0

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

has been insdequately referred to, for not until fairly

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

the music and the text may be considered separately yet,

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

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

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

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

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

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

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

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

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

that of an elegant and studied phase of poetry.

ey

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

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

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

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

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

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

other writings by this monk were of an eccleslastical

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

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

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

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

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



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

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

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

A blisaful bird,

A blosasom bright,

That moaning made

And mirth of manger.

A maidegn mother so mild,

A knave child

In cradle keep

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

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

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

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

rhyme and acheme,
YA Hymn to the Virgin

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

Brighter than the day 1e light,
Fareng et puellas

Ic crie to the, thou see to me,

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

That ic mote come to thee
Maria.

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

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

year 1400,
# The Oxford Book of English Verse Page 11.
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"Now well May We Herthes iMake.

Now well may we merthes nake, -

For us Jesus mankind doth take

Only for our slnnes sake,

Alleluia, Allelula, Allelula, Alleluisa,

A king of Kings now,forth is brought

Of a mald that sinned not,

Nelther in deed nelther in thought,
Resa miranda.

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

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

Semper clara." #

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

"There is no Rose of Such Virtue,

There 1s no rose of such virtue,

As 1s the rose that bare Jesu,
Alleluial

For in thlg rose contalned wae

Heaven and earth in little space,
Res miranda!l

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



By that rose we well may see,

There be one God in persons three,
Pares forma.

The angels sungen the shepherds to,

Gloria in excelpis Deo
Goudeamus !

Leave we all this wordly mirth,

And follow we this jcyful birth,
Transeamus."

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

"Wowell, Howell, Kowell

Nowell, {owcll, Nowell

Thie is the salutatlon

of the ..n el Gaoriel.

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

Ly Gebriel to Hazareth,
City of Galilee.

# Tranacribed from a Caanbrldge 'lanuscriot i1a nglish
carols of the Fifteenth _entury, J.4. Fuller ibloa
(Leadenhall Press)
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A clean maiden and pure Virgin
Through her humility

Hath concelved the person
Segond in deity."

"4 Drinking Song

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

Bring us in no brown bread

For that is made of bran,

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

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

Por our Dlessed Lady's sake

Bring us in good ale." *

To continue with the study of ballads, we observe that

in the poetical texts are found many examples 1llustrating

the gradual evolution of distlinct branches of poetry.

"Richard of Almaigne™, written in the thirteenth century

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

eéxpose the extreme greediness of Richard, and his supposed

plunderings.

Such a ballad shows that 'freedom of speech"

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

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

be passed "Agalnst slanderous reports or tales, Lo cause

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

effectiveneas of the asatlire.

¥*

%

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

"Richard of Alemaigne

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

For te make the pees in the countre,

Ant so he e nore.,

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

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

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

Fichart, thah thou be ever, & etc.

The kyng of Alemaigne wende do ful wel,

Ye galsede the mulne for & castel,

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

To help Wyndesgore,

Richard, thah thou be ever, & etc.

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

To store Wyndesore.

Richard, thah thou be ever, & etec.

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

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

For love of Wyndesore.

Richard, thah thou be ever, & etc.

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

Jhulde he never more coms to is8 yn,

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

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

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

To helpe Wyndesore.

Richard, thah thou be ever, & etc.,

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

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

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

Richard, & etc," *

Another specisalized type of literature attempted in

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

"on the Death of King Edward the First

Alle, that beoth of huerte trews,

Astounde herkneth to my song

0f duel, that Deth hath dlht us newe,

That maketh me ayke, ant sorewe among;

0f a knyht, that wes so strong,

0f wham God hath don ys wllle;

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

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

Of wham that song la, that y synge;

Of Miward kyng, that 1lith so lowe,

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

Ant in werre war ant wys,

Por him we ahte oure honden wrynge

Of Chriastendome he ber the prys.

Before that oure kyng was ded,

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

"Y charge ou by oure sware,

" That ye to Engelonde be trewe.

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

"Ich biqueth myn herte aryht,

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

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

That our kyng hede take on honde

All Engelond to yeme ant wysse,

To wendexr in to the holy londe

To wynnen us heven riche blisse.

The mempager to the pope com,

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

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

"0f Christendome he ber the flour."

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

Gret deol me myhte se thore,

Mony mon honde wrynge.

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

Ther me con the sople blesse:

"Kyng Edward honoured thou be:

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

"So fain thou woldest hit hav y-wonne.

"Jerusalem, thou hast i-lore

"The flour of al chivalrie

"Now kyng Edward liveth na more:

"Alas! that he yet shulde deye!

"He wolde ha rered ug ful heyye

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

"Er we a such byng han y«founde."

Now 1ls Edward of Carnarvan

King of Engelond al aplyht,

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

And understonde good counsall,

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

Thah mi tonge were mad of atel

Ant min herte y-yote of bras,

The godness myht y never telle,

That with kyng Edward wass

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

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

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

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

"Deo Gratias Anglia Redde pro Victoria!

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

He sette a sege, the sothe for to say,

To Harflue toune with ryal aray;

That toune he wan and made a fray,

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

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

Dep gratlas, & ete.

Than for sothe that knyyt comely

In Agincourt fsld he fauyt manly,

Thorow grace of God most myyily

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

Ther dukys, and erlys, lorde and Dbarone,

Were take, and slayne, and that wel sone,

And some were ledde in 10 Lundone

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



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

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

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

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

#* Fifth Ballad, lat Bock, Second Volume



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

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

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

Whereatt a hundred noble knights,
And thirty sat alwayes:

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

Amongst all other nations
Were feared through the world.

And in the castle off Tyntagill
King Uther mee begate

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

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

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

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

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

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

I conquered all Gallya,
That now is called France;

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

And the ugly gyant Dynabus
Soe terrible to vewe,

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

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

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

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

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

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

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

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

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

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

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

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

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

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

The whiche sir Lancelot in fight

Had given him before.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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



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

Lythe and llasten, gentlemen,

That be of freeborn blood;

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

Robln was a proud outlaw,

(while he walked on ground

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

Robin stood in Bernesdale,

And leaned him to a tree;

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

L3 » - * « - L . . * L] L) L] L] L) .

Robin loved Dur dearé Lady

For doubt of deedly sin,

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

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

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

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

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

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

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

That will be a good fellow." ®

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

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

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

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

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

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

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

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

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

Of Jamy our Scottish kynge.

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

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

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

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

A woefull huntling once there dld
An Chevy Chase befall,

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

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

The stout Erle of Korthumberland
a vow t0 God 414 make

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

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

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

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

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

Full twenty hundred Saottish speres
all marching in our sight

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

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

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

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

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

"0 whar will I get a guid sailor,

To sail this sehip of mine"

Up and apak an eldern knicht,

Sat at the kings rlchi knes

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

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

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



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

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

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

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

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

0 say na sae, my master delr,

For I feir a deadlie storme,

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

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

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

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

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

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

Haf ° owre, halfl owre to Aberdour,

It's riftie fadoms deip,

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

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

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

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

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

“Harpalus

Phylida wae a faire mayde,

As fresh as any flowrej

Whoem Hsrpalus the herdman prayde
To be his paramour,

Harpalus, and eke Corin,

Were herdmen both yfere:

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

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

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

How often would she flowers twine,
How often garlandes make

Of souslips and of colombine,

And al for Corin'’s pake.

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

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

Harpalus prevalled nought,

His labour all wae lost;

For he was fardest from her thought,
And yet he loved her most.,



L

Therefore waxt he both pale and leane,
And drye as clot of clays

His flesh it was consumed cleane;

His colour gone away.

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

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

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

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

"Here lieth unhappy Harpalus

By orgell leove now elaines

Whom Phylida unjustly thue

Hath murdred with disdaine." " »

Preserved gmong songs and sconnets of Earl of 3Surrey

firet published in 1557.

n
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Chapter Three

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

Nor is not moved with concord of sweet aounds,

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

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

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

contemporary instruments and muslcal practices 1s to be

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



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

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

"My restless discord loved no stops or rests;

A woful hosteas brooks not merry guesis,

Rellish your nimble notes to pleasing ears;

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

To the nightingale:

Come, Philomel, that sing'st of ravishment,

Make thy sad grave in my dishevell'd hair:

As the dank earth weeps at thy languishment,

So I at each sad straln will strain a tear,

And wlth deep greoans the dlapason bear;

For burden wise I'll hum on Targquin still,

While thou on Tereus descant'st better skill,

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

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

These meana, as Ifrets upon an instrument

ghall tune our heart-strings to true langulshments."

Lucrece is calling to the birds to stop theilr lovely

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

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

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

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

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

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

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

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

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

and sayss

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

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

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

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

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

referred to. However the word "set™ is used in a double



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

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

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

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

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

And in the same soengle

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

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



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

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

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

I 4o not know the man I should avold

S0 soon as that spare Cassius. He reads much;

He 18 a great observer, and he looks

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

As thou dost, Antonys He hears no music."

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

by its appeal.

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

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

But whilast this muddy vesture of decay

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



Enter ¥usiclans,

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

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

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

(Merchant of Venice Act V, Scene I.)

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

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

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

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

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

the bottom of our staff, and Ut was the name of the first note



53

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

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

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

suspensge, and readily recognizable to musiclans of the day.

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

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

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

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

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

H(’.?l‘ What is t:hlﬂ,

Boyet., A olttern head.™

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

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

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

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

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

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

Enter Peler.

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

First Mus., VWhy ‘'Heart's ease,’

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

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

Pet, You will not then,

Firat Mus. No.

Pet. I will then give 1t you soundly.

First Mus. What will you give us,

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

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

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

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

Pet. Pretty | What say you, Hugh Rebeck?

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

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

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

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

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

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

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

hls death:s

¢ Music
"K. Richard. Music do I hear,

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

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

And here have 1 the daintiness of ear,

To check time broke in a disorder'd string;
But, for the conceord of my state and time,



56

Had not an ear to hear ny true time broke.
I wasted time, and now doth time waste me."

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

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

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

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

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

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

There mugic with her silver asound,

With speedy help doth lend redress."

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

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

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

"Let the sky raln potatoes;
Let it thunder to the tune of "Green-Sleeves'.®
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Here are the words that would have been familiar to
Shakespeare.
"Green~Sleeves

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

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

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

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

stage for the gpirit of the drama.

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

Glve me excess of it, that, surfeiting,

The appetite may slcken, and go die.

That strain again! it had a d4ying fall;

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

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

by Maria.

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

8ir Toby. My lady's a catalan, we are ?olitlcians. Male
volio's a "Pega Ramsey" and "Three merry men
be we." Am I not conspanguineousf Am I not
of her blood? Tillyvally. Lady! (sings)
"There dwelt a man in zabylon, lady lady!" "




59

Sir Toby is sizing everyone up in terms of ballad, and in
these few lines, three songs are referred to. "usonny Peggle
Ramsey" was the type which would be sung when several people
would Jjoin in on the refraln. Individuals would sing a
verse with everyone Jjoining in on the chorus, and the song
would go on continuously until everyone got tired of "hey
tro lodelling".
Verse 1 "Bonny Peggy Ramsay that any man may see, (eye;
And bonny was her face with a fair freckel'd
Neat 1s her body made, and she hath good skill,
And round are her bonny arms that work well
at the mill,
Choerus. With a hey trolodel, hey trolodel, hey trolodel 1111,
Bonny Peggy Ramsay that works well at the mill,
With a hey trolodel, hey trolodel, hey trolodel 1ill,
Bonny Peggy Ramsay that worke well at the mill."
"Three Merry Men Be We" was the song of three men con-
demned to hang, who in chorus tried to keep up thelr spirit
by singing enthusiastically but at the same time garcastlcally.
Each verse was sung to a different tune. One of them was
called "Fortune Thy Foe", which was sung by crowds waiting
for public executions, and owing to the frequency of execu-
tions, mms easy to keep in mind. PFalstaff refers to it in
Aet III, Scene 1i, where he la making love to krs. Ford:
"By the Lord, thou art a traitor to say so; thou wouldst
make an absolute courtler; and the flrm fixture of thy foob
would give an excgellent motion to thy gait in & seml cirecled

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

"Gome, fortune's a jade,

I care not who tell her,
Would offer to strangle

A page of the cellar,

That should by hilas cath

To any man's thinking

And place, have had

A defence for his drinking,
But this she does

When she pleases to palter
Instead of his wages

8he gives him a halter.

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

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

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

For though he made the man,

The cook yet made the dishes:

The which no tallor can,

Wherein I have my wishes,

That I, who at s0o many a feasgt

Have ~leas'd many tasters,

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

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

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

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

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

10 the tune of Green~S8leeves and are as followss
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"Phere dwelt a man in Babylon,

Of reputation great by faues

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

A woman fair and virtuous

Lady, Lady,

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

listeners by including many songs in his plays which were

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

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

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

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

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

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

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

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

"Enter two Pages

First Page. Well met, honest.gentlemen.

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

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

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

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

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

Between the ac¢res of the rye,

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

In spring tlime, ¢&c.

This carol they begen that hour,

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

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

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

In spriug time, &c.

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

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

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

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

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

Prithee dispsatch

L S e T T SR P

Des.

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

Emil,
Des.

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

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

developmnent in England; the round also retalned its popu-

larity.

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

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

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



Jacques. Whioh is he that Milled the deer?

A Lord. Sir, 1t was I.

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

For. XB!’ ﬁiro

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

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

Hia leather skin and horns to wear.

Then sing him home:

{The rest shall bear this burden)

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

Thy father's father wore it,

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

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

occasion for thelr rendition,

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

Clown. Are you ready, sir?

Duke. Ay; prithee sung.

Song

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

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

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

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

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

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

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

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

Clo. "y lady is unkind perdie."

Malo FOOl"

Clo. "Alagz, why is she got"

Mal. Fool, 1 say,~

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

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

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

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

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

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

The white sheet bleaching on the hedge,

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

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

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

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

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

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

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

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

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

pedlar.-

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

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

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

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

Enter Autolycus, singing.

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



Perfume for a lady's chamber;

Golden quoifs and stomachers,

For my lads to ive thelr dears;

Pins ad poking-gticks of steel,

What malds lack from head to heel:

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

Come buy.,

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

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

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

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

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

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

With hey, ho, the wind and the rain,

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Fetch me my hat and rapler in my cell;

I will disease me, and myself present

As I was, sometime Milan; quickly, spirit;

Thou ghalt ere long be free

Ariel sings and helps attire him.

Where the bee sucks, there suck I:

In a cowslip’s bell I liej

There 1 couch when owls do cry.

On the bat's back I do fly

After summer merrily.

Merrily, merrily shall I live now

Under the blossom that hangs on the bough."

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

in a later chapter,
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Chapter Five 84

The Muslo of Lyric Poetry

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

80 i3 musick the exaltation of poetry.

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

Henry Purcell.

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

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

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

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

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

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

carols and ballada of Medieval and Tudor England.

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

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

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

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

# ~ page 114 of English Lyrical Types by B.J.Pendlebury
Blackie & Sons, Ltd., London, 1934,






