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PREFACE

The subject of music for the Elizabethan stage has
been, for the most part, a neglected area for literary scholars
and musicolegists. Such men as John P, Cutts in his studies
of Elizabethan lyriecs, and J. S. Manifold in his analyses of
musical stage directions from Shakespeare to Purcell, have
made notable contributions. However, problems of terminology
and instrumentation have been a constant, source of confusion
in musico-dramatic scholarship of the Elizabethan era., 1
felt, therefore, that three major fields of investigation
could help in solving some of the existing problems. These
three divisions were (1) an investigation of instrumentation
and terminology; (2) an investigation of the two principal
musico-dramatic organizations of the sixteenth century; and
(3) an investigation of musical performance within the masque
and drama itself,

To a large extent, the drama of the Elizabethan-
Jacobean perlod was an outgrowth of the activities of the
children of the Chapel Royal and the boys of St. Paul's
Cathedral. The children anc masters of these institutions
were highly skillad musicians and, at the same time, authors
and actors of note, The present study includes an investi-
z-tion of the music-dramatic accomplishments of the personnel

of the Chapel Royal and Paul's from the time of their first



iv
recorded history until thay became professional actors in
the London professional theatres,

In conclusion, I felt that a study of the instru-
mentation, terminology, personnel, and theatrical uses of
music in the Elizabethan theatre would lead to a clearer
understanding of musical performance, particularly, as it

is illustrated in Marston's Sophonisba.

I should like to express my deepest gratitude to
Dr, Charles E. Walton for his many kindnesses, his great
patience, and invaluable assistance during the time this
study was in progress. I should like, also, to express my
thanks to Dr, June Mergan, whose encouragement, as well as
whose labors as a seccend reader, were so very helpful, To
Dr. Charles M. Hendricks, of the Department of Music, I
owe especial thanks for his advice on the first chapter
of this study. To Miss Gertrude Lemmon of the William Allen
White Library, and Miss Janet Barnhart, whose patlence and
assistance have been deeply appreciated, I also express
my thanks,
R. B.
August, 1960
Emporia, Kansas
-
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CHAPTER I

GENERAL FEATURES OF MUSICAL PERFORMANCE
IN ELIZABETHAN ENGLAND
Blame not my lute, for he must sound

Of this and that as liketh me,

For lack of wit the lute is bound

To give such tunes as pleaseth me,

Though my songs be somewhat strange,

And speaks such words as touch they change,

Blame not my lute,
Wyatt
The subject of music for the Elizabethan stage has

often proved to be a matter of confusion to scholars,
frustration to students, and indifference to the vast
majority. In the past, scholars of literature, for the most
part lacking in specialized musical knowledge, have attempted
valiantly to decipher the cryptic references found in stage
directions or in descriptions contemporary to the era. That
they have made the effort is commendabls. More remarkable,
though, is the surprising amount of information they have
accumulated, an achievement all the more remarkable when one
considers that musicologists have been remiss in supplying
a Rosetta Stone to aid the efforts. One should not criticize
the musicologists too harshly, however. The vast field of
%pnaissance church music has been a challenge to many. To

these same musicologists, the airs and madrigals have offered

a dual object of relief and delight. To the music historians,



the study of instruments has comprised another interest; most
of their investigation, however, they have justified by
Iimiting it to a survey of instruments prototypic to those

_ of the modern symphony.

Any study of Eliszabethan music 13 beset by a large
nusber of problems. The scholar soon finds himself in a

- mase of allusions to instruments which are obsclete; he is
handicapped at every turm by a lack of sxtant musico-dramatic
@anuseripts and by terminology which is unfamiliar, ¥has
information is available has besen glesanad largely frox astage
direcsiona, Vhen these ars indicated by a playwright such
&3 Marsion, who is said %o have supervised she prinsing of
nis plays,® the scholar 1s on fairly safe ground. 5Svan hore,
though, investigation is hampered by the question of proper
interpretation of stage directions. Rusic, far from bolag
the universal languiage, suffers froa the fact that so few

of its practitioners are verbally literate. Traditions of
style, which 50 largely determine the performance of music,
are thus all too saasily lost forever. For this reason, one
is eapecially grateful to a musician such as Norley and to
his discussion of the musical custems of hij day.

1J. 8. Manifold, The Music in English Drams, p. 3.



Although musical instruments have undergone many
changes since the late sixteenth-early seventeenth centuries,
one discovers that the same basic division of families
existed then as now. Elizabethans employed wind, string,
brass, percussion, and keyboard instruments. String classes
consisted of comsorts of viols, violins, lutes, and related
plucked instruments. Winds included recorders, hautboys
(shawms), flutes, and, to a limited degree, cornets. (The
Elizabethan cornet was a hybrid instrument belonging to
winds and brasses.) Among the brasses were trumpets, horns,
sackbuts (trombones), and, of course, cornets.

In order to clarify some of the problems of music for
the Elizabethan stage, one finds necessary a review of the
musical background of the period. It is often said that the
Elizabethan era represented one of the greatest flowerings
of music the world has ever known. Yet the study of English
music of the Renaissance becomes highly complex. Before the
middle of the fifteenth century, English musicians, partic-
ularly Dunstable, provided leadership for composers over much
of EurOpe.2 Around 1450, however, English musicians separated
themselves from continental influences and slowly developed
their own style, conservative in nature. About 1476, Johannes

de Tinctoris described the state of European music:
L

’

2Gustave Reese, Music of the Renaissance, p. 763.




At this time, consequently, the possibilities
of our music have been so marvelously increased
that there appears to be a new art. . . whose fount
and origin is held to be among the English, of whom
Dunstable stood forth as chief. Contemporary with
him in France were Dufay and Binchoys, to whom
directly succeeded the moderns Ockeghem, Busnoys,
Regis, and Caron, who are the most excellent of all
the composers I have ever heard. Nor can the English,
who are popularly sald to shout while the French sing,
stand comparison with them. For the English continue
to use one and the same style of composition, which
shows a wretched poverty of invention.
During the early Tudor period, English music, influenced by
popular music on the one hand and by French and Italian
sources on the other, began to grow in a new direction. Much
of this growth was the result of Henry VIII's great interest
in music.* In the years from the accession of Henry to the
death of James I, English music followed patterns established
by the Italians.’ The Italian influence was transmuted,
however, by native composers, so that a distinctive national
style emerged, a style which was one of the glories of the
Elizabethan era.6
As one would expect, interest in music was particularly
evident in the court. Reese has shown that the court of

Henry VIII, in 1526, included the following instruments:

301iver Strunk, Source Readings in Music History, p. 195.

kreese, op. cit., p. 769.
Ibid., p. 815.
6Ibid., p. 820.
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ee lutes, fifteen trumpets, three rebecs, three taborets,

@ harp, two viels, four drums, a fife, and ten sackbuts,?
ieal activities in private homes provided a favorite
pastine, especially the playing and singing of madrigals.
One finds scme evidence, also, of non-professional groups of

thoze interested in music. Nicholas Yonge, editor of the

madrigal colleetion Musics Transalpina (1588), was the head

- of 2 singing society composed of "Gentlemen and merchants, "8
Less of'ten mentioned, but, neverthaless, significant, was

the tradition of Eaglish folk mmsie and the expansion of this
tradition. Ballads were popular among peasants and artisans.
Village festivitias made use of the musie of fiddles and
hautboys. Court, private homes, and villages each had their
own role to play, 2nd musical customs of each of these
segments of society can offer much to a study of the over=-all
problem of music for the stage.

In spite of this great variety of music, one would yet
be incorrect in assuming that such activity reflected a
Golden Age that was iree from any difficultics. The pro-
fessional musician, certainly, faced many problems. For

example, the change from Roman Catholic to Anglican ritual,

7;§ido ’ p- 867'
81bid., p. 821.



with the closing of choir schoola,9 and the gradual elim-
ination of music from the Cuadrivium, caused unemployment
among musicians. Elizabethan music was itself in 2 state of
transition. Orlando Gibbons (1583-1625) was perhaps the last
composer to empley the old, essentially intellectual,
polyphenic style.lO This polyphony, continental in origin,
was slowly replaced by cimpler homophonic or monodic com-
position. Reese points out that the Elizabethan madrigal
displayed ". . . a temndency toward melodic writing that has

some vague affinity with Baglish lolk song.*ll The transition

called for different musical technigues, the adaptation of
older musical instruments, and the inclusion of m»cre modern
instruments in compositions of the peried. OCne finds, for
example, that the English madrigal was composed to texts of
a simpler nature than those employed by Iltalian composers,

As a result, BEnglish madrigalists made infrequent use of
'uurﬂ-p;intiag," instead, subordinating textual elements

to the development of melodic lines which followed a muszical,
rather than a textual, 1ogie.12 Adaptation of an older

instrument so that musiclians could continue to use 1t

-

7Ibid., p. 781.
101b4d., p. 813.
1?;!;3,. p. 821,
lzgggg.. p. 820,
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effectively 1s particularly well illustrated in the viol. The

older viols, as they were relatively small in size and the
strings were close together, couid be tuned in fifths. As
the larger viol da gamba came into use, performers found that
the strings were so far apart that, with traditional tuning,
established fingering patterns were impracticable., Therefore,
they began to tune the instrument "lyra-way," that is, in
fourths, with a major third in the middle of the accordatura.
They then increased the number of strings to six in order to

keep a complete range of pitch.13 As the figured-bass
replaced the older polyphonic style of composition, the
violin gradually replaced the cornet.lh Another complicating

factor in the development of music of this era was the

acceptance or rejection of music which was middle- or lower-
class in origin. There was now, for example, a sharp class

differentiation to be made between violists and fiddlers.
The fiddler, as one may see, was represented upon the stage

as an 1lliterate fool or rogue.15 Un the other hand, the

violist was a highly respected member of court ensembles,

13,
curt 3
pp. 347-8, = - ono» The History of Musical Instruments,

I“M-, P. 324,

15.¢. Marston, What You Will (Iv.i):
& scraper, - a minikin-tickTer, — a pum, & punt ooLer, -
perfumer, now a fiddler!n 2 5 PR = @ven. mow



The Elizabethan coneept of musical performance demands

} eloser kind of study than has yet been given it. Of the
forty-twe instruments listed im the 1526 inventory of Henry

; II, only nine are etringed.16 The other instruments
inciuded are brasses, 25; woodwinds, 1; and percussion, 7.

e, the preponderance of brasses is in sharp contrast to
make-up of the modern symphony, which consists of

ﬁ" rly large body of strings augmented by solo winds, brasses,
and percussion., While the 1526 inventory lists those

~ instruments available at Henry's court, it prevides no
implunation of how these instruments were emploved; i 84y
uiothor they were used individuwally, in small groups, or ia

~ large ensembles, Howavaer, by means of peripheral information,
one may gain some idea of the musical practices of the day,

. First, the basie grouping of instruments at this time was

- known as a consort. The consort, using the term im its
strictest sense, was comprised of three or mors msmbers of
the same instrumental family, e.g., recorders or viols,
differing only in size or pisch.17 A German thecretical
treatise of 1511 gives further informaticn concerning the

torl.ls A consort of six recorders wculd include three pairs

16Lnfra, Ps L.

17336115, _0_20 g&a, P 303.

81044., p. 310
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instruments: two traebles, two alto-tenors, and two basses.

The instruments of each pair would differ in pitch by one
note, i.e., Cor B .19 Which of the paired inssrumsnts the
performesr employed depended upon the tonality of the com-
position to be playesd., That gconsort was subject to a
diffsrent interpretation is evident in varicus documents of
the era., Manifold quotes Prastorius' definitioa:

What the English call a Consort, very aptly taken
from the Latin word consortium, is when people come
together in Company With all kinds of different
instruments, such as Harpsichord, the large Lyra,
double Rarg Lutes, Theorboes, Bandoras, Penorcon,
Citterns, iol da 6nmba, a little descant Fiddle
a Fluts or a Recorder, and sometimes sven a saftiy-
blown Sackbutt or Rackett, to make quiet, soft andzo
lovely music, according together in sweet harmoay.
Prastorius' observations are substantiated in Caampion's

21
Masqua for Lord Hayes (1606-7),  which provides for two
consorts, the first consisting of lutes, bandora, sackbut,
harpsichord, =nd viclins, and the second composed of violins
and lutos.zz Therefore, to lessen at lsast a part of the
confusion, one may use consort to refer to instruments of a

single family; broken consort to refer to music compesed for

19Theso. of course, are relative pitches, as piteh did
not become standardized until the middle of the nineteenth
century.

204anifold, op. cit., p. 6.

2 homas Campidn,‘ggg Works, p. xvii.

22£bid. ] pn 151 .
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specified members of different families; and gnsemble to
refer to music intended for group performance for which
instrumentation either is listed incompletely or not given
at a11.2? Occasionally, one also finds the term chest used
synonymously with consorg.zh

An inherent problem in a study of Elizabethan ensemble
masic involves the methods of composition then available to
musicians., A clarification of these methods 1s essential to
an understanding of stage directions referring to musiec.
Composers using the first method wrote thelr works in as many
parts as desired, leaving the instrumentation to the discretion

of the performers. Describing his Second EBook of idyres

(¢. 1613), Campion writes: "To be sung teo the Lute and Viols,
in two, three, and foure Parts: or by one Voyce to an

Instrvment."?5 j typlcal Elizabethan air could be performed
26

in one of two ways. It might be written in three parts,
all to be sung, or it might be performed with melody vocal,
and with the text indicated along with the actual notes.

The primary instrumental part, probably for lute, would be

written separately and would include all the notes necessary

23or course, stage directions or other material quoted
will be given in the author's exact terms,

2ksachs, op. cit., p. 303.
25Gampion, Works, p. Ll.

26!093., op. ¢it., p. 835.
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for a performance of the composition. The secondary instru-
mental part, most often for viol, would duplicate the low
range of the lute part. The result of such composition
would be that the viocl part was optional--it contained only
notes to be found either in the voles or the lute part. Its
purpose was two-fold: (1) to provide re-inforcement of the

| bass line, thus giviang better acoustical balance for the
vocal part; and (2) to provide a part so that the plece

could be performed as ensembls music. A second method of
composition was that of the figured-bass. Only rarely did
composers provide a composite score showlng all parts to be
performed. As a result, a type of musical shorthand was
developed for keyboard instruments. The figured-bass
gonsisted of the bass line of 2 piece with numerals indicating
the pitches of the other notes of the chord, From the
figured-baas, which was complete enough to furnish scms

idea of the style of the piece, the harpsichordist or
organist improvised the upper parts of the composition,
introducing such ornamentation as he felt to be apprapriato.27
Although a product of the Elizabethan era, the figured-bass
is more characteristic of Baroque music. One of the earliest

English composers to employ this method was Peter Philips

27;bié|, P 729.
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fes 1560 - c. 1633).28 By the close of the sixteenth century,
sers began to use a third methed of composition, that

of ascribing parts to specific instruments. Reese cites
Morley's First Dooke of Consort Lessons made by éivers
‘exquisite Authors (1599), "« . » for treble and bass viols,
ttern, pandore, flute (= recorders), and lute. , «," as
well as collections by Dowlanmd (1605), Hume (16C7), Rosseter
{1609), and Adsen (1621).29

31 The element of contrast, naturally, is essential in
any art form. Barly musical lastruments, limited in range,
tonal variety, aand volume, imposed severe limits upon the
gomposer. In the polyphony of the late Middle Ages and early
Renalssance, composers found it necessary to employ "erossed
!tiees,'3° 2.8+, the tenor performing in the upper range so

" as actually to be higher in pitch than the treble at a given
peint in the composition. In order to distinguish between

~ treble and tenor lines, then, the composer, whenever possible,
would assign these parts to instruments which varied sharply
in timbre, g.g., recorder and shawm. The improvement of
 musical instruments, espseially the extension of range,
enabled the composer to avoid many of the problems caused by

281pid., p. 793.
291bid., p. 873.
30!!14., Pe be
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grossing. FPlimination of crossing, of course, did not
mitigate the necessity of contrast, but it did open up new
avenues of musical expression. Granted three or more instru-
ments which had extensive enough range, the composer could
write satisfoctorily for particular consorts: differences in
pitch wers sufficient to allow each voice in polyphonic
writing to remain easily distinguishable., As a result, the
device of imitation of 2 preceding motif became a predominant
musical techniquo.31 Another result, and a most important one
for the stage, was the development of music for specific
consorts, There is ample svidence to demonstrate that
gertain instruments were employed for certain types of music:
the trumpets for military occasions, theatrical or actual;
the fiddles for rural celebrations; the woodwinds for many
purposes., Freed from an artifical means of contrast enforced
by ecrossing, the composer began to take advantage of many
po;aibilities which the instruments offered. It was now
possibla for the composer to write in a manner characteristic
of the particular instrument; for example, rapid scale
passages, most effective on the lute, could be employed
extensively. With more sophisticated compositions available,
instrumentalists devised more efficient techniques of per-

formance, Differsantiation of voices by means of timbre

21 oc. ecit.
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became & matter of choice rather than of necessity. Ths

dmplications of this choice are enormous. Composers could
exploit a particular tomal quality for its emotiomal sig-

nificance. Thus, the use of recorders for funeral processions

2

tracitional in Elizabethan drama.3 In achieving

‘gontrast, therefore, Elizabethan composers made use of the
slements of tone, texture, volume, pitch, and timbre, exactly
‘the same elements which are, today, employed by the symphonic
composer, In addition, there is evidence to show that
eontrast was sometimes achieved by the spacing of instruments.
‘The description of Campion's Lord Hayes Masgue is quite
helpful here:

The great hall (wherein the Masque was presented)
received this division, and order. The upper part
where the cloth and chair of state were placed, had
scaffolds on either side continued to the screen;
right before it was made a partition for the dancing-
place; on the right hand whereof wers consorted ten
musicians, with bass and mean lutes, a bandora, a
double sackbut, and an harpsichord with two treble
viclins; on the other side somewhat nearer the screen
were placed nine violins and three lutes, and to
answer both the consorts (as it were in a triangle)
six cormets, and six chapel voices were seated almost
right against them, in a place raised higher in
respect of the plercing sound of those instruments. . .

Clearly, Campilon is describing an antiphonal arrangement of

instruments. How much, if any, of this practice was carried

32yanifold, op. eit., p. 70.
33campion, Works, pp. 150-1.

33
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over into theatrical musie, is apeculative; however, the
suggestion is an interesting one, particularly in view of
Harston's stage directica for Antonio's Revenge (V.11), ia
which ", ., JANDRUGIO'3 ghost is placed betwixt the music
housea, ™%

In studying Elisabethan dramatic music, one must diract
his atteaticn to the court, where the greatest musical
resources of the age were available, Chief among the instru-
- ments hers were brasses, viols, recorders, and keyboard
instruments. Fortunmately, court records have preserved many
 detalls of musical performances, names of musicians, and
1istings of instruments, One gains some idea of the growth
of interest in music during the reign of Henry VIII by
gcomparing two inventories of instruments, the one of 1526,
already ecited, and the one of 1547. Sachs notes that the
latter contained 38l instruments:

78 eross flutes 5 bagpipes
77 recorders 32 virginals
30 shaums ;6 %:::l
organs s
25 cromornes 21 guitars
21 horns 2 clavichords
5 cornets

3 combinations of organ and vir.lnnl”
This list is interesting for a number of reasons. Notably

| ——

34 yonn Marston, The Works, I, p. 185.
353achs, op. git., p. 303.
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‘absent are the trumpets. By this time, it may be possible

; the trumpet was considered purely as a signalling
inatrument rather than as one suited for musical performance.
One notices, also, the presence of 21 guitars. In Italy,

at the turn of the century, the lute was rapidly losing its
:i;pertant‘place in music, the violin being the instrument
‘ehosen for virtuoso performance, while, concurrently, the
theorbe and Spanish gultar grew in popularity among musical
dilettantes, 38 The lute, im Lngland, continued to be used
for 2 number of years fcllowing 1600, even throughout the
Restoration. The inclusion of guitars, almost equal in
fihnber to that of lutes in the Znglish court, then, seems

%0 reflset 2n Ttalisnate trend which was not generally
followed outside court circles. (One notes, however, that
guitar-<like instruments, such as the bandora and cittern,
gained in popularity during the second half of the 16th
eentury.) The 15L7 inventory certainly shows greater
 ddversity of instrumentation: woodwinds, 215; brasses, zl;
strings, 72; keyboard instruments, 63. One hesitates here
to eclassify the Lagpipe--not because of prejudice, but because
}it possibly may be considered as a signalliﬁg instrument.
There i3 cvery indicatiom that the court of Henry VIII

and the rulers who followed him made use of the musical

36&’3@38, 2&' Cit.. e 5230
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resources svailabls., The custom of musical 4raining for the

nobility was an old one., Castiglione's The Courtier, which

was to bacome a great influence in English letters, contains

& numbar of statements conceraning the training and aptitude
which a nobleman should demonstrate in music. Typical of
these statements is the following: "'Gentlemen, you must

know that I am not satisfied with our Courtier unless he

be also a musician, and unless, besides understanding and
being able to read music, he can play various instruments,'"37
- In the English court, musical ability was also considered
important. Ons remembers the legands concerning Richard

the Lion-Hearted, trouvere as well as king (and to whom is

38 In the Elizabethan

attributed at least one extant ballade).
era, Henry himself illustrates the status of music in court,
For example, Reese states that Add. M3 31922, Royal Appendix
58, contains twenty-nine of Henry's compositions.39 The

king also employed a number of virtuosi at court. While

these musicians, both of foreign and of English extractionm,
will be discussed in greater detail in a later section of

this study, some mention here, however, may prove of interest.

Among them were Philip van Wilder (lutenist); Ambrose Lupo

37
Baldesar Castiglione, The Book of the Courtier,
trans. by Charles S. 3 ngletan, Pe The

38Archibald T. Davison and Willi Apel, Historical
Anthology of Music, p. 16

39Roose, op. eit., p. 768.
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(violist); Domynyk and Andryan {trumpeters); Guillam Troche
and Piero Guye {flutists); Hans Asenaste (violist); Mare
Antony, Gasper, and Batist ("musicians™); and Benedictus
~ de Opitiis and Dionisio Mamo (organists).‘o One notices
~ that, in contrast to Castiglione's proviso that the nobleman

play several instruments, the professional musicians at
~ Henry's court wers virtuosi who specialized in performing
upon one instrument. This role of the musician within the
gourt is extremely important, as it is in this role that he
is often represented in Elizabethan drama,

One may divide secular musical activities of the court
into the two major categories of signalling and entertaining.
There seems little doubt that the primary function of the
gourt trumpeters was to provide signals. The many progresses
of Elizabeth were heralded by trumpets. Sir Robert Sidney
describes such a visit, in 1600, to Sir John Herington:

Six drums and six trumpets waited in the court,

and sounded at her approach and departure. . .

The day well nigh spent, the Queen went and tasted

a small beverage that was set out in divers rooms

where she might pass; and then in muchk order was

attended to her palace, the chnots and trumpets
scunding through the streets,

One should notice that, here, cornets are etuated with

trumpets :ad drums as signalling instruments., Equally

b0:v1d., p. 771,

#loyoted 4n Sir E. K. Chambers, The Elizabethsn Stage,
I’ p. 121.
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striking was the sounding of trumpets to announce the
entrances at tilts, An Ellzabethan observer describes the
accession tilt of 158L4: M"iuring the whole time of the
tournament all whe wished to fight entered the lists by
pairs, the trumpets being blown at the time and other musical
; instruments, "42 Elizabethan drama is replete with stage
directions for fanfares and sennets to be played upon the
- entrance or exit of important personages. It seems highly
probable that, in this, the drama mirrored the actual
practice of the court., The raison d'etre of trumpets,

however, was to vrovide signals for military engagements.

One sometimes has difficulty in deciding just when
royalty was not being entertained., Descriptions of masques,
interludes, and banguets, all esqually sumptuous, make such
activities as the governance of a kingdom seem almost commone
place. That these entertainmentis served as a means of
dinlomacy is a matter of concern for the historian; that
descriptions of such amusements have besen preserved is
highly important to the scholar, for from these descriptions,
on2 derives considerable knowledge of the musical and dramatic
activities of the time,

Elaborate banquets were certainly no innovation of

the Elizabethan court. Unfortunately, reccrds of the era

k27pia., v 143.
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ually mention the fact that 2 banguet was given; they are
disappointingly silent as to the details., From Italian
jources, one gains some idea of the entertainment provided
for guests, It should be kept in mind, however, that Italian
musical style was definitely more sophisticated than that
ailable to the English court. Reese describes a wedding
banguet at Ferrara in 15293

s « ¢« music was played on five trombones and a

cornet, Two dolzaine, one storta, one cornstto
gsso, and one trombons were heard at the seventh

course; and for the eighth, the ensemble consisted
o{ five viels, one strumento di penna . . . ome
flauto §$°’°° ong Iira, ome trombons, and cne

’ 3.___.. ?

¥ flaunto emana,

Although many of these instruments are unfamiliar, the general
' plan of musical sntertainment is clear, The different courses
were accompanied by broken consorts, planned so that musical
a8 well as gustatory variety was presented to the guests,
Again at Ferrara, im 1566, cormets and trumpets provided
music, but these instruments were placed in a separate roem
from that in which the main festivities occurrad.b“ In 1564,

~ 8ir Richard Sackville entertained Elizabeth with a masqus,

The banquet which followed ended at 2:00 a.m.*? One wishes
that the bangquet had been described; nevertheless, it is most

h’lccse, op. eit., p. 546.
btpid,, p. 547,
43¢hambers, op. eit., p. 161.
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probable that music accompanied the festivities. Apparently,
banquets and masques or mummings were sometimes part of a
single entertainment, Welsford quotes a description of this
type of entertainment, a masque given by Henry VIII at a
banquet of Cardinal Wolsey's: "The banquets were set forth,
with masks and mummeries, in so gorgeous a sort, and costly
manner, that it was a heaven to behold."LG From stage
directions of the era, one gathers that hautboys were
frequently used in conjunction with banquots.“7

Among the most interesting aspects of Elizabethan music
are those of the responsibilities of the court musician and
his professional status. The importation of musicians to
serve the court was an ancient custom, not limited to England.
Indeed, the courts often became involved in a tug-of-war
over certain well-known musicians, including the noted
composer, John Bull.“’8 Chambers summarizes the situation
of foreign musicians at court:

« o o coertain families, such as the Laniers, the

Ferrabosci, the Bassani . . . formed little dynasties

of their own , . . father, son, and grandson succeeding

each other, in the §oyal service through the best
part of a century.h

4Ogn3q Welsford, The Court Masque, p. 136.
4TManifold, op. cit., p. 121.
“eaeese, op. ecit., p. 809.

49chambers, op. cit., p. 49.
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rief investigation of the Ferrabosci will serve zs an

mple of the history of these foreign musicians, Alfonso
o I, the founder of the English branch of the

y arrived in England some time before 1562. In 1567,
as accused of murdering another musician, but evidently
xonerated. In 1569 he went to Italy and returned to
gebeth's service by 1572.50 About 1575, he may have been
o of the chanber.sl In 157€, he again returned to

t ¥, leaving his children in the care of a fellow wusiclan.
{=nnso Ferrabosco II (d. 1628)52 was one of his sons., Reese
ks that this son had a long caresr at court, holding
geveral posts, including that of music master to Prince
iiiar1.53 Alfonso II, in turn, had three sons who also were
musicians: Alfonso III, Henry, and John.sh As musicians,

- the Ferrabosci were responsible to the Lord Chamberlain,??
The services which these men performed were many. The types
of music with which they were connected, as performers or
composers, give some indication of the range of musical

interests at court. Alfonso I was primarily a composer of

50300!0, op. c_i_go, Pe 791:

5lchanbars. ops cit., p. 49.
52Ruose, op. eit., p. 792.
53&2&- eit.

Hh1bid., ». 791.

SBGhanbers, op. cit., p. 48.
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56 However, he

sacred music, particularly of Latin motets.
was also a composer of madrigals, and did much to help
~ establish Italian influence on English colposition.57

58

Alfonso II likewise composed sacred music. As was mentioned

earlier, he also served as music teacher; two of his sons
~ became instrumentalists and the third, a conposor.59 This
third generation extended far beyond the Elizabethan and on
into the Caroline pcriod.6°

The native musician had an important part not only
in musical but also in dramatic activities at court. The
most responsible musical position was that of Master of the
Children of the Chapel Royal. This post was always given to
an Englishman. The Master of the Children seems to have been
responsible for the children's performances at religlious
services. This duty 1s substantiated by the fact that
religious compositions of somes of these men are extant. In
addition, the master also contributed to the masques by
composing songs for them and by supervising the children's

share of the entertainments, A third contribution was that

5630030, Op. cit., p. 791.
571bid., p. 821.

5elg£g., pe 792,

59!2&5-

602232.
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of dramatic authorship. These dutles and contributions will
be discussed in more detail in connection with William
Newark.

With William Newark, Master of the Children from 1493
to 1509.61 the diversified responsibilities of the court
.Illician become quite apparent. While Newark's only extant
compositions are a few songs in the Fayrfax 3953.62 his
contributions to the drama proved to be far-reaching ones,

It was under his mastership that the Chapel Children first
took part in pageantry, the occasion being the marriage of
Prince Arthur to Katharine of Aragon (1501).63 Newark was

- responsible for the teaching of the children and for their
sleepling arrangements and clothing.64 From the time of
Newark on, the duties of the Masters of the Children extended
far beyond those of providing music at the court. During the
time Newark was engaged in activities of a masque-like nature,
one of the most interesting of early dramatic presentations

outside of court was given: Medwall's Fulgens and Lucrece.

Boas calls this comedy the first English play " . . . within

a framework that is neither Biblical nor allegorical but

6lrpid,, p. 767.
624, N. Hillebrand, The Child Actors, P. Li.
63_1_1_»_1_«:1_.. Pe 45
6hIvid., pe 4l.
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urely aocular.65 Probably givem in 1497, at the home of

nal Horton,66 Fulgens and Lucrece contains musical stage

gctions of a masque-like kind similar te, though far less
borate than, those for which Newark was responsible at
’mmr%. While there is no known, or even probable, connection
petween Newark and Medwall, the jJuxtaposition of events does
é;dicate a growing interest both in music and drama,
- In surveying Elizabethan music, one is forced by the
existance of so much mataerlal to place a disproportionatas
amount of emphasis wpon muaical activities of the court.
Private citizens, unfortunately for the scholar, were less
likely to havs kept detailed rescords than were the officials
of @ royal household. The rise of the madrigal was closely
gonnected with the development of the English middle elasa.67
The English madrigal was the product of two musical
influences, the Italian madri;al63 and the English folk-
;ang.ég Beginning approximately in 1560, many Italian

madrigals were imported and eirculated in England, (Here,

65?17& Pre-Shakespearean Comedies, ed. by F. 5. Boas,
P viii. :

6?525. cit.

6710.:0, op. eit., p. 820.
68;g;g., p. 819.

69;2;@., p. 821.
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he activities of Alfonso Ferraboscc I should not be over-
d.) In 1593 was published Thomas Morley's Canzonets.

)r Little Short Songs tc Three Voyces, which Reese classifies
as a set of madrigals.’® In the following year, Morlay
ublished Madrigalls to Fours Voyces.’' Although the title
pi?d indicate vocal performance, madrigals were often
erformed as instrumental piuces.72 Hef states that they

2 always published as separate part books (rather than
composite scores) and were usually printed without
é“hulinea.73 The madrigal, extremely popular in its day,

was destined to be a short-lived form. Ia 1627, John

ton's Ayres, or, Fa Las for Three Voyces marked the ead
of an all-too-briefl flowering.7“ Nevertheless, the madrigal
‘had a2 definite influence upon music for the stage. Along
with the air (or ayre), it helped to encourage the developament
of instrumental enseable music. And tarough its widespread
popularity, it certainly must have contributed to the
hiov.lopnent of an audience which would have been most

receptive to the use of music withia the drama., KReese points

O1pid., p. 822,
1pid., p. 823.

e v P

72garl lef, An OQutline of the History of Music, p. 12k.
731.0(: . _Q_i_t_o
7AReesa, op. git., p. 832.
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ut that the publication of madrigale diminished sharply
feor 1613.7° One remembers that it was in this decade that
children's theatres sufferecd utter collapse.76

The musiec of peasants and artisans of Elizabethan
England was generally of three types: street cries, catches,

pd ballads., Such music is at omrce the most ephemeral and

the most lasting. Present information concerning English

folk music is derived principally from three printed catch
books, published by Ravenscroft: Pammelie (1609); Deuteromelia
@1609); and Melismata (1611).77 To Deuteromelia, one owes

‘a debt of nostalgia, if not of gratitude: "Three Elind Mice®
‘was first printed in this collection.78 Catches (or rounds),
16! course, zre referred to frequently by many Elizabethan
dramatists. In addition to the Ravenscroft publicatiens,

such composers as Veelkes’? (c. 1575—1623)80 and Gibbons
preserved over 150 cries of street vendors by incorporating

| these melodies in fantasies for voices and instrumenta.sl

75222’21&.

76i111ebrand, op. eit., p. 275.
TTheese, op. cit., p. 833.

781bid., p. #34.

79300-0, op. cit., p. 832,

8anavison and Apel, op. ecit., p. 193.
slneole, op. cit., p. 832,
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Catches aud street cries, of course, were designed
primarily for voices, as ware the ballads. Reese states
that ballads were printed as broadsides and that they were

designed to be sung to a well-known air such as "Greensleeves,"82
It is highly probable that ballads were often accompanied by

the music of itinerant fiddlers. Here, a problem of identi-
fication of instruments arises. The term fiddler is a
familiar one in 16th century literature., The violin was just

eoming into popularity in Italy around 1600.83

The viol may
have been employed, but it was primarily a court rather than
& popular instrument. On the Continent, folk music was ofton
performed to the fydel, an instrument of Byzantine origin.sh
is possible that the term fiddle was kept as generic
enclature for bowed stringed instruments; most probably,
'giddle of the Elizabethan peasant was a deteriorated

of rebec, of the variety Sachs describes as ", . . a

1 narrow kit or pochette to be carried in the flap

pockets of dancing masters,"t?
From a survey of the Elizabethan backgrcund, one sees

that music was found in all strata of social 1life, but that

821bid., p. 833.

8330. page 15.

8I’E’:achs, op. cit., p. 275.
$51bid., p. 278,
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msical activities of the court wers of primary importance.

e court provided musical leadership through the importation
) musicians and through the interest of the nobility
mselves. In addition, the court provided opportunities
f”v‘nany varieties of performance in comnection with royal
entervainments, The madrigal, on the other hand, was the
especial provincs of the middle class, who achieved a high
ee of skill in its performance. The madrigal was to
flourish for only a few years, but in its day, it was perhaps
ghe single greatest accomplishment of English composers and
rformers. lusic of the lower socio-sconomic group took
the form of catches or of ballads., Essentlally a folk-
form, the ballad showed surprising longevity. English music
the Elizabethan period underwent a seriass of transitional
steps from the polyphony inherited from Dunstable, through
withdrawal from continental influsnces, to a style which
showed lItalian influence in external form but which was
@ssentially national in melodiec and harmenic texture, One
§8es, also, the development of instrumental ensemble in
conserts and broken consorts. From the death of Dunstable
ough the rise and decline of the madrigal, ome tendency
}inlinatad all Eanglish musiec, This tendency was the simpli-
fiecation of harmenic ztructure so that the melody became of

primary importance.
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The following chapter will contain a astudy of two
ps which helped to determine the course of English masie,
icularly as it was included in dramatic performance.
8@ groups are the children of the Chapel Roy2l =2nd the
ys of 3t. Paul's Cathedral.



CHAPTER II
THE MUSICIAN AS CHOIRBOY-ACTOR

Harke how the minatrels gin to shrill aloud
Their merry musick that resounds from far,
The pipe,; the tabor, and the trembling croud,
That -oli agree withouten breach or jar,

Spenser

Occasionally it happens that scholars pursue an
investigation with courage and persistence, and yet are
unaware of material which would be of much value te them,
The relationship of music and drama in the Elizabethan-
Jacobean period has been largely neglected. In their anxiety
to study the drama per se, scholars have tended to overlook
an important aspect of the matrix from which it arcse--the
musical activities of the court and the cathedrals. GEvidence
from these sources clarifies certain dramatic coaventions
which otherwise might seem but eccentricities of a particsular
theatrical group. Evidence from musicological sources may
also serve to clarify some of the historical problems
connected with the drama, SIntertainments of the Tudore
Stewart era, as 1s well known, were often elaborate functions;
their success depended upon authors and ponor-nra who were
versatile and ingenious. Thus, a number of men who were
important to the development of Elizabethan drama were
equally important as musicians, Im 1926, Hillebrand made
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following statement:

o 23 5318l oi0 ofiopies Sthe N,

1554 to 1598, HNomne of the names is familiar

unfortunately, but I submit the lists ¢ the less,

for shey may ‘o of possible future use.
Hillebrand's conscientious preaentation, this chapter
evolved, It sesms strange that so erudite and thorough
lar as he should have failed to recognise the name of
particular choirboy--Thomas Morley, madrigalist and
1.&.2 One assumes that the inconspicucus placement of
rley's name, mideway in the list of 1574, may have led to
oversight, Thus, Hillebrand's comment was a challenge
sible to ignore, The oversight itself pointed to the
for a collection of evidence concerning musical
activities of the men and children who were so largely
responsible for the growth of drams during the English
Renaissance.

An examination of Llisabethan musico-dramatic relation~
ships involves two major groups--the Chapal Royal and the
Cathedral of S5t. Paul's, Bach contributed generously teo
the development of a type of drama which has never been
surpassed, Although this drama was derived-froam many

sources, chief among its comtributors were the companies

4. N. Hillebrand, The Child Actors, p. 110.
21b4d., p. 111,
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d-actors, Uramatic activities of these children have
discussed by Hillebrand, of course, and by C, ¥,

.’ Teo often, though, it is forgottem that these

e children bogan as musiciasns, mot as actors. vhat was

of the children was also true of the men who trained

Dramatists like Cornish and Udall were musiciens as
1. Thus, & study of musical activities of the men who
e and the childrea who performed in dramatic entertainments
the mid-fifteenth century iato the first quarter of the
eonth century reveals much which hitkerto has been
looked in the Hlizabethan theater. A comprshensive and
Systematic study of the UChapel Royal, particularly im its
relationship to the reat of the royal houssheld, has yet to
be donme. Actually, Shere is no single account of the
Gentlemen and Mzosters of the Chapel which lists their names
and duties. One especially regrets the lack of an inclusive
1isting of the children who were tralnsad under the aegis of
~ these man,

The establishment of the Chapel Royal dates to the

twelfth coatury.‘ By 1478, the government of this institution
gonsisted of the Dean, Chaplains, Clerks, and Yeomen or

3¢, W, ¥allace, P
- ace, Children of the Chapel at Blackfriars,

43ir 5. X. Chambers, The Elisabethan Stags, 1I, p. 24.
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ers. The sducation of the children wan the particular

idility of two officers, the Masser of Zong and the
jtar of Grammar, For the history of drama, the major
ial was the Master of Grammar, or, as ha came to be
pvm, the Master of the Childran,® i3 set forth in the
dber Niger, this wan had meed of a sound sducation in

try. In addition, he was not only required te instrust
children, but to supervise the education of men and boys
f the ecourt who evineced a desiras to learn.? In actual
tice, the master was a msusician, rather than a gramssarian,
a8 it will become evident in the ensuing biographical studies.
™  ghildren themselves wers recruited by inproouacnt.‘
$ The identity of the firat officlal Haster of the
Childrsn has deen the subjsct of some confu'ion. Fortunately,
‘musicological evidence may help to throw some light upon
the problem. John Flummar ia said te hava served as master
from 1lib4 to 165’.9 Chambers suggesta that Plummar 1s the
same person as one John Pyamour, who, in 1420, was commissioned

‘Log. sit.

6‘1110bra:d. on. git., p. 41,
Tige. git.

‘Mo s P 42,

Ychanbers, ?.;mmmmummuasm
Hiddle Ages, p. 100,
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press children for the royal service,1? Pyameur,
vor, has several motets extant (Modena, Bibl., Estense,
e I, u.).“ Alvernately, Reese suggests that Flusmer
id & composor called Polumier asre identical. Polumier's
15 represented in the same ¥3 as Pymur'a.m or
twe theories,; that of Flummer<Folumier gseens the more
y on grounds of siuilarity of name and dissimilarity
f musical style. Vhatever the case, one may safely assume
the first officlial master was well educated in wmuale,
s one should remamber, was roughly couteaporary to
ha Bunsteble., Reess indicates that, at the amld-fifteenth
ptury, Zngland was a lsading musical natien because of
yable's abilitles as a composer and his influence on
[ ers of otaer countrles.)’ uhile listls information
48 avallable concerning early drasatic activities of the
pel Royal, it 13 quite prodbable that their muslcal
ivities brought %o religious services a remarkable
dard of sxcallencs,
, Of Plumser's guccessor, Henry Abyngdon {Abingdon),
Busical gources offer but iittle information which 13 new,

B

108111ebrand, gp. gite, p. 4l.

gustave Reese, Huslc in the Renaissance, p. 767.
12106, ctt.

13M§. Pe 763.
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was born c. 1418 and died in 1497.2* In 1463, he
ved the degres of Bachelor of Music, the first te be
by Cambridge.l’ He served in the chapel of Humphrey,
of Gloucester (¢c. 1445) and was appointed succentor of
Cathedral on November 24, 1447.1® He 1s associated
the mastership of the Chapel Royal in 1455, a position
ch he held until 1478.17 Hillebrand dismisses Abyngdon
claiming that no interest of a drematic kind is attached
the man.)® A5 & musician, however, Abyngdon met with a
kinder fate, he was celebrated inm his own lifetime as a
ginger and organist. In the performance of his duties as
mugician, he became acquainted with Sir Thomas More. Indeed,
Nore, who was then about twenty years old, composed an
epitaph at Abyngdon's death, eulogising him as "optimus
orgaquenista,™l?

With Gilbert Banaster (Banastre, Banister), one begins
to observe the history of the musician-author as Master of

-

lb1vid,, p. 767.

1v14., p. 850.

1 "
- mpgﬁgmnummm. od. by

1730080, ep. gite, p. 767,
1"‘11.“‘. no m.. Ne Lk,
1930080, gp. cit., p. 850.
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e Chapel Royal. Appointed to office in 1478, Banaster
probably until 1484 ,20 Upon occasion, criticism of
literary efforta has been less than kind, Hillebrand
that he ", . + was indeod aomething of a literary
having writteon the exceedingly dull Miracls of St.
19, 21 However, Banaster is credited with an unusual
carol. Dealing with the crucifixion, it has the
ect oceurring in a dream and contains speeches by Mary
John.®? wnile this carol is slight evidence, it does
to &n early amalgamation of interests in music and
4. Banaster also has a number of motets extant (Bton
e. 1600; Cambridge M3 Pepys 1236,)%

Very little is known of the next two Chapel masters,
ielyonsk and Lawrence aqtior.z‘ In a document of 1484,
ek 45 described as a Gentleman of the Chapel with

", + o expert habilitie and conayng in ye science of musique.”

document ompowers him to iwmpress childrea for Chapel
oo.z’ Squier, a canon of 8t., MHary's, Warwick, succeeded
ter in 1606.26

*Ochambers, English Literature, p. 100,
2l4411ebrand, op. gite, po 43.
22chambers, gp. git., p. 107.

2’!00.0, ep. eite, pe V73, 2“Hillebrand, op. cit., p. 44.
®SLoe. cit. *Loc. sit.
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During the tenurs of the early masters of the Chapel,
say oaly comnjecture about the probability of the
dren's participation in events of a dramatic nature,.
the appointment of William Newark, who was master from
: to 1509, the history of musico-dramatic sntertainments
)f the Chapel Royal officially begins.’ The genaral outline
if Newark's career at court is presented in considerable
in the works of Hillebrand and Wallace. One may,
ore, conveniently summarise the well-known facts,.
had been a Uentleman of the Chapel as early as 1480
s in that year, was granted a corrody of Thetford Priory.
1485, he received a life amnuity from Richard III, Two
later, in 1487, he was granted the corrody which
er had rutnod.“ It is with Newark that one first
finds records of the employment of children in secular
\entertainment of the court. Four children, presusably from
the Chapel, took part in the first of the 1501 pageants in
honor of the wedding of Prince Arthur and Kstherins of
Aragon; eight seem to have appeared im the concluding
pageant of the series.?” (These entertaisments will be
discussed more fully in relution to their pdaition in the

2750030, ep. git., pps 767-8,
28g411ebrand, 9p. git., pe bh.

”m.o Ps 45,
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lopment of the masque.) The Oentlemen of the Chapel were
ves pressed into dramatic service, for from 1506
1512, they aeppeared in one or two plays a yoar.’O
or not the children appeared in these performancas
not known., Newark, furthermore, in his position as
er, was responsible for some of the Christmas festivities
the royal establishment, Chambers quotes froa a most
eresting description:

Item, the chappell to stand on the one side of
the hall, and when the steward cometh in at the hall
doore with the wassell, he must crie three ¢
Wassell wassell -tlooli; a’! then the chappell to
answere with a good songe.

Although no record is extaat of the particular song on this

occasion, one may assume that it was either a part-song or

8 carol. Reese oxplains that during the period froms
Abyngdon to Newark, the part-song was characterized by long
melismatic cadences and the absence of imitation. He adds,
further, that this type of music was characteristic of the
early Ronaissance.’? the importance of the "good songe”
should not be underestimated, By an analysis of musical
styla, one may discover a useful cross-raference to dramatie
style. Reesa's classification of part-songd of this era as

3O¢haabars, The Elissbethan Stage, II, p. 26.

lice. sit.
,’lm" e mog PP 7619,
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arly Renaissance, as will be demonstrated in connaction with
masque, helps to illuminate the nature of gourt enter-

s and may help im solving the always delicate

ion of continental influence versus native stylistic
pasnts.

Toward the end of Newark's tenure and the beginning
that of Cornish, one begins to discover inforaation
eonceraing individual children of the Chapel. For example,
the following are listed as having received livery at the
funeral of Heary VII: William Colman, ¥William Maxe, William
Alderseon, Henry Neryell, Joha Williams, Johm Oraunger,
Arthur Lovekyn, Henry indrewe, Nicholas Ivy, Edwarde Cooks,

: As set forth in the Liber Higer,
Chapel children were to be trained for positions ut eolrz."
Provision for their further educttion was made in the form
of scholarships so Cambridge or Oxford. There was often a
gap, however, between the childrean's dismlssal from Chapel
service and the start of their univeraity study. Durlag

this interim, the childrsa were allocatad, as it wers, to
the care of various persons. For example, from the sbove
list, one finds that Robert Falrfax supervissd ¥illlam
Alderson and Arthur Lovekyn from 1510 until 1513, recsiving

”cn-bon. 2p. git., p. 27.
"luhhrlld. 2. m.. pe L2,
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o monies for their food and instruction.’> Pairfax
f was an excellant musicisn sand, 4n 1496, a Gentleman
the Chapel Royal.’® Other children cared for in this
were Robert Philip (1514), William Saundsrs (1517],
Pery (1529-30), and ¥William Pery (1530).37
The appointament of William Cornish (Cormyshj, Master
the Children from 1509 until 1523, brought wo the position
a drasatist of some stature., OCornish had the benefit of
‘ ous similar experience, haviag served as Haster of the
Singing-Boys at Westminster Abbey from 1480 uatil 1&91.”
His literary efforts have been discussed quite fully by
Hillebrand and Wallace., aimong Cornish's productions are
The Garden of Esperamce (1517),°7 in which twe of the
Chapel children performed; a pageant for Cardinal Wolsey
(1522),%° which apparently involved eight children; and the

comedy, Troilus and Pandor (1515).*' The exvant musical
compositions of Cornish (Fayrfax Collection, B, M, Add.

35chambers, gp. gite, II, pe 27.
3%3e0se, GRe Site, Ps T7hs
37chanbers, op. gite, P. 27.
”Grovu. op. eit., II, p. 452,
”lulohrnnd. Ops git., pre 52-3.
“O1vid., p. 56.

blivid., pe She
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5465) are few, but of much interast. Of thrae songs
uded, the sccond is supposedly 2 satire on ". . ., the
. Flexzings who came to England with Anne of Clevea,
. . . wh2 ¥hatever the political siganificance, this song
‘43 a rare exasple of esarly Renaissance secular music, In
sddivion, Cornish has left six sacred cospositions.*? or
partieular interesst to students of drama is his "Hey Robyn,
Joly Robyn" (Add. M3 31922).*% Reese thinks part of this
song 15 quoted in Shakespeare's Twolfth Nighe (1v,11).%%
The words are by Sir Thomas Wyatt, and the text is seot wish
different stanza-mslodies between 2 refrain meleody. Reeses
contenda that Shakespears wished the clown to sing one of
- Cornish's unu-amlodlu.“ Juite naturally, so gifted
A Mastar of the Children was employed in many diffarent
types of activities at court. Hillebrand and ¥allace stross
his abilities as a dramatist; Haeese and Oroves discuss his
masical accomplishments. A4 shird viow of Cormish s pra-
sented by Reed: ", , . his place in hiastory lies in , . .

b2groves, op. eit., pp. 452-3,

"M-. Pe 453,
© Mpeese, ep. eit., p. 769.
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extravagant medley of musie, pageantry, and dance, the
-squ.” Among his contributicns to the court was

@ planning of ceremonies for the Fleld of the Cloth of
48

He not only devised the pageants of 1511, but he
acted two parts in the performances, Of cemsiderzble
ficance is the fauct that Chapel childrem slse took part
these .ﬂt.ﬂliﬂ.ﬂtlo"

The brilliance of Cornish's career tends to over-
that of his successor, ¥illiam Crane, who, in 1509,

of consideradbly more importance to scholars, however, is
the fact that Crane wrote the musie for Henry Medwall's
sorality play, The Finding of Truth.’) So far as one sen
determine, this 4s the first recorded instancs in which the
Rames of the author, play, and composer have besn preserved.
Rodwall's play was produced on January 6, 1541, after a

mage

47
._“maar:;.?-:.dm. Boginnings of English Jegulsr and

b8aroves, 9p. git., I, p. 452.
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» maske™?  Llthough Crame 412 act assume the master-
p officially until 1526, it is belleved that he fulfilled
‘duties of that office from the sime of Jornish's death,
1523, unt1l 1516,
A little over a cantury alter the appointuent of the
known Master of the Children, Rlchard Bowar was
inted te the royal sarvice, A brief review of musical
s during those 102 yoears is revealing., After Dunstable,
ish musie suffered a periocd of decline approximately
1460 to 1480, During this perilod, for sxample, Reese
8 out that the Tront Codices of ¢, 1420-1440 contain
numbar of ®aglish compositicns; fewer works by Saglish
gomposars appesr in the manuascripta of the middles decades
of the century; and no English compositions 1t all exiat ia
‘the manuseripts of the perfod e, 1460-1.20.%% It should be
reomenbarad, though, that muaic of the second half of the
fifteenth century in England was characterized by the
devalopment of a gonaervative style indepandent of influences
from tha qonunm.” The growth of instrumental music ie
particularly interesting during this pericd., MNedwall's

*?L00. sit.
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and Lucrece (1497), cited earlier, calls for a base
The bassa danza, as it was
ed in contemporary manuscripts, consisted on one staff
th uniform hrcvon.” Such notation givea little indication
' the manner in which the dance was actually performed.
believes that an ensemble of three instruments, probably
shawms and a sackbut, played for the daaoors.’. The

but played the music as it has come down to us; the two

improvised:” , . . two higher parallela--in English

iscant or otherwise--or else two counterpoints alla mente,

t is, without written-out parts.”>’ Despite the excellence

of religious music in England during these years, including

two polyphonic settings of Pasaions, the chief trend was

the emergence of secular music based on dance tbr-n.6°
Crane's succeasor, Richard Bower (Bowyer) apparently

fssumed responsibilities of the mastership in 1545, a year

bafore Crane's death. Despite the facts that Bower was

highly regarded by Mary and that he served as master through

e

" 56pive Pro-Shakespesrean Comedies, ed. by F. 3. Boas,
Pe N
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successive reigns, extremely little information is

ble concerning his own uuuuu.“ Bower's daughter
(Agnes) married Richard Parrant.®? During Bower's

in office, two dramatists of some reputation were
iated with the Chapel; these ware John Heywood and

las Udall, From 1519 until 1521, Heywood was employed
a singer; however, from 1529 until 1549, he appears in
records as a urgmun."’ In 1538, he directad the
ldren of Paul's in an enterlude before Princess Mary and,
the following year, received payment from Wolsey for a

e of Arthur's m.“ Unfortunately, only one of
d's songs is extant. Among his plays are Love, The

Be P., and ¥it and ¥isdom, It seems probable that
Paul's boys, rather than the Chapel children, presented

these dramas.®’ Nicholas Udall, suthor of Ralph Hoister
Boister, is known to have had some association with Bower
and the court.%® Ralph Roister Dolster was probably written
around 155)-67 Boas thinks that the boys in the Bishop's

—

“unomu, gp. git., p. 59.
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st Southwark may have presented 18,5% WMatever the
ils of its performance, the stage directions make the
of sufficient intsrest so that a brief exaaination 1is
ed. Udall (I.411) requests songs on four occasions,5?
from the context of the play, one concludea that
verses of a particular song, rathar than four separate
» would best have servad the author's regquirementa,
song is called for in the following scene (I.iv)
and, here, the words are given.”® The 1ines immedlately
proceding the song seem to indicate some use of instrusental
!t "Pipe up a merry note. Let me hear it played, I
will foot it, for a groat."’: is the term "pipe” is mentioned,
one might conjecture that the song was accompanied by a
shawm or a recorder, both instruments being popular during
this period and both included in the court collecticn of
instruments listed in 1547.7%

Following Bower, Richard ddvardes served as Kaster
~ of the Children from 1551 until 1556, Rdwardes was gifted
in both musical and dramatic ability. His Damon amd Pithias

®“five Pro-shakespesresn Gomedies, p. xitt.
“1bid., pp. 129-30,

"rv1d., p. 139.
Mioe. git.
"1nera, pe 15.
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y have been produced at court in 19“-5.” This work
ned some of HEdwardes' own music, including "Leth am I
o depart,” accompanied on regals.’® gdwardes is kmown, of
¢, o5 the editor of i Paradise of Dainty Devicss,
ished posthumously inm 1!76.7’ His "In goinge to my
bedde"” (e, 1550-1560) suggests lItalian influence
_ to the development of the English udrlpl.“ He also
ontributed to the ¥ulliner Book (Brit. Hus. Add. NS 30513),
led from e, 1545 to o, 1585.77

In 1567, ¥illlam Hunnls was appointed Naster of the
pel, & post which he held until his death im 1597.7¢
With the advent of Huanis, the history of the Chapsel children
becomes quite involved, As far as this study is concerned,
however, any re-tslling of the sudterfuges and litigations
by which the Chapel children became the Childrea of tha
Quean's Revels would be irrelevant. Between 1570 and 1572,
the children appeared at court im three plays, none of which
are axtant., MNarcissus (1572) is known to have included

Dgnasbers, op. gite, 11, ps b
Thgroves, gp. git., II, p. 887,
75p111ebrand, gp. 8it., pe 75.
Reese, op. £it., p. 816,
"71b4d., p. 851,

T u1120brand, op. it., p. 85.
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¢ effects (lightning) and off-stage sound effects

ers and houada).79 The children continued to take part

i other court entertainments, including a masque in 1576-1.‘0
anis' abilities as an impresario, however, seem to have
itweighed his talents as a composer., A few compositions,

)f little merit, are in the possession of the Music School,
,;-erd.sl

| Although Hunnis ostensibly retained the mastership,

n 1576 Richard Farrant was called "m" of the Children of

the Ghnppcll."z It was Farrant, one recalls, who married

8, daughter of Richard Bewar." He had been a Gentleman
of the Chapel in 1553 and had become Master of the Children
of Windsor in 1564. From 1576, he seems to have been employed
h&lnltanoen‘ly by both chapola.‘k Later, the children of
both groups are believed to have joined forces for a play
called Mutius 3caevols, given at court on January 6, 1577.%%
Parrant also seews to have been responsible for plays in

"Iosd., p. 87.
801p14., pp. 88-9.
‘10rovos, op. git., IV, p. 413.
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1577, 1578, and for Loyalty and Besauty and Alucius in 1579.86

With so much of his time devoted to theatrical productions,

one is surprised that Farrant was also a composer. A

"Morning, Communion, and Evening Service,”™ in A minor, and

two short anthems are extant. According to Reese, these

anthems ". . . help to give Farrant a place in the musical

history of the period out of proportion to hisz small output."87

Farrant apparently composed some tragic songs, also, for use

in plays.88
After Farrant's death in 1580, Humnis again assumed

duties of the mastershir of the children, this time with John

Newman as partner.sg During the next two years, the children

appeared at court on four occasions; Chambers suggests that

Peele's Arraipgnment of Paris and a play called A Game of
90

Cards were among these. Peele's drama will be considered
in some detail in a later section of this study. The coming
of Newman and, in 1583, of Henry Evans, a London scrivener,

marked a new departure in the Chapel history, because neither

86;9;g., ppe. 35-6.

8739989, op. cit., p. 802,
88;212-. p. 817.

®90hanbers, op. cit., II, p. 37.
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a was a susician,”? Daspite this fact, Peele's drama
a great deal of music, both ia the matter of textual
srancaes aad in stage directiona. At least from muasical
I' ce, one might conjecture that Newman and Ivans ware
rily concarned with fismancial aspects of the organisation
that Hunnis sontinued to fulfill traditional responsi-
tiss of the mastership.

In 1597, Eathanisl Oiles (Gyles) was appeinted as
or of the Children, succeading to the position upon the
of hah.” Despite ¥allaca's statament to the
rary,?? it is generally belloved that Giles wes the som
Thomas Clles, Kaster of the Childrem of nnl'a.“
mu Giles was organist at Yoresater Cathedral from
ull until 1585, and in the latter ysar he received the
Pachelor of Musi: degree from oxford,”’ Alsc in 1585, he
was appointed as clerk, orgenist, and master of the choristers
at 3t., George's Chapel, Windsor, The document of his
nomination is particularly interssting for the information
that it provides om dramatic customs of the day:

Ny, gie.
9'&-- P 23,
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The stipend te be paid menthly by the treasursr,
over and besides all other gifts, rewards, or
benevolencae that may be given to the ehariaggrn for
singing of ballads, plays, or the like. . »
iles was appointed Clerk of the Chapel Royel in 1596 and
, in the following year; he continued in the latter
ysition until the year of his death, 1633.%7 Although he
ned the title of Master, the organization itself had
to exist as a dramatic company. The Children of the
1 Royal had come full eircle.
The history of the boys of Paul's is no less intricate
n that of the Chapel Koyal, but it offers more room for
covery. OUriginally, the Cathedral of 3t. Paul's had
divisions for the education of children, The grammar
jchool was established by the twelfth century. In 1512, the
school building was rebuilt and the school itaelf reorganised
on principles est: blished by Dean Golet.”® The choir school
was supervised by the precentor, whoe appointed the master
of the choriutora.99 At the end of the twelfth century,

the almonry, or hospital, was begun for the education of

| e
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of these songa i3 precaeded by the direction, "Here

in four with viols and sing. . #1106

The name of Thomas Mulliner 1s included tentatively

8 Chamber's listing of the masters of Paults, 207 ¥hatsver
official status of its editor, the Mullinmer Book (Brit,

o+ Add. MS 30513), compiled fro= c. 1545 to e, 1585, is

,jiatly ra-oul.lo‘ It contains pleces for organ, for cittern,

and for gittern; its range of compositions includes dances,

' sscular songs and anthems, psalm tunes, and chant melodiea;

gomposers represented in it are Tallis, Flitheman, Shepherd,

- Alwood, Edwards, Johnson, Tavemer, Tye, and Willlem ﬂuady.lo’

- The majority of these composers was connected wit! she
Chapel Royal rether than with Paul's,. While such evidence
is in no way conclusive, it does seem to lessen the prob-
abllity of Mulliner's association with the Song School of
Paul's,

In 1554, the records of a suit in the Court of
Exchequer contained the first list of names of vicars choral
and choirboys, which Hillebrand reproduces. With this list
begins the unfolding of a series of relationships and

106106, sit.
lmm. op. Iﬂn Pe 9.
108, 4ese, op. git., p. 851.

10906, git.
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ddentifications of significance to musical and literary
scholarship of the Eliszabethan era. As thess relationships
are complex, they will be presented, insofar as possible, in
chronclogical order. The listing of 1554 iacludes the names
of the following vicars choral: JSesbastisa ¥sstcots, Philip
Apryce, Robert Seye, Thomas Martyn, John More, and Robart
hlo.uo VWestcote (Weatcott), of course, is known to have
been a master of the Song School, and will be discussed in
that capacity. Of the other names, that of Apryce is of
some importance, He secems to be the same man as one Philip
Ap Rhys, ¥elsh composer of ". ., « the sole surviving
reasonably complete orgsn-Mass ia England. . " 1} phe 1554
listing alao contains the names of & number of choirboys:
John and Simon Burde, Richard Hewse, George More, John
Alkok, Gilbert Maxsey, Roger Stakhouse, Richard Prynce,

John FParmer, and Rebert Chofe., Richard Hewse (Huse) is
mentioned in Westeote's will.}?? Jomnn Farmer, alone of
this group, achieved considerable reputation as a musician,
For many years, Farmer was known only as a sixteenth~
century composer who was living in London in 1599 when his

11044110brand, ops git., p. 110.

111lp 056
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gal collecticon was published. Oroves remarks thag
evidence comnects Farmer with Christ Church, Dublin,
where he seems to have served as organist and Master of the
Ohildren, being sppeinted in 1595.117 Parmerts madrigal
gollection was printed by ¥William Barley (Bartley), an
sssociate of FNorley, and is dedicatad teo ths Zarl of mm.”“'
As Farmer was a choirboy in 1554, probably between nine and
‘aun«a years of age at that time, one may suggest that he
was born between 1541 and 1545,11%

In 1574, Bishop Bdwin Sandes included the following
names of vicars choral inm his Visitation Book: Thomas
Sterrie, Thomas Woodsone, Giles (igidius) Hawkes, Henry
¥udde, John Ramsay, and John Nurn;né It seems probable

|
~ that Yoodsone is the same as one Thomas Woodson, composer,

and Gentleman of the Chapel Hoyal im 1581, a position which
he held until at least 1603, when he was granted livery at
the death of Hlizabeth, VWoodsone wrote an organ composition

entitled Forty ¥ayes of 2 parts in one on the "Miserere”.ll7?

M36roves, op. git., 1II, p. 30.
Mbroe. sit.

115%a11ace, op. egit., p. 76.
1164411 0brand, gp. git., p. 111.
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At least for the present, there seems to be no information
available on the other vicars choral of this list. The
bishop also listed the following names of the choirboys upon
the occasion of his visit: George Bowring, Thomas Morley,
Peter Phillip, Henry Nation, Robert KEmight, Thomas Brande,
Edward Pattais (?), Robert Baker, and Thomas Johnsom, 18 o
information seems to be available on Baker, Brande, Johnson,
Bation, or Pattmie, unless the "L 1Nasion® in West-
cote's will refers to Hemry Nation.''? Bowring (ecalled
Oregory Bowringe) is also menticned in Westcote's will,l20
The other names are of much intersst.

Thomas Horley, of course, is considered to be one of
the greatest Elizabethan composers, He was borm im 1557
and died e. 1604.3%) Other than the inclusion of his name
in the 1574 list, the next recorded date is that of his
receiving the degree of Bachelor of Music from Oxford in
1582.2%2  other details of Morley's history are well known,
but his significance to the later history of Paul's 1is so

11‘.‘11."‘.‘. op. mo. Pe 111.
119%0. Ps 329,

120100, git,
121
Sir Leslie 3tephens and Sir 3idney Lee, Dictionary
of Mational Biography, i11I, p. 98l. '
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t as to warrant an examination of some of the major svents

his 1life. In the same ysar that he received his degres,
ey is believed to have become organist of St. Giles',
’alegntc.la’ Approximately three yeara later, he became
st at St. Paul's, whers he remained until 1592,12%
While at St. Paul's, NMorley allegedly became invelved in
religious plots.l25 1In 1592, he loft Paul's te become o
fentleman of the Chapel Royal, and from 1596 auntil 1601, he
1ived at 35t. Helen's, Bishopgate, in the same parish eos
Shakespears. Horley's fame rests primarily upon two
accomplishments: his madrigzals, and his treatise on theory,
A Plaine gnd Sasie Introduction o Practigcall Husicke (1597),
which presents a vivid picture of musical 1life in Zlisabsthan
England, beaidea giving a clear and comprechensive treatment
of musical theory of the sllo.lzé Norley's description of
dance forms is also of conaiderable value to the study of
the musical clements of the masjue. Hias madrigals, of
course, are sufficlent Jjustification for his fame. One facet
of borley's career which has often been overlooked, however,
is his connection with printing.

u’ﬂl‘ﬂ“l, 20, m.. '. Pe ”5.

12b10c. ott.
12100, stt.
12&..“' 20 m-. P 53z,



9

Beginning in 15798 and extending for the next twentye-
one ysars, Morley w=2s granted a licomse for the printing of
msiec dooks and manuseript paper. As his “"ussignes," William
Barley {(Bartley), Thomas Bste (Bast), Peter Short, John
¥indet, and othera did a considorabdle amount of printing of
musionl works. 27 Thomes Esto was editor of Zast's Fsalter
(1592)1” and printed several collections of ndripls.lz?
Jdohn ¥Windet, one recalls, printed Maraton's Sophonisba
~ (although after Morley's death), which contains numerous
musical atage unnuu."” Morley's own duties as editor

included the publicaticn of Canmonets or Little Short Songs
%o Fours Vovoes (1597); Madrigalls go Five Voyces (1598);
The Fires Beoke of Consert Lessoms (1598);'>% snd The Triumphes
o€ Oriens (1601),132

Of Peter Phillip (Philips), choirbey along with ¥orley,
Groves states:

1275t ephens and Lee, op. eit., 111, p. 961,
12"”.‘. on. mu. Do 806,
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He was born somewhere in England between 1560 and
1570, but lived in the Netherlands at the end of the
e h :ud beginning ortshz IZ:: cantur:o:. io. He ;:y
ve been brought n Len as a choir- at St.

Paul's Cathedrel.lds d

Philip's role as a composer has been discussed in the first

chapter of this 11067.13‘ The fact that his name appears in
the listing of 1574, at least, helps to narrow the possible

'intoo suggested for Philip's birth., If one assumes that the

usual age for entry te the cholir school was nine years, it
seens unlikely that Philips was born later than 1564,
| Only one extant work, a five-part motet, "Propterea

masstum,” has been definitely aseribed to Robert Enight.}35
A mass and three other motets may be either by Robert or by
Thomas Knight (who flourished between 1535 and 1545). 3ince
Robert Enight is described as an "English 16th century
composer,” and one about whom it ia said that "Nothing is
known of his 1ife. « «," 338 44 45 with both gratification
and humility that ons adds that: he was also a choirbey at
3t. Paul's in 157%.

Yestcote's will, dated April 3, 1582, mentions seven

persons as "sometymes children of the saide Almenry

la’nrovo-, op. git., VI, p. 712,
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Pln. % 137 These are Broasham, HRichard lhu,u. Hobert
Knight, Kichclas Carleten, {Thomas?) ll)'l!..l‘”

luhn.m and Gregory mu.-.m Of the names

not already discussed, only Nicholas Carleton seems to have
sstablished & reputation for himself. His best known works
are arrengements for organ or virginal of his own vocal
gompositions and & duet for four hands, also for organ or
umm.‘“ The dates of Carleton's birth and death are not
known,

Hillebrand takes his next list (that of 1594) from the
Register of Archbishop Whitgift.43 The vicars choral
~ include John Ramsay (alse listed in 1574), John Sharpe,
Thomas Harrolde, Thomas Oyles (Giles), Michael Amner,
Nicholas Younge, and Robert Brown (the Episteler). The
choirboys are Sdward Puckeredge, William Thayer, Joha Taylor,
Gersaine (Germanus) Wilson, Richard Badlowe, Thomas Weste,

137u111ebrand, op. git., p. 329.

1381ntra, p. 55

139this might perhaps be the Thomas Baylye whom Chambers
(IXI, ppe 301-2) lists as an actor at Shrews : -4 in 1501,

140zatra, p. 57
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earliest specimens such a compoaition for a keyboard
instrument.
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62

Jennyages, Humphrey Weste, sand William Maycocke. Of

boys, it is possible that John Taylor i3 the sams as

John Tailer listed by Chambers as & mesmber of the

fdniral's men in 1601-2.2%% mone seess to have become a

musician. The vicars choral, however, proved to be a more

‘puccessful group, MNicholas Younge (Yonge) was the editor of

Busice Transalpinas,'t?

Bishop Pancroft, in 1598, reported yet another list
of names. The vicars choral had added only one new member,
Robert Cunsley, end had lost none from the listing of 1594,
The choirboys included John Taylor (mentioned im 1594),

- William Thaire (Thayer of 15947), Richerd Brackenbury, John
Horwood, Robert Coles, John Thomkins, Samuel Marcupp, Thomas
Rainescrofte, Russell Gyrdler, Oarolus Pytcher, and Charles
Pendry, 4% Hillebrand motes that Coles and Norwood acted in
Marston's Antonio and Mellida (15997).147 1o John Thomkins
and Thomas Rainescroft belong histories which are so involved

as to merit special attention,
In all likelihodd, Joha Thomkins was a member of the
Tomkins family, which is said to have produced more musicians

Mebonasbers, op. gite, II, p. Jaul,
“’m. Pe 5.

146y1110brand, 9p. git., p. 11l.
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any other family in England. At least one faally mexber
John lived from 1586 to 1638, becoming organist at
's College, Cambridge, in 1606, and receiving the degree
Bachelor of Musie in 1608,2%% The 1598 choirboy liating,
s %eoms to fit in well with these dates. About 1619,

ins became organist at Paul's, and, in 1626, became a

of the Chapel Royal.’®? He asststed, also, in the
tion of Ravenseroft's Paalver (1621),150

A Of Thomas Ravenscroft, Groves remarks: "He was a
choristor at St., Paul's Cathedral in London under Bdward
Pearca, and from 1612 to 1622 he was music master at Christ's
hnlul.'l”' While Ravenscroft 1o not mentioned in the

1607 1456252 (which includes the name of Pearce or Peers),

# Thomas Rainescroft does appear in the list of 1598,
Ravenscroft's age has besen 2 matter of speculation for
scholars. In 1614, one of the prafaces to his Brief Discourge
gave his age as tm&y—tn.l” According to this statement,
then, he would have been fifteen when he received the Bachelor

-
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u’m.. Pp. 937-8.

1”}3_&!‘0 p. 938,

151groves, op. git., VII, p. 63.
15251110brand, gp. git., p. 112,
I”MV!I, op. git., VII, p. 63.
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of Music degree at Cambridge in 1607.155 However, if one
assumes that he entered the choirschool at the normal age
of nine, rather than six, Ravenscroft's birthdate could be
set back to 1589. Thus, he would have besn eighteen at the
time of his graduation from Cambridge--still quite a
respectable accomplishment. Ravenscroft's Pammelia,

Deuteromelia, and Melismata have already been discussed to

gsome extent. The success of these books, however, during

the beginning of the decline of the madrigal, is of interest.
Reese questions the appeal of the catch books and suggests
that the ex-chorister may have attempted to reach a new
public.l55 That form of music which gradually won the public
from the madrigal was the air, rather than a folk-type music.
The air was generally of a2 simpler nature than the madrigal.
In this connection, then, it is also interesting to note the
widespread popularity of the psalter, containing religious
music of a simpler nature than the earlier polyphonic
compositions. One of the best known psalters was that of
Ravenscroft, published in 1621, with a second edition in
1633.156 Of the more than twenty-one composers whose works

were included, three ex-choristers of Paul's are to be found:

1okLoc. eis.

155Reese, op. cit., p. 835.

156
Loc, ‘cit.
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John Tomkins, Thomas Morley, and John Farmer (to say mothing

157

of Ravenscroft himself). Two other names are of some

interest~--John Milton (father of the poet) and William
Harrison, an actor.158
Bishop Travis originally was responsible for the
examination of the last list (1607) of Paul's personnel,
Vicars choral included John Sharpe (1594, 1598), Nicholas
Young (1594, 1592), Thomas Harrolde (1598), Peter Hopkins,
Bdward Peers (replacing Thomas Giles as master), and George
Browne. The children inecluded Henry Burnett, Richard Kenede,
John Mansell, Thomas Peers, Richard Patrick, Nicholas Cross,
Thomas Waters, John Dawson, Thomas Codbolt, and Lightfoot
Codbolt.259 0f the vicars choral, only Nicholas Young {who
had, by then, been with the Cathedral for at least thirteen
years), was noted as a musician. There is apparently no
information about the musical ability of Peers (Pierce,
Pearce). Again, one finds that none of the children on this
list seems to have engaged in a further career as musiecian,
noer did any of them apparently succeed as an actor. As a

company of actor-musicians, Paul's had ceased to be.

157100, cit.

15schambers, op. ecit., II, p. 320. Harrison seems to
have been with Worcester's company in 1583,

15%4111ebrand, op. cit., p. 112.
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Three major perscas reszain Lo bs discussed in connsction
with susic and drasa [for the children of Paul's: Sebastian
Westcots, John Heywood, and Thomas Oyles, In considaring
Busical contributions to the drama, ome is almost reluctant
to admit that Weatcote, the most noted of all masters of
Faul's, has apparently left no sxtant compositions, mor evea
the reputation of deing an outstanding perforsmsr. In fact,
the only direct informetion concerning Yestcote as a musician
is contained in his will:
Item I geve and bequeathe to the vae of the
Almenrye howse of the said Cathedrall Church of it
Pawle where I nowe dwell to be and r ne vnte the
same Almenrye howse to the vse of the there
for the tyme beinge forever towardes the furnishinge
of the same howse, my cheste of vyalyns and vialles
to ex se and learne the children and Choristers
there.
Westcote is believed to have assumed the duties of master
about 1551, for a document of that year records payment to
him ". . » towardes the charge of the children, 161 Hleywood
is cited in the same record. (The relationship of Heywood
to Westecote and Paul's is almost as ambiguous as Heywood's

relationship to the Chapel loyll.“a Westcote was listed as

lsolilluhrlld, ep. git., p. 327,
1611p14,, p. 116.
1621ntra, p. k6.
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) Yeoman of the King's Chambers in 15&5.1‘J It has been
ssted that this connection with court entertainments may
ve encouraged him to establish a2 similar program of
ivities with the boys of Peul's. ® prom 1551 until his
h $n 1582, Vestcote directed these boys im an impressive
series of plnys.165 In 1559, the childéren played before
Blizaboth ot the home of Lord Arundel; the name of the play
performed on this ceeasion is nmot known, 286  the boys, under
Westcote's supervision, appeared at court from 1560 until
1566 in a total of twelve parrbrna-cen.167 Rillebrand
believes thot a play entitled Prodigelity was presented by
them at Christmas of 1567-8; although the extant versien of
this play shows evidence of comsideradble later ulteration,
it is thought that Yestcote was the auther, 198  Borween 1569
and 1571, ¥Yestcote's charges appesred at court in four

- performances, tha last of these probably being in Effiginia
(which Chambers suggests may be Lady Lumley's translatiocn of

16354110brand, op. git., pe 118,
1“m. sit.

1651014, p. 119,

1 2 PPe 12546,

16714, p. 127,

mm.. p. 131.
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Buripides fro= the oreak) 6 1a 1573, thay appeared in
Alkneon,179 m{11ebrand suggests that Prodigality was repeanted

in 157%, that Thae hiateoris of Brror was givea 4n 1576, and
that The historys of Titus and Olsippus wis performed in
2.‘57?."1 Three othor plays may bo assignad with more
assurancar A Morrall of the marrvags of Mynde and Measure
(1579); Tha Msgory of Siplo Africanss (1520); and i Storie
of Pompey (1581),172

During the sarly years of ¥Weastcote's tenure, John
Haywood appears to have bYeem an associate. The extent of
Haywood's relations with Westeota and the boys of Paul's 1s
A mastor of aonjecture, not certalnty. His acoomplishmants
as & maaiolan have boen discussed sarlisr.d’’ 4 wriser of
popular farces, Haywood 1s known to have been the author of
the following emserludes: A Play of Lous (printed 1533);
Tha Play of the wether (printed 1533); Ihs pardoner and the
frore (printed 1533); The foure P, P, (printed c. 1543);
and John she husband, Iyb his xyfe, and Sir Joha the preest

M’Mn, 2p. gik., pe L4,
1 os Pe 15¢

17lg311ebrand, @p. git., p. 132.
172102, gis.

1D1ntra, pe 46,
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(printed 153)).17‘ All of these plays, obviously, were
written before Westcote's mastership and during the time
Heywood was a virginalist at court. Hillebrand believes
that the boys of Paul's may have presented some of these
enterludes; he also suggests that Heywood may have written
for adults as well as for children.l”® Ancther associate of
Westcote's was a scrivener, Heary Evans, who was to be of
such importance to the children of the Chapel. £Evans is one
of the legatees mentioned in Westcote's I'm.r"

Thomas Giles, next to the last master of Paul's, was
noted as an organist, Just following the Dissolution of
1540, he became head chorister at Westminster Abbey; he was
succesded in 1543 by ¥illiam Mundy.”” Prom 1543 uneil
1582, little 19 known of his life, except that in the latter
year, he succeeded ¥Westecote in the mastership of the children
at Psul's,)7® Because of Giles' long life, and the fact
that one of his sons also bore the given name of Thomas,
this man's career has given scholars sany moments of confusion.
Chambers, for example, states that Uiles became instructor in

17p1)10brand, gp. gite, Pe 279.
1”&{1.. p. 68,
1761p14., p. 329,
1770roves, gop. git., II1, p. 622,

178100, ott.
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¢ to Henry in 1606 and to Cherles in 1613.179 Starting
ith his first poat in 1540, one concludes that his was a

of seventy-three yesars, It seems more probable,

ho served at court along with Nathaniel, Giles' other son.
It may also well ba that the younger Thomas was one of the
composers who wrote for Campien's Masque of Lord m.“o
buring his tenure at Faul's, one netes that the children
appeared at court on aine ocecasions from 1587 until 1590, 4
‘number of Lyly's plays were givea in this porlod.l.l The
disesppoarance of the boys from publie perforsancs during the
yeara 1590 uatil 1600 has been discussed at leagth Ly
Hillebrand and ¥Wallace. MNillebrand aseribes the following
plays to the Paul's boys from 1600 untll 1402: MNaid's
Metamorphosis, anonymous (primted 1400); Jack Drum, Marston
{printed 1601); Dr. Dedypel, anonymeus (printed 1600);

Antonio and ¥ellida, Marston (printed 1602); and Antonio's
 Revengs, Marston (printed 1602).%2 parvage, listing Peults

179¢hambers, op. git., IT, p. 319,
18054030, op. git., p. 883,
1814311 0brand, gp. git., p. 136,
I”M.. p. 208,

erefore, te acsume that it was his son and namesake, Thomas,
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ys from 1599 until 1603, adds Jlurt NMaster Jonstable
{anonymous ), Histriomsseix (Msrston), What You ¥ill (Marsteam),
and The Family of Love (Middleton and Dekkert?),19)

The main concern of this chapter has Leen to trace the
relationship of musical and dramatic activities as ovidenced
among the children of the Chapel Royal and of St. Paul's,
frou the evidence presented, one discovers s number of points
- of interest. Aumong these 1s the use of music in ecarly dramas,
The inclusion of iastrumental ausic in Medwall's Malgens and
Lugrece and Udall's Ralph Rolster Solsisr is particularly
interestiag, The supposition shat neicher of thess plays

was perforasd at court i3 baside the point, It was ths court
which provided the stimulus fuor the artistic life of the
nation. It seens most probable, then, that music--both

vocal and instrunentale~was an important sspeet of the

drama long before the advsnt of such playwrights as Lyly

and VYaele,

One frequently finds statements te the effect that the
choirboy-actors were well trained in instrumental musie,

The chiel evidence of a documantary nature is that of
desteote's will, in which he lesaves viols and violins to the
boys aud choristars of Paul's for their further training.

’ k;"umd Harbage, Shakespeare and the Rival Traditions,
Da .



72
Other evidence is indirect, being contained in state directions
and descriptions of pageantry. In the latter, instrumentation
is sometimes listed, but one is left in doubt as to whether
the performers were adults or children. The best evidence

is that provided by the later careers of the Paul's choire
boys themselves. Hillebrand has listed a total of 49 boys.

Of the ten found in the list of 1554, Johm Farmer is known

to have pursued a successful career as musician, Of the

nine to be found in the 1574 liet, Morley and Philips had
outstanding careers; that of Robert Enight seems to have

been quite satisfactory. The nine boys listed im 1594, on
the other hand, have left no evidence of careers in music,

although John Tailor may have become an actor. Thomas
Ravenscroft and John Tomkins, of the 1598 list, had notable
careers as musicians, while Robert Coles and John Norwood
continued, at least for a time, as actors, Not included
in a formal listing as such, but mentioned in Westcote's
will, was another well-known musician, Nicholas Carleton.
In the course of this study, each of the names of choirboys
and vicars choral has been checked with all known lists of
actors, the Dictionary of Hatiocnal Biography, and various
musical references. It seems significant, therefore, that,
of the children known to have been choirboys some time
during the period from 1554 until 1598, a total of seven
were later considered to be distinguished musicians; two



3

{both from the 159€ list) definitely followed a career in
acting, and one (from the 1594 list) may possibly have
'ioeo-o an actor. Thus, it seems doubly significant that no
information, at least at present, is available concerning
- the choirboys of Paul's in 1607.

Until the last guarter of the sixteenth century,
the children of the Chapel Royal were genarcusly provided
with opportunities to further their education. Seven of
the Paul's children listed from 1554 until 1596 became noted
musicians. From 1607 onwards, the question of what happened
to the child actor when he bscame an adult remains unanswered.



CHAPTER III
THE MUSICIAN AND THE MASQUE

The whiles a most delitious harnnn{
In full straunge notes was sweetly heard to sound,
That the rare sweetnesse of ths melody
The feeble sences wholy did confound,
And the frayle soule in deepe delight night drownd:
And when it ceast, shrill trompets lowd did bray,
That their report did far away rebound,
And when thog ceast, it gan againe to play
The whiles the msskers marched forth in trim aray.
SP‘M‘I"
Although documents of the Tudor-Stewart era described
elaborate acenes of entertainment, and although leading
posts, artists, and musicians devoted thelr talents to its
ereation, the English masque proved to be the most evanescent
of all art forms. To tho spectator, the masque made
primarily 2 visual appeal--and small wonder, when one
considers that a2 Holbein or an Inigo Jones might perhaps
have been the designer. Az a result of this visual aspect,
though, extant information about the masque is sometimes
both tantalizing and disappointing. Eye-witness accounts
contain descriptions of celorful costumes and ambitious
scenic effects, but little slse. Thus, for ‘the scholar, too
often the masque remains a silent and lifeless spectaclas.
The history of the llnqnc; its origin, and its eventual

destiny have been admirably discussed by such scholars as
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Chambers,” Brotanek,” Reyher,” and Welsford, To attempt

any duplication of their efforts would be both impertinent

and pointless, A brief summary of their findings, however,

~ is necessary for subsequent discussion in this study.

In England, as elsewhere, mumming was often associated
‘with religious holidays, particularly those of the Carnival
ind the Twelve Days of Christmas.5 Originally, mumming seems
‘have consisted of a group of visitors who played a game
' dice with the host.6 perhaps brought a gift,7 and then
ed. Linked with the custom of dicing was that of
neing: in particular, the morris dance (morisco). The
is dance was closely connected with Mayday festivities
d the legends of Robinhood.8 Henry VIII attended such an
itertainment in 1515.9 It was during the Tudor period that
jageantry was added to the mumming and dancing.lo One of

she problems involved in a study of the masque is that of

15ir E. K. Chambers, The Elizabethan Stage; The Medieval

2Rudolf Brotanek, Die Englischen Maskenspiele.

3Paul Reyher, Les Masques anglais.

bkEnid Welsford, The Court Masque.

5Ivid., p. 9. 6Ibid., p. 30.
TIbid., p. 10, 81b14., p. 129,

ILoc. cit. 1%1p1d., p. 122,
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definition. The masque itself, as a genrse, was the culmination

of 2 numbsr of types of entertainment. Im the Elizabethan
era, it contained the following basic olements: intrcductory
song and dialogue; entry of the masquers; the masque dances;
the revels; the final song and dialegue; and the unifying of
these elements by ", . . 2 slight story end dramatic acticn,*11
Thus, a study of the masque invelves a tracing of at least
some of the evolutionary steps leading to this stylised fornm.
Although the masque has been the subject of conalderable
scholarly attention, certain of its aspects, such as the use
of music, have not yet been investigated with the cara thay
deserve, The mascue, 23 is well known, contributed a great
deal to the drama from ¢. 1580 until the closing of the
theaters. It was an extremely important influence on the
dramatists who wrote for the child actors. Thus, one findas
that a study of music in the masque clarifiess certain musico~
dramatic conventions of the Elizabethan era. FEut the role
which music played in the masque itself is weorthy of analysis.
The notational system of music, even today, is far from
perfect. In the absence of devices for the recording of
sound, one is left with only a partial understanding of the
manner of musical performance. Masque descriptions contain

a surprising amount of information on performance practices

11&!&'. Ps 164,
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of the Tudor-S8tewart era. A study of musiec also has a
second result. By anslyzing musical aspects of the maasgue,
one may arrive at a fuller understanding of this form of
entertainment, and, in so doing, help in 4its rescue from
the silence which has surrounded it sinece tha latter half
of the seventsenth cantury.

The subject of muaic for the masque i3 intricate and,
at times, perplexing. Musiclans served in a number of
capacities; both amateur and professional musicians were
participants; both instrumental and vecal music were included.
As a starting point, one may suggest that music was used in
the following wayss (1) as signalling; (2) as processional;
(3) as background for dancing; (4) as background for singing;
(5) as "interact” entertainment; and (6) as an essential
part of the action of the masque itself. This chapter will
contain, therefore, analyses of masques which best serve
to illustrate these five functions, From such an analysis,
one should be able to determine the varieties of music which
the masque contained and the types of instruments which were
used,

Although it occurred long before the advent of the
Elizabethan era, the mumming of 1377 is most important in
establishing the basic form from which the masque itself
was later developed. Mumming and dancing were the essential
components of a visit paid to Richard II by the Commons of
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London. Tha description of instrumentation is unusually
complete and revealing:

+ « » upon ye monday next before ye purification
of our lady at night and in ye night were 130 men
disguiredly aparailed and well mounted on horsebacke
to goe mumming to ye said prince, riding from
Newgate through Cheape whear many people saw them
with great noyselgf minstralsye, trumpets, cornets
and shawmes. . .

Thus, the description specifies three types of instruments
and mentionz "minstralsye" as well, From the above passage,
it is apparent that the musicians served two purposes:
they provided a festive element tc the occasion, and they
gave some amount of advance warning that such a procession
was on its way. An analysis of the instrumentation listed
is most interesting. The observer seems to have indicated
three separate groups of musicians. Chambers includes all
musicians of the medieval period under the heading of
minstrels,1i3 Within this general classification, however,
it seems clear that musicians were grouped on the basis of
their duties. Therefore, it is especially interesting to
note that the 1377 mumming implies the presence of three
distinct groups. The first of these is that of the
trumpeters. The role of trumpeters at court was discussed

in the first chapter of this study.l“ However, the 1377

126hambers, The Medieval Stage, I, p. 39%.
13Ibid., ch, et passim,
lhInfra, p. 18,
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mumalng 1s perticularly helpful in the light that it throws
upcn the subjlect, 3achs states that the right of main-
taining trumpeters was the prerogative of the high nobllity
ané that, in turn, the trumreters were grented a number of
social privilagau.ls From the evidence presented, it secms
possible that the right of maintenance of these musicians
was extended to various branches of the government. One
recalls that trumpets were used mainly as signalling
instruments. On this occasion, they were certainly employed
in & heralding capaecity. The second group of musicians to
take part in the musming wae that of the cornetists and
shawnists,

Before discussing their role in this festivity, cne
might find helpful a brief explenation of the instruments.
The cornet of medleval (and Elizabethan) times was a curious
instrument: it was a wooden pipe, with fingering identical
to that of the recorder, but with 3 cup-shaped mouthpiece

6 The cornet was used iln ensembles

like that of the truNpct.l
and as a2 signalling instrument. One frequently finda it

employed along with trumpets or in place of them.1? The

1gurt Sachs, The History of Musical Instrumemts, p. 281,
161b1d., p. 324.
17lar-ton, for example, consistently employs cornets

for flourishes, sennsts, and fanfares where one would
normally expect trumpets to be used,
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shawn \hautvoy, oboe) was a double-readed instrument, conical
in shape, and capable of much volumaﬁla Une may ceajscturs
that the cornetlsts and shawmlats of 1377 szerved in the
official capacity of walts. The fact that they travelled
with the man from the Coawoas would seem to landicste that
they were employed by that group rather than by the court.
The history of waits, however, properly begins et court,
where, during the reign ol Bdward IV, they were to play at
certain fixed hours of the might.)”? By the rifteenth
century, waits were ewployed by the municipalities, receiving
fees, wearing the town livery, and playing at leecal cele-
brations,?” The fact that shawms wers traditionally
associated with the crganiszation strengthens the supposition
that waits were employed upon this occaaion.zl

The third group of minstrels reprosented in the 1377
muaning was that of the ainstrels, whoss history is in itself
a complex subjeet. For purposes ef this study, however,
the principal question is that of the instruments which
they played. One recalls that the original guotation

includes the phrase, ". « . with great noyse of minstralaye.”

mSlﬂhl, Op. m:p e 314,
19chamborn, op. git., I, p. 51,
20
Loc. eit. \
Lgustave Reese, Music in the Remaissance, p. 772.

~—
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Barly in the history of such entertainments, the word noise
was used to refer te any group of musical performers.
Perhaps the most familiar example of this usage is to be
found in the King James Version of Psalm 66, beginning,
"Make a joyful noise unto God, all ye lands, . ." Obviously,
the term, as it 1s used upon the occasion of the 1377
mumming, refers to a group of musicians. Unfortunately,
the description does not mention any specific instruments
which these musiciana played. Nef, however, indicates that
the vielle was the favored instrument of the minstrel,
although the harp, tambourine, and lute were also used, 2?2
Thus, any or all of these instruments may have been included
in the festivities.

The 1377 mumming also included the customary dicing
and presentation of gifts, After this part of the festivity,
the description continues:

And then ye prince caused to bring ye e and
they dronk with great jJoye, commanding ye trels
to play and ye trumpets to sound and other instruments
to pipe &c¢. And ye prince and ye lordes dansed on
ye one syde, and ye summers on go other a great while
and then they drank lndziooko their leaue and so
departed toward London.

The use of the word sound, in connection with trumpets, seems

to refer only to signalling. At least one finds the word

22garl Nef, An Outline of the History of Musie, p. 28.

23%.“.?.. _0_2. m.' Po 395.
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used in stage directions to refer to military and court
signals (as well, of course, as for the signals announcing

the commencement of the play 1tsolf}.2‘

The significance

of the dancing in this mumming has been discussed by
Wolsterd.25 What is evident, nmaturally, is that the dancing
was performed to musie. The term pipe would refer to wood-
winds (probably the cornets and shawms described earlier).
It is quite possible, also, that the minstrels played for
the danecing. From the contents of this record, then, one
concludes that music was a quite important part of the
mumming of 1377, serving the celebration in the following

ways:

1. 31;nalling--tru-p.ts.
2. Bnck{roun for dancing:

a) Cornets and shawms (waits).
b} Vielle, lute, tambourine, harp (?),
(minstrels).

The 1501 festivities in honor of Prince Arthur and
Katharine of Aragon are highly significant to the history
of the masque, not only for a use of pageantry, but alse
for elaborate musical arrangements, These pageants were
prepared under the direction of William Newark, master of

the Chapel, and recorded the first known participation of

24
ef. Dekker ¢ i Olde Fortunatus, (III.i):
"Trumpets sound, ﬁd%%%”!ggigTihgfitanc.

L

25U¢1lford, 0P« m-. Pe 38'
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the children of the Chapel Royal in secular court entertain-
26

ments. The description of the children's share in the

activities is as follows:

On Friday evening when all the court was assembled
entered a 'most goodly and pleasant disguising,
convayed and shewed in pageantes proper and subtile.’
A wonderfully devised castle was drawn into the hall
by four great artificial animals. Eight disguised
ladies were looking out of the windows of the castle. .27

This record is continued in Reyher:
and in every square of the Castle one sett and
appearing above the height of it in the which of every
one of theise Turrettes was a little Childe apparelled
like a maiden And so all the fowre Children singing
most sweetly and hermoniously in all the Comming of
the length of the hall till they came before the
Kinges majestie where when it had comme conveyed and
set himselfe somewhat gut of the way towardes the
one side of the hall.?
From this account, one cannot determine whether the children
sang with or without accompaniment, nor does one know the
specific song performed. It seems probable, however, that
they sang a secular carcl, which, Reese states, was closely
related to the social life of the court during the Renaissanca.29
Originally, the carol was a song divided into stanzas and

refrains,3C differing from the ballad in that it did not

26Infra, Pe 24,

2TQuoted in Welsford, op. cit., p. 120.

284uoted in Reyher, op. cit., p. 501.
29Reese, op. cit., p. 766.

301bid., p. 765.
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depend upen oral transmission, although both forms derived
from dances.31 By the beginning of the fifteenth century,
the carol had become a simple polyphoric form, and, after
1480, a polyphonic song written in duple measure and with

pairing of voices.32

One is amazed at the poise of the
children who sang upon this occasion--dressed in unfamiliar
and probably uncomfortable costumes, perched on & pageant
wagon which may not have been too securely fashioned. Even
if the "castle" itself were quite small, the problems of
engsemble would have been difficult cnes, Adults, as well
as children, were alsc performers in this first pageant. A
brief account of the dancing is provided:
During the dancing the three pageants were

removed, and after a while, the disguisers, half

of whom were dressed in English costume and half

in Spanish, themselves departed, and the Duke of

York and a few other very distingulshed members of

the audience gsaconded into the hall and danced
basse dances.

The bass dance has already been discussed in connection with

Fulgens and Luerece.3“ OCne will recall that the usual

instrumentation consisted of two shawms and a sackbut. The
dance itself was dignified and slow, and was performed with
gliding steps.35

3l1pid., p. 766. 321bid., p. 767.
330uoted in Welsford, op. cit., p. 121.
34Infra, p. k5.

35Sachs, Rhythm and Tempo, p. 204.
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Another avent of the 1501 series was that of an
enterlude and a disguising, the latter involving two pageants.
Shaped like an arbor, the first pageant contained twelve

knights, After their dancing, trumpets blew, announcing the

36

entrance of a lantern-shaped pageant, Here, again, one

sees the trumpet in its customary role of signalling, The
lantern-pageant contained ladies who came out and danced,
first alone and then with the knightl.37

The Thursday night antertainment of the 1501 series
was egqually elaborate. Musical details are especially
interesting, as, indeed, is the entire description:

e s« «» These both mountaines were fastned and
Chained together with a goodly Chaine of gould
throughout both their midst and thus were subtelly
Convayed and drawne vppon wheeles prively and
vnperceaved vnto the tyme they came ilontly so tyed
together vnto the Kinges presence being in the higher
part of the said hall There were sitting vppon
certaine steppes and benches on the sides of the
first mountaine of Colour grene xij fresh Lordes
Knightes and men of honor most seemely and straunge
disguised making great and sweet melody with instru-
mentes musicall and of much hermony as with Tabors
and Taborens lutes harpes and Recorders, And in the
small hilles vppon the sides of the Redder mount or
Rocke were xij disguised lLadyea and one in the Toppe
arrayed after the manner of the Princes of Spaine
all theise fresh apparelled lLadyes and women of
honor having like Ehttru-ant-c of musicke as
Claricordes, dusymers, Claricimballs .and such other
euery each of them aswell Lordes disguised in their

36yelsford, op. eit., p. 121.
Mioe. eit.
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mountaine 2s Ladyes in theirs vsed and occupied and
played vppon the Instrumentes all the way Comming
from the lower end of westminster hall till they came
before the King and the Queenes Highnes and Majestie
so sweetly and with such noyse that in my mynde it
was the first such pleasant myrth and propzsty that
ever was heard in England of longe seaaon,

This account is worth careful astudy. One observes that the
participants played during the procession of the pageantse-
the instruments were not used merely as stage properties.
Purthermore, these musicians were courtiers., The instru-
mentation offers some problems of ianterpretation. The "xij
fresh Lordes Knightes" were provided with "Tabors and
Taborens lutes harpes and Recorders."™ The tabor was a small
drul.’g The taboren, howevar, could refer either to a drum

or to a longitudinal lith.r.‘o

With the Renaissance lute,
however, one is dealing with a more familiar instrument.
The lute, a pear-shaped instrument, with frets, had, by
1450, eleven atrings, ten forming double-strings with the
eleventh for the purpose of easing the production of grace
notes. The usual accordatura was A/a, d/d', g/g', b/b,
et/e?, a'.“l On the other hand, almost no information is

available on the harp in England in the sixteenth century.

3‘antnd in Reyher, op. cit., pp. 503-4.
39Sneha, History, p. 312,

“ree, ecit.

4libid., p. 304,
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However, Sachs distinguishes between twe medleval forms of
the izstrument, the romanesque and the gethic, Of the two,
the gothic was the more slender and also the later instrue
Ilﬂt-‘z (Apparently, in the esixteenth ceatury, interest in
plucked stringed instruments was centered arcund those
resembling the harpsichord, in which the strings, elthough
plucked, were sounded by meens of e keyboard.) PMinally, the
recorder was basically a simple instrument, a slender pipe
with a mouthplece very much like that of a toy whistle, Its
sound was guiet and meledious., Next, the "xiJ disguised
Ladyes™ of this episcde were provided with "Claricordes,
dusymers, Claricismballs,” snd other musical instruments,
The "claricorde™ was probably a clavichord, a small stringed
keyboard 1nntrn-nnt." as were the dusymer” (duleimer)* and
"Glaricimball® (elavicesbalo or virginal).’

In attempting to determine the kind of music performed
upon this occasion, one is impressed by the fact that, with
the sxception of the tabor, a2ll of the instruments were soft
in volume, Vhen one considers the crowd of spectators and
the very sound of the pageant wagons themselves, he finds it

‘zMu Pe 264 .
b31bid., p. 330.
bhipid., p. 343.
b51vid., p. 335.
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‘@ifficult to imagine how thase instrumonts eould have haen
heard fros more than a few fest zway. Another interesting
point ia this record ia the praepondsrance of stringoed heye
board fanstruments, since thera gesms to be listle or no
extant English musie for keyboard instruments from the
fifteanth a-ntury.‘s Indesd, such musiec is quite rare until
the sacond half ~f ths sixteenth contury,*? The Mulliner
Book, alrcady cited, is one of the earliest collections of
keyboard music. Therafore, one suggests that the musie
performed for this portion of the 1501 entertainment

consisted of sush dances 23 the pavan and (llllcrd.b‘
The final aection of the 1501 pageant is alsc worthy

of study:

As soon as the pageants came to 2 standatill the
lords danced "deliberate, and pleasantly,' cnc then
the ladies descended and coupled with ths lords ‘and
daunced there a 1ggf season wany and divers rounds
and newe dauncas 1 curiously and with most wondere
full Counteynance, In the msane season the two
lﬂlltlltgl departed and evanished out of presence and
sight, .

Thus, whoen these noblemen and noblewvsen descended from the
pageants, they danced, and apparently with great skill., The

hsﬁs&t&. Spe git., p. 89.

b71vid., p. 251,

“hn-, op. git., p. 852,

49Cuoted in Welsford, gop. git., p. 121.
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fact that the erstwhile musicians now danced presupposes the
attendance of other musicians, probably those regularly
employed by the royal household. Therefore, one conecludes
that at least two groups of musicians, one amateur and the
other professional, took part in this celebration. One may
assunme that a third group, represented in the trumpeters,
announced the entry of the pageantry, as they had done in a
preceding entertainment of the serias¢5o

Considering the series of festivities of 1501 as a
whole, one finds the following uses of music:

l. BSignalling--trumpets.

2, Processional:

(a) Vocal ensemble (children of the Chapel).

(b) Instrumentzl ensemble--tabor, taboren, lute,
harp, recorder, clavichord, dulcimer,
clavicembale (courtiers).

3« Backyground for dancing--royal musicians, instru-
ments not specified.

Any discussion of the dance always leads to a problem
of classification. The music of dances obviously belongs
within the province of the musician; ordinarily, the dancer
himself is not considered a musician., For this reason, the
dance in the masque should be consldered as a separate
activity within the genre. Beyond any doubt, dancing was
an integral part of the masque. The morris dance {(morisco)

is often mentioned in connection with the origin of masque-

501nrra, p.85.
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like activities. OCuriously enough, the morisco was a folke
dance and a favoerite dance of the court alike. Apparently,
it was never used as a "purely social dllocﬁ'sl It was
probably of Moorish importation,’> but it was evidently
incorporated into early religious drama. Reese indicates
that a morisco was included in a rappresentasioni of the late
{ifteenth contnry” as well as in a performance of a comedy
at Urbino in 1513-5“ The morisco, however, was by no means
the only dance employed in the masque. One remembers the
bass dance in the 1501 pageant series.’’ In an entertainment
given by Hemry VIII for the French ambassadors, "eight
Lordes. « « descended from the mounte and toke ladyes, and

n56

daunced divers daunces. Furthermore, in 1594, the gentle-

men of Gray's Inn presented an entertainment which included
dancing:

After their de ure, eantred the six Knights in
a very stately -la::r:nd 5nncod a new devised measure;

and after that, they took to them Ladies and Gentle-
women, and danced sgvchcn their galliards, and so
departed with musick,

’luﬂllfor‘. 8RB m-. Pa 25. ,szig.. Pe 29,
53!.0:0. op. cit., p. 172, ’5;3;1;. pe 567,

*>Infra, p. 45,
562uoted in Welsford, op. git., pe 143.

57uoted in Welsford, op. git., p. 16l.
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The "measure” refers to a pavan, which Morley, in 1597,
described as ", . . a kind of stalde musick, ordained for
graue dauncing, and most commonlie made of three straines,
whereof euerie straine is plaied or sung twice."58 Morley's
definition touched upon the number of semibreves to be
employed in a strain. His comment on the dancing itself
contained a tribute to those who took part in such perfor-
mances:
F ¢« « » you must cast {our musicke by foure. . .
or it will fall out well enough in the ende, the
arte of dauncing being come to that perfection that
euerie reasonable dauncer wil make measure of no
e Jvn mike penr sl -
Morley comments that the galliard, ". . . a2 lighter and more
stirring kinds of dauncing," follows the pavan.6o Other
dances employed in the masque included the branle, the
volte, and the courante.61
With the accession of Elizabeth to the throne, the
presentation of masques at court was sharply curtailed.62
The queen encouraged elaborate festivities during her

progresses, but, seemingly, she appreciated them more when

58Thomas Morley, A Plaine and Easie Introduction to
Practicall Musicke, p. 181,
591!00. cit.

Loc. ecit.

61Loc. cit.
62Welsford, op. cit., p. 149.
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they were not charged to the royal sxchequer., As a result
of hor economy, one disecovers that the Revels Accounts are
not very helpful in providing information on the masque.5?
£lizaboeth's reign was certainly not without its pageantry,
but much of the extravagant entertainment of this nature
lieas outside the bounds of the present investigaticn,.
Consequently, the following section will consist of two
excerpts of entertainments which may be of help in under-
standing tho role of the musician in the court masque.

One finds evidence that music became increasingly
important to the masgjue of the Elisabethan era, For example,
A Masks of Amasons (1579) contains some interesting infor-
mation:

iiacite’s Sade WAR rititass Moe Mt BisuTes

comyng in with musitions playing on Coranettes

apparrelled n&m‘ white taffeta sarcenett
garmentes, + «
Whether the cornets, on this occasion, were used as sig-
nalling or as ensemble instruments is not clear; however,
it ia evident that musiclans were an essential part of the
action of the masque. An entertainment by the versatile

gentlemen of Oray's Inn (1594) mentions nymphs who ". . .made

631p14., p. 150,
Ghyelsford, op. gite, pe 151.
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very pleasant melody with viols and voiges, and sang hysns
to the Goddess of Amity . .65 Seemingly, the dasseription
refers to a consort of viols. On this occasion, the violists
provided a background for the singing. This combination of
viols and voices became a favorite practice of later
dramatists,

¥With the death of Eliszabeth and the accasslon of James,
the masque became an exceedingly elaborate and intricate
entertainment, Ben Jonson, of course, was chief among the
writers of masques., He, together with Inigo Jomez, helpead
to revoluticnize techniques of staging. Less well knowm
than Jonson, but still a major figure in the history of the
masque, was Thomas Campion (1567-1620), Because Campion
was 4 musician as wall as a poet, 2 study of his uses of
music in the masque contributes much to an understanding
of the genre. In 1586, he was admitted as a member of Oray's
1nn,% and 1t 1s believed that he contributed to the Gray's
Inn Masque of 159&.57 Apparently, the law was not to his
liking, for he eventually took the degree of Doctor of
Medicine and became a practicing phyueun.“ In 1601, he

65%-. De 161,

66nomas Campion, Works, p. vii,

67”.. p. viii,

68100, cit.
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and Fhilip Rosseter published a collection entitled A First
Book of _Agg.“ During his 1ife, Campion wrote four volumes
of airs, two of which were published ¢, 1613 and two,

e. 1617.7° Reese comments that Campion's light songs are
dancelike and concise, although the more serious ones
are ". . » among the dullest of the aym."n A theoretical
treatise, New ¥ays in HMaking Foure Parts im Counterpoint
{16177) was one of the most successful of its kind during the
period. This work is particularly interesting in that Campion
evinces more concern with chordal structure than with older
contrapuntal uchllquu.n

While the Masque of Lord Hayes (1607) was discussed
briefly in the first chapter of this study,’ Campion's
detaliled listing of instrumentation for this entertalament
is of such great value that [urther analysis of this masque
is more than justified. The lord Hayes Kasque was printed
by John Windet, a former assigne of MHorley and the printer
of two of Marston's 91:;..7" It is most fortunate that

69M., pe xiv,

"ohou. op. git., p. 839,
71&‘. git,

100, git.

Minfra, p. lb.

Thzntra, p. 59.
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Campion's love of music led hia to give detailed deseriptions
of the musicsl effects he wished to achieve. Indeed, thess
descriptions serve as a running comsgntary oa the masque
itself, which otherwise consists of the usual aythological
framework. One must admit that the commentary is far more
interesting to read than is the masque proper. Although the
placement of the Lrokem consorts was also discussed in the
first chapter of this study, one finds it necessary to re-
establish the ground plan, as it were, in order that subsequent
information from Camplon may be correctly evaluated, One
will recall that Caapion employed two brokem sonsorts. The
first of these was placed on the right side of the seraen,
This group was coaprised of ten musicians, who played the
following instrusents: Dasa and mean lutes, bandera, double
sackbut, harpsichord, and two vioclins,”’ thres of which
gcall for soms explamatioca. The bandora (pandora) was a
gultar-like instrument.’® The doudble sackbut was simply
the bass, or lowsat-pitched, of the sackbut family,7? The
"treble" violin was the equivalent in size and pitch of the

TScampion, 9p. gits, pe 151.

755a0hs : 373-hs Sachs motes that the
firat roeordcﬂ’%%’agglt » bandora oceurs in Gascoigne's

Jocasta
'”.mn-. p. 326,
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present-day vielin, although ona should remsmbar that the
violin of that time had mot received the classic form in
which we know 1;.7n The second broken comsort was placed
to the left of the screen and waa comprised on nine violins
and three lutes.’’ 1 third group, which consisted of six
cornets and "six chapel voiees,"™ was placed 20 as to form a
trisngle with the two broken eoasortl.‘o The triangle of
musical groups seems to have baean placed so that each faced
the duncing-aroa.al

Campion's first mention of the actual use of instru-
mentation is unusual; he deseribes a “. . . spreading hill
e » « Wwith many trees on the height of it, whereby those that
played on the hautboys at the King's entrance inte the hall
were shadowed."® Thus, it 1s possidle that hautboys might
have usurped the signalling function of the cornets and
trumpets, This musical treascn seems unlikely, howaver,
for Campion states:

As soon as the K was entered the great Hall,

the Hautboys enterta the time till his Iﬂill"
and his train were placed, and thea after a little

7‘m.. p. 358,

"%ampion, op. gi%s, pe 151,
“Cuoe. gis.

€ige. ot

821bid., ppe 1512,



!loagzu%!ﬂ" tha sonsort of ten bagan to play am
air, ’

It seems reasonable, therefore, to assume that the hautbeys
served as background music abridging the time betweeu the
(probable) signalling of the King's entrance by the coruets
and the beginning of the overture to the masque itseli,
Campion, then, introduces six musicians: four instrusentalists
{(one bass lute, two mean lutes, and one deep bandora) aad two
singers. These performers are costumed as sylvans and take
" The instrumentaliscs
perform as & group and also provide background music for the
two costumed singers and for z-pbyr-." Campion's next
description of music is quite interesting in showing how
susical performance was coordinated with staging technique:
¢ « « the four Sylvans played on their instrusents
the first strain of this song following: and at the
repeition thereof the voices fell in with the in-
strusents which were thus divided: a treble and a
bass were placed mear his MHajesty, and another treble
and bass near the grove, that the words of the socag
might be heard of all, because the trees of gold
instantly at the first sound of their velces ch:l
to move and dance sccording to the measure of ¢t

time which the musicians kept in sing ,send the
nature of the words which they delive .

active roles withian the masque,

®31vid., pe 15ke
Sbroe. git.
s, it
8 :. e 161.
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Clearly, one sees that Campion is concerned with ascoustical
as well as with what may be czlled chorsographie problems., It
is also interesting to note that, thus far, the consort of
twolve (nime viclins and three lutes) has not yet been
employed, Campion, then, moves on in his description to
what might be called the place de resistance of the masque:
an elaborate antiphonal section. His own description
follows:
This chorus was ir manner of an icho, seconded
b{ the cornets, then by the consort of ten, then by
the consort of twelve, and by a double cherus of
voices standing on either side, the one against the
other, bearing five voices spilece, and sometize every
chorua waa heard severally, -onnti- mixed, but in
the snd all tegethers ¢h kind of harmony sec
distinguished the place, and by the several
nature of instruments, and changeable conveyance of
the song, end performed by so many excellent nmasters
as were asotors in that musie, (their number in all
amounting to forty two voices &nd instruments) cg,ld
net but yield great satisfaction to the hesrers.
0f particular interest im this passage is the first definite
use of cormets with *, , ., & double chorus of voices."
Campion does not state that the chorus was coaposed of
children, but the fact that the cornets were treble instrue
ments, used in an echo effect, would indicate the employment
of treble voices as well., /mothor major peint of interest

in this masque i3 one of musical form. In essence, in 1607,

‘71214.. pe 164,



¥
Campion hns dapertéed » concarte growse, 2 barogue rather
than a Renalssance form. Although the use of voices was not
& part of the congerto grosse tradition, the use of {instru.
ments which Campion has specified would certainly leszd to
such a classification. Cempion's sxcursion intc the dbarcque
was of brisf duration in the masque, however, for he next
describes a procession of the six cornets and six chapel

voices in a "solesn motet of six purtu."’ Ordinarily, the

term motet was used to refer to liturgical music. However,
secular motets ware not uaknowa." After the motst, Campion

indicates the commencement of dances, accompanied by the

"econsort of twelve” (the nine violins and thrae lntcs).go

Among the dances rentioned are corantoess, levaltas, and
gnlliardn.’l Campion mentions a "dialogue of 2 volces, a
base ané temor."92 jg deserides the finale as follows:

This chorus was performad with seversl Echoes
of music, and volces, in manner as the great chorus
before. At the end whereof the Fasquers, ting
off their visards and helmets, made a low
to the King, and ,itontod his Majesty to the
banqueting place.

881p1d., p. 166.
‘98“.0. Qb m:g pPp. 20-21.

”unpinn. 2g. 8it., p. 167,
9"&;&., pe 169,

V2ec. el

P1vid., p. 170,



dow

Campion's sasque was presented belore the king on
January 6, 1&07.9‘ Presusably, the musical reasourcas of
the court were asde available. Thus, the instruments
employed, and the msusiclans who perforsed, upen this ocassion
are of great interest unot only frow the standpoint of Campion's
Basque but also for the light which thesse factors throw upen
the musle of the royal houssheld during the Jacobean peried,
One motices, first of all, the absence of trumpets., This
absence may have two pussible explanstions: (1) trumpets,
by this tize, may have been reserved lor out-ofl-door
perfornance~-sn excellsnt plan, when one considers the amount
of reverberation which they would cause in a hall not especially
designed for musical performancs; (2) the cornets, hecause of
their greater versatility, could very well have replaced the
trumpets. The cornets not oanly could duplicate the customary
signals which comprised the trumpst repertory, they could
also serve admirably as snsenble instruments.

The variocus groups of musiclans alluded to in Campion's
description of Lord Hayes' ¥asque pressent seversl points of
intersst., The "consort of ten™ and the "consort of twelve"
serve mainly to provide background music., Ohe will remember
that thoe "consort of ten"™ played whet might be called the
overture to the masque, while the "consort of twelve"™ played

Pbsir 5. X. Chambers, The Klissbethan Stage, IV, p. 122,
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for the dances. Both groups joined in the “great chorus,”
which one might term a concerto grosse in instrumsntation,
if not in form. As this masque was presented at sourt, it
seems possible that the chapel voicss were those of the
children of the Chapel Hoyal, who, at this time, probably
were better known &s the Children of the Lueen's Revels at
the Blackfriars thoasro.gs This supposition is strengthened
by the faect that Thomas Giles (the son?), along with Thomes
Lupo, a court musician, contributed sougs for the Lord Hayes
Kasque.”®
chapel voices were all professional musicians of the
Jacobean court. The "Jylvans,” who perforsmed and saag in

The broken consorts, the cornetists, and the

gostume, were courtiers.
A tabulation of musical activities in the Lord Hayes

Masque is most revealing:

l. 3ignalilug (7)e-cornets (7); professicaal
musicians,
2. Background masiec:
(a brtdg: between signalling and overtursee
hautboys; professionsal musiclans,
(b) overture-~consort of ten; professional
masiciana,
{e) background for singing--Sylvans; courtiers.
3. Concerto grosso (echo chorus)e-cornets, voicea,
congorts, Sylvans; courtiers and professional
musicians, )
L. Fotet--cornets and voices; professional musicians,
S« Finale (echo chorus)--cornets, voices, consorts,
Sylvans; courtieras and professicnal musicians.

95H. W. Hillebrand, The Child Actors, pp. 197-8.
96.\“.., op. m.. Ps 883,
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Although Campion indicates that a totval of forty-two musicians
were employed, it seems clear that they wers divided into
gmall groups; even in the echo choruses, group answered
group. Thus, the largest group of musiclans was coaprisced
of only twelve performers, one could reasonable conjecture,
therefore, that twelve susiciaus was the maximum number of
perforsers used in dramatic presentations other than thove
of maasques.

In estisating the personnel needed to present &
mesque such as the Lord Hayes, & document of & slightly
lator date i3 of coansiderable intesrest, The following
parsons were paid for their contributions to 2 wmasque of
1612/13: Campion (who received the largeat sum), Inige
Jones, Jeroms Herne,{ JBochan, Thomaa Giles, Joha
Coperary,?’ Roberte Johnson (a lutemist of the court),

Mr, Confesse, Thomas Lupu, and Stephen Thomas. In addition,
one finds other contrilutors not listed by name: "He that
played to ye boyes;™ "42 Musitians™ (the total number
employed Ly Campion in the Lord Hayes Hasque); "2 that
played to ye Antick Haske;" "12 mad folkea;" "5 speakers;*
710 of yeo Kinges violius;" and "3 groomes of ye Chamber,”

A considaration of this lieting is most revealing. Composers
(Giles, Coperarius), lutenist (Johnson), and dancing master

97Jonn Soperarius, English composer and theorist,
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(Confesss), as well as the author and scenic designer, are
specifically named. OUm the cther hand, "10 of ye Kinges
violins," along with the "L2 Mugitians,® would ecesm to refer
to groups of musicians cf leaser status wichin the court
hierarchy.

An investigation of music for the masque reveals that
mueiciens were employed for the six major purposes of
signalling, processional, background for daneing, background
for singing, interact entertainment, and essential partiei-
pation in tho action of the masqua itself, The maximum
number of personnel of the consort groups would seem to
have been limited to twalve, It 43 probabls that these uaes
of muanic and the number of musicians smployed would duplicate,
at least to some extent, the conditions of musical perfor-
mance at tho private theatres during the years 1599-1607,
¥ith thess facts in mind, ons should concern himselfl next
with the music of the Plackfriars theatre 2ad, im particular,

with Marston's Sophonisba.



CHAPTER IV

THE MUSICIAN AT THE BLACKFRIARS:
MARSTON'S SOPHONISBA

Poet. What! Cavaliero Crochett, Monsr: De Mynim
Segnior Sembrief, what brought you hother%

Musitian. A Poet, and a Paynter, idoll makers for
dlenes: the one casting fancyes in a mould,
the other faces. What doe you heere, you are
excluded from the number of artes. am one
of the seven liberall sciences. --Lyly,

The 109 years that elapsed between the performance of

Medwall's Fulgens and Lucrece and Marston's Sophonisba (1606)

were perhaps the most important in the history of English
drama, Within this period, the professional theatres of
adult actors were founded, Within these years, the children
of the Chapel Royal and the boys of St. Paul's Cathedral
contributed to music and drama in the formation of companies
of child actor-musicians. The maaque developed from the
pageantry of 1501 to a unified, stylized, and highly
elaborate genre. The child-actors and the masque, together,
contributed to the growth of those institutions which Harbage
designates as the "coterie theatres."™

Of the coterie theatres, the Blackfriars was the most
important and had the longest stage history. Harbage

describes a possible arrangement of the interior of the

lalfred Harbage, Shakespeare and the Rival Traditions,

p. xii.
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first Blackfriars. He suggests that a platform was built in
the southern chamber with an arras hung across its interior
"great round portal," thus providing a stage and tiring
house, He feels that the first auditorium may have been
approximately twenty-two fest by seventy-five feet. The
auditorium may have had a central aisle two feet wide, thus
allowing space for approximately four hundred lp.ﬂ‘lﬁﬂfluz
The second Elackfriars, with which this study is concerned,
was altered by James Burbage, for the Chamberlain's men, so
that it had a tiring-house, stage, and sufficient height for
galleries., Harbage estimates the seating capacity to be
between 700 and 900.7 Both the first and second Blackfriars,
then, should have provided suitable acoustical conditions
for extensive and varied use of music. There are a number
of indications that the theatrical companies took advantage
of these opportunities for musical performance, 3Jeveral
more-or-less documented statements concerning musical
activities at this theatre have been made. ¥allace cites
an entry of 1602 from the diary of Frederic Gerschow:

to .'gzxfgzegii ::2§of§':;:::§.§::.§:'Z-°::¢i::f"'
lutes, pandorins, mandolins, violins -and flutes, as

on the present oeccasion, indeed, when a bo 'gg;.1¥gg
sang so charmingly to the accompan t of a

3&- 2 Pe &3,

100, cit.
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bass-viol that unless possibly the nuns at Milan may
have excglled him, we had not heard his equal on our
journey.

Such documents are all too rare; however, substantiating
evidence of the extensive use of music is found in abundance
in plays written for performance at the Blackfriars., This

study will be concerned particularly with Marston's Sophonisba,

which has been called the nearest approach to opera in the
Elizabethan theatre.”

A comparison of Sophonisba and the opera is not without

merit. One will recall that the first opera (unfortunately,
non-extant), Jacopo Peri's Dafne, was produced in Italy in
1594; the first extant opera, Rinuccini's and Peri's
Burydice, was performed in 1600.6 One must look elsewhere
than Italy to find the sources of Marston's drama, however,

Sophonisba represents a culmination of musico-dramatic trends

native to England. It includes such elements as masque-like
scenes, which might almost have come from the pen of Campion,
together with musical traditions dating as far back as
Gorboduc (1561-2).7 The plot itself reads like a formula-

kg, W, wallace, The Children of the Chapel at Black-
friars, 1597-1603, p. 107,

—r——

5J. S. Manifold, The Music in English Drama, p. 15.
6Karl Nef, An Outline of the History of Music, p. 147.

7Five Elizabethan Tragedies, pp. x-xi.
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production incorporating such diverse dramatic coaventions
as those popularized by Thomas Kyd and John Lyly. In giving
the stage history of Sophonisba, Chambers states that the
title page reference to the Blackfriars--which does not
tname a company--indicates that the play was performed late
in 1605 or early in 1606, after Lueen Anne had withdrawa
her patronage from the Revels boyl.‘ Chambers also suggests
that the play was taken over from Paul's.” Jophonisba was
entered in the Stationers Register on March 17, 1606, by
Eleasar Edgar, and the play was transferred from Edgar to
John Hodgettes in 1616.19 Marston's printer was John ¥Windet,
former assigne of Thomas Norley, a man who was thoroughly
familiar with the use of musical terms. The significance
of 3Jophonisba, or The ¥onder of Women is due less to its
literary qualities than to the relationships of musical and
dramatic elements which it displays, Harston's play might
almost be described as an Elizabethan manual of practical
instrumentation., Those instruments specified in its stage
directions include cornets, organs, lutes, viols, and-
recorders, Although some of these instruments were discussed

834r E. K. Chambers, The Elisabethan Stage, III, p. 433.
ILec. sit.
1010¢. stt.
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831r B. K. Chambers, The Elisabethan Stage, III, p. 433.
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earlier in this study, in view of their ilmportance in
Sophonisba, further information on them may prove helpful,

The cornet, one remembers, was smployed both as a
signalling and as an ensemble instrument. Sachs points out
that the lack of brassy brilliancy gave it ", , . & distinct-
ness and precision which enabled it to support the human voice
or to supplant it better than any other instrument,"ll Thus,
Cempion uses cornets as one of the antiphonal groups in the
echo choruses of the Lord Hayes Masgue (performed only one
year after Sophonisba). The cornet was capable of producing
the diatonic scale, an advantage not poasesssed by the
Elisabethan trumpet., Although the manner of tone production
differed from that of the recorder, the fingering was identical
to that of the latter instrument, thus enabling the performer
to double on sither instrument as the occasion might demand, 12
One advantage of the cornet, and a seldom mentioned one, is
that a child should be able to perform adequately on it in
less time than he would need to achieve a similar level of
skill on the trumpet. Apparently, good cornetists could
sustain a tone for eighty measures on one 5,.;;5,13 Vhile,

Houre sachs, The History of Musical Instruments, p. 324.
12van1ro1d, op, gite, Pe 43.

133achs, op. git., p. 3254,
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as on the modern oboe, this Ls not an unmixed bLlessing, the
advantage of training cornetists would sees to be enhanced by
the fact that a relatively young child should ba able to
sustain a phrase without much difficulty.

Harston employs cornets so fragquently that one is
surprised to find enocugh time remaining for aay dramatie
action whatsoever, The cornets sound a march, for sxample,
at the beginning and st the end of ths prologue. In I.1,
Faraton glv-ﬂ the following directions: "Enter four Boys,
anticly atiired, with bows and quivers, dencing to the
cornets & fantastic measure. . " This is a particularly
interesting direction; one sees here that cormets ars used
as consort instruments accompanying a "msasure,” or {probably)
pavaa. In the same scene, the following stage dirsctions
are indicated: “Chorus, with cornets, organ and voices. Io
to Hymenl!" Thus, Marstoa has the cornsts take part in a
broken consort similar im instrumeatation to that of
Campion's echeo choruses in the Lord Haves Masgue, 3till
in the same scene (I.11), the cornets again sound a march,
In the first act, than, the cornets serve to give signals,
as a consert accompanying & mascue-like dance, as a part
of a broken consort, and again as signalling instruments.
But the play has only just begun, Marston givas some most
interesting directions for the act music, which includes
background music for a dumbshow (II.1):
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Whilst the music for the firat act sounds, RANNHO,
CAKRTHALON, BYTHEAS, GELO3S30, enter: they placa
themselves to counsel 01306. the impolsener, waiting
on them; HANNO, CARTKALON, and BYTH&AS setting their
hands to & writing, which being offered to GELOSJO,
he denies his hand, and, as such offended, impatliently
starts up and aspeaks,

The use of cornets for this dumbshow involving a poisoner is
curiously reminiscent of Sackville and Norton's Qorbodug:

Firet the muaic of cornets began to play, during
which came inm upon the atage a kiag accoupnnlod with
2 number of his nobility and gentlemen. And after
he had placed himself in a chalr of estate prepared
for him, there came and kneelsd before him a grave
and atod gentleman, and offer'd up a cup unto hia of
wine in a2 glass, which the king refused. .ifter him
comes a brave and lusty yanl,‘ entleman, anc praesents
the king with a cup of gold ed with poison, which
the king accepted, and drinking the same, luunilatcly
fell down dead u the stage, and so was carried
thence away by !blordl and gentlemen, &nd then

the music ceased.

Pollowing the dumbshow, however, Harston uses the cornets

orly for signals in the remainder of the second act. They

play for an entrance (II.i); departure (II.i); and sound a

charge (IT.41) and flourish (IT.1ii). In the following act

(IT1.4) Marston gives another curious direction for cornets:

Cornets and organs playing full music, anter

under the conduct of LANTHIA and VANGUZ, the solemnity
of a sacrifice; which being entered, uhll-s the
attendants furnish the altar, SOPHONIGEA sings a
song which done, she speaks.

The occasion seems to be & grave one, but whether or not

Maraton intended the cornets to accompany Sophonisba‘'s song

\

1bp1ve Eitnsbothan Tragedies, r. €7.
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is unclear, The possibllity of ths suggestion sesms slighs.
It may well be that Marston intended the cornets and organs
to play for the processional, but that the song wea acCOol=-
panied either by the organs or by one or mere stringed
instruments. Only two stage directions for coraets are
given in III.1i: &t the begimning of the scene cne {inds
the direction, "Cornets sound marches,” Ian view of the
antiphonal affects utilized by Campion, ome might conjecture
that the epgoiinc gonerals are each represented by a march
and that the resultant cacophony is inteationzl. The scene
concludes “With a full flourish of cornets. . »" Ast IV of
Sophonisba 13 remarkable for many of its features, not the
least of theas being the absence of any stage directions
for cornsts. The concluding act, however, calls for cornasts
ob many cccasions. Im V.i, cornets (apparently) sound a
march: the only musical direction given is "A march far
of{ i3 heard," Ian V.ii, cormets sound a flourish, a march
"fur off," "marches," a charge, snother march and flourish,
and a {lourish at the conciusion of the scene. In V.iii,
Cornets sound a2 charge and a march, while in V.iv, they
sound a wmarch, The eantire play ends with cornets sounding
"a short flourish." Sophonisba, therefore, includes the
following stagze directions for cornets:

1. March - 9 5. D,

2, ¥Marcheas - 2 3. D,
3. Plourish - 6§ 5. D,
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;: g:::ﬁ'.:.i-:i.fi.-s (consort) - 1 3. D.

7. brokea consort With organs (dusbehow) - 1 5. b.
One notices that four of the categories are primarily for
signalling; the remaining three involve ensemble performance.

Together with cornets and other instruments, Sophonisba
includes stage directions for organs. VFhile it is barely
possible that an orgen might have remained in the Black-
friars thestre after two succesaive remodelings, the fact
that Marston refers to "organs"™ makes the suggestion an
improbable cne, It is possible that Harston refers %o
regals. 3achs describes these instruments as small reesd
Df!lﬂl-l’ Some confusion exists about the term regals. A
"sair® or regals actually referred to a single instrumens,
not to two. 8 The word regal might also roefer to a pore-
tative orgta.17 In any case, the principle remained the
seme. The instrument (or instruments) had pipes and a
kevboard, and most probably could be carried around without
much diffieculty.

Marston seems to have employed "organs® omly in
ensemble. He specified these instruments cn six occasioms,

but each is of interest., In I.i1, organs, together with

153achs, op. git., p. 328,
10106, ett,
1710e, git.
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cornets and voices, play for the masque-like nuptial scene
of Sophonisba and Massinissa., At the conclusion of the same
scene, organs and cornets play "loud full music for the Act,"
Because this same instrumentation continues intc the dumb-
show which begins the second act, one might conjecture that
the direction is in the nature of an advance cue. Bullen
notes that in old editions of the play, one finds the
direction, "organs mixt with recorders for this Act" (III.i).
In the same scene is found the direction, "Cornets and organs
playing full insic. « «" The instrumentation listed, hoere,
is that of the processional to the altar, before which
Sophonisba sings. for the fourth act, by far ths most
curious of the entire play, the old editions contain the
direction, "Organs, Viols, and Voices play for this fct."
Since it i3 in this section that Marston uses music most
extensively, the employment of organs, or regals, may be
of particulaer significance, OUne should keep in mind that
any or all of the instruments (or none of them) could be
meant by the term “infernel music,™ which will be discussed
shortliy.

The lute, of course, is familiar to all students of
the Renaissance. During the second half of the sixteenth
century, the lute became a favorite instrument of the
English. Among co;posers for this instrument were Philip
Rosseter {(later to be associated with the Whitefriars
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venturas) and John Dowland, Most musie for lute wes based om
dance forms. Although extensive solo music for lute was
produced in the Elisabethan ers, its theatrical use seems

to have been limited to performance in snsembles to accompany
songs, The use of the lute in accompanying the airs was
discussed in the first chapter of this study. Inm IV.4,
which includes Marston's most elaborate use of musie, the
following direction occurs: "A treble viol, a base lute,
&c., play softly within the canopy.” One notes that this
direction is contained within the Erichtho scene. The
combination of treble viol and bass lute is a particularly
mystarious one, well suited to the edris atmosphere. The
irony of Syphax's discovery of Erichtho is well emphasized
by this reversal of treble and bass instrumentation. In

V.l (0ld editions), Marston calls for the same instruments,
this time for the Aet musie,

In the sixteenth century, viols were of two principal
kinds, the viol da gamba (leg vicl) and the viol da braeccia
(arm viol). The adaptatiom of this instrument to Renaissance
musical techniques was discussed in the first chapter of
this study. Froa the viola da braccic are derived the
present-day violin, viola, cello, and double hcln.l' The
viols were highly favored instruments of the court, preferred,

)

181pid., p. 347.
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in most instances to the violin because of their softer tone.
In Sophonisba, specific directions for the troble viel occur
in IV.i., where the directions state "Organs, viols, and
voices play for this Act;"™ in conmection with the "bass lute,
&e.,” within the canopy (1V.,1i); and in V.1, wherein the
directions call for bass lute and treble viel for the iAct.
Thus, the treble viel, inm Sophonisba, 1s used only in
ensemble music, as part of a broken consort.

The remaining instrument specified by Marston in
Sophonisba is the recorder. Such a familiar instrument
needs little ;xplnnatial excopt for the fact that many
different sizes of recorders were employed in Elizabethan
music. The sizes ranged from the exilent to the double bass.19
Related to the recorder were the pipe (oftem used in con-
junction with the tabor) and the fla(oolct.zo The recorder
was one of the simplest of iustruments employed during the
£lisabethan era. The tone was pleasing and the fingering
could be learned in a very short time, PFor these reasons,
it seems ourpriliu; that Marston, in Jophonisba, includes
only one direction for these instruments (III,i): "Organs
mixt with recorders for the Act." Ividently, he raferred te

a broken consort.

191bid., p. B10.

2OLee, eit.
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Marston uses singers as well as instrumentalists in Sophonisba.
In I.1, the chorus is used on three occasions. Here, the
stage directions are somewhat confusing. Immediately
preceding Sophonisba's song, the directions given are
"Chorus with cornets, organ, and voices. Io to Hymen!" Just
after the song, and again after Jugurth's brief speech, the
phrase, "Io to Hymen," is repeated by the chorus. Purely as
conjecture, one might assume the first use of the chorus to
be of greater length and perhaps greater musical complexity
than the repetitions. In addition to the chorus, Marston
employs songs.’ The first of these (I.i) is given to
Sophonisba: "A modest silence though't be thought™, In
II1.i, Sophonisba again sings, although no indication of
words is to be found. Accompanying instruments would seoem
to be either the cornets and organs which play immediately
before the song, or else the lute. In IV.i., occurs the
direction, "A short song to soft music above.” This is the
first indication by Marston in this play that the musiclans
may have been situated in a music room of some sort. From
the context of the play, it seems unlikely that either
Syphax or Erichtho is the singer. Two possibilities remain:
the chorus, perhaps hidden from view of the audience, or a
soloist not appearing on stage might well perform this song.
Again, just before-rErichtho's entrance in the same scene

(IV.i) comes the direction, "Cantant," which could refer
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to an additional song or to the actual performance of the
song to "soft" music,

At least three problems of Elizabethan music for the

stage remain to be discussed in 3ophonisba. These are

"infernal," "loud," and "soft" music. Manifold offers
interesting suggestions for these terms. He feels that, to
Elizabethan audiences, a change in timbre, rather than
dynamics, was indicated by the terms "loud" and "soft;"21
therefore, he suggests that winds and strings are the usual
instruments associated with these terms. In particular,

he suggests that hautboys and cornets were usually employed
for "loud"™ musiz.?? Thers are some indications, howevar,
that "loud" and "soft" referred to pitch rather than to

dynamics. For ecxzample, in II, vi of Tha Fasrie Jueene,

Spenser writes:
Aad therein sate a lady fresh and fayra,

Making sweete solace to herselfe alone;

Sometivaes she song, as lowd as larke in ayre, 5

Sometimes she laught, that nigh her breth was gone. . . 3
In this verse, develd of any instrumental context, Spenser
has described the singing to be "as lowd as larke.™ There
cannot be, in this canto, any establishment of dynamics
through musical contrast, Nor does the phrase seem to

refer to timbre. The treble pitch of the song seems to

21"‘“11'016' 9’20 2_1_t_l. De 87- 22_122.! E_i_Eo
23Edmund Spenser, The Complete Poetical Works, p. 26k.
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be Spenser's reason for employing the word "lowd" at this
peint. Associated with treble pitch is another quality.

In stanza XIII of the same canto Spenser describes the
"shrill notes."@4 It may well be that, to the Elizabethan,
the words "loud" and "shrill" had a similar connotatione-
that of high pitch. Other evidence comes from a source of
an entirely different nature. 3achs indicates that the
word hautbois is generally translated to mean "high wood,"25
Although Sachs goes on to make the usual distinction of
instruments--haut en bas as "loud and soft"--, the original
mesaning may have more significance than it is usually

26 If Manifold is correct in assuming
that cornmets and hautboys are most often employed for "loud"
music, then the qualities of shrillness and treble pitch are

considered to possess,

certainly present. One may suggest that the element of
timbre is a result, rather than a cause, of the desire for
"loud™ music, Marston's use of organs and cornets in consort
for "loud full music" would seem to substantliate this view-
point. Certainly, the small reed organ has a shrill tene,
and the fact that it is small makes it inevitable that the
pitch is high, Three times in Sophonisba Marston describes

2b1bid., p. 265.
253«1.:. ep, eit., p. 382,

100, eit.
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music as being soft. Each of these instances occurs in IV.i.
The first of these comes in the direction, "Infernal musie,
softly.” Again, Marston refers tc a treble violin, bass
lute, "&e," which "play softly within the canopy.” The
third direction is as follows: ™A short song to soft music
sbove." By way of elimination, Marston, who has used cornets
on humerous occasions, does not call for those instruments
in the fourth act. The Act music itself (IV.i) calls for
organs, viols, and voices, Two possibilities seem to remain.
As was mentioned earlier, it was possible for a cornetist
to double on ‘recorder, an instrument noted for its soft and
melodious tonal quality. It is, perhaps, more likely that
soft music referred to that played on stringed instruments--
in Sophonisba, the viols, Closely related to the problem
of "soft"™ is that of "infernal musiec.” If, as is frequently
suggested, infernal music were played beneath the stage, one
must consider at least three possibilities: (1) If the steage
had a solid partition surrounding it, so that the trap was
the only area permitting sound from beneath the stage to
reach the audience, then instruments of a fair amount of
volume would be indicated. Thus, one would consider cornets,
trumpets, or hautboys. In Sophonisba, only the first of
these instruments is employed. (2) If the area beneatk the
sLage were only curtained off from the audience, then any but
the softest of instruments would be audible. To refer the
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problem, to Marston, however, in sba one finds directions
for infernal music only in the fourth act. Of particular
significance may be the fact that cornets are absent in this
act. Apparently on this basis, though perhaps for acoustical
reasons as well, Manifold conjectures that cornets may have
played the infernal music.=! Such a conjecture would mean
the destruction of the effect Marston seems to be trying to
achieve, Throughout the play, cornets are called upon for
two major purposes, the conveying of military signals and
information and the accompaniment of a masque-like nuptial
scene. It may be that Marston wished to echo the latter
circumstance through using cornets for the ghostly represen-
tation, S5ince Marston has specified cornets, however, on
many occasions throughout the play, the absence of such
specifications in the fourth act seems significant. Another
indication of this possibility lies in the fact that recorders
are mentioned only in one other place, with organs for the
music between II and III, Thus, it is interesting to note
that in III.i, Sophonisba discovers the cave ", . . with
hideous darkness, and much length." One may surmise, with
considerable reason, that "infernal™ music was connected with
ghostly representations. BSuch representations would inevitably

connote death. Under these circumstances, then, it is most

v

27manifold, op. git., P« 95.
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interesting to nots that recorders werse frequently used in
scenes representing funeral processions. Again, one turns
to Corboduc, in the dumbshow preceding the third act:
by g
all clad in black, betckening death and sorrow to
ensue upon the 11i-advxacd misgovernment and dissension
:{.b;;:::::,b::g::::iaupon the murder of Ferrex by
The musical directions in Sophonisba are far more
elaborate than those in other of Marston's plays, as well
as plays by most other Elizabethan dramatists. It is
entirely possible that Sophonisba represents the most
ambitious use of music for dramatic purposes. However, it
is common knowledge that in the printing of plays, many
stage directions were omitted on the grounds that such
directions might distract from a reading of the plays. COne
recalls that music was used in Fulgens and Lucrece (1497),
Gorboduec (1561-2), and in other early examples of drama
leading to the apex of the Elizabethan theatrical productioms.
One 1s also aware that the children of the Blackfriars,
Paul's, and other theatraes were well equipped for musical
performance, The curious fact remains that, for the most
part, the nature of musical directions within plays changed
after the decade 1600-10, In an earlier portiom of this

study, it has been suggested that the decline of interest

2854 ve Eliszabethan Tragedies, p. 97.
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in the madrigal indicated a corresponding decline of the type
of audience which would most enjoy complex musical entertaine
ment. The use of the jig, in such theatres as the Red Bull,
may perhaps indicate what one might almost term a class
revolution in types of theatrical music., Whether the ccllapse
of the child-actor companiss was the result or the cause of
this revolution is a problem beyond the bounds of this study.
A consideration of Marston's Sophonisba indicates that
instrumentalists at the Blackfriars theatre were employed in
the following capacities: (1) signalling; (2) Act musiec;
(3) background for dancing; and (4) background for singing.
One may suggest that signalling was an inheritance from court
and military traditions; Act music may well have been a
development from the dumbshow, Background music for singing
and dancing seems to have been a development stemming from
the masque and similar entertainments. In addition, voecal
music, both solo and chorus, may have come from traditions
in the masque. From Fulgens and Luerece and Gorbeduc to
Sophonisba, one notes a steadily increasing use of music,
From this evidence, one may suggest that the musician was
indispensable to the development of English drema from 1497
until 1610,



BIBLIOGRAPHY



BIBLTOGRAPHY

brotanek, Rudolf, ULie Englischen Maskenspiele. Wein und
Leipzig: WiTheIm PBraumfller K.U.E. Hof-und Universitdts-
Buch héndler, 1902,

Campion, Thomas, The Works of Ur, Thomas Campion. Edited by
A. H. Bullen. Londont at the Chiswick Press, 1889,

The Cambridge History of English Literature. In XV Vols.
bdited by 5ir 4. W. Ward and A. K., waller, Cambridge:
University Press, 1949.

Chambers, Sir E. K., The Elizabethan Stage, In IV Vols.
Oxford: at the Clarendon Fress, 23.

y Bnglish Literature at the Close of the Middle
AZes. ord: at the Clarendon Press, 19L45.

y» The Medieval 3tage. In II Vols. London: Oxford
university FPress, I96§.

Lekker, Thomas, Thomas Dekker. Edited by Ernest Rhys. New
York: A. A, Wyn, 1949.

The Dictionary of National Biography. In XXII Vols. Edited
y 5ir Leslie Stephen and oir Sidney Lee. London:
Oxford University Press, 1950.

Five Elizabethan Tragedies. Edited by A, K. Mellwraith.
“London: Oxiord University Press, 1957.

Five Pre-Shakespearean Comedies., Edited by F. S. Boas.
London: Oxford University Press, 1958,

Groves, Sir George, Dictionary of Music and Musicians. Fifth
Edition., London: The Macmillan Company, 195L.

Harbage, Alfred, Shakespeare and the Rival Traditions. New
York: The EacEIEIan Company, 1952,

Hillebrand, Harold N., The Child Actors. Urbana: University
of Illinois Studles in Language and Literature, by the
University of Illinois Press, 1926.

ionifold, J. 3., The Music in English Drama from Shakespeare
to Purcell, Lonaon:_—BocEIITT PublTshing Tompany, 1956.



124

Marston, John, The Works of John Marston. Edited by A. H.
Bullen in III Vols. London: John C. Nimmo, 1837.

Morley, Thomas, A Plaine and Easie Introduction to Practicall
Musicke, The Shakespeare Assocliation racsmilies,
with an introduction by Bdwund H. Fellowes. Oxford:
Humphrey Milford, 1937.

Nef, Karl, An Outline of the History of Music. New York:
Columbiz University FPrass, 5535-1 .

Reese, Gustave, Music in the Renaissance. New York: W. W,
Norton and Company, 1954,

Reyher, Paul, les Masques anglais, Paris: Par Reyher, 1903,

Sachs, Curt, The History of Musical Instruments. New York:
W, W, Norton and Company, L940.

» Our Musical Heritage., Second Hdition. Englewood
Cliffs, New Jersey: Prentice-Hall, Incorporated, 1955.

y Rhﬁghm and Tempo, A Study in Music History. New
York: W. W. Norton end Company, Ilncorporated, 1953.

source Readiggs in Music History, from Classicsal Antiguit
throug the Romantic a.' Selected and Annotated E&
Oliver Strunk. New York: . W, Norton and Company,
Incorporated, 1950,

Spenser, Edmund, The Complete Poetical Works of Spenser.
Cambridge: The Riverside Press, 1930.

Wallace, Charles W,, The Children of ths Chapel at Blackfriars,
1597-1602, fePraska Tniversity otudles, I?bg-ﬁﬂ.

Welsford, Enid, The Court Masque, A Study in the Reletionship

between Poetry and the Revels. cambridge: AG the
niversity Press,





