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Essay Nr. 126:  Shakespeare on Music

This seems an appropriate place to include an essay on Shakespeare, for above all his plays attempted to reflect 16th English society as he knew it.   Scholars have long observed that his comments on court life, in particular, carefully reflect the manners of that part of society.  Therefore, before we look at Shakespeare’s comments on music we should like to include a few of his comments on court life in general, in particular those cases where he uses music as a metaphor or an illustration.  
First, Shakespeare clearly had a dim view of the courtier, once going so far as to name one “Apemantus.”
  One courtier, however, in Twelfth Night, seems rather sophisticated.

He plays the viol-de-gamba and speaks three or four languages word for word without the book....
 

We get another picture of the courtier, given as Grecian but obviously contemporary, in The Tragedy of Troilus and Cressida, when Troilus says,

I cannot sing,

Nor heel the high lavolt, nor sweeten talk,

Nor play at subtle games -- fair virtues all,

To which the Grecians are most prompt and pregnant.

But I can tell that in each grace of these

There lurks a still and dumb-discursive devil

That tempts most cunningly.
 

Hamlet uses the playing of a recorder as metaphor for the courtier’s manipulation of others.  He says, “O, the recorders!  Let me see one,” and proceeds to give the courtier, Guildenstern, a lesson.

Hamlet.  It is as easy as lying.  Govern these ventages with your fingers and thumb, give it breath with your mouth, and it will discourse most eloquent music.  Look you, these are the stops.

Guildenstern.  But these cannot I command to any utterance of harmony.  I have not the skill.

Hamlet.  Why, look you now, how unworthy a thing you make of me.  You would play upon me; you would seem to know my stops; you would pluck out the heart of my mystery; you would sound me from my lowest note to the top of my compass.  And there is much music, excellent voice, in this little organ, yet cannot you make it speak.  ‘Sblood, do you think I am easier to be played on than a pipe?  Call me what instrument you will, though you can fret me, yet you cannot play upon me.
 

The one emotion which many 16th century English writers seem to dwell on is melancholy.  In All’s Well That Ends Well, Shakespeare associates the melancholy noble with one who is always singing.

Why, he will look upon his boot and sing; mend the ruff and sing; ask questions and sing; pick his teeth and sing.
 

And in Romeo and Juliet, Juliet complains to her nurse,

Now good sweet Nurse -- O Lord, why look’st thou sad?

Though news be sad, yet tell them merrily;

If good, thou sham’st the music of sweet news

By playing it to me with so sour a face.
 
Of particular interest to us is Shakespeare’s use of the metaphor of out of tune music for a character’s emotional unbalance, a device earlier writers also employed.  In The Comedy of Errors, a character speaks of “my feeble key of untuned cares”
 and in Much Ado About Nothing, Hero asks Beatrice,

Do you speak in the sick tune?
 

In Hamlet, Ophelia uses the same metaphor.

And I, of ladies most deject and wretched,

That sucked the honey of his music vows,

Now see that noble and most sovereign reason,

Like sweet bells jangled, out of tune and harsh....
 

In another view of court life, in the comedy, The Two Gentlemen of Verona, there is a humorous dialog, full of double meanings, which reflects the fact that some poetry was still sung.

Julia.  Some love of yours hath writ to you in rime.

Lucetta.  That I might sing it, madam, to a tune.

Give me a note; your ladyship can set.

Julia.  As little by such toys as may be possible;

Best sing it to the tune of “Light o’ Love.”
 

Lucetta.  It is too heavy for so light a tune.

Julia.  Heavy! belike it hath some burden, then?

Lucetta.  Ay; and melodious were it, would you sing it.

Julia.  And why not you?

Lucetta.  I cannot reach so high.

Julia.  Let’s see your song. [Taking the letter.]  How now, minion!

Lucetta.  Keep tune there still, so you will sing it out.

And yet, methinks, I do not like this tune.

Julia.  You do not?

Lucetta.  No, madam; it is too sharp.

Julia.  You, minion, are too saucy.

Lucetta.  Nay, now you are too flat.
And mar the concord with too harsh a descant.

There wanteth but a mean to fill your song.

Julia.  The mean is drowned with your unruly bass.
 

Shakespeare mentions epic poetry, the ancient Greek tradition of singing of the heroic men of the past, in his poem “The Rape of Lucrece.”
Feast-finding minstrels, tuning my defame,

Will tie the hearers to attend each line....
 

We should point out that one play, Pericles, Prince of Tyre, is itself presented as a work of epic poetry.  Gower, a medieval poet who presents this story to Shakespeare, begins,

To sing a song that old was sung,

From ashes ancient Gower is come,

Assuming man’s infirmities,

To glad your ear, and please your eyes.

It hath been sung at festivals,

On ember-eves, and holy-ales;

And lords and ladies in their lives

Have read it for restoratives....

And now turning to the subject of music in the plays of Shakespeare, we might begin by asking what can we deduce regarding his aesthetic views on music?  To begin with it seems clear that he was aware of the old Scholastic misunderstanding, by which music was taught as a branch of mathematics.  He leaves this clue in The Taming of the Shrew, when Hortensio presents himself in the disguise of a music teacher, Shakespeare has him introduced as a man “Cunning in music and the mathematics.”
   

Shakespeare also seems to have been well read with respect to earlier theories on music, as we can see in his several references to the ancient Greek notion of the “Music of the Spheres.”  The most extended of these is found in The Merchant of Venice, where Lorenzo reflects,

How sweet the moonlight sleeps upon this bank!

Here will we sit, and let the sounds of music

Creep in our ears; soft stillness and the night

Become the touches of sweet harmony.

Sir, Jessica: look, how the floor of heaven

is thick inlaid with [patterns] of bright gold:

There’s not the smallest orb which thou behold’st

But in his motion like an angel sings,

Still choiring to the young-eyed cherubins;

Such harmony is in immortal souls;

But, whilst this muddy vesture of decay

Doth grossly close it in, we cannot hear it.
 

But, to use the expression of Shakespeare’s contemporary, Morley, there is a “science and mystery” to music and Shakespeare was also aware of the “mystery,” as we can see in Much Ado About Nothing, where Benedick hears music and observes,

Now, divine air! now is his soul ravished!  Is it not strange that sheeps’ guts should hale souls out of men’s bodies?
 

We believe that as Shakespeare looked around at the cast of real characters he came in contact with in 16th century England, he must have concluded that the more refined also had an interest in, and perhaps even performed, music of a higher aesthetic level.  There are hints of this throughout his plays, but it is voiced most clearly by Lorenzo, in The Merchant of Venice.

The man that hath no music in himself,

Nor is not moved with concord of sweet sounds,

Is fit for treasons, stratagems, and spoils;

The motions of his spirit are dull as night,

And his affections dark as Erebus:

Let no such man be trusted.
 

Shakespeare obviously felt the same applied to women.  In Much Ado About Nothing, there is a young noble of Padua, Benedick,
 who is a confirmed bachelor, determined never to marry.  But, on one occasion he does list the qualities a woman must have, should he decide to marry.  She must be rich, good-looking, noble and an excellent musician.
   Also, Othello includes music among the virtues of his wife.

To say my wife is fair, feeds well, loves company,

Is free of speech, sings, plays, and dances well.

Where virtue is, these are more virtuous.
 

We suspect Shakespeare’s own taste in music tended to be more conservative and that Juliet was expressing his preference, and not the lark’s, in Romeo and Juliet.

It is the lark that sings so out of tune,

Straining harsh discords and unpleasing sharps.
 

The same preference, stated in a more positive way, is clear in his praise of harmony in his “Sonnet VIII.”

Music to hear, why hear’st thou music sadly?

Sweets with sweets war not, joy delights in joy:

Why lov’st thou that which thou receiv’st not gladly,

Or else receiv’st with pleasure thine annoy?

If the true concord of well-tuned sounds,

By unions married, do offend thine ear,

They do but sweetly chide thee, who confounds

In singleness the parts that thou shouldst bear.

Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering;

Resembling sire and child and happy mother,

Who, all in one, one pleasing note do sing:

Whose speechless song, being many, seeming one,

Sings this to thee: “Thou single wilt prove none.”
It also seems clear that Shakespeare was observant of changes in contemporary taste, in particular the emergence of the preference for string instruments in England, which we believe forms part of the background for a passage in Othello.  We remind the reader that “noise” was an English synonym for wind music, hence his play on this word.  Cassio meets a group of musicians and tells them he will pay them to play something brief.  They play and then a clown enters and initiates the following exchange.

Clown.  Why, masters, have your instruments been at Naples, that they speak I’ th’ nose thus?

Musician.  How, sir? how?

Clown.  Are these, I pray, called wind instruments?

Musician.  Ay, marry, are they, sir.

Clown.  O! thereby hangs a tail.

Musician.  Whereby hangs a tale, sir?

Clown.  Marry, sir, by many a wind instrument that I know.  But, masters, here’s money for you; and the general so likes your music that he desires you, of all loves, to make no more noise with it.

Musician.  Well, sir, we will not.

Clown.  If you have any music that may not be heard, to’t again; but (as they say) to hear music the general does not greatly care.

Musician.  We ha’ none such, sir.

Clown.  Then put up your pipes in your bag, for I’ll away.  go; vanish into air; away!

Exeunt Musicians.
 

On the Purposes and Use of Music
The purpose of music most frequently mentioned by earlier writers was its ability to soothe the listener or player, as we see in Henry VIII, when the rejected queen Katherine calls for music to soothe her feelings.

Queen.  Take thy lute, wench; my soul grows sad with troubles;

Sing and disperse ‘em, if thou canst.  Leave working.

Song

Orpheus with his lute made trees,

And the mountain tops that freeze,

Bow themselves, when he did sing:

To his music plants and flowers

Ever sprung, as sun and showers

There had made a lasting spring.

Every thing that heard him play,

Even the billows of the sea,

Hung their heads, and then lay by.

In sweet music is such art,

Killing care and grief of heart

Fall asleep or, hearing, die.
  

In Romeo and Juliet, after Juliet has taken a sleeping potion and appears to have died, three musicians who had been called for entertainment are about to leave, realizing that it is an inappropriate time for their kind of music.
   Peter, the servant to Juliet’s nurse, asks them to stay and play music to soothe his feelings.

Peter.  O Musicians, because my heart itself plays “My Heart is Full? -- O play me some merry dump to comfort me.

1. Musician.  Not a dump, we, ‘tis no time to play now.

Shakespeare now turns this into a comic scene as the musicians and Peter argue over possible tunes they might play.  Peter begins to quote one,

When Griping griefs the heart doth wound,

(And doleful dumps the mind oppress,)

Then music with her silver sound --
Peter breaks off, asking what the last line means.  A musician answers that it means musicians make their sound for silver (coins).

Shakespeare in his fairy tale, The Tempest, has Ariel, a musician of the spirit world, sing to soothe the survivors of a shipwreck.  One of these, Ferdinand, reflects,

This music crept by me upon the waters,

Allaying both their fury and my passion

With its sweet air....
 

In the same play, Prospero, the duke of Milan, turned magician, after hearing the “solemn music” requested in the stage direction, observes,

A solemn air and the best comforter

To an unsettled fancy, cure thy brains,

Now useless, boil’d within thy skull....
 

There are two rather unusual references to the purpose of music being to soothe.  The first comes in Macbeth where the witches offer music and dance.

1 Witch.  Ay, sir, all this is so.  But why

Stands Macbeth thus amazedly?

Come, sisters, cheer we up his sprites,

And show the best of our delights.

I’ll charm the air to give a sound,

While you perform your antic round....

Music.  The Witches dance, and vanish.
 

Shakespeare, in his comedy, As You Like It, creates a character, the cynical malcontent, Jaques, who is soothed by melancholy emotions.  Amiens, a professional singer, sings a song which ends,

Come hither, come hither, come hither!

Here shall he see

No enemy

But winter and rough weather.

Jaques.  More, more, I prithee, more.

Amiens.  It will make you melancholy, Monsieur Jaques.

Jaques.  I thank it.  More, I prithee, more.  I can suck melancholy out of a song as a weasel sucks eggs.  More, I prithee, more.

Amiens.  My voice is ragged; I know I cannot please you.

Jaques.  I do not desire you to please me; I do desire you to sing.  Come, more: another stanzo.  Call you ‘em stanzos?

Amiens.  What you will, Monsieur Jaques.

Jaques.  Nay, I care not for their names; they owe me nothing.  Will you sing?

Amiens.  More at your request than to please myself.
 

There are two instances in the plays where music is not effective in its capacity to soothe.  In Richard II the queen is depressed and her ladies-in-waiting suggest, as means of cheering her up, bowling, dancing and telling tales, all of which the queen rejects.  Finally a lady suggests music, but the queen rejects that as well.

Lady.  Madam, I’ll sing.

Queen.  ‘Tis well that thou hast cause.

But thou shouldst please me better, wouldst thou weep.

Lady.  I could weep, madam, would it do you good.

Queen.  And I could sing, would weeping do me good,

And never borrow any tear of thee.
 

In the second instance, Shakespeare provides the reason why music does not soothe.  Jessica in The Merchant of Venice says, “I am never merry when I hear sweet music.”  Lorenzo answers, “The reason is, your spirits are [in]attentive....”
 

A closely related purpose of music is to refresh the mind, as we find in The Taming of the Shrew, when Lucentio, in criticizing a pretended music teacher, observes,

Preposterous ass, that never read so far

To know the cause why music was ordained!

Was it not to refresh the mind of man

After his studies or his usual pain?
 

Perhaps the most universally understood purpose of music is to express feelings.  Before we consider some of Shakespeare’s illustration of this purpose, we might point out that the more basic purpose of music simply to communicate is referred to by analogy in Richard II, after the king has exiled the duke of Norfolk for life.  The latter responds,

My native English, now I must forgo;

And now my tongue’s use is to me no more

Than an unstringed viol or a harp,

Or like a cunning instrument cased up....
 

So direct is music in expressing emotions, that in The Merry Wives of Windsor, a singer almost begins to cry in the middle of her own song.
   In Twelfth Night, Viola speaks of the variety of possible emotional expression,

I can sing,

And speak to him in many sorts of music.
 

In The Merchant of Venice, Portia calls for music while Bassanio makes his choice of three caskets, one of which wins Portia as his wife.  Portia instructs the musicians, that if he picks the wrong one, they are to play something sad,

Let music sound while he doth make his choice;

Then, if he lose, he makes a swan-like end,

Fading in music....

But if he selects the correct one,

He may win;

And what is music then? then music is

Even as the flourish when true subjects bow

To a new-crowned monarch....
 

In the comedy, Twelfth Night, Shakespeare makes fun of the universally understood purpose of music to express emotions.  Of course, what is usually understood is that music expresses the emotion truthfully and accurately.  Shakespeare’s joke is in having the singer and listeners all respond with emotions that have nothing to do with the music.  First, the duke asks to hear,

That old and antique song we heard last night,

Methought it did relieve my passion much,

More than light airs....

Shortly after, Viola, when asked how she likes this tune, reflects,

It gives a very echo to the seat

Where love is throned.

Shakespeare further prepares the audience for his jolt by having the duke observe that this song is often sung by women while working at spinning and weaving.  But when this song is finally sung by the court singer, Feste, it turns out to be a dark and morbid song about death!

Come away, come away, death,

And in sad cypress let me be laid.

Fie, away; fie, away, breath;

I am slain by a fair cruel maid....

Shakespeare completes this absurd scene by having the singer say he takes pleasure in singing this particular song.
 

Finally, in Henry VIII, the despondent former queen Katherine requests music expressing her state of feelings.

Katherine.  Cause the musicians play me that sad note

I named my knell, whilst I set meditating

On that celestial harmony I go to.

This is followed by the stage direction, “Sad and solemn music.”  This music continues as Katherine has a Vision.  When she wakes up, she says,

Bid the music leave.

They are harsh and heavy on me.

Music ceases.
 

In one case, Shakespeare points to the effectiveness of music to express melancholy, an emotion much dwelled on in 16th century England.  In The Two Gentlemen of Verona, Proteus pretends to help his rival, Thurio, court Silvia by encouraging him to organize a serenade, by which he can impress her with the sincerity of his melancholy.

For Orpheus’ lute was strung with poets’ sinews,

Whose golden touch could soften steel and stones,

Make tigers tame and huge leviathans

Forsake unsounded deeps to dance on sands.

After your dire-lamenting elegies,

Visit by night your lady’s chamber-window

With some sweet consort; to their instruments

Tune a deploring dump; the night’s dead silence

Will well become such sweet-complaining grievance.
 

Thurio agrees with the plan and suggests going into the city “To sort some gentlemen well skilled in music” to sing the serenade for him.  When the serenade, for which Shakespeare gives the words, occurs, the focus is on Julia, in disguise as a boy, who unhappily hears this serenade to another woman.

Host.  How now! are you sadder than you were before?

How do you, man? The music likes you not.

Julia.  You mistake; the musician likes me not.

Host.  Why, my pretty youth?

Julia.  He plays false, father.

Host.  How? Out of tune on the strings?

Julia.  Not so; but yet so false that he grieves my very heartstrings.

Host.  You have a quick ear.

Julia.  Ay; I would I were deaf; it makes me have a slow heart.

Host.  I perceive you delight not in music.

Julia.  Not a whit, -- when it jars so.

Host.  Hark! what fine change is in the music!

Julia.  Ay, that change is the sprite.

Host.  You would have them always play but one thing?

Julia.  I would always have one play but one thing.
 

One important purpose of music for the 16th century courtier was as an aid in wooing the ladies, which Shakespeare acknowledges through several serenades in his plays.  The Twelfth Night or What You Will begins with one of Shakespeare’s most familiar lines, an homage to the relationship of love and music.

If music be the food of love, play on!

Give me excess of it, that surfeiting,

The appetite may sicken and so die.

That strain again!  It had a dying fall;

O, it came over my ear like the sweet sound

That breathes upon a bank of violets,

Stealing and giving odor.

In All’s Well That Ends Well there is a reference to a persistent serenader.

Every night he comes

With music of all sorts and songs composed

To her unworthiness: it nothing steads us

To chide him from our eaves, for he persists

As if his life lay on it.
 

In Cymbeline, in a scene intended to be humorous, Cloten arranges a morning serenade by a group of string players in an attempt to woo Imogen.

Cloten.  It’s almost morning, is’t not?

1. Lord.  Day, my lord.

Cloten.  I would this music would come.  I am advised to give her music o’ mornings; they say it will penetrate

Enter Musicians.

Come on; tune.  If you can penetrate her with your fingering, so; we’ll try with tongue too: if none will do, let her remain; but I’ll never give o’er.  First, a very excellent good-conceited thing; after, a wonderful sweet air, with admirable rich words to it: and then let her consider.

Song

Hark! hark! the lark at heaven’s gate sings,

And Phoebus ‘gins arise,

His steeds to water at those springs

On chalic’d flowers that lies;

And winking Mary-buds begin

To ope their golden eyes:

With everything that pretty is,

My lady sweet, arise:

Arise, arise!

So, get you gone.  If this penetrate, I will consider your music the better; if it do not, it is a vice in her ears, which horsehairs and calves’-guts, nor the voice of unpaved eunuch to boot, can never amend.

Exeunt Musicians.
 

The serenade had no effect, for Cloten complains, “I have assail’d her with musics, but she vouchsafes no notice.”
Another purpose of music is to express love, as testified to by that most famous of lovers, Cleopatra.

Give me some music: music, moody food

Of us that trade in love.
 

A purpose of music frequently mentioned by ancient philosophers was music therapy.  Shakespeare makes only two references to this, the first in Pericles, Prince of Tyre.  Thaisa is thought to have died aboard ship and her body is placed in a box and thrown over the side.  She is washed ashore in Ephesus, where she is revived by a skillful physician.  Shakespeare does not discuss the physician’s medical techniques, but uses the mystery of music, with its long association with music therapy, as a metaphor for the healing process.

The rough and woeful music that we have,

Cause it to sound, beseech you.

The viol once more; -- how thou stirr’st, thou block!

The music there!  I pray you, give her air.
 

The second reference to music therapy is found in Richard II, when the imprisoned king, having heard some music, says,

This music mads me.  Let it sound no more,

For though it have helped mad men to their wits,

In me it seems it will make wise men mad.

Yet blessing on his heart that gives it me!

For ‘tis a sign of love....
 

The closely related purpose of music, to affect one’s character is mentioned in The Tempest, when the duke of Milan, turned magician, calls for,

Some heavenly music -- which even now I do --

To work mine end upon their senses....
 

Shakespeare provides a much more vivid illustration of this purpose, including music’s effect on animals, in The Merchant of Venice.  Lorenzio, speaking of the power of music, observes,

For do but note a wild and wanton herd,

Or race of youthful and unhandled colts,

Fetching mad bounds, bellowing and neighing loud,

Which is the hot condition of their blood;

If they but hear perchance a trumpet sound,

Or any air of music touch their ears,

You shall perceive them make a mutual stand,

Their savage eyes turned to a modest gaze

By the sweet power of music: therefore the poet

Did feign that Orpheus drew trees, stones, and floods;

Since nought so stockish, hard, and full of rage,

But music for the time doth change his nature.
 

Shakespeare makes only one reference to contemporary performance practice.  This, a criticism, is found in Richard II, following a stage direction reading, “The music plays,’ when the king observes,

Music do I hear?

Ha, ha!  Keep time.  How sour sweet music is

When time is broke and no proportion kept!
 

On Music Education
The first of two references to music education in the plays of Shakespeare is an observation on children’s performance.  In A Midsummer Night’s Dream, after the prologue of a play within a play, Hippolyta observes,

Indeed he hath played on his prologue like a child on a recorder; a sound, but not in government.
 
In the comedy, The Taming of the Shrew, the nobleman, Baptista, observing that his daughter, Bianca, loves music and poetry, decides to hire a “schoolmaster” in those subjects to come to the palace to instruct both his daughters.  Hortensio, desiring to woo Bianca, disguises himself as a music teacher and is hired, but he first must give a music lesson to the older sister, the “shrew” Kate.  After this ill-fated lesson, he reports to the father that Kate hit him over the head with his lute and called him a “fiddler,” an intended derogatory reference to an instrument still associated with peasants.

Baptista.  How now, my friend! why dost thou look so pale?

Hortensio.  For fear, I promise you, if I look pale.

Baptista.  What, will my daughter prove a good musician?

Hortensio.  I think she’ll sooner prove a soldier.

Iron may hold with her but never lutes.

Baptista.  Why, then thou canst not break her to the lute?

Hortensio.  Why, no; for she hath broke the lute to me.

I did but tell her she mistook her frets

And bowed her hand to reach her fingering;

When, with a most impatient devilish spirit,

“Frets, call you these?” quoth she; “I’ll fume with them”;

And, with that word, she stroke me on the head,

And through the instrument my pate made way.

And there I stood amazed for a while.

As on a pillory, looking through the lute,

While she did call me rascal, fiddler.
 

When Hortensio arrives to give a music lesson to Bianca,
 he finds her having a Latin lesson with another gentleman, Lucentio, who also wishes to woo her.  When he tries to interrupt, Bianca tells him to go tune his instrument while she finishes with Lucentio.  Hortensio interrupts again,

Hortensio.  Madam, my instrument’s in tune.

Bianca.  Let’s hear. -- O fie! the treble jars.

Lucentio.  Spit in the hole, man, and tune again.

When it is finally his turn, Hortensio tells Lucentio to leave.  Lucentio, correctly guessing that Hortensio is another suitor, decides to stay and listen.

Hortensio.  You may go walk and give me leave a while;

My lessons make no music in three parts.

Lucentio.  Are you so formal, sir? [Aside]  Well, I must wait

And watch withal; for, but I be deceived,

Our fine musician groweth amorous.

Hortensio.  Madam, before you touch the instrument

To learn the order of my fingering,

I must begin with rudiments of art

To teach you gamouth [diatonic scale] in a briefer sort,

More pleasant, pithy, and effectual,

Than hath been taught by any of my trade;

And there it is in writing, fairly drawn.

Bianca.  Why, I am past my gamouth long ago.

Hortensio.  Yet read the gamouth of Hortensio.

Bianca.

“Gamouth” I am, the ground of all accord,

“A re,” to plead Hortensio’s passion;

“B mi,” Bianca, take him for thy lord,

“C fa ut,” that loves with all affection;

“D sol re,” one clef, two notes have I;

“E la me,” show pity or I die.

Call you this gamouth? tut, I like it not.

Old fashions please me best; I am not so nice

To change true rules for odd inventions.
Music in the Stage Directions

A great deal of information about performance practice in 16th century England can be gained from Shakespeare’s notations in the margins known as stage directions.  The music he calls for here is often for the purpose of introducing his characters.

The aristocratic trumpeter, and the music he played, served as an aural coat-of-arms or flag, announcing from the distance the identity of the noble who was approaching.  One sees this reflected numerous times in the Shakespeare plays, although by no means every time a noble appears.  Why Shakespeare calls for such fanfares in his stage directions when he does is not entirely clear.

That Shakespeare recognized this ancient tradition is documented in the text itself, as in All’s Well That Ends Well, following a stage direction Trumpets sound,” Lafeu says, “The king’s coming; I know by his trumpets.”
   Similarly, in Titus Andronicus, Lucius says, “The trumpets show the emperor is at hand.”  This is followed by the stage direction,

Sound trumpets.  Enter Emperor and Empress....
 

This link between the noble and his music was so important that we see in Measure for Measure the duke, upon his return to Vienna, will not enter through the city gates until his trumpets arrive.  He gives the order, “bid them bring the trumpets to the gate.”
  

Shakespeare also used this well-known tradition to lend verisimilitude to his plot development on occasion.  For example, The Taming of the Shrew begins with a drunk derelict, named Sly, whom a noble finds and, for his own amusement, takes him to his palace, dresses him in fine clothes, etc., in order to convince the man, when he awakes, that he is a noble who has been asleep many years.  Thus, when the stage direction indicates “Sound trumpets,”
 it is part of the necessary atmosphere to make Sly believe what he has been told.  Similarly, it is the stage direction, “Sound the Trumpets,” for the entrance the three gentlemen disguised as Russian nobles in Love’s Labour’s Lost, which helps lend them authenticity.
 

We should also mention that since it was a tradition for these plays themselves to begin with a trumpet fanfare, it is no surprise to find Shakespeare, when presenting a play within a play in A Midsummer Night’s Dream, requiring before the actor’s prologue a “Flourish of Trumpets.”  When the players enter, the stage direction again reads “with a trumpet before them.”
 

Sometimes Shakespeare calls for specific musical forms to provide these musical introductions.  We cannot know today what was understood in the sixteenth century by Flourish, Sennet, or Tucket, other than the fact that they all seem to fulfill the function of a fanfare.  Nevertheless, it might be profitable to consider briefly Shakespeare’s use of these forms.

Flourish
The most frequent appearance of a Flourish in the stage directions is for the entrance or exit of important personages.  A typical example is found in King Henry VI: Part III, II, ii, which begins with stage direction,
Flourish.  Enter the King, the Queen...and young Prince, with drum and trumpets.
 

Usually, it appears that the Flourish was performed by trumpets, and sometimes with drums indicated, as we see in the final scene of Henry VI: Part III, which begins with a Flourish for the entrance of the king and queen and ends with the king’s lines,

Sound drums and trumpets! farewell sour annoy!

For here, I hope, begins our lasting joy.
 

A very rare exception is the inclusion of oboes, which we find at the beginning of King Henry VI: Part II, where Shakespeare has a stage direction requesting,

Flourish of Trumpets: then hautboys.  Enter King.... 

There are a few instances in Shakespeare where the stage directions call for a Flourish by cornetts.  In the plays of the following generation, the cornett is sometimes used as a kind of lesser trumpet, for announcing lesser nobles such as dukes.  This does not seem to be the case in Shakespeare, however it does appear that he uses other instruments than trumpets to represent non-English kings.  Thus, we see the call for a “Flourish of Cornets” for the arrival of the king of France in All’s Well that Ends Well
 and in The Merchant of Venice, the prince of Morocco is ushered off, and the prince of Arragon on, by “Flourish of Cornets.”
 

In this regard, we know of only one instance where an oboe consort alone performs the music for the entrance of an important person.  In Henry VIII, I, iv, the stage direction calls for “Hautboys” for the entrance of Cardinal Wolsey, which seems appropriate for it was widely known that he maintained a personal consort of this type of which he was very proud.

What clues do we have regarding the style of a “Flourish?”  This question is made difficult by the varying circumstances in which we find the stage direction.  Sometimes it is associated with festive moments, as in Henry VI: Part I, i, ii, where Charles calls for a banquet to celebrate victory
 or in Henry VI: Part III, where a coronation seems to require a Flourish.

Hastings.  Sound, trumpet! Edward shall be here proclaimed;

Come, fellow soldier, make thou proclamation.

Flourish. Sound.
Soldier.  Edward the Fourth, by the grace of God, King of England and France, and Lord of Ireland, etc.
 

Similarly, in Titus Andronicus ‘Flourish” is found several times as the crowd cheers Caesar.
  In Coriolanus there are three Flourishes played by cornetts and all share a certain joyous emotion with the text.  The stage direction in II, i, “A Flourish. Cornets,” is followed by a line reading, “The town is taken!” perhaps suggests a sense of celebration.  “Flourish, Cornetts. Exeunt in state,” is found in II, i, 200, and in II, iii, 175, a Senator says, “To Coriolanus come all joy and honor!” which is followed by a stage direction “Flourish cornets.”
In a similar mood, there are entrances which seem like festive processions, as in Henry VI: Part III, where, after a battle, the stage direction reads,

Flourish. Enter King Edward, in triumph...
  

Perhaps, such a procession implies a strong metric beat, for in the following scene (V, iv) the queen, and later Edward, each enter to “Flourish. March.”  Similarly, in Titus Andronicus, at the end of V, i, Lucius says “And we will come.  March away.”  This is followed by the stage direction, “Flourish.”  For the entrance of the king of Denmark, in Hamlet, the stage direction is more specific.

Danish March.  Sound a Flourish.
 

In some cases, however, there is a more militant or somber moment associated with the Flourish, as in Richard III, when Richard threatens to kill the Queen Elizabeth and the duchess of York,

King Richard.  A flourish, trumpets! strike alarum, drums!

Let not the heavens hear these tell-tale women

Rail on the Lord’s annointed.  Strike, I say!

Flourish, Alarums.
 

In Titus Andronicus, I, i, a “Flourish” is called for as part of a funeral scene. 

On less frequent occasions, a “long Flourish” is called for and it seems reasonable to suppose that time was needed for a brief procession on stage, which seems clear in Titus Andronicus, I, i, 234.

A long flourish till they come down.  

A similar stage requirement may have been necessary, although it is not evident in the text, in Richard II.  First, the king decides to have a trial by combat between his cousin Bolingbroke and Mowbray, duke of Norfolk.  The Lord Marshal calls out “Sound trumpets and set forward combatants.”  This is followed by the stage direction “A charge sounded.”  But then the king abruptly changes his mind and stops the fight.  This is followed the stage direction “A long flourish.”
 


Sennet
Several times in his plays Shakespeare calls for a “Sennet” in the stage directions.  As we have said, the Sennet, Flourish and Tucket are all assumed to be specific kinds of fanfares, although their distinction is unknown today.  The distinction must have been clear to the 16th century English audience, however, for in Coriolanus, II, i, 140, following the line “Hark! The trumpets.” is a stage direction “Flourish” and only four lines later a stage direction reads “Sennet. Trumpets sound.”  In other words, since it was in both cases performed by trumpets, it must represent a stylistic distinction.  Similarly, in King Henry VI: Part I, the fact that a stage direction calls for two of them in a row, “Sennet. Flourish.,”
 also suggests the distinction had some meaning for the contemporary audience.  In this case, since the reference in the line before is to a coronation, perhaps a common style is indicated for them both in this case.

We here create you Earl of Shrewsbury;

And in our coronation take your place.

We also note that in the above case, as well as later (V, i), this music he heard in a palace room, rather than outdoors.

A Sennet is called for in the stage directions often to introduce a noble character to a scene, as in King Henry VI: Part II, (within a palace) for the entrance of the king “Sound a Sennet”
 and again (III, i) for the king’s entrance into the Abbey of Bury St. Edmunds.
 

Otherwise a variety of emotional moods are associated with the Sennet.  A Sennet is called for in the stage directions after Warwick says, “Long live King Henry! Plantagenet, embrace him” in King Henry VI: Part III.
   More somber circumstances in which a Sennet is heard are found in Richard III, (III, i) when the prince of Wales is taken to be imprisoned in the Tower and in Henry VIII (II, iv), before the divorce trial of Queen Katherine before Cardinal Wolsey.

Tucket
The Tucket is used only rarely in the Shakespeare plays and the only consistent feature is that it is always identified with a trumpet.  For example, in King Lear where a stage direction reads “Tucket within,” it is followed by the question “What trumpet’s that?”
 and in The Merchant of Venice, V, i, 134, for the arrival of Bassanio, “A tucket sounds,”
 followed by the line, “I hear his trumpet.”
 

In Timon of Athens, I, ii, a trumpet plays a Tucket to introduce the players of a masque, held during a banquet.

One also finds in the stage directions the call for music which is not military in nature.  We wish we could hear the music Shakespeare envisioned in Cymbeline, when he requests “Solemn music” for a procession during a dream by Posthumus.  This unusually lengthy stage direction suggests a number of musicians.
Solemn music.  Enter, as in an apparition, Siclus Leonatus, father to Posthumus, an old man, attired like a warrior; leading in his hand an ancient matron, his wife, and mother to Posthumus, with music before them.  Then, after other music, follow....
 

The evidence is that when a larger number of musicians were required, it was made possible through the participation of the civic musicians known as “Waits.”  They certainly must have been present in this play when later, for a scene of celebration in Rome, the stage direction reads “Trumpets, hautboys, drums beat, all together.”  The following line, by a messenger, lists even more instruments,

The trumpets, sackbuts, psalteries, and fifes,

Tabors, and cymbals....
 

In The Tempest, the spirit-musician, Ariel, plays “solemn music” (II, i), as opposed to a tune she plays later on the tabor and pipe (III, ii).  The expression “Solemn music” was used in 16th century England to represent what we would call beautiful music today, as seems to be suggested later in this play (III, iii).  The stage direction “Solemn and strange music” is followed by the lines,

Alonso.  What harmony is this?  My good friends, hark!

Gonzalo.  Marvelous sweet music.

In The Tempest we also find stage directions for “Soft music,” in III, iii and IV, i, as opposed to “a noise of hunters” V, i.

Some music referred to in the stage directions is intended for dancing, including “Music plays” in Love’s Labour’s Lost
 and “Sing and dance” in 

A Midsummer Night’s Dream.
   In only one instance, in Much Ado About Nothing, are we given the instrumentation for dance music, “Strike up, pipers!”
 

Finally, in A Midsummer Night’s Dream there is special music to put characters asleep
 and later to wake them up.
 


[Horns and they awake.]

The oboe consort was an indoor ensemble, found when guests are being entertained.   In Hamlet we find “Hautboys play” in reference to a kind of prelude for “The dumb-show,” a play within a play.
   In Macbeth, I, vi, we find “Hoboyes and torches” and in the following scene dinner is served with,

Hoboyes. Torches. Enter a Sewer, and divers Servants with dishes....

In Timon of Athens, I, ii, there is also a banquet scene, where the stage direction call for “Hautboys playing loud music.”  During this banquet there is a masque featuring “Cupid and Ladies of the Amazons,” who play lutes and dance.  After the masque, the guests dance with the Amazons to music which the stage directions identify as “a lofty strain or two of the hautboys.”
In Antony and Cleopatra the stage direction reads only “Music plays” while servants bringing in a banquet.
   It is likely Shakespeare used oboes here as well, for later in this play (IV, iii) a stage direction reads “Music of the hautboys is under the stage,” referring to music of the underworld performed from the “music room.”  In Coriolanus, IV, v, as well, we suspect that the banquet scene carrying the stage direction, “Music plays,” refers to the oboe consort.

While the oboes performed the banquet music, it was still a trumpet signal which called the guests to the table.  Thus, in Othello, a stage direction reads “Trumpets within” and Iago remarks, “Hark how these instruments summon you to supper.”
 

Horns usually appear associated with hunting and a typical stage direction reads,

Wind horns.  Enter a Lord from hunting, with his train.
 

In Titus Andronicus, Titus and his sons are hunting in a forest near Rome.  The stage directions call several times for “Wind horns,” one of which calls for a specific hunting signal, the playing of “a peal.”
 
Art Music

In The Tragedy of Troilus and Cressida, we find a description of an instrumental ensemble concert of pure art music.

Pandarus.  What music is this?

Servant.  I do but partly know, sir; it is music in parts.

Pandarus.  Know you the musicians?

Servant.  Wholly, sir.

Pandarus.  Who play they to?

Servant.  To the hearers, sir.

Pandarus.  At whose pleasure, friend?

Servant.  At mine, sir, and theirs that love music.
 
Internal Art Songs are frequently found in these plays, usually unaccompanied.  An exception may have been intended by the stage direction “Here Music,” in The Merchant of Venice (III, ii).  For the most part these are love songs and one of the most beautiful is that sung by Desdemona in Othello.

The poor soul sat sighing by a sycamore tree, --


Sing all a green willow.

Her hand on her bosom, her head on her knee, --


Sing willow, willow, willow.

The Fresh streams ran by her, and murmur’d her moons.


Sing willow, willow, willow.

Her salt tears fell from her, and softened the stones.


Sing willow, willow, willow.
 

Measure for Measure, Act IV begins with Mariana, the pathetic and jilted fiancée of the duke’s deputy, on stage with what the stage direction only calls a “Boy singing,” for whom Shakespeare provides the text of a love song.  When Mariana sees the duke coming, she tells the boy “Break off thy song, and haste thee quick away.”  When the boy leaves and the duke arrives, she attempts to explain this was not a romantic encounter, but merely music to soothe her feelings.  The duke seems to remind her that such music can get her into trouble.

Mariana.  I cry you mercy, sir, and well could wish

You had not found me here so musical.

Let me excuse me, and believe me so,

My mirth it much displeased, but pleased my woe.

Duke.  ‘Tis good; though music oft hath such a charm

To make bad good, and good provoke to harm.

Among the more unusual songs is an off-stage song from the spirit world, heard by the witches in Macbeth, III, v, for which Shakespeare provides only the first line, “Come away, come away.”
In these books we have contended that the presence of the contemplative listener is a primary hallmark of art music.  We find such a case in Pericles, Prince of Tyre, where Pericles, who identifies himself as,

A gentleman of Tyre, my name, Pericles;

My education been in arts and arms....
 

has apparently performed before king Antiochus during a banquet.   Shakespeare provides the king’s reaction the following day to what must have been art music.

Sir, I am beholding to you

For your sweet music last night: I do

Protest my ears were never better fed

With such delightful pleasing harmony.
 

Another example is found in Timon of Athens, where there is a banquet, the music for which is identified in the stage direction only as “Music.”  Soon after the banquet begins, Timon says to his guests, “feast your ears with the music awhile....”
   We might also mention the analogy in Richard II, when the ill John of Gaunt observes,

Oh, but they say the tongues of dying men enforce attention like deep harmony.
 

Shakespeare, in The Merchant of Venice, also makes reference to the fact that there must be a proper environment for a contemplative listener.

Portia.  Music! hark!

Nerissa.  It is your music, madam, of the house.

Portia.  Nothing is good, I see, without respect;

Me thinks it sounds much sweeter than by day.

Nerissa.  Silence bestows that virtue on it, madam.

Portia.  The crow doth sing as sweetly as the lark

When neither is attended, and I think

The nightingale, if she should sing by day,

When every goose is cackling, would be thought

No better a musician than the wren,

How many things by season seasoned are

To their right praise and true perfection!
 
In this same play, Shylock speaks of the varying pleasures of different persons, one of which is music,

And others, when the bagpipe sings I’ the nose,

Cannot contain their urine....
 

Functional Music

Shakespeare almost never mentions church music in his plays.  In the comedy, The Winter’s Tale, a brief mention in passing is made by a clown who is discussing the plans for a rural feast.  Among the things organized, he mentions a,

three-man song-men all, and very good ones; but they are most of them means and basses: but one Puritan amongst them, and he sings psalms to hornpipes.
 

In Henry VIII, Shakespeare supplies a rather detailed account of the coronation procession through Westminster of Anne Bullen.  Before the queen the stage directions calls separately for trumpets and “Hautboys.”  The following elements of the procession include “A lively flourish of trumpets,” “Choristers, singing” and concluding with “a great flourish of trumpets.”  In the dialog which follows a gentleman describes the coronation itself, including,

The rod, and bird of peace, and all such emblems

Laid nobly on her: which performed the choir,

With all the choicest music of the kingdom,

Together sung Te Deum.
 

Another procession is mentioned in Julius Caesar.  When Caesar first enters, the stage direction mentions only “in solemn procession, with music.”  No instruments are referred to, but Shakespeare may have intended something resembling a Roman trumpet, for Caesar hears a voice over the music and asks,

Who is it in the press that calls on me?

I hear a tongue, shriller than all the music....
 

A wedding hymn in As You Like It is accompanied by what the stage direction note calls “Still Music.”
 

A genuine hunting song is found in As You Like It, sung by foresters on having killed a deer.  The character requesting the song commands, “Sing it.  ‘Tis no matter how it be in tune, so it make noise enough.”
 

Functional music for the trumpet is found in King Henry V, where the king commands,

Take a trumpet, herald.

Ride thou unto the horsemen on yon hill.
 

Finally there is a reference to music to drink a toast.  In Hamlet, the king offers a toast to Hamlet, with the stage direction indicating that the trumpets play throughout.

And let the kettle to the trumpet speak,

The trumpet to the cannoneer without,

The cannons to the heavens, the heaven to earth:

Now the king drinks to Hamlet!
 

Entertainment Music

The most refined indoor Entertainment Music was the masque, which is mentioned several times in the plays.  In Henry VIII, the king and others enter as maskers, while the stage direction calls for “Hautboys.”  No actual masque is given in the text, only the stage direction “Music. Dance.”
   Capulet and his guests participate in a masque in Romeo and Juliet which also consists primarily of music and dancing, judging by the stage direction “Music plays and they dance.”
 

The possibility of an outdoor masque is mentioned in The Merchant of Venice.  Shylock wants no serenades by his house.

What! are there masques?  Hear you me, Jessica:

Lock up my doors; and when you hear the drum,

And the vile squealing of the wry-necked fife,

Clamber not you up to the casements then,

Nor thrust your head into the public street

To gaze on Christian fools with varnished faces,

But stop my house’s ears, I mean my casements;

Let not the sound of shallow foppery enter

My sober house.
 

Regarding genuine popular music, we should mention first a passage in which Shakespeare comments on the value of popular music in general.  In As You Like It a rather light love song is performed (“With a hey, and a ho....”).  Upon being criticized by Touchstone, the singer says “You are deceived, sir.  We kept time; we lost not our time.”  Touchstone answers,

By my troth, yes.  I count it but time lost to hear such a foolish song.
 

The stage direction “Enter Music” refers to tavern music, with no further indication as to its nature, in Henry IV: Part II, II, iv.  In several cases, however, Shakespeare supplies the actual text for songs sung in taverns.  These include Romeo and Juliet, where the text of a bawdy song is given,
 in Othello, a drinking song sung by Iago
 and a sailor’s drinking song is found in The Tempest, II, ii.

For a drinking song in Antony and Cleopatra, Enobarbus says,

All take hands.

Make battery to our ears with the loud music;

The while I’ll place you; then the boy shall sing.

Music plays 

A few lines later we get an indication of the wind instruments meant by “loud music” referred to above.  Menas says,

These drums! these trumpets, flutes! what!

Let Neptune hear we bid a loud farewell

To these great fellows....

Sound a flourish with drums.
 

Finally, in the comedy, The Winter’s Tale, Shakespeare provides a detailed description of the wandering minstrel.  This musician appears with a repertoire of songs which must represent a broad sampling of 16th century popular music in England.

Servant.  O master! if you did but hear the peddler at the door, you would never dance again after a tabor and pipe; no, the bagpipe could not move you.  He sings several tunes faster than you’ll tell money; he utters them as he had eaten ballads and all men’s ears grew to his tunes.

Clown.  He could never come better: he shall come in: I love a ballad but even too well, if it be doleful matter merrily set down, or a very pleasant thing indeed and sung lamentably.

Servant.  He hath songs for man or woman, of all sizes; no milliner can so fit his customers with gloves: he has the prettiest love songs for maids, so without bawdry, which is strange; with such delicate burdens of dildos and fadings, “jump her and thump her”; and where some stretch-mouthed rascal would, as it were, mean mischief and break a foul gap into the matter, he makes the maid to answer, “Whoop, do me no harm, good man”; puts him off, slights him with “Whoop, do me no harm, good man.”
Polixenes.  This is a brave fellow.

Clown.  Believe me, thou talkest of an admirable conceited fellow.  has he any unbraided wares?

Servant.  He hath ribands of all the colors I’ the rainbow; points more than all the lawyers in Bohemia can learnedly handle; though they come to him by the gross...why, he sings ‘em over, as they were gods or goddesses....

Clown.  Prithee, bring him in, and let him approach singing.

Perdita.  Forewarn him that he use no scurrilous words in ‘s tunes.

Later this minstrel, named Autolycus, offers more detail regarding his repertoire as he offers some published ballads for sale.

Clown.  What hast here? ballads?

Mopsa.  Pray now, buy some: I love a ballad in print, a-life, for then we are sure they are true. 

Autolycus.  Here’s one to a very doleful tune, how a usurer’s wife was brought to bed of twenty money-bags at a burden; and how she longed to eat adders’ heads and toads carbonadoed.

Mopsa.  Is it true, think you?

Autolycus.  Very true, and but a month old.

Dorcas.  Bless me from marrying a usurer!

Autolycus.  Here’s the midwife’s name to ‘t, one Mistress Taleporter, and five or six honest wives’ that were present.  Why should I carry lies abroad?

Mopsa.  Pray you now, buy it.

Clown.  Come on, lay it by: and let’s first see more ballads; we’ll buy the other things anon.

Autolycus.  Here’s another ballad of a fish that appeared upon the coast on Wednesday the fourscore of April, forty thousand fathom above water, and sung this ballad against the hard hearts of maids; it was thought she was a woman and was turned into a cold fish, for she would not exchange flesh with one that loved her.  The ballad is very pitiful and as true.

Dorcas.  Is it true too, think you?

Autolycus.  Five justices’ hands at it, and witnesses more than my pack will hold.

Clown.  Lay it by too: another.

Autolycus.  This is a merry ballad, but a very pretty one.

Mopsa.  Let’s have some merry ones.

Autolycus.  Why, this is a passing merry one, and goes to the tune of “Two maids wooing a man”; there’s a scarce a maid westward but she sing it: ‘tis in request, I can tell you.

Mopsa.  We can both sing it: if thou ‘lt bear a part thou shalt hear; ‘tis in three parts.
 

Later, Autolycus, in a soliloquy, tells us that while they were looking at his ballads he stole their purses.
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Macbeth, I, iv, for the exit of King Duncan. 


Antony and Cleopatra, I, i, for the entrance of Antony; II, iii, for the exit of Antony; II, vi and IV, v, for the entrance of Agrippa and Caesar.


� King Henry VI: Part III, final two lines.


� All’s Well that Ends Well, I, ii.  Again when he enters and exits in Act II.


� The Merchant of Venice, II, vii, viii.


� King Henry VI: Part I., the end of Act I.


� King Henry VI: Part III, IV, vii, 69ff.


� Julius Caesar, I, ii.


� King Henry VI: Part III, V, iii.


� Hamlet, III, ii, 89.


� Richard III, Iv, iv, 152ff.


� Richard II, I, iii, 118ff.  Also, Coriolanus, I, ix.


� King Henry VI: Part I, III, iii, following line 27.


� King Henry VI: Part II, I, iii.


� See also King Lear, I, i, for the entrance of the king.


Macbeth, III, i, for the entrance of Macbeth as king.


Antony and Cleopatra, II, vii, for the entrance of Caesar, Antony and others.


Coriolanus, II, ii, for the entrance of “Patricians, Tribunes of the People, etc.”


Richard III, IV, ii:


[A Room of State in the Palace]


Sound a Sennet.  Enter Richard in pomp....


� King Henry VI: Part III, I, i, 205ff.


� King Lear, II, iv, 196.


� The Merchant of Venice, V, i, 134


� See also Troilus and Cressida, I, iii, 215.


� Cymberline, V, iv.


� Coriolanus, V, iv, 46ff.


� Love’s Labour’s Lost, V, ii, 222.


� A Midsummer Night’s Dream, V, i, 390.


� Much Ado About Nothing, the final line.  In The Winter’s Tale, IV, iv, a stage direction calls for a dance by shepherds and shepherdesses.


� A Midsummer Night’s Dream, IV, i, 84.


� A Midsummer Night’s Dream, IV, i, 138.


� Hamlet, III, ii, 131.


� Antony and Cleopatra, II, vii.


� Othello, IV, ii, 194.


� The Taming of the Shrew, I, i.


� Titus Andronicus, II, ii.


� The Tragedy of Troilus and Cressida, II, iii, 16ff.  In line 44 the ensemble is referred to as a broken consort.


� Othello, IV, iii, 43ff.  She repeats the last line of this song just before she dies. [V, ii, 295]


� Pericles, Prince of Tyre, II, iii, 87ff.


� Pericles, Prince of Tyre, II, v, 25ff.


� Timon of Athens, III, vi, 30.


� Richard II, II, i, 5ff.


� The Merchant of Venice, V, i, 105ff.


� The Merchant of Venice, IV, i, 50.


� The Winter’s Tale, IV, iii, 39ff.


� Henry VIII, IV, i, 40ff.


� Julius Caesar, I, ii, 18ff.


� As You Like It, V, iv, 99.


� As You Like It, IV, ii.


� King Henry V, IV, vii, 47ff.  We will quote Shakespeare on military music in another essay.


� Hamlet, V, ii, 269ff.


� Henry VIII, I, iv, 82ff.


� Romeo and Juliet, I, iv, 134ff.


� The Merchant of Venice, II, v, 28f.


� As You Like It, V, iii, 34ff.


� Romeo and Juliet, II, iii, 120ff.


� Othello, II, iii, 65.


� Antony and Cleopatra, II, vii, 123ff.


� The Winter’s Tale, IV, iv, 207ff.


� The Winter’s Tale, IV, iv, 276ff.


� The Winter’s Tale, IV, iv, 665ff.
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