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Essay Nr. 194:  Music in the Jacobean Theater
Jacobean theater is represented by the generation of playwrights after the great period of Elizabethan theater at the end of the 16th century.  If this repertoire contains no playwright of the stature of Marlowe or Shakespeare, nevertheless this literature offers many insights into music values at the beginning of the 17th century in England.  While the artistic value of this literature does not equal that of the Elizabethan, it was more popular.  The Globe Theater, after it was rebuilt in 1613, held 2,000 spectators and by 1631 there were 17 theaters in or near London.  The increased number of spectators was due in large part to the fact that the plays were mostly now comedies, as is mentioned in the Prologue of Thomas Dekker’s The Roaring Girle. 
Shall fill with laughter our vast Theater,

That’s all which I dare promise: Tragick passion,

And such grave stuffe, is this day out of fashion.
 

On the Purpose of Music

In Tourneur’s, The Atheist’s Tragedy (III, iii), we find the observation that music must have a purpose.  Sebastian, in the course of using music as metaphor for Charlemont’s emotional state, says, “But trebles and basses make poor music without purpose [means].”
The most frequently mentioned purpose of music in all early literature is to soothe the feelings of the listener, and we continue to find many such references in the Jacobean plays.  In Marston’s Antonio and Mellida (III, ii), Andrugio, duke of Genoa, says, “My soul grows heavy: boy, let’s have a song.”  After the stage direction, “a song,” Andrugio responds,

‘Tis a good boy, and by my troth, well sung.

O, and thou felt’st my grief, I warrant thee....

In another Marston play, What You Will (II, i), Quadratus sings of music being one of the things which ward off sorrow,

Music, tobacco, sack, and sleep,

The tide of sorrow backward keep.

In Beaumont and Fletcher’s The Lovers Progress (III, i) A Friar offers to have one of his novices sing to solace Clarange, who responds,

And it will come timely,

For I am full of melancholy thoughts,

Against which I have heard with reason Musick

To be the speediest cure, ‘pray you apply it.

The novice’s song begins,

A Dieu fond love, farewel you wanton powers,

I am free again....

Following the song,

Friar.  How do ye approve it?

Clarange.  It is a Heavenly Hymn, no ditty Father,


It passes through my ears unto my soul,


And works divinely on it....

In Beaumont and Fletcher’s The Spanish Curate (III, ii), we find,

We have brought Musick to appease his spirit,

And the best Song we’ll give him.
 

And in these author’s Thierry and Theodoret (III, i), after the stage direction calls for “Soft Musick,” Thierry observes, “Musick drowns all sadness.”
In Heywood’s A Woman Kilde with Kindnesse,
 a character is impatient and threatens, 

...quickly, if the Musicke overcome not my melancholly, I shall quarrell.

There are also, in these plays, a few instances where music fails in its purpose to soothe.  In Middleton’s A Chaste Maid in Cheapside (V, ii), a mother asks her daughter to sing a song to relieve her sorrow, but the daughter sings such a tragic song that the mother can only respond, “O, I could die with music!”
Similarly, in Heywood’s The Iron Age, Part II,
 a stage direction reads,

Musicke and healthing within.

after which, Orestes laments,

Oh Cethus what’s this musicke unto me,

That am composed of discords?  What are healths

To him that is struck heart-sick?

While such references to music which fails to soothe may be found in earlier literature, one almost never finds a circumstances where the music goes beyond failing to actually create an adverse effect in the listener.  We find such a case in Beaumont and Fletcher’s The Coronation (III, i), when the Queen complains,

This is not Musick

Sprightly enough, it feeds the soul with melancholy.

Similarly, in these author’s The Queen of Corinth (III, ii), after the stage direction, “A sad Song,”  

Weep no more, nor sigh nor groan

Sorrow calls no time that’s gone....

Agenor.  These heavy Ayres feed sorrow in her Lady,


And nourish it too strongly; like a Mother


That spoiles her Child with giving on’t the will.

In Dekker’s Old Fortunatus (III, i) a boy serenades Orleans with a lute, but the latter begs him to leave, saying, “This musicke makes me but more out of tune.”
Another purpose of music is to delight, or for pleasure.  In the “Induction” to Marston’s What You Will, we find,

Music and poetry were first approved

By common sense; and that which pleased most,

Held most allowed pass: know, rules of art

Were shaped to pleasure, not pleasure to your rules....

In Beaumont and Fletcher’s Wit at Several Weapons (II, i), Cunningam reflects,

With purpose that my harmony shall reach

And please the Ladies ear....

In the plays of Dekker there are also several interesting references to the purpose of music being to please.  In Westward Ho (IV, ii), we find mention of one of the characteristics which so fascinated the ancient Greek philosophers, the fact that music is the only art which cannot be seen.  Here, the Earle philosophizes, 

Go, let musicke

Charme with her excellent voice an awfull silence

Through all this building, that her sphaery soule

May (on the wings of Ayre) in thousand formes

Invisibly flie, yet be enjoyed.

In Dekker’s Old Fortunatus (II, ii), Fortunatus observes he has been ravished with divine raptures of “Dorick, Lidian and Phrigian harmonies” and in  Lust’s Dominion (I, i) the Queen Mother says,

Chime out your softest strains of harmony,

And on delicious Musicks silken wings

Send ravishing delight to my loves ears,

That he may be enamored of your tunes.

The most important and fundamental purpose of music is to express feelings.  Among the passages in this literature which interest us in this regard, we first notice a reference in Dekker’s The Honest Whore, Part I (I, ii) where the very term “Musician” is synonymous with an emotional person.  Here a wife describes her placid husband as one who never gets upset with servants, has no more sting than an ant, etc., thus she concludes a “Musitian will he never be.”  Perhaps this was also intended in Middleton’s The Witch (II, i) when Isabella comments, “I will not grumble, sir, like some musician....”
Regarding the expression of feeling through music, we especially notice some lines in Beaumont and Fletcher’s The Faithful Shepherdess (V, i) where a Priest observes he is willing to hear a shepherd’s song only if it is sung with feeling.

‘Tis good to hear ye, Shepherd, if the heart

In this well sounding Musick bear his part.

In another Beaumont and Fletcher play, The Tragedy of Valentinian (II, iv), just before the lyrics for songs of love, Licinius calls for music,

She is coming up the stairs; Now the Musick;

And as that stirs her, let’s set on....

We have an insight into the deep expressons of emotion expressed in song at this time in Marston’s Antonio and Mellida (IV, i), in the instructions of Antonio to a Page before the latter sings.

I prithee sing, but mark my words

Let each note breathe the heart of passion,

The sad extracture of extremest grief.

Make me a strain speak groaning like a bell

That tolls departing souls;

Breathe me a point that may enforce me weep,

To wring my hands, to break my cursed breast,

Rave, and exclaim, lie grovelling on the earth,

Straight start up frantic, crying, Mellida!

Sing but, “Antonio hath lost Mellida,”
And thou shalt see me like a man possess’d

Howl out such passion, that even this brinish marsh

Will squeeze out tears from out his spongy cheeks:

The rocks even groan, and -- prithee, prithee sing.

Another Marston play reminds us that the feelings expressed in music must be genuine.  In Antonio and Mellida, Part II (IV, ii) Antonio, Pandulfo and Alberto enter the stage with daggers and we read,

Antonio.  Wilt sing a dirge, boy?

Pandulfo.  No, no song; ‘twill be vile out of tune.

Alberto.  Indeed, he’s hoarse; the poor boy’s voice is cracked.

Pandulfo.  Why, coz! why should it not be hoarse and cracked,


When all the strings of nature’s symphony


Are cracked and jar?  Why should his voice keep tune,


When there’s no music in the breast of man?

In Marston we also find references to the communication of feelings of love through music, as in Antonio and Mellida (III, ii), where Castillo makes plans, before a song.

I will warble to the delicious conclave of my mistress’ ear: and strike her thoughts with the pleasing touch of my voice.

In another play, Marston speaks of music’s power to inspire physical love.
   In Marston’s The Insatiate Countess (III, iv) Isabella calls upon the power of music.

Harmonious music, breathe thy silver airs

To stir up appetite to Venus’ banquet,

That breath of pleasure that entrances souls....

In the plays of Beaumont and Fletcher we find three references to another purpose of music, music therapy.  In The Mad Lover (IV, i), Stremon observes,

He shall not this day perish, if his passions

May be fed with Musick; are they ready?

And in Beaumont and Fletcher’s The Captain (III, iv), we read,

Julio.  What, has she musick?

Woman.  Yes, for Heavens sake stay,


‘Tis all she feeds upon.

In the most famous play by these same authors, The Knight of the Burning Pestle  (II, i), an old merchant predicts that one who laughs and sings will be protected from a wide variety of illness.

Let each man keep his heart at ease

No man dies of that disease,

He that would his body keep

From diseases, must not weep,

But whoever laughs and sings,

Never his body brings

Into Fevers, Gouts, or Rhumes,

Or lingeringly his Lungs consumes:

Or meets with aches in the bone,

Or Catarrhs, or griping Stone....

We have a rather unusual  instance in Dekker’s The Wonder of a Kingdom (III, ii), where a nurse rejects the idea of music therapy.

The Duke of Florence.  Call for the Musicke.

Angelo.  Makea no noise, but bring in de Fidlers, and play sweet--

Nurse.  Oh out upon this Doctor; hang him, does he think to cure 


dejected Ladies with Fidlers --

An interesting example of music being used for the purpose of social protest can be found in Beaumont and Fletcher’s The Humourous Lieutenant (II, ii).  Contemplating the results of a loss in a battle, the lieutenant fears he will be the object of songs of satire.

Now shall we have damnable Ballads out against us,

Most wicked madrigals: and ten to one, Colonel,

Sung to such lowsie, lamentable tunes.

Among the more functional purposes of music, we find music used to awaken a character, as the use of a cornett to awaken the sleeping Mellida in Marston’s Antonio and Mellida, Part II (I, ii).

Antonio.  Boy, wind thy cornet: force the leaden gates


Of lazy sleep fly open with thy breath.....

[One winds a cornet within]


Hark, madam, how yon cornet jerketh up


His strain’d shrill accents in the capering air,


As proud to summon up my bright-cheek’d love!

In Dekker’s Old Fortunatus (III, i) the stage direction calls for “Musicke still” and Shaddow prepares to wake Andelocia.

Musicke?  O delicate warble: O these Courtiers are most sweete triumphant creatures.  Seignior, Sir: Monsieur: sweete Seignior; this is the language of the accomplishment: O delicious strings: these heavenly wire-drawers have stretched my master even out of length: yet at length he must wake: master?

Reference to music used for a coronation is found in Dekker’s Sir Thomas Wyatt (I, i), when Northumberland says,

Trumpets and Drums, with your notes resound,

Her royal name, that must in state be crowned.

Later (II, ii), regarding the coronation procession, we read,

The streets are full, the town is populous,

The people gape for noveltie.  Trumpets speak to them,

That they may answer with an echoing crie,

God save Queene Jane, God save her Majestie.

Finally, we read of a trumpet giving the signal for dinner in Dekker’s The Wonder of a Kingdom (IV, ii).

On the Incidental Music in the Plays
This practice was still sufficiently common that in a rare play which did not use incidental music,
 Heywood’s The English Traveller, the playwright felt compelled to make an explanation in the Prologue. 

A Strange Play you are like to have, for know,

We use no Drum, nor Trumpet, nor Dumbe show;

No Combat, Marriage, not so much today,

As song, Dance, Masque to bumbaste out a Play;

Yet these all good, and still in frequent use

With our best Poets; nor is this excuse

Made by our Author, as if want of skill

Caused this defect; it’s rather his selfe will.

Nevertheless, in the dialog, when the situation involves a banquet, a character is quick to refer to music, commenting that there will be the “best consort in the Citie, for sixe parts.”
The incidental music in the Jacobean plays serves many purposes.  Often the music is required when time is needed for the entrance of characters.  Thus when Cupid descends from the ceiling, the stage directions call for cornetts to play in Beaumont and Fletcher’s Cupid’s Revenge (Act II) and for recorders in Heywood’s Loves Mistris.
  Similarly, stage directions call for music in Middleton’s A Game of Chess, while the various pieces enter the stage, while in Chapman’s The Widow’s Tears (III, ii),

Musique: Hymen descends; and six Sylvanes enter beneath....

Music is called for frequently to open a scene.
   One of the more unusual instances is found in Marston’s The Malcontent, which begins with a stage direction,
The vilest out-of-tune music being heard....

The following dialog includes,

Pietro.  Where breathes that music?

Bilioso.  The discord rather than the music is heard from the 




malcontent Malevole’s chamber.

Similarly, music is called for to end a scene.
   Some of these stage directions are rather interesting in terms of the instruments used.  In Marston’s The Tragedy of Sophonisba, for example, Act I ends with the stage direction:

The cornets and organs playing loud full music

While one does not ordinarly think of the cornett as “loud music,” we find this again in Marston’s Antonio and Mellida, Part II (IV, ii), when Piero Sforza says,

Come, despite of fate,

Sound loudest music, let’s pace out in state!

The cornets sound -- Exeunt

This same play ends with a stage direction which reads simply “A song.”  However, just before, Antonio gives us an insight into the kind of song intended by the playwright.

Sound doleful tunes, a solemn hymn advance,

To close the last act of my vengeance.

As with the Elizabethan plays, the stage directions very frequently call for music to introduce important personages to the stage.  In both bodies of repertoire one comes to expect a trumpet fanfare to announce the entrance of a king.  In one such instance, in Dekker’s Satiromastix (II, i), the dialog which follows is unusually interesting.

All.  The King’s at hand.

Terrill.  Father the King’s at hand.


Musicke talke louder, that thy silver voice,


May reach my Soveraignes eares.

Sir Vaughan.  I pray do so, Musitions bestir your fingers, that you 


may have us all by the eares.

Sir Quintilian.  His grace comes, a Hall varlets, where by my men? 


blow, blow your colde Trumpets till they sweate; tickle them 


till the sound again.

One presumes, in the case of a king, that trumpets are intended even if the stage direction is not specific, as in Beaumont and Fletcher’s A King, and No King (I, i), when the king enters,
 the stage direction reads,

Enter Etc. Senet  Flourish.

It is an interesting exception, therefore, in James Shirley’s The Cardinal (III, ii),
 when a stage direction says simply “Hautbois,” after which Antonio says, “This music speaks the king upon entrance.”  In Dekker’s The Welsh Embassador (V, iii) the brother to the king is introduced by “Hoboyes.”
 

Queens are also entitled to trumpets and in Heywood’s If you know not me, you know no body,
 after the stage direction reads “Trumpets afar off,” Sir Thomas Ramsie says,

The Queene hath dined: the trumpets sound already,

And give note of her coming. -- Bid the Waits

And Hoboyes to be ready at an instant.

In Chapman’s The Blind Beggar (Scene ii), the queen Aegiale is brought onto the stage “with a sound of Horns,” in a very rare reference to horns outside the domain of hunting.  In Marston’s What You Will (V, i) the advice is given,

When you hear one wind a cornet, she is coming down Saint Mark’s Street....

A wide variety of other important persons are introduced with music in the Jacobean plays.  These include a general in Beaumont and Fletcher’s The Double Marriage (II, i), “Flourish. Trumpets, Cornets”; the captain of a ship in  Heywood’s Fortune by Land and Sea
; and recorders to introduce Venus in his Loves Mistris.
 

Often the stage directions refer to a specific musical form.  The most frequent of these is the Flourish, which we see contrasted with another form, the Senet, in Dekker’s Satiromastix (III, ii).
 

Trumpets sound a florish, and then a sennate: Enter King

But there must have been a variety of kinds of Flourish, for at the conclusion of Marston’s The Tragedy of Sophonisba we read of the cornetts playing “a short flourish,” whereas his The Tragedy of Sophonisba Act III concludes with a stage direction for a “full” flourish.

With a full flourish of cornets, they depart.

And presumably a Flourish of a different character was required in Webster’s Appius and Virginia, when, after the final line of dialog, the stage direction calls for a Flourish as a character is taken in a procession to her tomb. 

George Chapman’s Revenge for Honor (V, ii), ends with a stage direction with very unusual instrumentation, calling for a Flourish, one intended to be played by recorders.

Another musical form, which is also frequently found in the Elizabethan plays, is the Senet.  We see this form in Marston’s Antonio and Mellida, Part II (V, ii), where a stage direction reads,

A song.  The song ended the cornets sound a senet
In this scene a dance (the “measure,” a stately dance) takes place, accompanied by the following stage direction which refers to the special alcoves for music, situated above and below the stage.

While the measure is dancing, Andrugio’s ghost 

is placed betwixt the music-houses.

It is generally presumed that the Senet and Flourish were both of a fanfare character, but there is never specific information to reveal the distinction.  They are only distinguished in the terms themselves, as in Marston’s Antonio and Mellida (I, i) where the stage direction calls for “the cornets to sound a senet” when three ladies enter the stage, but when the duke embraces them “the cornets sound a flourish.”
 

Another fanfare-type form which is frequently found in Elizabethan plays is the Tucket, whose origin was an ancient French military signal related to marching.  In the Jacobean plays we find only a single instance when the stage direction reads “Sound a tucket,” as characters appropriately process across the stage in Jonson’s The Case is Altered (I, ix).

Yet another form which is used only once in this literature is the Rouse.  In Jonson’s comedy The Silent Woman (III, vii), Otter announces he has trumpeters and a drum offstage and calls for a “rouse for bold Britons.” 
A musical form which suggests trumpets or cornetts is the March, a form which appears in only one Jacobean play -- apart from the “dead march,” which was for drums.  In this one play, Marston’s The Tragedy of Sophonisba, however, the March is used in a variety of circumstances.  Early in the play (I, ii), the stage direction calls for the cornets to play a march as preparations are made for a tournament.   Later in this play (III, ii) the cornetts play a march for the entrance of Roman generals.  In this same play (V, ii) there is a battle scene with numerous cornett marches, as well as “a march far off,” a “flourish” and “a charge.”  After the battle the stage direction calls for “soft music,” while Massinissa says to this music,

...sounds soft as Leda’s breast

Slide through all ears.

Still later in this play (V, iv) the cornetts play a march for a triumphal procession.

One finds an occasional Parley in these plays,
 presumably performed by trumpets.  In Beaumont and Fletcher’s The Double Marriage (V, i) the stage directions call for “Sound a parley,” and then after the discussion, 

Alarum Flourish. Trumpets. Retreat.
There are only a few clues to the actual musical styles of these fanfare-type performances.  In Marston’s Antonio and Mellida (I, i) a duke refers to a Flourish as “fresh” and “triumphal” and in Beaumont and Fletcher’s Four Moral Representations such a performance is called “cheerful.”  Usually, however, for the trumpets the emphasis is on power.  In fact, in two plays this power is equated to an earthquake!  We find the actual word “earthquake” used with respect to the trumpet in Beaumont and Fletcher’s The False One (III, ii) and again in Jonson’s comedy, The Silent Woman (IV, ii) where the stage directions call for “trumpets sounding” to wake Morose.  A few lines later Morose refers to their sound as follows,

They have rent my roof, walls, and all my windows asunder with their brazen throats.

We also find two interesting descriptions of the trumpeter himself.  In battle the trumpeter was always placed safely in the rear with the general as he was necessary for broadcasting the orders for the battle.  This tradition is why, in Dekker’s Old Fortunatus (I, ii), a character named Shaddow suggests that trumpeters had a way of being among the survivors.

Nay by my troth, master, none flourish in these withering times, but Ancient bearers and trumpeters.

Another interesting description of a trumpeter is found in Dekker’s Westward Ho, (I, ii), where we find what appears to be a description of a court trumpeter, as seen by one somewhat jealous of his lifestyle, “he wears good clothes, and is ranked in good company, but he does nothing.”
He came lately from the university, and loves City dames only for their victuals, he hath an excellent trick to keep Lobsters and Crabs sweet in summer...for which I do suspect he hath been Clarke to some Noblemans kitchen.  I have heard he never loves any Wench....

Horns are usually mentioned in the context of hunting, as in Beaumont and Fletcher’s The Sea-Voyage (II, i) where, after the stage direction “Horns within,”
 a character refers to the music as “free hunters Musick.”  One may presume that the hunting horns played recognizable signals, which no doubt explains an occasional reference to cornetts playing like horns.  In Beaumont and Fletcher’s The Two Noble Kinsmen (III, i) after “Wind horns” several times, one finds “Wind horns of Cornets” and in Marston’s The Malcontent (III, ii), in a scene set in a forest, a stage direction reads,

Cornets like horns within

The same was undoubtedly true of trumpet signals, for in Beaumont and Fletcher’s The Prophetess (IV, iv), the stage direction calls for “A Trumpet,” Aurelia recognizes it as “A Roman Trumpet!”
Trombones rarely appear in the Jacobean plays by name, although there are additional occasions in which “solemn music,” a common synonym for trombones, is used.  The trombone consort was a standard component in official civic music of the sixteenth century and we see them in this role in Middleton’s Mayor of Queenborough (III, iii), in a dialog between a Barber and Simon, the mayor.

Barber.  Joy bless you, sir!


We’ll drink your health with trumpets.

Simon.  I with sackbuts,


That’s the more solemn drinking for my state.

Another reference, in Beaumont and Fletcher’s The Mad Lover (III, i), indicates drums and trombones playing together.

A Dead March within of Drum and Sagbutts

After this performance, Calis asks,

What mournfull noise is this comes creeping forward?

In both Elizabethan and Jacobean plays the oboes appear in indoor scenes, often in association with banquets as we see in Beaumont and Fletcher’s The Bloody Brother (II, iii), where the stage direction reads,

Hoboys, a banquet.

One might assume that the oboe players doubled on the flutes.  In Beaumont and Fletcher’s The Maids Tragedy (I, i), for example, we notice the stage directions call for off-stage oboes, which are soon followed by the indication of recorders.

In Dekker’s The Whore of Babylon (Act II) there is a “dumb show,” for which the stage direction reads “The Hault-boyes sound.”  The noble listeners are not amused.

Empress of Babylon.  Who sets those tunes to mock us?  Stay 



them....

First Cardinal.  No more: your musick must be dumb.

There are numerous references to incidental music in these plays for which we read only “still music.”  Sometimes this seems a matter of style, as in Marston’s The Fawn (IV, i) where the stage direction “soft music playing” is characterized in the following dialog as “music of sweetly agreeing perfection.”  On other occasions it seems primarily a matter of dynamics, as in Marston’s Antonio and Mellida, Part II, (I, ii).

Pandulfo.  Entreat the music strain their instruments


With a slight touch....

[Music sounds softly]

One case which speaks of softer dynamics is quite curious, especially as it involves a rare mention of string instruments by name.
   In Marston’s The Tragedy of Sophonisba (IV, i) a witch appears while a stage direction specifies,

Infernal music plays softly whilst Ericho enters...

Soon this music is heard again and now the stage direction identifies the instruments as “a treble viol, a bass lute, etc. play softly....”  Upon hearing this “infernal” music, Syphax observes,

Hark! Hark! now softer melody strikes mute

Disquiet Nature.  O thou power of sound,

How thou dost melt me!  Hark! now even heaven

Gives up his soul amongst us.

Flutes are found in association with funerals.
   In Marston’s Antonio and Mellida (V, i) a stage direction reads, 

The still flutes sound a mournful senet.  

Enter a funeral procession.

An interesting example, musically, is found at the conclusion of Marston’s The Tragedy of Sophonisba, when Sophonisba’s body is carried in with “mournful solemnity.”  For this procession the stage directions call for,

Organ and recorders play to a single voice.

The appearance of drums on both the Elizabethan and Jacobean stage was fairly common.
   Rather unusual however is a stage direction in Beaumont and Fletcher’s The Loyal Subject (I, iii) which calls for “Drums in cases.”
The one form which seems to have been associated with the drums was the “dead march.”
   A typical example is found at the beginning of Act V of Beaumont and Fletcher’s Bonduca,

A soft dead march within.

Sometimes the stage directions call for soft drums, as in Beaumont and Fletcher’s Bonduca (II, i), “Drum softly within,” and perhaps in another work by these authors, The Maid in the Mill (II, v),

Drums afar off. A low March

An interesting example of soft drum playing is found in Heywood’s The foure Prentises of London,
 where after a stage direction reads simply “soft march,” Godfrey commands,

But soft, that Drumme should speak the Pagans tongue.

The character of drum players is sometimes questioned in early literature.  An example is found in Beaumont and Fletcher’s The Burning Pestle (V, i) a cannon is not in working order and the reason given for the missing flint is “The Drummer took it out to light Tobacco.”
Bagpipes appear only in Beaumont and Fletcher’s The Prophetess (V, iii), for dancing.

There is also a single reference to a singing choir.  In Beaumont and Fletcher’s Monsieur Thomas (V, iii), after the Abbess says “to the Quire then,” the stage directions read “Musick singing.”
There are also instances of stage directions which call for music but do not identify the actual instruments the playwright had in mind.  A typical example is Marston’s Antonio and Mellida, Part II (I, ii), where we find, 

Music sounds a short strain

Often we encounter the familiar “Loud music” or “Soft music” without further identification.  In one case, in Heywood’s Loves Mistris,
 they seem to play at the same time.  Pfiche calls “Let me hear some musicke -- Loud -- And Still,” which is indeed followed by a stage direction reading,

Loude Musicke, and still Musicke.

A more philosophic example, in this regard, if found in Middleton’s The Spanish Gipsy (III, ii).  Following an off-stage flourish, Soto enters in disguise and carrying a cornett.  Francisco says, “but, fellow, bring your music along with you too?”  Soto responds,

Yes, my lord, both loud music and still music; the loud is that which you have heard, and the still is that which no man can hear.

We also find some interesting examples of unidentified music which represents various aspects of the spirit world.  In Beaumont and Fletcher’s The Pilgrim (V, iv), “Musick and Birds” in the stage direction refers to music of Fairies and in Thomas Dekker’s The Virgin Martyr (V, i) one of two references to music of the spirit world reads, “tis in the Ayre, or from some better place, a power divine....”
In Heywood’s The Witches of Lancashire
 there is a curious and interesting scene in which the musicians who are to play for dances are apparently put under a spell and are unable to perform their duty.  First, no sooner do they begin then mysteriously each player begins to play a separte, and different, tune!  The stage direction reads,

Musicke.  Every one a severall tune.
After the guests register their dismay, the musicians are revealed in person in the “music room” above the stage.  This is expressed in the program direction,

Musitians shew themselves above.
The musicians now complain that though they play their string instruments, no sound comes out.  The guests begin to suspect witchcraft, leading one person to observe,

I have heard my Aunt say twenty times, that no Witchcraft can take hold of a Lancashire Bag-pipe, for it selfe is able to charme the Devil.

In Dekker’s If This be not a Good Play (I, i) begins with the stage direction,

Enter (at the sound of hellish musick), Pluto and Charon

In Beaumont and Fletcher’s The Double Marriage (II, i), strange music is heard from the sea.

[Strange Musick within, Hoboys.]
Ascanio.  Hark what noise is this?


What horrid noise is the Sea pleased to sing.


A hideous Dirge to our deliverance?

Virolet.  Stand fast now.

[Within strange cries, horrid noise, Trumpets.]

In another play by these authors, The Sea-Voyage (V, i), a phantom ship is seen, after which we find the stage direction,

[Horid Musick]
Raymond.  What dreadful sounds are these?

Aminta.  Infernal Musick,


Fit for a bloody Feast.

Albert.  It seems prepared


To kill our courages e’er they divorce


Our souls and bodies.

Art Music

The stage plays of this period are filled with songs, usually with the lyrics provided.
   In the plays of Marston there are frequently stage directions which simply indicate “A song within,” without any clues to the character of the song.  One case in which we would have liked more information regarding the nature of the music is found in The Malcontent (II, iii) where Mendoza stands outside the room from which the music is heard, waiting to murder Ferneze.  What kind of music is heard while a character waits to kill?

To continue with this morbid line of thought, in Beaumont and Fletcher’s The Bloody Brother (III, ii) a song is sung by a group of men about to be hung.

Come, Boys, sing cheerfully, we shall ne’r sing younger.

We have chosen a loud tune too, because it should like well.

And in Webster’s The Dutchesse of Malfy (IV, ii), a stage direction reads,

Here (by a Mad-man) this song is sung, to a dismall kind of Musique.

Finally, a stage direction calls for “Soft sad music” in Ford’s The Broken Heart (IV, iii).  The lyrics for a despondent off-stage song are given, following which Orgilus observes,

A horrid stillness

Succeeds this deathful air....

As was the case with the Elizabethan theater, the subjects of the Greek myths and the ancient lyric poets are often repeated in these plays.  Beaumont and Fletcher’s The Faithful Shepherdess (I, i), a pastoral play after the models of the ancient lyric poets, includes a song in praise of Pan.

Sing his praises that doth keep

Our flocks from harm,

Pan the Father of our Sheep,

And arm in arm

Tread we softly in a round,

Whilest the hollow neighbouring ground

Fills the Musick with her sound.

In Heywood’s Loves Mistris
 there is a scene which recreates the ancient Greek myth of the musical contest between Apollo and Pan.  Although in ancient literature this was an instrumental contest, here it is played out in singing, the lyrics of which are given by Heywood.  At the end of this contest, Apollo passes a condemnation on Pan,

Henceforth be all your rural musicke such,

Made out of Tinkers, Pans, and Kettle-drummes;

And never henceforth may your fields be graced

With the sweet musick of Apollo’s lyre.

We find a song based on the Old Testament in a text Dekker wrote for a pageant given for the inauguration of the Mayor of London in 1629.  Included is a song about the invention of music by “Tuballcayne.”
 

Brave Iron! Brave Hammer! from your sound,

The Art of Musicke has her Ground,

On the Anvil, Thou keep’st Time....

Some songs are accompanied by the singer, as in Marston’s The Dutch Courtezan (I, ii), when Franceschina sings an art song while accompanying herself on the lute.

There are also a number of genuine ensemble songs, an example of which is found in Jonson’s comedy, Poetaster, at the end of Act IV, scene v.  The reader will also note Crispinus’s reference to vocal improvisation.

Hermogenes.  Then, in a free and lofty strain,


Our broken tunes we thus repair;
Crispinus.  And we answer them again,


Running division on the panting air:

Albius.  To celebrate this feast of sense,


As free from scandal as offense.

Hermogenes.  Here is beauty, for the eye;

Crispinus.  For the ear, sweet melody;

Hermogenes.  Ambrosiac odors, for the smell;

Crispinus.  Delicious nectar, for the taste;
Albius.  For the touch, a lady’s waist;


Which doth all the rest excel!

The most frequent songs, in this literature which tends toward comedy, are love songs.  In Marston’s The Dutch Courtezan (V, ii), Freevil sings a song of contemplation of love.  One notices his reference to a frequent complaint among early philosophers that Reason cannot explain love.

O Love, how strangely sweet

Are thy weak passions!

That love and joy should meet

In self-same fashions!

O who can tell

The cause why this should move?

But only this, --

No reason ask of Love!

In Shirley’s The Cardinal (V, iii) off-stage music and a love song play an unusually prominent role in establishing the background of the action to come.  The characters are Placentia, a servant to a duchess, and the colonel, Hernando.

Hernando.  What do they talk of, prithee?

Placentia.  His grace is very pleasant

A lute is heard.

And kind to her; but her replies are after


The sad condition of her sense, sometimes


Unjointed.

Hernando.  They have music.

Placentia.  A lute only.


His grace prepared; they say, the best of Italy,


That waits upon my lord.

Hernando.  He thinks the duchess


Is stung with a tarantula.

Placentia.  Your pardon;


My duty is expected.

Exit.
Hernando.  Gentle lady! --


A voice too!

Song within.
After an off-stage song, for which the lyrics are given, Hernando continues,


If at this distance I distinguish, ‘tis not


Church music; and the air’s wanton, and no anthem


Sung to ‘t, but some strange ode of love and kisses.


What should this mean?

A few songs provide some information on aesthetic choices in song writing.  First, in Jonson’s comedy, Cynthia’s Revels (IV, iii), Hedon sings a song of love,

Oh, that joy so soon should waste!

Or so sweet a bliss

As a kiss

Might not for ever last!....

Oh, rather than I would it smother,

Were I to taste such another,

It should be my wishing

That I might die, kissing.

Hedon says he made both the verses and the music and asks Amorphus how he likes it.  Amorphus answers,

A pretty air!  In general, I like it well: but in particular your long note on “die” did arride me most, but it was somewhat too long.

Amorphus offers to sing a better song, one written in honor of the lady Annabel, sister to the king of Aragon, who was thinking of him when she lay dying.  According to Amorphus, as a gracious gift she left him her glove, “which golden legacy the Emperor himself took care to send after me, in six coaches, covered all in black velvet, attended by the state of his empire.”  In appreciation, Amorphus relates, he took up his lyra and sang this song.


Thou more than most sweet glove


Unto my more sweet love,


Suffer me to store with kisses


This empty lodging....
When he had finished singing,

Amorphus.  How like you it, sir?

Hedon.  Very well in troth.

Amorphus.  But very well?  Oh, you are a mere mammoth rept in 


judgment, then.  Why, do you not observe how excellently the 


[verse] is affected in every place?  That I do not marry a word 


of short quantity to a long note?  Nor an ascending syllable to 


a descending tone?  Besides, upon the word “best” there, you 


see how I do enter with an odd minim, and drive it thorough 


the breve, which no intelligent musician, I know, but will 


affirm to be very rare, extraordinary, and pleasing.

Another reference of this sort is found in Beaumont and Fletcher’s The Elder Brother (IV, iv).
  Here a song is offered for entertainment, with the promise it will not be an “Anthem, nor one with borrowed Rhymes out of the School of Vertue.”  After a stage direction which reads only “A song,” the listener refers to its style.

This was never penned at Geneva, the Note’s too sprightly.

Finally, in the comedy, Poetaster, there is a scene (II, ii) where Jonson recalls a comment frequently repeated in ancient literature, to the effect that singers never want to sing when asked, but once begun, never want to stop.  Here, Hermogenes is several times begged to sing, but invariably answers only “Cannot sing.”  Eventually he sings and pleads to sing another song, but the company is not interested.  Julia observes,

It is the common disease of all your musicians that they know no mean, to be entreated, either to begin or end.

Later (IV, v), Hermogenes scores a nice point of his own.  After making an uninvited observation, he is rebuked somewhat for speaking out of place, and answers, “Oh, ‘tis our fashion to be silent when there is a better fool in place.”
On Serenades
One continues to find interesting accounts of the serenades which were mentioned so frequently in Renaissance literature.
   In Marston’s What You Will (I, i) Jacomo brings his servant, Philus, to sing a serenade for him at the window of his beloved.  As he hands the poem he has written to Philus to sing, Jacomo apologizes for its general lack of style, wit and for the corrections here and there.

Jacomo.  Boy, could not Orpheus make the stones to dance?

Philus.  Yes, sir.

Jacomo.  By our Lady, a sweet touch.  Did he not bring Eurydice out 

of hell with his lute?

Philus.  So they say, sir.

Jacomo.  And thou canst bring Celia’s head out of the 


window with thy lute.  Well, hazard thy breath.  Look 


sir, here’s a ditty.  


‘Tis foully writ, slight wit, crossed here and there,


But where thou find’st a blot, there falls a tear.

Philus sings, although Marston does not give the actual song.  Jacomo complains that it is not effective because it was not sung with enough passion.

Fie! peace, peace, peace! it hath no passion in it.

O melt thy breath in fluent softer tunes,

That every note may seem to trickle down

Like sad distilling tears, and make -- O God!

That I were but a poet, now to express my thoughts,

Or a musician but to sing my thoughts,

Or anything but what I am. -- Sing it over once more,

My grief’s a boundless sea that hath no shore.

There are two interesting descriptions of serenades in Beaumont and Fletcher.  First, in The Spanish Curate (II, i), Leandro explains he would rather court his love by dancing and fiddling indoors, than stand in the cold and serenade her.

Or fiddle out whole frosty nights (my friends)

Under the window, while my teeth keep tune,

I hold no handsomeness.  Let me get in,

There trot and fiddle where I may have fair play.

In Wit at Several Weapons (III, i) a page and a string player are hired to sing a serenade.

Sir Gregory.  What, are they come?

Page.  And placed directly, Sir,


Under the window.

Sir Gregory.  What may I call you, Gentleman?

Boy.  A poor servant to the Viol, I’m the Voice, Sir.

Sir Gregory.  In good time Master Voice?

Boy.  Indeed good time does get the mastery....

The serenade itself begins,

Fain would I wake you, Sweet, but fear

I should invite you to worse cheer;

In your dreams you cannot fare

Meaner than Musick....

When the lady responds, the text suggests the musician was being paid by the hour.

Sir Gregory.  I hear her up, here Master Voice,


Pay you the Instruments, save what you can....

On Instrumental Performances
One finds a few examples of genuine instrumental performances which are descriptions of art music in this literature.  In Dekker’s Satiromastix (V, ii), after the stage direction calls for “Soft Musicke,” the king reflects,

Sound Musicke, thou sweet suiter to the air,

Now woo the air again, this is the hour,

Writ in the Calender of time, this hour,

Musicke shall spend....

In Middleton’s A Mad World, my Masters (II, i), we find a description of instrumental music of a “concert” nature, including a rare account in the play repertoire of a secular organ performance.

Sir Bounteous.  My music! give my lord a taste of his welcome.

[A strain played by the consort; Sir Bounteous makes 

a courtly honor to Follywit, and seems to foot the tune.]


So -- How like you our airs, my lord? are they choice?

Follywit.  They’re seldom matched, believe it....

Sir Bounteous.  The musicians are in ordinary, yet no ordinary 



musicians.  Your lordship shall hear my organs now.

Follywit.  I beseech you, sir Bounteous!

Sir Bounteous.  My organist!

[The organs play]

Come, my lord, how does your honor relish my organs?

Follywit.  A very proud air, I’faith, sir.

Sir Bounteous.  O, how can’t choose? A Walloon plays upon ‘em, 



and a Welchman blows wind in their breech.

[A song by the organs]

In Beaumont and Fletcher’s The Captain (II, ii) we find another reference to a private performance.

Fabricio.  When is this musique?

Frederick.  From my Sisters chamber.

Fabricio.  The touch is excellent, let’s be attentive.

Jacomo.  Hark, are the Waits abroad?

Fabricio.  Be softer prethee,


‘Tis private musick.

In Marston’s The Dutch Courtezan (III, iii) there is a possible reference to an instrumental concert, when Mulligrub says,

Come, let’s go hear some music....  Let’s go hear some doleful music.

In these essays we have pointed to the presence of a contemplative listener as a hallmark of art music.  In Marston’s Antonio and Mellida, Part II (II, ii), a character, Piero, actually stands and listens to off-stage music

A song within. -- Exit Piero at the end of the song.

In Heywood’s The Rape of Lucrece
 a tragic song moves one listener to tears.

Lucretius.  To these lamenting dames what canst thou sing?


Whose griefe through all the Romane Temples ring.

Valerius then sings a song which begins,


Lament Ladies lament


Lament the Roman land...

Horatius.  This musicke mads me, I all mirth despise.

Lucretius.  To heare him sing drawes rivers from mine eyes.

Thomas Middleton’s More Dissemblers Besides Women begins with an off-stage song, of which Lactantio reflects,

Welcome, soul’s music!  I’ve been listening here

To melancholy strains from the duchess’ lodgings....

Act I, of this play, ends with another song, of which the listener, Dondolo, observes, “O rich, ravishing, rare, and enticing!”  Quite different are some lines in Middleton’s Blurt, Master-Constable (II, ii), where Imperia, a courtesan, requests happy music.

Sing, sing, sing; some old and fantastical thing, for I cannot abide these dull and lumpish tunes; the musician stands longer a-pricking them than I would do to hear them.  No, no, no, give me your light ones, that go nimbly and quick, and are full of changes, and carry sweet divisions.

We are particularly drawn to a song which concludes Jonson’s comedy, Cynthia’s Revels, and appears to refer to an Aristotelian catharsis.

Now each one dry his weeping eyes,

And to the well of knowledge haste;

Where purged of your maladies,

You may of sweeter waters taste.
� Thomas Dekker (b. 1570) was a very fluent writer, producing plays of his own and in collaboration with others, in addition to “entertainments” and pamphlets on a variety of subjects.  It has been said that no writer gave a more vivid picture of London at this time.  He, however, failed to earn a living and was often in prison -- once for three years.  Nothing is known of him after the 1630’s.


� In Beaumont and Fletcher’s The Loyal Subject (I, ii), Alinda observes she has too much grief to sing.


�  The Dramatic Works of Thomas Heywood (New York: Russell & Russell, 1964), II, 97.  This edition is a reprint of an 1874 one which, in a misguided attempt to ease the reading, omitted all references to scenes and most Acts.  Therefore we cite page numbers II.


� Ibid., III, 409.


� In Marston’s Antonio and Mellida, Part II (I, ii), Nutriche has a dream in which he hears three fiddlers playing a hornpipe during his seduction of a lady.


� Thomas Heywood, in his An Apology for Actors, tells of an incident in 1600 when invading Spaniards, landing and hearing the trumpets and drums participating in a play given in a coastal town, believed they have been discovered and fled.


� Heywood, Op. cit., V, 129.


� See also Marston’s Antonio and Mellida (I, i), “The cornets sound a battle within,” and The Tragedy of Sophonisba, which begns, “Cornets sound a march.”


� See also Beaumont and Fletcher’s The Prophetess, with flourishes and Alarms to end scenes in IV, iv and v, and “Loud Music” which ends Marston’s Antonio and Mellida, Part II (II, ii).





� In Act II, when the king agan enters, the stage direction calls for a Flourish only.  Similar uses in The Mad Lover (I, i); in The Double Marriage (III, i), “Flourish Cornets” for the entrance of Ferrand, Tyrant of Naples; in Women Pleased (V, i) a trumpet introduces a Knight.


� James Shirley (1596-1666), sometimes called “the last of the Elizabethans,” was educated at the Merchant Taylors’ School and at Oxford.  Both he and his wife died as a result of the London fire of 1666.


� See also Thomas Dekker’s The Noble Spanish Soldier (I, i), “Enter in Magnificent state, to the sound of lowd musick, the King and Queene....”; in The Wonder of a Kingdom (III, i); in George Chapman’s Alphonsus Emperor of Germany ( II, ii), “A train of ladies following with music,” his The Tragedy of Caesar and Pompey (III, i), where the stage direction indicates not only that a trumpet announces the entrance of nobles, but also walks before them as they enter, and The Blind Beggar (Scene iv) when nobles enter there is an unusual reference to music in the stage direction, simply “with sound;” and Thomas Heywood’s King Edward the fourth, Part I, [Heywood, Op. cit., I, 58] “The Trumpets sound, and enters King Edward.”


	Somewhat more rare, there is no stage direction, but the equivalent in the dialog.  See: “Sound drums, and trumpets for my Lord,” in Thomas Dekker’s The Wonder of a Kingdom (IV, i and V, ii); in Cyril Tourneur’s, The Revenger’s Tragedy (III, v), Hippolito says, “Music’s at our ear; they come.”


� Heywood, Op. cit., I, 316.


� Ibid., VI, 413.


� Ibid., V, 96.


� See also many cornet flourishes in Marston’s Antonio and Mellida and in his The Malcontent (IV, i), where a flourish by cornetts is associated with the announcement of the arrival of a military guard.  In Act V of Jonson’s comedy Cynthia’s Revels in internal masque contains the numerous sounding of “flourish” and “charge,” although no specific instruments are mentioned.


� See also many cornett senets in Marston’s Antonio and Mellida and a senet to open a scene in his Antonio and Mellida, Part II (II, i).


� See also Beaumont and Fletcher’s The Humourous Lieutenant (III, vi) and Thomas Heywood’s The foure Prentises of London. 





� Similar instances of “wind horns” in Beaumont and Fletcher’s Thierry and Theodoret (II, i) and The Two Noble Kinsmen (III, v) and in Thomas Dekker’s Patient Grissil (I, i) and The Shoemakers’ Holiday (II, ii); and Thomas Heywood’s A Maden-head well lost.





� In Beaumont and Fletcher’s The Chances (II, ii), another string instrument is mentioned, “Lute sounds within.”


� In Marston’s Antonio and Mellida, Part II (IV, i), before a discussion of death,”The still flutes sound softly.”


� Also see: Beaumont and Fletcher’s The Mad Lover (I, i), [Drums within], and The Pilgrim (III, iv);  Thomas Dekker: the beginning of The Whore of Babylon (V, iii); the end of The Shoemakers’ Holiday (I, i); Lust’s Dominion (IV, i and iii); If This be not a Good Play (IV, iii); in George Chapman’s The Blind Beggar (Scene vii); Thomas Heywood’s The Rape of Lucrece; The Golden Age; The Iron Age, Part II; The foure Prentises of London; If you know not me, you know no body; and a rare speaking part for a drummer in Beaumont and Fletcher’s The Two Noble Kinsmen (III, v).  The ancient pipe and tabor is mentioned in Thomas Dekker’s The Shoemakers’ Holiday (III, iii).


� See also Thomas Dekker’s Sir Thomas Wyatt (I, ii); in Cyril Tourneur’s, The Atheist’s Tragedy (III, i), for the funeral of Charlemont; Thomas Heywood’s The foure Prentises of London [Heywood, Op. cit., II, 178] and If you know not me, you know no body [Ibid., I, 238].


� Heywood, Op. cit., II, 223.


� Ibid., V, 108.


� Ibid., IV, 215ff.


� See also Dekker’s The Shoemakers’ Holiday (I, iv) and Heywood’s The Rape of Lucrece, for songs sung in Dutch; Dekker’s Old Fortunatus (I, i), for a song with chorus; Dekker’s Patient Grissil (V, ii), for a wedding song; Dekker’s The Noble Spanish Soldier (I, ii) a song in dialog between “Question” and “Answer”; and Middleton’s The Spanish Gipsy, for several songs with chorus; More Dissemblers Besides Women (IV, i), for a Gypsy song; and The Witch (V, ii), for a witch’s song.





� Heywood, Op. cit., V, 123ff.  Marston’s Antonio and Mellida (V, i) has a singing contest, with the duke serving as the judge.


� Genesis 4:22.


� See also in Beaumont and Fletcher: The Spanish Curate (II, iv), sung with lute; The Tragedy of Valentinian, “Musick and Song” (V, ii), and a solo song, with chorus (V, viii); The Chances; The Bloody Brother, including a drinking song; The Lovers Progress (III, i), a song sung by a ghost; The Knight of Malta (III, i), a strophic song with four verses, sung by soldiers.


� Additional serenades can be found in Jonson’s comedy The Devil is an Ass (II, vi); Marston’s The Dutch Courtezan (II, i) for a serenade with “Pages with torches and Gentlemen with music” and Beaumont and Fletcher’s The Little French Lawyer (I, i), for a passing reference to a serenade as “morning musique.”








� Heywood, Op. cit., V, 181.
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