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Essay Nr. 196:  Music in the Restoration Court
This day came in his Majestie Charles the 2d to London after a sad & long Exile, and Calamitous Suffering both of the King & Church: being 17 yeares….  The wayes straw’d with flowers, the bells ringing, the streetes hung with Tapisssry, fountains running with wine…windows & balconies all set with Ladys, Trumpets, Musick….

Well, “Suffering” was a relative concept for Charles II.  Some of his contemporaries called him the “happy king,” and well he might have been, having spent 14 years enjoying Paris with no cares of government.  An Italian diplomat said of him,

His fiercest enemies are diligence and business.  He worships comforts, pleasures, and practical jokes, hates implacably all sort of work, and loves with the greatest enthusiasm every kind of play and diversion.
 

As a collector of mistresses he was without equal for his generation, thus setting the example for both his court and Restoration theater.  One of the most memorable lines of the 17th century was spoken by one of his ladies whom the crowd mistook for a newly arrived French (and Catholic) mistress.  From her coach window she exclaimed, “Be silent, good people, I am the Protestant whore!”
  This young lady was Nell Gwynn (1650 - 1687), who was born in a coal yard garret in Drury Lane and developed her singing and acting ability in the lowest taverns.  She was fortunate to live at the time when female parts on the stage were first allowed to be played by women and her success on the stage brought her to the attention of the king.  She collected considerable funds from the king’s purse, but it must be noted that she gave much of this money to private charities, including Chelsea Hospital.  A letter by Mme de Sevigne in Paris records the character of this girl, and also mentions a child who is usually overlooked in the literature on Charles II.

The actress is as haughty as the Duchess of Portsmouth [another mistress of the king]; she insults her, makes faces at her, attacks her, frequently steals the King from her, and boasts of his preference for her.  She is young, indiscreet, confident, meretricious, and pleasant; she sings, dances, and acts her part well.  She has a son by the king, and wishes to have him acknowledged....
  

There was of course a great celebration surrounding the coronation of Charles II.  One eyewitness mentions the participation of wind bands representing the various trade guilds
 and pay records document the presence of the king’s wind band.
   One eye-witness, John Ogilby, gives some interesting detail of a group of 30 trumpets and 18 drums positioned in “Leaden-Hall Street near Lime Street End.”  It is rather rare to have the actual titles of performances on such ceremonial occasions.

Drums:
Marches of several countries

Trumpets:
Several “Levets”

Drums:
Change to a “Battel”

Trumpets:
Sound a “charge”

Trumpets:
Sound pleasant “Levets”

Drums:
Beat a lofty English march

Ogilby heard, at the “second arch,” a number of wind bands, one of 12 players, two of 8 players and the rest of 6 players.

At another arch, the “Naval” arch, on two galleries he heard 12 players of “Winde-Musik,” while outside the arch there were two more groups of 6 winds dressed as sailors.  He describes such performance across the town.

It appears that some of the compositions in Matthew Locke’s “ffor his Majesty’s Sagbutts & Cornetts” were used for the coronation.
 
  Locke’s role in the court music can be seen in a document reading, “Mathew Lock in the place of Alphonso Ferabosco [II], composer for the wind music.”

Roger North recalled the musical preferences of Charles II,
He had lived some considerable time abroad, where the French music was in request, which consisted of an Entry and then Brawles, as they were called, that is motive aires, and dances.  And it was, and is yet a mode among the Monseurs, always to act the music, which habit the King had got, and never in his life could endure any music that he could not act by keeping the time; which made the common andante or else the step-tripla the only musical styles at Court in his time.  And after the manner of France, he set up a band of 24 violins to play at his dinners, which disbanded all the old English music at once.  He was a lover of slight songs, and endured the accompaniment very well, provided he could keep the time.
 

As North indicated, Charles II developed an even larger musical establishment, with 24 violins (modeled after the “24 Violons du Roi” of Paris),
 a wind band which grew to 16 players by 1663, and an assortment of lutes, voices, trumpets and drummers.  The overall responsibility for performance fell to Nicholas Lanier and one document refers to his authority over rehearsals.

Nicholas Lanier...hath power to order and convocate [his Majesty’s musick] at fitt time of practize and service...  If any of them refuse to wayte at such convenient tymes of practize and service...I shall punish them either in their persons or their wages....
 

The king’s “24 violins” took over some of the burden of functional music during the second half of the 17th century, supplying the dinner music for the king,
 as well as dance music – “after supper some fiddles and so to dance.”
  

The king’s wind band appears in the records of all official occasions.  They were present in 1662 for the arrival of the Russian ambassador,

…his retinue being numerous, all clad in vests of several Colours, & with buskins after the Eastern manner….  Wind musick playing all the while in the Galleries above.

And again for the celebration of St. George’s Day at Whitehall in 1667,

…and lastly proceeded to the Banqueting house to a greate feast: The King sate on an elevated Throne at the upper end, at a Table alone...at the lowere end the Musick: on the balusters above the Wind musique, Trumpets & kettle drums….

On occasion, no doubt for political reasons, Charles II loaned out his players to other lords, as we see in a court record.

Warrant to provide and deliver to the earl of Oxford or his assignes, eight cornets with stands and other necessaries thereunto belonging, seventeen bannerols for trumpeters with the Jolley Boyes and cordage to them, with tassels, one payre of handerolls for the kettle-drummers….

Surprisingly, according to the Samuel Pepys diary, an individual citizen could even engage the royal trumpets.

Up: and called up by the King’s trumpets, which cost me 10s.

One reads, during this reign, of a trumpet player being killed while on diplomatic duty, in this case, “John Christmas, who was attending Lawrence Hyde on his embassy to Poland.”  This document has as its main concern the consequent loss of one of the king’s silver trumpets.

A document of June 18, 1669 announced the “retrenchment of his Majesty’s musick.”
   From this time on the numbers of players are dramatically reduced.  The wind band, for example, falls to 10 and by 1679 to 5.  An engraving of the coronation of James II shows a fife player and four drummers, 8 royal trumpeters (among them a pathetic figure bent over under the weight of two timpani on his back) and the wind band, which is now only 3 players!
   The Diary of John Evelyn, records his dining with the king, as well as the absence of more sophisticated music to accompany the meal, as part of an entertainment given for the Venetian ambassadors.

The dinner was most magnificent and plentiful, at four tables, with music, kettle-drums, and trumpets, which sounded upon a whistle at every [toast].
 

  Roger North, in his autobiography, comments on the influence of various national styles heard in the court music at this time.

The court about this time entertained only the theatrical music and French air in song, but that somewhat softened and variegated; so also was the instrumental more vague and with a mixture of caprice....  But we found most satisfaction in the Italian, for their measures were just and quick, set off with wonderful solemn Grave’s, and full of variety.  The old English Fancys were in imitation of an elder Italian sort of sonata....  At length the time came off the French way and fell in with the Italian, and now that holds the ear.  But still the English singularity will come in and have a share.
 

During the reign of William and Mary (1689-1694) an order was given to the Dean of the Chapel Royal, on February 23, 1689, that there was to be no further instrumental music in the Chapel, except for the organ.
   On the other hand, a new ensemble appears at this time, an Hautboisten band modeled after the famous one in Paris.   There is a record of them accompanying the king on a visit to Holland in 1690
 and another record describing four rehearsals and a subsequent performance at a ball for the king’s birthday n 1695.
   It was this ensemble which performed the funeral music for Queen Mary by Henry Purcell.  We share, even today, the reaction of one who heard the original performance of this music.

I appeal to all that were present, as well such as understand Music, as those that did not, whither they ever heard any thing so rapturously fine and solemn & so Heavenly in the Operation, which drew tears from all; & yet a plain, Naturall Composition; which shows the power of Music, when ‘tis rightly fitted & Adapted to devotional purposes.

Anyone who has not heard the unaccompanied choral works by Purcell which were part of this ceremony has missed some of the most extraordinary music of the Baroque.  There were companion works for this ceremony, both entitled “Queen’s Farewell,” also for oboe band were by Thomas Tollet and James Paisible.  

This ensemble appears to remain the basic royal wind band until 1750 and its repertoire included a dozen or so works by Handel.
 

With the accession of Anne in 1702 the musical establishment in the court began to expand again and Burrows points to the regular employment of more than 60 musicians at this time.
  The patronage of opera under George I during the next decade continued this growth in activity and during the 1730’s it expanded further as various members of the royal family pursued their own support of music.

One scholar suggests that marches in the oratorios and operas of Handel, such as Rinaldo, Scipione, Deidamia and the Occasional Oratorio, not to mention the two versions of “See the Conquering Hero Comes,” from Joshua and Judas Maccabaeus, can be performed without the doubling string parts, leaving perhaps original marches for oboes and bassoons.  We might add that the oratorio, Deborah (1733) contains the mention of a “Military Symphony” as a prelude to Act three, although the music has not survived.

In the poetry of the Restoration we have some interesting glimpses of the daily music at the court.  We may be sure there was much music directed toward the praise of various English nobles.  Pope, in his “The Dunciad,” addresses this practice as part of his satire of writers who seek to flatter the great.

With horns and trumpets now to madness swell,

Now sink in sorrows with a tolling bell;

Such happy arts attention can command,

When fancy flags, and sense is at a stand.

Improve we these.  Three Cat-calls be the bribe

Of him, whose chattering shames the monkey-tribe;

And his Drum, whose hoarse heroic bass

Drowns the loud clarion of the braying Ass....

So swells each wind-pipe; Ass intones to Ass;

Harmonic twang! of leather, horn, and brass;

Such as from laboring lungs the Enthusiast blows,

High Sound, attempered to the vocal noise;

Or such as bellow from the deep Divine....

All hail him victor in both gifts of song,

Who sings so loudly, and who sings so long.
 

Swift writes of a duke who has come under depressed circumstances.

His wings are clipped: he tries no more in vain

With bands of fiddlers to extend his train.
 

Hunting remained a popular form of court entertainment and there are numerous references to the hunting horns, as for example in Alexander Pope, in his “Windsor Forest,”
Now range the hills, the gameful woods beset,

Wind the shrill horn, or spread the waving net.
 

William Somerville wrote a long poem called “The Chase,” which covers an entire day of hunting.
   He begins by inviting the reader to abandon the theaters and its music for the more manly pursuit of hunting.

While crowded theaters, too fondly proud

Of their exotic minstrels, and shrill pipes,

The price of manhood, hail thee with a song,

And airs soft-warbling; my hoarse-sounding horn

Invites thee to the Chase, the sport of kings;

Image of war, without its guilt.
 

The hunting day begins with a musical wakeup call, which also serves to excite the hunting dogs, who in turn excite the horses.

Thy early meal, or thy officious maids,

The toilet placed, shall urge thee to perform

The important work.  Me other joys invite,

The horn sonorous calls, the pack awaked

Their matins chant, nor brook my long delay.

My courser hears their voice; see there with ears

And tail erect, neighing he paws the ground;

Fierce rapture kindles in his reddening eyes,

And boils in every vein.
 

The hunting horns play as the company rides through the fields,

What gay heart-cheering sounds

Urge through the breathing brass their mazy way!
 

and as a Requiem of sorts for the death of the animals,
Bid the loud horns, in gaily warbling strains,

Proclaim the felon’s fate; he dies, he dies.
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