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CHAPTER 1

THE MARLY BALLAD

The ballad-singer of the twelfth century in Zngland
lived a story-book kind of 1life, when chivalry was at 1ts
height. wNoble knigats, men of wealth, even kinds wrote
poems and composed melodies to praise of some fair lady or
to recount neroic deeds and feats of wvalor. There were no
newgpapers to tell the current events, nor history books
to record the past. There were no novels to excite the
imagination, the ballad-singer did all these things with

his songs, born of chivalry and romance.

Bard and cleemen
This ginging of ballads seems bto be as 0ld as the
human race. According to Caius, the historian of usngland
in 1913 o, C., the name, sard, came from one of the orders
of the priest-hood of Jruids, in whose hands the entire
culture of the nation seems to have been centered.t The

sards of tihne order of Druids were poets and musicians who

sanz in heroic verse tie brave deeds and illustrious acts

lﬁilliam Vauzghn w004y and «sobert ..oore Lovett, 4 His-

tory of znzlish niterature, p. 9.




of thelr countrymen. Their standing wes indicated by the
number of colors in their dress. &sings wore seven colors,
bards wore six, lords and ladies, five, governors of
fortresses, four, officers and gentlemen, three, soldiers,
two, and the people wore one color.2 The bard recounted
deeds of chivalry. With nis genius, zeal and inspiration,
he ereated the ballad., The gleeman, who did not create
song, chanted what he learned from others. <To these were
added the minstrel maxers or dancers who first danced to
the songs of the bards. Later, all these were called
minstrels,

The ballad singer was often attached to a court and
was granted land and treasure. Often, he wandered from
court to court depending for a hosvitable reception upon
the curiosity of his host concerning thne stories that he
nad to tell., e was always welcomed and %treated as an

honoured guest.

The Two Types of Bards
Two very ancilent bits of literature tell of their for-
tunes, Une deals wilth the wandering bard and the other
with the stationary singer., The first 1s the fragment
known as "Widsith, or the far Wanderer". The poem opens,

"iWidsith spake, unlocked his word hoard he who many a tribve




3

had met on esarth, who had travelled through many a folK,"5
Then follows a story of the princes that he had visited,
an enuwmeration of the varicus countries that he had been
in and of those who entertained him there. He sings of
being in Israel, in Egypt, in Ilndia, with Caesar, and
ends=--

veo..Thus roving with song devices wander the glee-

men through many lands.....ever north or south, they

find one knowing in song and liberal of gifts, who
before his court will exalt his grandeor and show
his earl-ship; until all departs, light and life
together,

The second song is not so old. It is called "Doer's
Lament™ and in it the singer tells of his skill being
eclipged by that of another and as a result, his lord nad
taken his place away and given it to the other singer. The
Singer consoles nimself by recalling how others had mis-
fortune which must be borne and ends each rude stanza,

"That he endured, this also may 1", 0

Influence of HKach
These two types of bards or gieemen influenced the
classical song of Bngland as it grew out of the ballad, in
the same two distinct ways. The court singer had a direct
bearing on a long line of royal musicians who by example

and precept brought in the "golden age of singing" in

3Julian Hawthorne, et., al,, The lMasterpieces and the
History of Literature, Vol., 1, p. 242,

41pi4. STpid.



England. Asg early as the reign of Alfred, the Great, 1t was
congidered a disgrace to be ignorant of music. Alfred set
the example as an accomplished performer on the harp.
Richard Coeur de Lion was well skilled in nminstrelsy
and poetry and greatly encouraged these arts at court. It
was a song, so the story goes, that saved his life. While
returning from a crusade, Xichard was captured and impri-
soned in Vienna, no one knowing his whereabouts for over
a year, <finally his minstrel, Blondel, determined to find
him, wandered over the continent, singing. Hearing of a
royal prisoner at the Castle of Durestein oan the Danube,
Blondel hagtended there and placed himself under the pri-
goner's window where be began to sing a song that he and
Richard had composed together. When he finished the first
stanza, Richsrd %took up the song, immediately. Bloandel had
found his king. Hurrying back to Bngland, he acquainted
Richard's barons as to his whereabouts and his release by
ransom was arranged, Whether this story is true or not, it
took hold of the people's imagination and they sang the
gsong for ages to come. While there is some disagreement
as to the song, rercy's Religues names it as "Your beauty,
lady rair™.® Another song credited to the same occasion is

given in "The Story of British Iusic’, beginning, "Fierce

®Bdmondstoune Duncan, Story of Minstrelsy, p. 61,



in me the fever burning".7 To neither song has the music
been preserved, Richard furnished the inspiration and en-
couragement for many a singer of songs in early Enzgland
and the songs lived on. Even in Dante's Inferno, regard-
less of the misdeeds that got them in the infefnal re-
zions, Richard and his band are given high praise for the
"perfection of their performances apd tine sweetness of
their singing".8

Bluff Prince ﬁal who "played on almost every instru-
ment and composed with skill™, enccuraged especially the
singingz of ballads and was followed by rulers of like in-
terest., The tune, "Bluff King Hal"™ was a favorite for the
annual kay rFole Dance in the seventeenth century.

This interest of royal musicians brought about by
court bards and gleemen reached its culmination in the
era of classical nusic of Seventeehth century England.
Pasqualigo said of ienry VIII, "iHe plays well on the lute
and virginals and sings from book at first sight".9 Henry
ViIT loved the art and was a genuine composer. He was a
master of the science of music, harmony and counterpoint
and used his knowled~a to add to ths much 1o§ed ballads of

his feorbears. His body of court musiclans was seventy-nine

3., - - _ s
When ivery Gentleman was a 3inger, Larion Snowden,
Htude, April, 1835,

“Tbid,



and in the Chapel Hoval he maintained thirty-two trained
gingers. Henry introduced several musical instruments
from the continent.,

The culmination of the development of the ballad into
the clasgical song was reached in the reign of Hlizabsth.
She was a performer of no mean ability on the virginal
and she encouraged music of all kinds. Warrants are
found in which she stipulates that even children shall be
trained in the art and science of music. Hlizabeth's
musical influence on the poets of the age, on the composers
and arrangers of music, on the people, themselvesg, is
shown in detvalil in the further pages of this paper.

But all the pscople of‘England were singing., This may
be atiributed, not only to the royal musicians and their
examnple but to that other clags of bards, namely the wan-
dering singer, "roving with song devices....throuch many
lands,":0 At the close of day, when men were at war or in
peace times, they loved to be enterbtained around the camp
fires by the singer of songg. 4As homes replaced tents, a
singer was established as a part of the household, follow-
ing the custom of Kkings. The wandering singer sang atb
fairs, especially the annual May Day Fair when laws were
lax and Robin Hood and his merry men furnished entertain-

ment for the people and new ballads for the bards. Every

Orawthorn, op. cit., p. 242.



inr had its wmusician uwsually the wandering ones who came

.and went and vrougzht news of what they had seen and heard.

Up and down the streets, tney sang of the crafts and Titted

a song to every opnase of 1life. So music came by the singef

to all the people, who like the Kkings, toock it up themselves,.
The minstrels were condemned by the church, It was

laid down over and over ngain that to zive anything to a

minstrel was equal of robbins the poor. In apite of re-

peated pronibitions, or perhaps because of them, these

singing nomeless outeasts found é nome everywihere not ex-

cludinz the monasteries.



CHAPTER 11
CHAmACTERISTICS O THE BALLAD

Four main Features
The ballad which the bard, zleeman of minstrel sang is
characterized by four sein Teatures according to Cxford

Ry

History of Music. TMirst, a balliad originates with the voice,

not with an instruweent; second, its rhythm ig affected by
tine words; taird, it Is not written down; and fourth, it is
conceived as melody without narmony. The airs of Znglish
song were of a smooth and flowlng nature, expressive, ten-
der and sometimes plaintive, butbt generally cheerful rather
than sad. There were airs of frank and manly spirit, often
expanding inte rough Jjollity., There were airs too long,
narrative ballads, simple, usually plaintive, a peculisr
feature belns the lonsg interval between each phrase for
recitation and for catching the breath., So from ballad

to song is but a step "such a step as one bvakes from the
bustling crowd of street-1life to the dim cquiet of a

cloistered library“.l

From lonopihony to Folyphony

The form of the early pallad was recitative of a type

1 . .
Juncan, 9p. ¢it., p. 220.
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designated as llonophony. This was a certain arrangement

of consecutive simple sounds, individual utterances or
melody. The singer cast it in metrical form of the baliad
stanza of four straing., It is intuitive, oral, melodic and
rhytonical.

lonopihony, also called monody, came bto mean mnusic for
a single voice. AL the turn of the sizteenth century, ac-
companied monody appeared as 2 revolution, because 0f the
previous supremacy of such polyphonic forms as the mad-
rigal and the motet, There were two styles of monody,
"stile recitativo and ariose'". The more melodic "ariose®
adapted to the bhallad led to the supremacy of the classical
gong in England and was the forerunner of the opera.

In the next development of music, the singer by combin-
ing different individual utterances simultanecusly aand ad-
Justing the rutual relations of the separate melodies,
polyphony was born. The science of combining melodies in
this manner is called counternoint. If the melody wag ac-

companied by chords, it was said to be harmonized.

Notation
Motation, witn its two main features of expression of
relationship in pitch or interval and of expression of re-
lationship in time or measure, had been in the process of
evolution from the seventh century, arriving at the four-

line staff by the monk, Guido, in the thirteenth century.
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Through the church, notation was handed deown. Tarough

the church, it came to England. The monks wrobe the first
music to the ballad., They were fond of admitting minstrels
to thelr fesﬁivals, though forbidden, in this manner the
monks became familiar with many of the romantic stories of
the day. "The rioythm of the old alliterative Anglo-3axon
metre came naturally to one who was steeped in the rhythm
of church uatin".z Uhappell says of Thomas, Bisiop of
York, that "whenever he heard any new secular song of the
minstrels, he composed sacred parodies on the words to be
sung to the sane tune, " The progress of harmony, however
was aided in the nighest degree by secular musicians, both
minstrels and their successcrs. Secular nusic made much
more rapid development than church nmusic. The monks com-
plained that because of the people's liking for light en-~
tertainment, the minstrels were often paid much better than
they were. Lany of the carocls came from the monks, how-
ever, as they took the tunes of the minstrels and tamed

them to the churcii. OUn the other hand, monkish hymns

would be sung by a minstrel to more secular words.

IJllustrations

In the illustrations of the ballads an attempt shall

ZJohn Murray Gibbon, lelody and the Lyrie, p. 11.

3. Chappell, The Ballad Literature and Popular lMusic

of the vliden Time, p. 25.
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te made to show the different types of ballads, Tirst as
they were sung by one voice, without accompaniment. Then
in the section on composers of the seventeenth . cenbury,
comparisens will be made in the classiceal songs, arranged
by the several composers. 4as illustrations of the several
types of song, there are lyrics, narrative, dancing, drink-
ing songs and the carol.

May Day was the most important rural festival in early
England and it 1is inseparably connected with Robin Hood.

An old znglish proverb ran, "The first of lay is Robin Hood's
day". Endless songs and ballads concerning Robin Hood and
his partner, Laid larian, were sunsg. These ballads were
straightforward and of bold rhythm with a sweeping melodic
curve, They were written, no doubt, after the style spoken
by Chappell as followed by early writers wherein "some

melody already iade 1s chosen, which is c¢zlled the tenor

and governs the desecant originatine from it".% The descant
in the case of the Robin Hood ballads was usually a drone,
showing its origin as a bag-pipe tune.

"A Little Geste of Robin Hood", printed in Fleet Street
by Wynkende Worde about 1500 was one of the earliest bal-
lads that was recorded. Robin Hood ballads were ver& popu-
lar in the sixteenth and seventeenth centuries. There wasg

an endless number of them and the stanzas to gome of them

4Chappell, op. cit., p. 26,
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ran on and on until it seemed that they were limited only
by tihe exhaustion of the singer. The theme for "The Beg-
gar's Upera™ was borrowed from these ballads and a number

were used in it.

e e e o e
. Lythe awd lia fon , Qunth- man, that  bo o -Boan Lend; o

— — .

Fig, 1l.--A Little Geste of Robin Hood

Apother old ballad which was recorded in the fiftesnth
century was "Chevy Chase™., The air to which this ballad
was sung is one of the most fambus in all minstrelsy and it
was used for numberless other ballads. A4s "Flying Pame",
it is gilven in rhillips' Cld Ballads of 1732 as the air
for a number of ballads about King Arthur. In "Pills to
Purge lelancholy", a collection of ballads printed in 1719,
it 1s named as the air for "Three Children 31iding on the
Thames", of 270 verses. Richard Sheale, a minstrel of
Bdward, who died in 1594, recorded "Chevy Chase™ after the
manner of old poetry. The air was used by Shakegpeare in
poenry IV and by Beaumcont and Fletcher in "The Little
French Lawyer". It was used also in "The Bezgar's Opera”,

The air was written to be sgung to the acconmpaniment of the



13

harp, Chappell says that such balliads exhiblt fewer peculia-
rities than those written for the pipes, The first harp
pieces were a few gimple chords. Iirst the Chord, G C E

and then that of B U I form the entire bass, Though from

3 to ¥ is a "false fifth", it shows the knowledge that the

harper derived from the churca,

. o
& 4 L L 1 [ 1 F_ : A :'I
# : i
e = = : :

T ——

fod pr—fu.Lm7 Mo~ o Kong, Qun livts sud dofo-fis alp
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ape - Juk humt g mwmmn Chw;rt%m be - falt
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Fig, 2.,--Chevy Chase

The vballad was closely assocliated with the dance as has
been shown. The oidest dance known to which Chaucer made
reference was the iorris dance, This dance was used for the
English lay Day games and as a part of all common pageants.
oireensleeves™ was a ballad and dagce tune that was a
favorite with HMorris dancers. Thomas liorley refers to
such ballads as "songe, which being sung to a dittle, may
iikewise be danced". The rhythm of tne ballad metres goes
baQK to the original dance song measures, The compass of
notes was the distinsuishing feature from the ecclesiastical
music, The compass of nobtes extended over the octave ana

descended to the gseventh note below tihe kKey-note for the

close, one of the most common terminations of English ailrs,
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The church forbade the use of agreeable keys. The key of
C natural was nob% one of the scclesiastical modes and was
called "the wanton key". It usually accompanied the dance
tunes.

"Gréensleeves" is an example of the dance tune and is
found in every collection of IZnslish sonszs. 1t was used
by many play writers, by political parties as a party tune

and in "The Beggar's upera',

> w
-

i quu-&ﬁuw~Wh¢;yfimd‘qﬁtfﬁﬂ t&u@&nh:dhtagyzéf:¢2[éumc£auuu.

Fig. 3.,--Greensleeves

"0 Listris Myne™ is a ballad tune recorded by William
Byrd which is an example of the lyrical form of ballad. The

tune was found in print before 1800 and was introduced in

Shaxespeare's play Twelfth Night, It answers Sir Toby's
plea for "a love sonz, a love sonz"® and the plea of every-

one else ag well, 1t hag a trend to artistic desisn that

9Ibid., p. 209,
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is not found in the secular dance or the chant. Licre de-
tails are ziven in connection with the comnoser, Willianm

Byrd.

W ;_ﬁfﬂ‘é!‘:’-"gim

1 y -

7 ° Torh Tugh and Toar. . T
;ﬁﬁ ﬂﬂk s 2 eles %4

Fig., 4.,-=0 kistris iLyne

"The Jolly Tinker"™ is an example of the large group of
occupational ballads that were later used as drinkines songs,
catches and round by Shekesveare and others. Ben Jonson!
nlay, "Tale of a Tub" whiech used 2ll ballad tunes, called
this ballad, "John's Ale is New". In the play, old father
Hosin, chief minstrel of Hisgheate and his two boys play the
dances called Tor, "Tom Tiler", "The Jolly Joiner™ and "The
Jovial Tinker", Tinikers were famous in song. M"ie that a

-

tinker, a tinker will be™, 1s one of tie catches in the play,
"antidote to kelancholy™. MTom Tinker lives a merry life"

and "Have you any VYork for a Tinker" were sung in other plays.
Ben Jonson refers %o the tinker, "Here comes the tinker I
told you of, with his kettledrum before and after, a master
of music", Such catches were called "three-men sonzs" and

in "The Winter's Tale", liopsa says, "We can bqth sing it,

if thou wilt bear a part, thou shalt hear, ‘'%tis in three
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parts".® These three-part songs were sung constantly by
tinkers, tailors, blacksmiths, servants and clowns. The
metre was the same as the dance tunes. The ballad-was
written for three ecual voices, the second entering two bars
after the first and the third voice, two bars after %he
gecond. Sometimes the third perscon stood in front of the
other two and facing them., Hig music was written reverse

to theirs and all used the same copy of music.

wae A A émé«éﬂ-J&maﬂb.um4,mﬁvm£a&.:iha%ut; Ae
—

e spe P o P+ 2
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Fig, 5.,--The Jolly Tinker

6Ibid., . 189.



CHAPTER III
Tils NATIVE SONG OF ENGLAND

Typical Features

The song of England as it was developed seems to have
egcaped all continental influence. The development of
polypnony was naturally affected by the works of Liachault,
the French exponent of the art, but side by side with the
initiative work there is much that strikes one as Znglish
both in-style and origin., For instance, the tune in most
songs is in the tenor., The tune is melodic and stralizht=-
forward, the cadence being formed by the second note of the
scale descending to the final, whereas in the upper part,
ﬁhe sharpened leading note, ™a vpolyphonic necessity", is
habitual, Straisht-forwardness is the characteristic that
is typically dngiish. This straight-forwardness is unigue
and often results in melodies which naturally divide them-
selves into four-bar phrases., :iany of these songs show
close connection with ballad and dance tunes and show
traces of having been composed on dance rhythms., They
even suggest, by use of repeated notes, that the words
were written to be sung to dance melodies, These melodies
were due to popular minstrels, while a later skilled hand

3

" added additional parts., This amalgamation of melody and

17
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added parts resulted in style to reach its culmination in

the singular outburst of solo music in the seventeenth
century. This is evidenced first in the mas-ues and miracle-
pvlays. The feature which marks most strongly the differ-
ence between the Znglish masgue and the Ttalian version is
the difference in the lyrical songs. In the Znzlish, thaey
are complete but simple ditties. Their character is obviously
derived from ballads. The English composer went through no
tortuous process to arrive at concrete organization as, for
instance, in the Italian aria. “he ballad supplied orszaniza-
tion enough and it proved infinitely greater elasticity

and rich posgsibilites of immedlate expression than the

Formal itallan. Buch artistic little tunes s, "Back,
Shepherd, Back", which is characteristically %nzlish formed
the most definitely attractive point in the music of the
masgues. Chaucer was more interested in words than in

musgic, thouszh the ditees, roundils, halades and songs that
are met 1ln Chaucer distinguish the kind of so & that dame

to flower later. Lieanwhile, musicians were concerned more

in experimenting with harmony than in the delights of melody.
A period called Dunstabls's century intervened and the
iyrics of this period were written in twe, three or more
parts, "a concord less likely to survive in tradition than

the folk-song melody".l

lGibbon, op._cit., p. 20,



Adlhierence to Zarly Ballad

We owe our understanding of what was sung in seven-—
teenth century fZnsland to the composers of the reign of
Zlizabeth, who introduced the old ballads into their com-
positions., Little they cared about originality. Perhaps
tney felt that these tunes must not go unrecorded. They
certalnly recognized the "ideal™ gualiity of real classical
songs in the field of the ballad and they were exponents
of the theory of a later writer who says, "at the root
tihie musical gquality of a nation lies the natural music,
whole simplest and clearest manifestation is the folk-
song™.2 Just as countervoint in the church musie began by
adding parts to plain chant, so in secular nusic, comnosers
began by harmonizinz o0ld tunes and florid melody came by
variations on these.tunes. 1t was loneg befre men had the
courarze to invent new melodies.

Lo nuote from The IHnglish Ayre, by Warlock.

avery editor of early music should regard nlm-
self as a steward of treasure and is required to be
faltnful in the way he keevs it or deals it out to
others, o one would dare edit Bhaikespeare or Ben
Jonson by replacing original phrases with modern
¢liches. oSut somethine similiar has too often been
done te the composers of early music.

The same book nuotes the peom of Samuel Butler which

ne used as a prefix to the cantata, iarcissug.

a. .
Feter Warlock, The Lnglish Ayre, p. 135.

3Ipid., p. 140.
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"Way he be dammed for evermore

Who tampers with a written score

llay he by poilsonous snakes be bltten

Who writes more parts than what were written.
We tried to make out music clear

For those who sung and those who hear

Not lost or muddles up and drowned

In turegid pianistic sound;

30 kindly leave the work alone

Or do it as we want it done,*




CHAPTER IV
THE GOLDEN AGE OF SINGING

Place of IKusic
In the "golden aze of singing™, the master vocalist
was so nwlerous a species that a poorly-tralned singer seens
to hnave been a rare exception., A technical egquipment and
mastery of style that are seldom met with today were in
those other days accepted as a matter of course, anything
else was 1n flagrant violatlion of the rules of the game,
¥usic became a vital part of the life of all the people.
Hearly every one could singz or play at least one instrument.
The viol hung in the guest chamber, Lvery gentleman's house
was enuipped with a "consort of instruments". Freople éang
not only in leisure time but as they waited turins at the
barver's, or as they went about their work or even as they
walked on the streets. Ivery trade had i%s song, not only
the trades but every sport and amusement was identified
with music and verse.
The huntsman was roused with a merry stave; the
milkmaid sang at her task the vintner had a embarrass-
ment of choice, Hor had tine devil all the zood tunes,

a3 the parson of old so Teared. kany of the carols of
the NHativity are true folk-songs, Then there were ths

21
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occupations of the sea, love, war, and the simple
dutieg of the shepherd or the risky livlihood of the
poacher, each calling into existence melﬁdies appro-
priate to their special purpose and use.
They even Iad "hanging tunes" and the sxecutioner per-
formed his grim task asccompanied with the voices of thou-
sands in such a chant as "Fortune, my Foe, why dost thou

frown on me?", used by both Shakespeare and Ben Jonson.

The Poet's Contributicn

Before naming composers of music of this singing people
and showing how the classical song evolved from the ballad,
1t is necessary to give the poets their due credit and show
the part that thaey played in directly influencing the com-
poser of music and in furnishins words to the ballad tunes.
Their attitude to music from the time of Chaucer besrs
fruit in this culmination of seng. ilo poets of any country
mags sucil frequent and enthusiastic wention of minstrelsy
as tae anglisi., Chaucer throushout his works, never loses
an opportunity te describe and allude to music. e bhe-
stows it "as an accomplishment unon the nilerims, herces
and heroines of his several tales or poemg, whenever pro-
priety admits”.® Langland, the chanting priest, did more
than he ever knew for tine classical sonz wasn he sanz

"Piers rlownman™, in the raytim of tie old alliterative
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Adnzlo-Szxon metre, His was the zospel of song, e would

R . [rd
have nis followers called "minstrels of the Lordh.Y

Siakespeare
Then uonon the.cultural scene of the seventeenth century
came Tie poetical, emotional perscnality of William Shake-
speare, Nothinz reflects the importance of music at this
neriod nor the influence of the ballad on the eclazsiecal
soiny 88 bhe vast numher of references Shakespeare zade to
it in his works., Cnly one who loved music and thorouszhly

underatood tae scilentlific gide of rmusilie could maxe refer-

0

ence to 1t with such unerrins accuracy. Most of ths nusic
that ne uses and mentions in his plays is from the ballad,
some of tnese are frowm booxs of arransements that had been

kel

made alreaay as Syrdte " jueen Elizabeth's Virginal Boox",

o

but many were arranged by composers esvecially for his plays.
whaespeare, of all tae poets, makes the most consis-
tent use of Trazments and snatches of o0ld traditionzl bal-

lads, Twelfth Wight iz egpecially fruitful of these:

If mugic be the fTood of love, play on:
Give me excess of 1it, that, surfeiting,
The avpetite way sicken, and so die

That strain azain! it nad a dying rall.%

Shakespeare's philosophy of music is perhaps best

stated in The lerchant of Venice:

5Gibbons, ob. ¢it., p. 13.

“William Shakespeare, Twelfth Nizht, lines 1-4.
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The man that hath not music in his heart
Hor is not moved with concord of sweet soungs
is fit for treasons, stratagems and spoils.
Shakespeare's use of the song in his plays links him
with the popular ballad tunes. He did not write of the
goptilsticatsed madrisal but of the "ayre", suited to the
accompaniment of a lute. He makes the Duke say in Twelfth
Night he "liked a song old and plain" such as--
The spinsters and the knitters in the sun
And the free maids that weave their thresds with bones
Do use to chant it,

fle shows knowledge of an appreciation for the minstrel,

as in The Winter's Tale, when the minstrel comes to the door

and the servant says of him:

- He nhath songs for man and woman of all sizes
No milliner can so fit his customer with gloves;
de has the prettiest love songs for maidg,
so without bawdry, which is strange.....

In Twelfth Nizght, Shakespeare uses four ballads; ¢, is-

puaivomn

tress iidne, Feg of Ramsay, Three lerry lien Be We and Hey,

fobin, Jolly Hobin. 1In Hamlet, the Gravedigzer's Song is sung

from "1 loathe that 1 did love" to the tune of "Now Ponder,

Well"™ or "The Children in the Wood". In Huch Ado About

Hothing, Beatrice mentions the "sick tune™. This served its

1

SWilliam Shakespeare, lierchant of Venice, lines 83-85,

6William Shakespear, Twelfth Night, lines 45-47.

7William Shakespeare, The Winter's Tale, lines 1%1-1%4.
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turn for a number of ballads. F¥or Ophelia's "Mad Song"
Shakespeare strung together three snatches of old ballads.,

In the drinking songs, as in The Taming of the Shrew,

fwelfth Liszht, and As You Like It, Shakespeare uses the oid

catches end rounds that were sung by the wanderins minstrels
at tie fairs and taverns. Some of these had been collected
in "Pammelia', the first book of music printed in England.
Uthers were arranged for ais plays by Arne and others. Sone
of these were "Jack, doy, Ho, Zoy", "Hold Thy Peace"™ and
"What shall he have that killed the Deer™, The chair in
which Shaxespeare sat in the tavern at Straford-on-ivon is
pointed out today.
now auch sympathy and understanding Shakespeare had for
the old ballads is shown in the diaslogue leadingz up to
Desdenona's singing of the™Willow Song", in Othellio.
¥y mother had a maid called Barbara
She was In love, and he she loved proved mad
And did forsake her; she had a song of willow
An old thing 'twas, buft it expressed her fortune
And she died singing i%; that song tonight
Will no zo favr from my mind, I have much to do
But to go hang my head 211 at one side
And sing it like poor Barbara.®
The song itself follows, "The Willow Song", ¢

Shakespeare is said to have gone to bHhe legendary seat

of sinz Arthur's court and heard from the lips of the country

Sywilliam Snaxespeare, Uthello, lines 26-33.

“Ibid., lines 41-49.
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folk the name and doings of Fuck before he wrote Lildsummer

Night's Dream, While Shakespeare had in mind, no doubt,

the folk airs and what they might contribute to his plays,
even he had no idea fhat the songs would become so popular
a part of nis plays. This is shown by tracing the develop=-
ment of the sonzgs from the earlier to the later plays. In
the first plays, the singers came on the gitagze to render
tne songs and werye then withdrawn. Children who acted as
well as sang were then introduced., With the appearance of
amiens comes a singer who also has a definite though minor

part in the action, on to Twelfth Nizht where there 1s a

tnoroush use of adult singers, The Wianter's Tale develops

thie precedent set in Twelfth Liegnt wits more dialozue in

the songs. ine culmination is reached in The Tempest, wnere

"tne sonzs are so deeply embedded in the text as dialocue
that it is unneccessary to stop the action to permit tnenm
to be pexformed for they are essentially 2 nart of it 10
Can we not see the development of the classical song in
this snme evolvement: "Who iz Svrivia®™ the only song in The

Zwo Lentlemen of Vercna must have had a zood sebtinz origin-

ally for the Host says "Hark! what fine change is in the
music™ which would be mezaningless without a zood melody to
Justify 1t. Leverides wrote tie music form the b2llag and

it is s=id to be scarcely 1nferior to Schubsrt's feomous air,

10 . . , ; . o mm i
TUritts . Sanborn, "The Elder Sinazers"™, Tae katicn, Vol.

27, (durust,1923), 11-12,
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Beaumont and Fletcher
The plays of Ueaumont and Fletcher used many songs

based on tue ballad., Robert Johnson arranged many of the
songs for rletcher, who cites ninety-two songs in his plays.
e was steeped in ballad music of his day and seventy
snatecies of ballads are sung to the tune of Greensleeves.tl
The victim of an operation in "The Chances™ by sSeaumont and
Fletcher has the vallad "Jonn Lory" gunse to hiim a8 an an-

assthetic.

donscn and Cthers
in the masyues of Ben Jonson, the ballads were used
many tiames znd addison said of him that "he wourld rather
neve been the autnor of Chevy Chase then of 21l his own

- gy

works"™. 1n his, Tale »f a Tub, he brings in Fatier :osin,
dance tunes all connected with ballads, "Tom Tiler™, "The
Jovial ¢oiner" ond "The Jovial Tinker".

Ten Jonson was the poetical father of Hobert Herrick,

oinzing was 3 delizht of herricik:

Hare is tine voice 1tself; but when we sing
i, t

To Th' lute or vicl, thasn 'tis ravishingl?
1t is sald of _lerrick thst e wrote his lyrics with a sons

in iniis nead and his "Come Live wita fe and By iy Love"
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clearly written to kiarlowe's melody. ilig immortal song
is "Gather Ye Rosebuds" with the melody by William Lawes.

verhaps the greatest contribution to the classical songs
from the ballad was Drought about by "The Begsar's (pera".
The plot of the opera was probably suggested to John Gay,
the voet, by the carser and capture of Jack 3hepozrd, a
Tamous sSnglish hishway man, IS suggested Zobin Hood and
tue plays and ballads that were cherished concerning him,
Gbay selected old =nglish ballad tunes, sixty-nine of then
in all, for which he wrote new words. He called in Dr.
repuscn, a London nmusician, to arranze them Tor orchestra,
411 the airs in the opera are folk ballads except one,
"Let Us Take the RKoad", which Gay set toc a march tune by
Handel,

The plot concerns the career and capture of Lacneath,
a dasning highwayman and faithless beau. e had numerous
love affairs one with rolly Peachum, the dauzhter of an
infeormer, another with Lucy Lockit, the dausghter of a
Jailor. The opera takes its name freom an o0ld begzar who
appears at the beginnine and end as its supposed author.
when this opera was presented, in 1829, Italian opera had
been the vozue for ten years in London. With the arrival
of thls Tfolk-opera, peonle of all classes flocked to it,
deserbtling completely tne artificial Italian opera. Tadies

carried about with them Tavorite sonss from the overa, writ-

ten on their fans, houses were furnished with the son<zs on

'
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sereens. for six years that ensued after the production

of Beggar's vuera, scarcely any other kind of drama was

produced on the stase,

llandel

The guccess of "The Sesgmar's vpera™ was decisive and
catastropaic to George frederick Handel, who had come to
aonrland and achievaed sreat success with his operas., Severl
vears before this time, ne came Lo London from his unative
termany after studying 1n Ltely, and nhils operass 1n the
italian sbtyle were averywhere acclaimed. He not only wrote
the operag, he ran the Gusiness end of the theaters and at-
tended to detalls of fechnical nature, e orgenized toe
Snelish aandel Socieby which published his woris, & very
lucratcive business, also. "The Hezgar's Cpera™ ruined
nis business, nis operas and caused him to po ianbo banke
ruptcy. @ zave up operas altogether and turned to the
writing of oratorios, as a2 result, his ilmmortal "essian”
was created., Lany dnzslishmen seem to consider the al-
lelujah Chorus a sort of national anthem to heaven.,ld
Handel's later compogsitiongshow & direct influence of bal-
lad, siso. The sweet melody of "Larzo in 3" and tine color-
ful jollity of "Harmonious Slaczsmith™ possess the hanpy

gpirit of the countrymen of the ballad. He helped make

7 . N " ‘
13 endrick Willem Van Loon, The Arts, p. 495,
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Enzliand conscious of her own music and deserveu, NO A0ULT,
ais purial in Westminster Abbey with all the pomp and cir-
cumstance due to his exalted position as music teacher to

Hig kajesty George 1.

The Classical Song

There is another trend which is peculiar toc English
song that should be mentioned before naming the composers
of classical song. Iiugiec meant singing to the sarly English,
The voice, the one voice to the accompaniment of the lube,
harp or virginal, éinging a ballad was the best inter-
pretation of music. No nation had developed simpler and
more dramatic ballads than the fZnglish. So in the days of
sreat clagssical develovment of the sonsg, the Individual
singer meant more than the ingtrumertation. This is true
today in England.

Schg collection seems to have been the diversion of
kings from the time of Alfred. But few really ancient
English songs were saved until the time of Tudor England.
That the Lnglish had songs of great perfection is evidenced
by tie one composition, "Sumwer is leumen in", an out-
standing piece found at :Heading Abbey. 1t is a masterpiece,
one oi the earliest examples of purely artistic music,
I'mgterpleces are not produced without ealling into existencs
a seriles of efforts leading up to the crowning work. The

fine air and larsze degree of contrapuntal mastery which this
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"six-men's sonz" contalins cannot be accidental "it must
nave been preceded by hundreds of similiar compositions,
or it could not have reacied so hizh 2 desree of develop-
went', 14

Barly in tihe seventeentn century taree sons collec-
tions were assembled by Thowmas Ravenscroft. They are
"rammelia", "Deuteromelis™, and ..elismate". TFor variety,
aze and excellence they are uvnmatched., WFitzwilliiam Virp-
zinal Book" 1s important to minstrelsy for many old songs
are in tais collection. <1he versions are pure thourh they
nave instrumental arrangements. VWiiliam Byrd and Giles
farnably were masterly harmonizers of traditions melodies

and they nave meny of this collection which they made.

léc
pe 112,

harles Francis Abdy Williams, The Story of Notation,




CHAPTIR V
COKPOSERS AUD THE BALIAD INFLUENCE

William Byrd
William Byrd was a pupil of the famous church composer,
Thomas Tallis. Byrd is spoken of as the "Father of liusicke"
and no doubt laid much of the groundwork for the classical
English song. e made song popular with his eizht reasons
to persuade everyone to learn to sing and hils well-known
couplet:

Since singing is so good a thing

I wish all men would learn to singl

Ag we come %o the Tine body of genuine sonz, the delicate
work of Byrd is typical of the peculiarly English product.
This song of Zngland of the delicate "atmospheric" type ag
it is desiznated by one writer, is analogous to the Shakew
speare and the Herrick lyric in poetry. They ares songs
of great beauty when once the ear is accustomed to the 0ld
modal idion,

The transition period of the ballad to the song comes
with William Byrd. From ballad to song is but a step, but

it is compared by Duncan to the step from the bustling crown

1
Gibbon, op. cit., p. 148,

S8
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of street life to the dim qguiet of a cloistered library.z

The authorship of "0 listris Myne" was unknown but it is a
good example of type of ballad that came out of the cen-
turies to range themselves by the side of the melodies of
the first composers to make the classic song. Byrd was "a
melodist of supremem merit" and must have had more influ-
elice on the bransition of ballad into song than any other
one man, His arrangement of the song preserves all the
meledy of the ballad, with the accompaniment emphasizing
the air. The song is known by the words which Shakespeare

wrote for 1t for his play, Twelfth Hight. William Byrd

recorded it in the "Fitzwilliam Virginal Book"., Comparison
of dates show that Byrd had recorded the tune before Shake-
speare wrote his play. William Hyrd was tausht in the
churci but usins his knowledge as a foundation ile orizinates
& clasgic song for the one voice which is the distinguish-

lng characteristic of his work,
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Fig. 6.--0 Mistress Liine

Thomas biorley

Uther composers wrote “songs" from the ballads and in

their own compositions showed the atmosphere, peculisrly

English, in the apparent originality of the tunes thousht

out largely in the pentatonic scale.

sorley's finely ex-

presgive little air to "It was a Lover and His Lass™ is

widely known and finds a place in all Znglish song-collec-

tions that are representetive.

[V

CUharles JSurney doubts the originality of Illorley's tune,

"It was a Lover and iis Lags',

remember what we read without recollecting

read it", a charitable apology for plagiarism.

He says of

Morley, "we often
that we ever

The polished

and flowing melody suggests the material found in ballads

but as in the case of Lorley and Byrd, their compositions

could be ranged alongside the ballads and many character-

istics would be the sane.
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Thomas lorley, a pupil of William Byrd, sets fortia the

precepts of music and song writing in his "A Plaine and

—m

dagie Introduction to Fracticall iugicke'. This was the
first work of the kind to be written, The rules to be ob-
served in "Dittyinag" are quoted:

Usge semitenes to express lansulshines love, use
wihole tones, major 3rds, and major 6ths. for hard-
ness and cruelty, minor 3rd. and minor &th. are
svieet,. Ulstonic hzrmony is virile, chromatic har-
monzy, effemipate or sad, I the subject 1s lizht,
use short anotes, if lzm=ntable, lons ones. When
tie sunject watter sizonifies ascendins or Rish hea-
ven, maxe tie music ascend the scale, If dsscending
depth or aell, descend the szcsle,?
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Fig. 7.--It was a Lover and His Lass

Donne and Dowland

Jonn Donne, being the author of many verses, later set
to "eertain ayres™, must be mentioned because of his con-
nection with the composer, Dowland., Den Jonson stated that
bonne had "written all his best pleces ere he was twenty-
five years old", and Izaac Walton says that most of his
secular verse was oomposed before nis twentieth year.
Three of Lonne's songs are specifically stated to have
been "made to certain ayres which were.made before",?
Donne wrote his lyric, "3reak of Day“, ag a sexuence to
vowland's "Sweet Stay Awnile"™. Donne was later Dean of 5t.
raul's, Izaac ¥Walton tells how sonne, as Lean, had his
(Waltdn's)"dymn to God, the Fatﬁerﬁ set to a Yzrave and
solemn tune”. Walton, after listening to the choristers
render the nymn at the late eveninsg services, made thls
remanry:

The words of this aymn have restored to me the
gawe thousghts of Joy that possessed my soul when 1
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composed it. And G the power of church music! That

harmong added to it has raised the affections of my

heart.

John Dowland was a lute-player and also a very popular
composer of songs which he assesmbled in the "First Booke
of Songs or Ayres of foure parits with Tablature for the
Lute, so made that all the parts together or either of them
severally may be sunz to the Lute, Urpherisn or Viol de
Gambo".® Dowland has a simple and unpretentious lyrical
style that is characteristic of the classical song that
typifies thig era of singingz. is homophonic writing was
one of thhe influences that destroyed the true madrizal,
whose escgence is not that of an air accompanied, but of =
nuuber of real and equally important melodies imitating
gachh other.

Anthony Wood describes bcwland as "the rarest musician
that the age did nold."? In Feacham's "Garden of Heroical
Levices" 1s a verse portraying Uowland's forlorn condition
in the latter part of his life:

So since (0ld friend) thy years have made thee
white

And thou for others hast consumed thy Spring

How few regard thee, whom thou didst delight

And far and near came once to hear thee sing!

Ungrateful times, and worthless age of ours

That lets us pine when it has cropped our
flowers.®

“Ibid., p. 154. aibbons, op. cit., p. 155,

1

VW. Chappell, The Ballad Literabure and Ponular lusic
of the uUlden Time, p. 128,

®1vig., p. 129,
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The gzalliaprd was a ballad usged primsrily as a dance
tune., uhaopell says that Uowland's "Frog Calliard®™ was the
\Oﬁly tune by a well-known musician that e Tound used as
a ballad tune. This shows how zreat was the influence of
the ballad on wowland and his contemporaries. When first
published by Dowlénd in 1597, it was adapted to the words,
"how, U Now, I Needs iiust wrart™, but in his latter Lute
sanuscrint, it is called "The Froz Galliard". The tune is
closely wedded to %the words, with skillful harmony. This
snows the work of one who was an admirable singer and who,
no doubv, added mueh to the charm of his own compositions.
Chappell conjéotures that Dowland Tirst wrete the music ag
a dance tune and added the words later, however, since he
was a ginger of renown and wrote songs for the lute, the
. opinion of Duncan, tnat it first appeared as "Now, O lNow,

I dJeeds wust rart™, seems to bear more welght as the proper
conjecture. The song was g0 closely allied to the orisinal
dance measures of the ballag that it was used for that nur-
vose, and Lowland =0 designated it. 1t is to be noted that
this song is not at all in madrigal sityle, but is purely
harmonic in structure. John Dowland takes a step further

toward the Znmlish classical sonz,
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The Lawes Brothers
The Lawes brothers, William and Henry, became very
_popular with poets of their time. They studied in Italy,
but upcn returning to Zngland, dHenry Lawes sponsored,
definitely, the idea of Lnglish words in songs, as Jjust as
sultable for singing, as the ILtalian., e wrote,

And {1 speak it freely, once, for all) that if
Znglish words which are fitted for song do not run
smootil enough, 'tis the fault either of the Composer
or Singer. OCur English is so stored with plenty of
monosyllables (which like small stones, iill up the
chinks) that it hath great privileze over divers of
its nelzghbors, and in some particulars {(with reverence,
be it spoken) above the very Latin, which lancuage
we Tind overcharged with the letter S, especially
in"us", and such hissing terminetions®?

His popularity among poets was assured upon the composing
of a burlesque scnz. He set to music lyrics by Herriek,
Waller, Lovelace, Carew, Sir John Suckling and John Kilton.
Waller, for whom he set the lyric, "Go, Lovely Roéé", wrote:

Verses maxe heroic virtue live
But you can life to verges give.

You by the help of tune and time
Can make that sons that was by rhymelo

ilton's tribute to Henry Lawes 1s well known:

Harry, whose tuneful and well-measured song

First taught our Znglish music how to span

Words with just note and accent, not to scan

With ridas' ears, committine short and lonsz

“he worth and skill exempts thee from the throng

With praise encugh for envy %o look wan;

To after age thou shalt be writ the zan

That with smooth air couldst humour best our tongue.ll

o

°Gibbon, op. cit., p. 176.

Oipia., p. 177, lrpig,
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The simple charm of the music written by william Lawes
for Herrick's "Gather Ye Rosebuds"™, has won for 1t immortal-
ity. Wwhen William Lawes was killed by a stray shot at the
siege of uhester, Herrick paid & tribute to his MemoOTYea.
51l in this agree, lusic had both her birth and death in
thee.l2 The sonsg, "Gather Ye Rosebuds", was originaliy in
three parts; sopranc, tenor and bass. Lt becaile very

nopular in pallsd form.
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Fig. 9.--Gather Ye Rosebuds

Henry Furcell
The Lnszlish classical song with all the influence that
made it, came to its culmination in ienry Purcell. e wrote
music for forty dramatic works. The one which is the best
sference for this paper was his chief dramatice work, "iing

Arthur™, written Tor Dryden's play. It ebounds in songs,

2o .
l”ulobon, op. cit., o, 170.
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choruses and instrumental pleces. He was orxanist for the
Chapel Royal for a aumber of years and wrote sowe very fine
cnurch music, suchh as tae anthen, "Lord God of dosts"™. The
most popular tune tiat Furcell wrote was the air which be-
came associated with Lard Vharton's YLilli sSurlero™. 3Burnet
S8ySs wWien tie zreat revolution in 1689 was talking place,

the whole army and at last, the people, both in city and
country, were singines 1t pervetually. "And perians never had
so slizhit & thine so sreat an effect".13 Dupcan savs the
words are not worth copyins out but the air has a sprishit-
liness 2nd raythmic ~race that would eagily account for its
becowing a favorite. It 1s a description of the qualisny
Tt the ballad zave to the sounr., urcell's widow nublished

)

"Orpheus Brittanicus™ the vesr of rFurcell's death. It ig a
collection ol seventy-cne of Purcell's comnositions. rleces
guecia as, "L Attemnt fron Love's Sickness™, was written with
flne feelinz and toe melody slows witin true invention. It
is interesting to note an avpreclation written by Burney in
1789, ke says, "I Attemnpt from Love's Zickness™ is an
elegant little ballad, which, thouszih it has been many vears
dead, would socon be recalled inbto existence 2nd fashion by
the voice of sgome fTavorite singer.“l4 Dunean glves Burney's

appreclation written in 1789, in which he hopes thst this

song wouid be recalled, and says it 1s curious reading when

léauncan, op. git., p. 293,
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the song was so popular when Duncan wrote it in 1207, In
turn, it may be pointed out that Duncan calls attention to
the second melody-note of the last engraved line--D-natural--
that is a flat leading note; whereas, all our modern copies
sharpen the note. "One ilundred Songs of Hngland", edited
by Uranville Bantock, calls attention to the fact that the
melody and bass are praserved as written, so modern covies,
as of today, return to rurcell's original.

In canon, fupue and all the contraputal devices of
his tiine, Furcell was thae follower of his Tudor forbears,
but ae goes a step further in that his grocund-bass 1s almost
identical with the one used by Bach in the "Crucifixus", in
tne "9 kiinor Mass". Purcell does not show the resource of
Bach, but he makes fine use of the idea. It is remarkable
that e wrote ten years before 3ach's birth., Bandel is
gsald to have continued where Furcell left off. urcell was
the connecting link between 3yrd, liorley, Lawes and Handel
and his contemporaries.

Sickness to Fly", as it appears in the book "Ornheus

Srittanicus™,.

Tl
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Fig. 10.--I Attempt From Love's Sickness to Fly

There are several composers connected with the national
songs of FEngland. Richard Leveridge, an excellent bass
singer who loved to sing Purcell's songs,wrote a remarkably
expressive and melodious air to "Who is Sylvia®" His popu-
larity, however, probably rests on "The Roast Beef of 01d
England".

Henry Carey claims to have written "God Save the King".

Dr. Arne will be remembered for "Rule, Britannia"™ which

Wagzner found to sum up the fnglish character. 1t takes its
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place with the few really national tunes, Arne's setting of
Shakespearian verse are as concert and recital material.
"Blow, Blow, Thou Winter Wind™, "Under the Greenwood Tree™

and "Where the Bee JSucks™.



CHAPTER VI

CONCLUSION
Mugic and Foetry from the Ballad
30 we see music and poetry joined to make a unique
creation in musical history, the Hnglish classicel song.
In his dedication to the opera, "The Prophetess™, Furcell
says:

"Musick and Poetry have ever been acknowledge
sisters, which walking hand in hand support each other;
as Poetry is the harmony of words, so Lusick is that
of notes; and as Poetry is & rise above Prose and
Cratory, so is Musick the exaltation of Foetry. Roth
of them may excell apart, but surely they are most
excellent when they are joined, because nothing is
then wanting to either of the proportions; for thus
they appear like wit and beauty in the same person”.
We agree with Purcell and yet we know it must be a

certain poetry and music for this to be true. One look at
the formality of the poetry of the next century with its
aping of French and latin, divorced from melody, brings us
to the conclusion that it was no accldent that the poets of
the golden age were steeped in music. It was the influence
of the early English ballad, first spoken, then sung, then
joined in the hapry culmination of voice and melody to make

a song that is Immortal and unique in music.

leibbon, op. cit., p. 195.
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The Unique Classical Znglish Song
The English classical song is peculiarly native %o
Britain. Here are songs once sung to Virginals and lutes.
Here are songs based on Celtic tales and Arthurian legeﬁd
and the environs that gave them birth. FHere is a music
that has no kinship with CGerman romanticism, Russian
idealsim, French impressionism or Italian melodrama. It

roots in the mystic elements of ballads and nature. Tt

Tlowers in the rich lyricism of Tudor England.
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