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CHAPTER I

BACKGROUND

William Shakespeare, of whom Ben Jonson said, "He was not 

of an age, but for all ti m e '."1 was, as is any author, a product 

of his own era. In his works are reflected the manners, morals, 

and ideas of the Elizabethan period. Readers of literature are 

always, subconsciously at least, very aware of references per

taining to their own particular interests. In his introduction 

to Shakespeare and Music, Edward W. Naylor observes:

A principal character of the works of a very great author 
is, that in them each man can find that for which he seeks, 

and in a form which includes his own view.
With Shakespeare, as one of the greatest of the great, this 

is pre-eminently the case. One reader looks for simply dramatic 
interest, another for natural philosophy, and a third for morals, 

and each is more than satisfied with the treatment of his own 
special subject. It is scarcely a matter of surprise, there
fore, that the musical student should look in Shakespeare for 
music, and find it treated of from several points of view, 
completely and accurately: This is the more satisfactory, as 
no subject in literature has been treated with greater scorn 
for accuracy, or general lack of real interest, than this of 

music.^

^William Shakespeare, Shakesp eare's Comedies, Histories,
Being a Reproduction in Facsimile of the First Folio Edition, 1623, 
under the direction of Sidney Lee (Oxford: Clarendon Press, 1902), 

pp. 13 and 14.

and: Ben Jonson, "To the memory of my beloved, The Author Mr.
William Shakespeare: and what he hath left us," Ben Jonson. The 
Poems. The Prose W o r k s , ed. by C. H. Herford, Percy and Evelyn 
Simpson (Oxford: At the Clarendon Press, 1947), VIII, 391.

^Edward W. Naylor, Shakespeare and Music (London and Toronto: 
J. M. Dent & Sons Ltd., N.Y.: E. P. Dutton and Co., Inc., 1931), p. 1.
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Music as a language, a media of coimiunication in itself, 

lends itself readily to the writer who is searching for a fitting 

metaphor or simile with which to clarify or magnify his idea. One 

of the simpler emotions, expressed in a lullaby, a march, a love 

song, a reverie, may be recognized as such anywhere in the world, 

no matter what tongue is spoken, as long as the harmony and rhythm 

are not too strange, the setting is conducive to the expressed 

feeling, and the hearer is in a receptive mood. Therefore, the 

average reader, with even the slightest acquaintance with music,

easily grasps musical allusions; and those with some technical

\

knowledge are able to comprehend the more subtle allusions or puns.

Good writing must have clarity of expression; that is, it 

must not be encumbered with obtuse, technical allusions. Shake

speare, living in a musical era, used musical allusions freely.

But most of his musical passages are easily understood, the only 

difficulties arising from the use of technical terms and express

ions peculiar to the Elizabethan period. Music has changed a 

great deal in the last three hundred years, in notation and in

choice of styles and instruments. It is not difficult, however,

/
to interpret any of these references after a simple explanation of 

term is given. Shakespeare’s metaphors usually give just the 

necessary 'final touch' to a scene, and his musical puns present
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excellent instances of humour, from the comical to the bitter.

Never does Shakespeare's musicality interfer -with the telling of 

his story. In fact, his efficient use of musical allusions does 

exactly as each of his other tricks of expression; it adds to that 

sum total of excellent characteristics -which equals genius.

Music and literature, particularly poetry, have always 

been closely united because of their common interest in the trans

ference of ideas and emotions. For ages, stories have been sung 

around meager campfires or in the grand halls of great rulers, either 

to celebrate wond$rous events or to provide pleasure. Bruce 

Pattison, in writing about the relationship between poetry and 

music after the Restoration, said:

Though the human voice itself ensures the cooperation of 
poets and musicians in song, poetry is increasingly to be read 
rather than sung, and music to be listened to for its own 
sake, without literary associations. The sisters, voice and 
verse, had matured into individuals with their own lives to 
pursue, and their Elizabethan union was now only a childhood 
memory

But we are interested in that era -when "voice and verse" were 

united, -when "the court musician formed the nearest approach to a 

literary profession , "2 when music was the property of all classes,

-^Bruce Pattison, "Literature and Music," The English 

Renai ssance, ed. by Vivian de Sola Pinto, which is Vol. II, 
Introduction to English and American Literature, ed. by Bonamy 
Dobr£e. (New York: Robert M. McBride and Co., 1938), p. 138.

^I b i d .. p. 124.
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and -when the Bard, sensitive to his surroundings, was intellectually 

and emotionally able to interpret melody and harmony into ideas and

to understand theoretical terms. Pattison believes it to be "imposs

ible to study either the music or the poetry of the period separately.

Anyone interested in the music in Shakespeare's plays "is 

bound to view the subject in two different ways, the first purely 

historical, the second (so to speak) psychological."

As for the first, the most superficial comparison of the 

plays alone, with the records of the practice and social 
position of the musical art in Elizabethan times, shows that 
Shakespeare is in every way a trustworthy guide in these 
matters; while, as for the second view, there are many most 
interesting passages which treat of music from the emotional 
standpoint, and which clearly show his thorough personal 
appreciation of its higher and more spiritual qualities.

Hiis paper will be more concerned with what would be con

sidered part of Naylor's second view, although some historical

data is necessary. And many technical terms, when defined, add 

much to the meaning of a passage. Shakespeare's use of musical 

allusions in various images, such as those which he employs to ex

press his conceptions of order and music of the spheres, or to 

create atmosphere, either for comedy or tragedy, or to portray one 

of his characters, will be discussed. INhile doing this, it is

~*T b i d .. p. 123.

^Naylor, o p . cit.. p. 2.
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necessary to try to avoid the "personal heresy" ; 3 one must remember 
that -whatever Shakespeare says in a play is said from the mind and 

heart of a personality created by the p o e t . But even -with the 

obstacle of having nothing concrete in the way of words spoken 

by Shakespeare as Shakespeare or biographies written by people -vho 

actually knew him, after a careful reading of Shakespeare* s musical 

allusions one can only believe that Shakespeare knew and, what is 

perhaps more important, understood music. Two statements are 

constantly repeated by authors -who have studied Shakespeare’s use 

of music: that the Elizabethan Era was an age of music and poetry 

and that Shakespeare, as a product of that era, understood music.

To understand Shakespeare's interest in music, it is 

necessary to examine the probable musical influences in his envir

onment, in the homes, schools, churches, and theaters of his day.

Probably never before nor since those thirty years that 
mark the closing of the sixteenth and opening of the seven

teenth centuries has England been so alive to poetry, drama, 
and music. The reign of Queen Elizabeth has long been 
recognized as the golden age of English literature. Only 
within the last quarter of a century, however, has the real
ization come that this period also witnessed the culmination 
of the golden age of English music. Along with the favorable 

reception accorded the revival of their music has come the 
growing consciousness of the vital part that music played in 
the lives of the Elizabethan. The more firmly the realization

3Clive Staples Lewis, "The Personal Heresy in Criticism," 
Essavs and Studies by Members of_lfre_Jnglish Association, Vol.jXIX, 
collected by David Nichol Smith (Oxford: Clarendon Press, 1934), 
pp. 7-28 with direct reference to Shakespeare on p. 13.

and: Eustace Mandevill Wetenhall Tillyard and Clive Staples Lewis
The Personal Heresy. A  Controversy (London, New York, Toronto: 
Oxford University Press, 1939), references to Shakespeare, pp. 3,

41, and 61-62.
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is established, the more necessary it becomes to learn to 
■what extent the predominance of music in the Elizabethan 
period could influence the literature . 1

During Shakespeare's time, music reached a high artistic

level all over Europe. And this was not only in small, select

musical groups, but it was an age "in -vriiich music was widely

cultivated and appreciated''^ in the homes of all classes of people.

In the field of music, England was behind the Continent at first,

but "at the end of the sixteenth century it had more than made up

for lost time, and produced a school of composers which fully equalled,

and in some respects surpassed, any to be found on the Continent."3

Today, music historians, when treating of this period, warn us that

when all of the music is found and evaluated, the "golden age of

poetry" might find itself shadowed by the "golden age of music."

In this view, Elson believes that, at the present time:

. . . .  if the great name of Shakespeare be eliminated, the 

musical list may balance the poetic one. It was the era 
of England's greatest contrapuntal activity, the epoch of 

the madrigal in its best state, the age of noble religious 
composition; for a short time England seemed to wrest the

-1-Miles Merwin Kastendieck, England's Musical Poet, Thomas 

Campion (New York: Oxford University Press, 1938), p. 27.

^Edward J. Dent, "Shakespeare and Music," Companion to 
Shakespeare Studies, ed. b y  Harley Granville-Barker and G. B. 
Harrison (New York: The MacMillan Co., 1940), p. 137.

■%ir Walter Raleigh et a l ., editors, Shakespeare's England: 
An account of the life and manners of his age (Oxford: Oxford 
University Press, 1916), II, 20.

^William Barclay Squire is the author of a very fine survey 

of music in England, beginning a century and a half before 

the Elizabethan Period3
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the scepter of musical supremacy from Italy itself. But the 
literary list was crowned with the greatest poet of all time, 
■while England’s chief musical genius, Henry Purcell, came a 
couple of generations later . 1

As the music of the Elizabethan period was quite different 

from that of today, it is necessary to glance at the more important 

difference and the favorite types of Elizabethan music. Music 

had been making much progress because of the Renaissance and the 

invention of printing. Secular music had, in particular, shown 

growth. The music of the period was contrapuntal rather than 

harmonic.

The "chief glory of the Elizabethan musical age was its
\

secular music for voices. This consisted of madrigals for several 

voices unaccompanied, and ayres for solo voice accompanied by 

lute. The madrigal arose in Italy, but reached a fuller develop

ment in England.2 And an achievement of -which the British can be 

proud was Byrd's composing the first art-song.

Folk songs and troubador songs were common in the Middle 
Ages, but our modern art-song, -with every note of the melody 
and accompaniment fitted together with care by a composer 
well aware of its artistic importance, dates from the Eliza
bethan period. 3

-kLouis C. Elson, Shakespeare in Music (London: L. C.' Page 

and Company, 1901), pp. 56-57.

^Morrison Comegys Boyd, Elizabethan Music and Musical Criticism 

(Philadelphia: University of Pennsylvania Press, 1940), p. 22.

% b i d ., p. 127.
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Vocal music outranked instrumental music in England both 

because "the expressive quality of the instruments had not been 

thoroughly explored" and the musical notation then in use made 

"long runs and -wide leaps practically out of the question."-*- Many 

instruments important then are either obsolete or seldom used today. 

Shakespeare mentioned the virginal, viol, cittern, recorder, flute, 

tabor, pipe, fiddle and the rebeck, harp, psaltery, bagpipe, fife, 

hautboy, hornpipe, organ, trumpet, cornet, sackbut, drum, kettle

drum, taborine, cymbles. The following paragraph gives one a good 

idea of the differences between Elizabethan and modern instrumental 

music:

In modern music, -whether serious or frivolous, public or 
domestic, we may notice four instruments, the tone of -which is 

generally prevalent to our ears— pianoforte, violin* clarinet, 
and horn. These four qualities of tone were entirely absent 
from Elizabethan music. The Elizabethan had no idea of com
bining instruments into anything like the modern orchestra or 
even like the orchestra of Haydn and Mozart. They had strong 
sense of -what we call instrumental colour, and of the possibil
ities of using it for dramatic effect; but their method was to 
group the instruments in families, not to use them altogether, 
although they often made use of small mixed combinations of 
three or four instruments with or without voices. Such com
binations were called 'broken consort* or 'broken music'. In 
domestic performance 'broken music' was inevitable, as parts 
had to be played by such instruments as were available at the 
moment, and this must certainly have often been the practice 
in the theaters as well when resources ware limited .2

Although music itself was in high favor at this time, the 

attitude of the people towards some musicians was quite different.

1Ibid. .  p. 177.

^Dent, op. c i t . .  p. 145.
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Composers were held in high esteem and were often attached to a 

court and supported by a patron. However, the performers, especially 

wandering musicians, were held in contempt. Boyd points out that 

the minstrels, by making a nuisance of themselves with constantly 

bothering the people in taverns, probably earned the treatment they 

r e c e i v e d . H i e  same critic also said that the "Elizabethan drama

tists spoke well of music and musicians" in general with Shakespeare's 

Much Ado about Nothing an exception.2 On the other hand, Elson con

sidered Shakespeare's attitude toward musicians to be one of contempt 

most of the time: "it is a significant fact that Shakespeare's 

musicians are pictured either as Bohemians or vagabonds."^

Often Shakespeare does, directly or by innuendo, relegate 

his musicians to their humble lot. Mercutio is indignent at being 

classed with minstrels:

Tybalt. Mercutio, thou consort'st with Romeo.

Mercutio. Consort', what, dost thou make us minstrels?
an thou make minstrels of us, look to hear nothing but discords: 
here's ray fiddlestick; here's that shall make you dance.
Zounds, consort '.4

Mercutio's indignation is brought out, too, by the reference to the 

violin or "fiddle". The queen of the modern day stringed instruments

"''Boyd, op. cit., p. 28.

2Ibid.. p. 193.

^Elson, op. cit.., p. 57.

% omeo and Juliet. Ill, i, 47-52.
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had only been introduced to Shakespeare's England during Henry 

VIII*s reign and was considered to be "a course and agressive in

strument suited only to country folk .»1 »Even in the eighteenth 

century Stradivarius had an invoice of violins, which he had sent 

to England, returned to him with the information that London was 

not accustomed to paying as much as five pounds for a violin!"^

The French acceptance of the violin is scornfully alluded to in 

Henry V I I I :

Lovell• A French song and a fiddle has no fellow!

Sanda. The devil fiddle t h e m ! 3
Elson, in speaking of Shakespeare's portrayal of musicians 

as rough mannered and. callous points out several other instances.

A "better example of the musician 'fishing for compliments . . . . 

can scarcely be imagined"4 than Balthazar's feigned humility be

fore Don Pedro, Claudio, Leonato, and cynical Benedick in Much Ado 

about Nothin.?:

D. Pedro. Come, Balthazar, we'll hear that song again.

Balthazar. 0, good my lord, tax not so bad a voice 
To slander music any more than once.

D. Pedro. It is the witness still of excellency 
To put a strange face on his own perfection.
I pray thee, sing, and let me woo no more.

■*Dent, op. cit., p. 143.

2Elson, op. cit., p. 27.

^ e n r y  V I I I , I, iii, 41-42.

^Elson, op. çit., pp. 57-59; 73.



11

Balthazar. Because you talk of wooing, I will sing; 
Since many a wooer doth commence his suit 
To her he thinks not worthy, yet he wooes,
Yet will he swear he loves.

D. Pedro. Now, pray thee, coma;
Or, if thou wilt hold longer argument,

Do it in notes.

Balthazar. Note this before my notes;
There’s not a note of mine that's worth the noting.

D. Pedro. Why, these are very crotchets that he speaks; 
Notes, notes, forsooth, and nothing. \AirJ

Benedick. Now, divine airl Now in his soul 
ravish'd'. Is it not strange that sheeps' guts should 
hale souls out of men's bodies? Well, a horn for 
my money, when all's done.

(Balthazar sings^

D. Pedro. By my troth, a good song.

Balthazar. And an ill singer, my lord.

D. Pedro. Ha, no, no, faith; thou sing'st well enough 
for a shift.

*

Benedick. An he had been a dog that should 
have howl'd thus, they would have hang'd him; 

and I pray God, this bad voice bode no mischief.
I had as lief had heard the night-raven, 
come what plague could have come after it.

D. Pedro. Yea, marry; dost thou hear, 

Balthazar? I pray thee, get us some excellent 
music; for tomorrow night we would have it 
at the Lady H e r o’s chamber-window.

It is interesting to notice the play on "crotchet" which meant 

both a type of note in musical notation and a whim or fancy.

^Much Ado about Nothing, II, iii, 45-89
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'»Night-raven" probably denotes the exact opposite of the beautiful 

sound of the nightingale so often used by Shakespeare.

Perhaps "the most forceful sarcasm against musicians"’1' is 

found in Romeo and Juliet ■when the performers are pictured as callous 

and unfeeling during their conversation after hearing of Juliet's 

supposed death and being told to play for a funeral rather than a 

wedding:

1. M u s . Faith, we may put up our pipes
and be gone.

Nurse. Honest good fellows, ah, put up,

put up'.
For well you know this is a pitiful case. (Exit3

1 . M u s . Ay, by my troth, the case may be amended.

Enter Peter

P e t . Musicians, 0, musicians, 'Heart's ease,'
Heart's ease'.' 0, an you will have me live, play Heart's ease.'

1, M u s . 'Why: 'Heart's ease'?

P e t . 0, musicians, because my heart itself plays
'My heart is full of woe.' 0, play 

me some merry dump to comfort me.

1. M u s . Not a dump wel ' U s  no time to play now.

Pet. You will not then?

1. M u s . No.

P e t . I will then give it you soundly.

1. Mus. What will you give us?

Elsoft, op., cit ., p. 6 6 f .
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P e t . No money, on my faith, but the gleck.

I -will give you the minstrel.

1. M u s. Then will I give you the
serving-creature.

Pet. Then will I lay the serving-creature’s
dagger on your pate. I will carry no 
crotchets. I ’ll re you, I’ll fa you.
Do you note me?

1. M u s . An you re us and fa us, you
not e u s .

2. M u s . Pray you put up your dagger,
and put out your w i t .

P e t . Then have at you with my wit 1
I will dry-beat you with an iron wit, 
and put up my iron dagger. Answer me 
like men.

'When griping grief the heart doth wound,
And doleful dumps the mind oppress,

Then music with her silver sound’ —

Why ’silver sound’? Why 'music with her 
silver sound’? What you say you, Simon Gatling?

1. M u s . Marry, sir, because silver hath
a sweet sound.

Pet. Pretty'. 'What say you, Hugh Rebeck?

2. M u s .
cians sound for

I say 'silver sound' because musi
si lver.

P e t . Pretty too'. What say you, James Soundpost?
/

5. M u s . Faith, I know not what to say.

P e t . 0, I cry you mercy', you are the singer.
I will say for you. It is 'music with her silver sound' 
because musicians have no gold for sounding.

'Then music with her silver sound _
With speedy help doth lend redress.' [Exit,!
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1. M u s . "What a pestilent knave is this same'.

2. M u s. Hang him, Jackl Gome, w e’ll 
in here, tarry for the mourners, and
stay dinner.

Exeuent

(The above quotation also contains many excellent examples of 

musical puns: case, crotchets, re, fa, and note, to say nothing 

of the riddle of "silver sound").

And Prince Hal broke Falstaff’s head for comparing the King to 

"a singing man of Windsor.’’̂

The attitude of the people toward traveling musicians had 

no affect on the high regard in which personal knowledge of music 

was held. All classes considered music part of their daily life. 

True, there was as much class distinction in the instruments and 

their music as there was among their owners. But families and 

their guests often provided their own musical entertainment. "Every 

gentleman dabbled in music to some degree, and, in addition to 

the viol-playing, . . . .  it was held necessary for every cultured 

person to be able to descant, or add a part of any melody that 

was sung. Amateurs usually kept a ’chest’ of six viol de gambas 

in his home so that he, and his musical friends could play ’Fancies' 

or Fantasias . . . .  in several parts, from two to the full six, 

according to the number of those present ." 3 Sir Toby Belch boasts

iRomeo and Juliet, IV, v, 96-149. 

22 H enry IV. II, i, 97-98. 

3Naylor, op,, c i t .. p. 46.
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that Sir Andrew "plays o' th* viol de gamboys"

Music was not confined to the upper classes. All the 

different groups of workers, soldiers, and sailors had their own 

songs which they sang at work or for their own recreation. Ser

vants were often expected to take part in the music of their 

masters.*- In Twelfth Niaht, Viola, masquerading as a page, cites 

her musical accomplishments in seeking a position in the Duke's 

court:

For I can sing
And speak to h i m  in many sorts of music
That will allow me very worth his service.^

■' Kastendieck has pointed out that there were "of course, no

public concerts nor recitals, no orchestras nor chamber music 

ensembles” but that nmusic in the home was almost a daily 

occurence.”4 It is apparent, then, that musical terminology would 

be familiar to all well-informed people and enter "largely into

r
literary and colloquial idiom".

The prominent place music held in the royal court and the 

downward spread of its influence would account for the popularity 

of music among all classes. English rulers, particularly Henry VIII

^Twelfth Night, I, iii, 26-27.

^Elson, op. cit., p. 75.

^Twelfth Night. I, ii, 57-59.

4
Kastendieck, op. cit.., p. 31.

5
Raleigh, o p . cit., p. 32.
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and Edward VI, had been encouraging musicj and Queen Elizabeth had 

continued the patronage. The intellectually talented Tudors were 

all interested in music. Henry VIII could sing at sight, play the 

flute, recorder, virginal, and lute, and composed anthems and two 

Masses. Edward VI, probably a student of Tyrs, played the lute.

Mary was able, at the age of eight, to perform on the virginal 

before company. James I, not musical himself, saw that his sons 

received a good musical education.^

Queen Elizabeth, an accomplished virginal player, enjoyed 

rather loud dinner music, at times presented by twelve trumpets, 

two kettledrums, fifes, cornets, and side drums. Her household 

musicians, at one time, consisted of seventeen trumpeters, two 

luteràsts, two harpsters, eight singers, six children singers, 

one rebeck, nine minstrels, six sackbuts, eight viols, three 

drumsleds, two flute players, two virginal players, and eight 

interlude players.

Of Queen Elizabeth, Boyd wrote that "her musical accomplish

ments and predilections were so well known, and must have served 

as models for so many of her subjects, that she is an excellent 

example of a cultured amateur of the period.”'

-'-Boyd, op. c i t ., pp. 5-6.

?
Kastendieck, op,, cit., p. 33.

•2
°Boyd, op. cit.. p. 7.
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Elizabeth's personal service to the art of music in England
should not be underestimated..........during her lifetime English
music grew from adolescence to maturity. She increased the 
value of music as a social accomplishment by playing it herself, 

and she aided it with her praise and her purse in every poss
ible way, in church, at court, and in the theatre, bestowing 
the royal favor on composers, on singers in the sacred choir 
and in the secular play and masque, both men and boys, and
on instrumentalists of all kinds..........At the same time
she rendered valuable aid to the drama. Ihus she played an 
energetic part in the simultaneous forward movement which 
at its culmination produced in England between 1590 and 1615 
both the plays of Shakespeare and the best European music of 
that quarter century . 1

Thus, music played an important role in the everyday 

lives of the Elizabethans, lending itself to writers who wrote 

of and for those Elizabethans. Naylor summarized this influence 

skillfully:

All this leads to the just conclusion, that if ever a country 
deserved to be called 'musical', that country was England, 
in the sixteenth and seventeenth centuries. King and courtier, 
peasant, and ploughman, each could 'take his part', with each 
music was a part of his daily life; while so far from being 

above knowing the difference between a minim and a crotchet, 
a gentleman would have been ashamed not to know it. In this 
respect, at any rate, the 'good old days' were indeed 'better 
than those that we now see. Even a public-house song in 

Elizabeth's day was a canon in three parts, a thing which 
could only be managed 'first time through' nowadays by the 
very first rank of professional singers ." 2

Two other important influences, the church and the school, 

also contributed to the general musical tone of England although 

the restraint imposed by the Puritan influence did, at this period, 

eliminate some music. Once again, it is necessary to be cautious

^I b i d .. p. 12.

O
^Naylor, op. c i t .. pp. IB-19.



in attributing to the facts we know about Elizabethan times too 

large a responsibility for Shakespeare’s musical knowledge. We 

cannot know how much music he learned in school, although we do 

know that most schools had courses in music, some of which were 

very difficult. We cannot know the quality or quantity of music 

he heard in church. But it is rather certain that the musical 

activity in schools and churches would ultimately have reached 

Shakespeare in some form or other.

Just as the time element was favorable to Shakespeare in 

the field of drama, allowing his star to rise as those of his 

'skillful predecessors were falling, so too was time on his side in 

the field of music. Radical Protestants were against ornate music, 

but Elizabeth was for it; therefore, a compromise was reached 

which paved the way for some truly great music while postponing 

the time when the Puritan influence might harm musical progress.

The Puritan viewpoint with regard to church music is not 
illogical. The contrapuntal masses and motets of the great 
Catholic composers with long-drawn-out syllables and several 
different words sang at the same time, in various parts, often 
made the sense unintelligible . 1

Queen Elizabeth preferred a "ritualistic type of church service" 

but she insisted merely that the choirs of Queen Mary should be kept 

at their previous strength, and that the whole service should be 

sung or intoned, not spoken ." * 2 In her injunctions of 1559 concerning

18

^Boyd, oj). c i t .. p. 22.

2Ib i d .. p. 8 .
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the clergy and laity, she said hymns and simple anthems should be 

sung; other-wise, the extreme Protestant party would have permitted 

only Psalms.^ Also, she did not agree with the Puritan objections 

to sacred music in Latin, and Tallis and Byrd dedicated collections 

of Latin motets to her .2

The historical continuity of the Roman Catholic Church and 
the Church of England is exemplified in their forms of govern
ment and the words and music of their services. The familiar 

plainsong of the latter church is Roman in origin, changed only 
in minor respects. The Catholic motet became the English 
anthem, the Mass in adapted form the Holy Communion. The 
Reformation, however, was responsible for the substitution of 
English for Latin in the Church, for a simplification of the 
texture of the music in order to make the sacred words that 
were sung intelligible, and for the invention of the psalm 
tune. The Elizabethans, like the Scotch, sang psalms instead 
of h y m n s . 3

The psalms were sung by the people not only in church but also for 

recreation.

Today, the importance of Elizabethan religious music is

»
well recognized; and Byrd is now ranked with Palestrina, di Lasso, 

and Victoria as "one of the four great composers of the sixteenth 

century . ”4
Baldwin, in his studies of Elizabethan education, has 

found that music was taught in the schools. In 1578, an annual 1

1Ibid.J p. 9. 

2Ib i d .. p. 72. 

3Ibid., p. 37. 

4I b i d ., p. 2.
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examination, described by John Sturm, included music. For example, 

of the seventh class he -wrote: "'in the first book of music, we learn 

the scale and intervals. Also, in my class, exercises in style are 

commenced’". Of the sixth class he wrote: "'In [the first book 

of} music, we have attended to the science of time'."1 As the 

seventh and sixth classes are the fourth and fifth years, or when 

the boy was ten or eleven years old, it is obvious that where music 

was taught it was not an easy course. Another evidence of music 

in the schools is that Westminster adopted the Eton system in 

1560 and made provisions for teaching music.2 Some of the uni

versities were giving degrees in music.

The art of free descant was taught even to the children 
of the Royal Chapel, a degree of musical education that must 
astonish the music teachers of the present age.3

It may be well to recall that descant is the addition of extempore

counterpoint to plain-song, or the written melody.

In the school, as in the church, there were those who were 

trying to lessen the amount of musical education. Again, time 

and the goddess of fortune were on Shakespeare's side as the foes

of music were not completely successful. They did restrict the
/

-^Thomas Whitfield Baldwin, William Shakespeare's Small 

Latine and Lesse Greek (Urbana: University of Illinois Press,
1944), I, p. 293.

^I b i d .. p. 384.

5
Elson, op. cit♦, p. 104.
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teaching of music in some schools, but they could not immediately 

halt the enthusiasm for music found in Elizabethan life. No matter 

•where Shakespeare acquired his musical knowledge, he needed an 

audience that could understand musical allusions if he were to use 

them; and the Elizabethans could. Boyd has clearly pointed out 

the results of the Puritan influence during Elizabeth's reign:

In the forgoing discussion of the place occupied by music 
in education during the sixteenth century we have seen that 
although our art had its strong champions, particularly 
toward the close of the period, other prominent men were 
indifferent to itj and though many young girls were doubtless 
taught in their homes, its study by boys in the schoolroom 
was much neglected during the earlier part of Elizabeth's 

reign . 1
Boyd went on to say:

If we leave the school and consider the progress of music 
in general, we find its path also was for a time not an easy 
one^ Soon after the Queen's ascension the decrease in the 
number of church positions open to organists and choir singers 
diminished the number of those studying music, with a result
ing decline in the general level of musical knowledge; but 
effective and logical propaganda by John Case and others brought 
a limited prosperity to church music and prepared the way for 
the magnificent flowering of secular music from 1587 onwards . 2

More Till be said of the use of music on the Elizabethan 

stage later, but here it may be pertinent to note that the strict 

musical training the choirboys in the Children’s Companies received 

could have, indirectly, added to Shakespeare's musical education. 

They were his competitors, and it was necessary that he master the

■''Boyd, op. cit., p. IB. 

2I b i d .. p. IB.
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techniques that made their popularity possible so that he might offer 

the same fare. Also, he would probably have been in the company 

of their teachers and, consequently, have picked up much in convers

ation with professional musicians. "While musical education was 

declining in some of the schools, these boys were given excellent 

training.

It speaks well for the tact, musicianship, and culture of 
these men that they could prepare their young charges to 

compete successfully with the companies of adult actors before 
critical spectators, such as the court and royalty. Hie choir 
boy, trained by the best talent in the country, practiced an 
art that in the plays of Ben Jonson and others rivaled the 
successes of Shakespeare.x

This last source of Shakespeare's knowledge of music, the 

Elizabethan theatre itself, is an interesting one. Just as the 

techniques of play writing had been developing, so had the use of 

music on the stage been growing until it was being used before, after, 

and between the acts of the plays, as off stage sounds, and to 

stress emotional scenes. Evidence of all these uses are to be 

found in the plays of Shakespeare and in those of his predecessors.

The book-keep "provides much more fully than the author for the

musical and other noises to be made behind the stage, often speci-

1
fying the nature of the movement to be sounded, or the instrument 

to be used."*'

XI b i d ., p. 204.

p
Sir Edmund Kerch ever Chambers, Ulliara Shakespeare. A Study 

of Facts and Problems (Oxford: Clarendon Press, 1930), I, p. 120.
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There is a chain of evidence, ranging from Gorboduc in 1562 
and Gammer Gurton's Needle in 1566 to Pryrrne's Histriomatix 
in 1633 showing that music was a regular and important in

gredient in the drama of Shakespeare’s age.^-

Lawrence was more definite on this point:

Ralph Roister Doister vividly illustrates h o w  large a space in 
Tudor days was occupied by melody and song, when no gentleman 
could be said to be fully educated who was incapable of singing 

his part at sight.

And:

In Gammer Gurton's Needle one finds definite allusions to the 

custom of playing music between acts . 2 * *
The use of music on the stage and its development was the 

result of several diverse causes: the use of music in the medieval 

religious plays and by medieval minstrels, the use of "dumbshows" 

between the acts of English tragedies, the stress put on music by 

children’s companies, and the demand on the part of the audience 

for jigs and ayres after the epilogues.

The secular drama inherited this association with music 
from its medieval forebears, the religious drama and the per
formances by minstrels, for the medieval religious plays were 
sung by priests who had been trained in music in order to 

perform the offices of the Church, and the minstrels were 

primarily singers .*5
In the private theaters, particularly in the boys' theaters, 

music was used a great deal in the Elizabethan period. <

^■George Herbert Cowling, Music on the Shakespearean Stage 

(Cambridge: University Press, 1913), p. 2.

2William John Lawrence, The Elizabethan Playhouse and Other 

Studies. Second Series (Stratford-upon-Avon: Shakespeare Head
Press, 1913), p . 76.

7

Boyd, op.* c i t ., p. 190.
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During the time of Shakespeare, with the exception of him 
and his company, the best plays and the best acting of the period 
was to be seen at the bo y s’ theatres. Here music held so prom
inent a place that these children had to sing as well as they 
could act. Lengthy musicales preceded the plays, and the boys 

were given careful instruction upon musical instruments, in 

solo and choral singing, and in dancing.^

Although the public theaters had less music because of the 

expense in hiring musicians and the quality was poorer because 

of the noise and the open air not being conducive to the use of 

finer instruments , 2 a ’jig’ usually followed the play. The 'jig',

"at first a mere vaudiville turn, often pretty course, with song, 

dance, and clowning", developed "into an afterpiece of music and 

farce, virtually a crude form of comic opera ." 3
In 1562, when the English tragedy came into being, "em

blematical dumb shows came to be united, in the graver drama, with 

the interact music". "For a time the dumb shows made an unbroken 

continuity between acts" and some "fully justified" themselves 

"by binding the action.

The location of the musicians in the Elizabethan theatre 

is not a point of agreement among the various historians of the 

Elizabethan theater. Most of them believe, however, that the

1Ibid., pp. 200-201.
^Dent, 0£. cit., p. 152.

^Kazelton Spencer, The Art and Life of William Shakespeare 

(New York: Harcourt, Brace and Co., 1946), p. 102.

^Lawrence, 0£. cit.. pp. 76-77.
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musicians were placed in the tiring-room, or part of the balcony, 

above the back-central part of the stage, or even under it, when 

the occasion demanded

Cowling has described, in a very clear manner, how the use 

of music on the Elizabethan stage continued to progress, even as 

music itself was developing.

From the internal 'evidence of the texts of plays it is 
plain that by its threefold use, in songs, in entertainment 
between the acts, and as an accompaniment to increase the 
emotional effect of verse, music played a great part in 
Elizabethan drama. The English had given music a share in 
their Mystery Plays. It held its own quite naturally in the 
Interlude and early Comedy, and was strong enough to force 
itself upon Elizabethan attempts to revive the classical 
drama, and thence the English Tragedy. Imitating their 
Italian masters, English musicians were beginning to break 
away from polyphonic music. The rules of counterpoint were 
well understood, and were freely broken when necessary. The 
unaccompanied motets and madrigals of the latter half of the 
sixteenth century are so musicianly that the age has been 
called 'the golden age of English music'; but with the 
introduction of solo-songs (or 'Ayres') accompanied by con
sorts of instruments, composers began to write definite 
melodies based on progressions of chords. In other words, 
the art of harmony came into being. At the same time, 
composers began to forsake the old church-modes and to con
fine themselves to the major and minor modes.^

Thus, in a society enthusiastic for music did Shakespeare 

live and, consequently, absorb both musical knowledge and apprec

iation. It would seem difficult for an ordinary man not to acquire 

a superficial grasp of musical terminology in such a situation.

^Dant, op. c i t .. p. 30 and p. 152. 

2
Cowling, op. c i t ., p. 6.

o
o



26

And the Bard was no ordinary man. As an author and a genius, 

he must have been very sensitive to his environment. Shakespeare's 

knowledge and skillful use of music is attested to by all the 

scholars, in both the literary and musical fields, who have com

mented on it. Some even go so far as to attribute to him, 

problematically, the ability to give a good, musical performance 

himself. At any rate, he did understand and employ many musical 

allusions.

The musical terminology of Shakespeare's age was familiar 
to all well-informed people and entered largely into literary 

and colloquial idiomj in no author are musical allusions more 
frequent than in Shakespeare.T

Elson's appraisal of Shakespeare's musical knowledge and 

use of musical terms, even the more technical ones, is factual 

and unbiased.

That Shakespeare understood the complicated system [shown 
by ability to use 'Gamut'.and 'Sol-fa-ing', "the vocalist's 

pitch of the notes themselves, by syllables that had been 
attached to them"] is to our mind absolute proof of his 

technical musicianshipj no man not a singer would take the 
trouble to master the cumbrous nomenclature and awkward 
rules . 2

Elson mentions the Taming of the Shrew and Edmund, in King Lear, 

who has the lines ,

0, these eclipses do portend these divisions', 
fa, sol, la, mi.3

^Raleigh, op. c i t .. p. 32. 

^Elson, op. cit., p. 106. 

°King Lear. I, ii, 148-149.
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as examples of Shakespeare’s grasp of musical terms. With

Edmund's speech, Elson believes that Shakespeare "here presented

the -worst possible interval of music (according to the theory

of that time) as prognostication of the discords to come."-

Ihe same author gives a warning, and a little aid, to

American readers of Shakespeare:

Uie notes of music are often spoken of by Shakespeare in 
a technical manner. The American reader must bear in mind 
that the English nomenclature is derived from the medieval 
system which was used before the division of music into 
measure; thus the semi-breve . . . .  is the whole note, the 
minim . . . .  is the half note, the crotchet is the quarter, 
the quaver the eighth. We have seen Don Pedro, in Much 

Ado about Nothing, sneer at the 'crotchets' of Balthazar, 
Mercutio allude to Tybalt's counting a minim while fencing 

(in Romeo and Juliet). and in the Merry Wives of Windsor 
we find Falstaff saying of Bardolph —

— 'His thefts were too open; his filching 
was like an unskilful singer, he 

kept not time, — ' 
whereupon Nym responds:

'The good humour is to steal at 
a minim's r e s t . ' 2

It is interesting to note that Elson seems to have the 

conviction that Shakespeare himself was a singer because the 

"vocal allusions are more detailed and exhibit a surer hand than 

those connected with the instrumental w o r k ." 3
/

While Elson's book was devoted primarily to Shakespeare's

-'-Elson, op. cit., p. 111.

2Ib i d .. pp. 117-118. 

5Ib i d .. p. 78.
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use of music, Boyd -was concerned -with the -whole of Elizabethan 

music. His belief in Shakespeare’s musicianship is scarcely less 

than Elson’ss

The musician’s dramatist is Shakespeare. Numerous 
allusions to music in his plays attest both his love for the 
art and some technical knowledge. We should like to think 
that he could play one or more instruments, but vie have no 
proof. He refers to the fingering of the recorder, but not 
in detail, and mentions the succession Fa Sol La ML (F G A  B, 
going up the scale) as unpleasant; it was forbidden by the 
theorists of the day because of the augmented fourth —
"tritone" —  between F and B. He knew something about frets, 
the scale, notes, rests, "division", "descant", and pricksong.-

As for mistakes made by Shakespeare when he was using mus

ical terminology, both Elson and Boyd mention Sonnet CXXVIII^where 

"jacks" is substituted for "key". Hiere, the Poet had the "jacks", 

in reality comparable to the hammers of a piano, "kiss the tender 

inward of thy hand"; and the same use appears again in the final 

line of the sonnet. Both critics agree, however, that poetic 

license, or even carelessness, may account for the mistake. Boyd 

remarked that the use of "jacks" made possible a pun and "thus 

gives additional point to the sonnet." Bison added that Shakespeare 

made only one or two other mistakes . 3
Another aspect of Shakespeare's use of music, considered in 

relation with his artistry as a dramatist, was discussed by Fripp:

^Boyd, op. c i t .. p. 191. 

^Sonnet CXXVIII, 5-6.

3Boyd, o p . cit., P* 191; also Elson, o p . c i t ., p p . 39-40.
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Yet, keen musician as he must have been, his music very 
rarely obtrudes . . . .  on his dramatic art. It is ever sub
ordinate to character and situation and the central thought 
of the play, while it expresses and forwards them.l

The same author asserted that the only time "musical knowledge 

destroyed a passage of Shakespeare's poetry" was in Lucrece. 

stanzas 161-163, where "sentiment and sincerity . . . .  are 

wrecked by the word-play which only a musician will follow."^

After examining the role music played in Elizabethan 

England and granting that Shakespeare knew and appreciated music, 

it is intriguing to consider his use of it in depicting characters 

or clarifying ideas or emotions. His use of music, including 

allusions to the music of the spheres, in presenting his con

viction of the necessity of order is particularly facinating.

His use of music to create atmosphere, his apparent belief in

the power of music, his use of musical puns are always well done.
»

Therefore, the body of this work will be a study of Shakespeare's 

use of music to attain clear and -vivid expressions of his ideas.

"''Edgar J. Fripp, Shakespeare. Man and Artist (London: 

Oxford University Press, 1938), p. 129.

2I b i d .. p. 133.
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CHAPTER II

MUSIC OF THE SPHERES

One of the surest proofs of Shakespeare’s musical nature 
is his appreciation of harmony above mere melody. This 

comprehension of musical combinations is one of the best 
tests of musicianship; almost all the world loves a good 
tune, but it is given only to the elect to enjoy the 
intricacies of harmony or counterpoint.^-

This appreciation for the harmonious catches the reader's 

attention throughout Shakespeare*s work. Numerous musical allusions 

refer, directly or indirectly, to harmony or its opposite, discord. 

This will be apparent throughout this paper, for Shakespeare seemed 

to love order, in personalities, among individuals, within govern

ments, and between states. As a dramatist searching for plots, 

this would, be only natural because discord brings forth conflict, 

and conflict is the core of fiction. But in Shakespeare's plays, 

one is always aware of the discord and the harm it does and of the 

author's criticism of that discord. Here again, one has to remember

that this criticism oornes only through the lips of the Bard.'s char-
1

acters; however, the criticism comes so often, and harmony is 

praised so regularly, that one is almost forced to accept the 

premise.

•*\Slson, op. c i t ., pp. 90-91.
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The Poet’s apparent love for concord is, of course, often

expressed in musical terms. It is well to recall that the harmony 

of Shakespeare's day was "contrapuntal and more complex than that

aesthetic sense to truly appreciate its subtilities.

Elson noticed that Shakespeare's preference for harmony

rather than single melody is shown in the eighth Sonnet. Here 

too, we have a reference to harmony within the happy family.

Music to hear, why hear'st thou music sadly?
Sweets with the sweet war not, joy delights in joy.
■Why lov'sft thou that which thou receiv'st not gladly,
Or else receiv'st with pleasure thine annoy?
If the true concord of well-tuned sounds,
By unions married do offend thine ear,
They do but sweetly chide thee, who confounds 
In singleness the parts that thou shouldst bear.
Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering;
Resembling sire and child and happy mother,
"Who, all in one, one pleasing note do sing;
"Whose speechless song, being many, seeming one,
Sings this to thee: 'Thou single will prove none.'2

Shakespeare's "comprehension of the balance and symmetry

some of the most interesting ones are those referring to the "music 

of the spheres" which represents the apex of enchanting beauty and

of t o d a y . I t  took a good intellect to understand and a keen

of music" can be traced in many of his musical allusions,'"' and

2Sonnet VIII.

3.
Elson, op. c i t .. p. 95.
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harmony.

The medieval concept of the '‘music of the spheres" plays 

an important role in the idea of musical harmony being related to 

■worldly harmony as it may be found within the most insignificant 

person's soul or a powerful state.

The "music of the spheres", referring to a theory of 

Pythagoras that music was made by the motion of the planets, had 

its origin in ancient Egypt, where music was closely connected 

with astronomy: "Pythagoras, pupil of the Egyptian priests, stole 

their theories and promulgated them in Greece as his own, whence 

the music of the spheres was generally known as a Pythagorian 

theory. The earliest musical notes used in ancient Greece, about 

six centuries before Christ, were the plantetary signs, the sun 

being the central and controlling note."1

The concordant sounds .of the spheres made by the celestial 

beings was based on the necessity of proportion. According to 

Fhybhagoras, various tones resulted from the distances between the 

sundry planets, Earth, Mercery, Venus, Sun, Mars, Jupiter, Saturn, 

and Moon. The seven tones represented by these differences in 

distance were known as a diapason harmony and was divided into the 

Doric and Riygian moods. Pythagoras carried out his theory of 

tones plus those tones above us to refer to the nine Muses with
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composition and symphony considered as Memory, the mother of the 

Muses. In other words, the distances between the planets pro

duced various tones which, as they moved, blended into rhythm 

and harmony -which ordinary mortals could not hear.l

Ihe ancient concept of music produced by the stars was 

one of the symbols used by Renaissance writers, interested as they 

were in astrology and music, and later appreciated and employed by 

Elizabethans. The medieval concept was that of singing angels, 

rather than stars. Fripp believes this to have originated in a 

medieval interpretation of Job:2

When the stars of the morning praised
Me together and all the children of
God rejoiced.3

Shakespeare refers to the music of the spheres in several 

diverse instances. In Cleopatra’s description of Antony, we find 

a particularly interesting comparison between the music of the 

spheres and the human voice. Perhaps the discord within an angry 

person is also implied.

His voice was propertied
As all the tuned spheres, and that to friendsj
But when he meant to quail and shake the orb,
He was as rattling thunder.4 , * 3

^Naylor, op. c i t .. pp. 147-149.

^Fripp, op. cit.« p. 132.

3Job, XXXVIII, 7.

4Antony and Cleopatra. V, ii, 83-86.
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Incidently, in these lines we get a glimpse of a man #10 has gained 
great power. Shakespeare, indirectly, has shown us an important 

skill possessed by Antony, the ability to use his voice as a 

double-edged weapon to get what he wants. Down through history, 

it has been the man capable of soothing or alarming the crowds, as 

he saw fit, #10 has governed people or controlled vast interests.

To hear the music of the spheres would have been thought 

of as one of the things to be desired. Yet, Olivia said to the 

supposed Cesario (Viola) that his suit would be more pleasing to 

her ears than the music of the spheres.-1-

In Pericles. Shakespeare has employed the music of the 

spheres in a scene of happiness in -vfoich relief from cares brings 

contentment to the afflicted Pericles. The same atmosphere of 

peace and joy is found here that is experienced in the beautiful 

reference to the music of the spheres in The Merchant of Venice. 

Pericles, having found his daughter Marina and soon to discover 

his wife Thaisa, both of whom he had thought dead, experiences 

so much joy that he seems to hear the music of the spheres:

Pericles. But hark, what music?
Tell Helicanus, my Marina, tell him t
O'er, point by point, for yet he seems to doubt,
How sure you are my daughter. But what music?

Helicanus. M y  lord, I hear none.

•̂ Twelfth Night. Ill, i, 119-121.
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Pericles. None?
The music of the spheresl List, my Marina.

Lysimachus. 
Give him way.

Pericles.

Lysimachus.

It is not good to cross him.

Rarest sounds’. Do ye not hear? 

Music, my lord? I hear.

Pericles. Most heavenly music!
It nips me unto list'ning and thick slumber 
Hangs upon mine eyes. Let me rest. (jpleeps}

The most beautiful and elaborate allusion to the music of

the spheres is found in The Merchant of Venice as Lorenzo speaks

to Jessica when all their problems have been solved:

N How sweet the moonlight sleeps upon the bank!
Here will we sit and let the sounds of music 
Creep in our ears. Soft stillness and the night 

Become the touches of sweet harmony.
Sit, Jessica. Look h o w  the floor of heaven 
Is thick inlaid with patens of bright gold.
There's not the smallest orb which thou behold'st 
But in his motion like an angel sings,
Still quiring to the young-ey'd cherubins;

Such harmony is in immortal souls;
But whil s t .this muddy vesture of decay 
Doth grossly close it in, we cannot hear it.

As Jessica and Lorenzo become aware of the inaudible harmony about

them, we can know that the discords which have been plaguing them

have, indeed, disappeared and the play will have a happy ending.

Shakespeare’s use of harmony and his consequent references to the

1Pericles, V, 225-236.

^Merchant of Venice, V, i, 54-65.
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music of the spheres are, perhaps, the most interesting features 

of his use of music. His respect of and desire for order in all 

places is, once again, closely associated with his love of harmony.

Lorenzo defines the music of the spheres, -with reference 

both to the motion of the planets and the angelic harmony. He 

also cites the reason ordinary mortals cannot hear it and, in 

the folio-wing lines, has to resort to earthly musicians:

pierce your mistress’ ear 
And draw her home with music.1

Thus, the concord of music accents the atmosphere of love 

apd harmony in which the play comes to a close.

George Wilson Knight, who is much interested in the symbols 

Shakespeare used to contrast peace and discord, has this to say of 

Lorenzo’s lines:

Here we should observe the association of music, stillness, 
the moon, and love; all are elsewhere important. Stars, too, 
are a development of the moon idea and blend with jewel and
gold imagery: 'patines of bright gold'..........See, too, how
the music of the spheres mentioned also in Twelfth Night and. 
Pericles, there, too, with love suggestion, is here quaintly 
and beautifully taken from its Ptolemaic context ana given a 
Copernican significance. 'Ihis spheral music is heard only 
by ’immortal souls' - we may thus note its aptness in the 
paradisal vision of Pericles - but the universal harmony is 
blurred to mortal understanding. Here Portia, love's queen, 

is apt to be drawn home 'with music'. But Jessica is made 
sad by the too great sweetness of music:

Referring to Lorenzo's later lines concerning the powers of music,2

1I b i d ., v, 67-68

2Ibid., v, i» 70-88
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Knight continues his paragraph -with the folio-wing conclusion:

Music thus charms the m i d n e s s  of animals, a music-beast 
opposition; and music, similarly, can draw 'trees, stones, and 
floods.' . . . .  And a man who has not 'music' in him is apt 
to disintegrate states: since music is equally suggestive of
personal love or political concord..........Music, stars,
moonlight, and love are thus set against the tempests, wild 
beasts, and dark conspiracy. We must ever observe the universal 
imagery of star, moon, and sun which blends with love and 
music.

More references to Mr. Knight's ideas will be used in the 

next chapter of this paper when Shakespeare's love of order is 

discussed further.

In As You Like It. an allusion to the music of the spheres 

is in a very different mood, although with the same reference to 

the music of the spheres as the abode of harmony, here contrasted 

to the discord within a man's soul. Jaques, the cynic, is a man 

of discord. Duke Senior, upon hearing that Jaques was merry, 

'hearing of a song", says:

If he, compact of jars, grows musical,
We shall have shortly discord in the spheres.^

The music of the spheres was so beautiful that mortals 

could not hear it, but once, according to Oberon in A  Midsummer 

Might's Dream, it would seem that a mermaid was able to make thq 

vary planets jealous with her beautiful music. In this particularly

"'"George Wilson Knight, The Shakespearian Tempest (London: 
Oxford University Press, 1932), pp. 136-137*.

2
As You lake I t, II, vii, 4-6.
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enchanting passage, Shakespeare created a fairy-land scene with 

a combination of images and sounds that could justify that envy: 

Thou rememb'rest
Since once I sat upon a promontory
And heard a mermaid, on a dolphin's back,
Uttering such dulcet and harmonious breath 
That the rude sea grew civil at her song,
And certain stars shot madly from their spheres 
To hear the sea-maid's music.1

Thus did Shakespeare, in his love for harmony and concord, 

make use of the fascinating idea of the music of the spheres. Tilth 

his knowledge of music and his genius for drawing on the bast in 

imagery and symbol to accentuate an impression or to clarify a fact, 

it seems only natural that he should have used this ancient con

ception of the perfect ax amply of rhythm and harmony. The 

similarity between music and order, and between noise or discord 

and disorder, is very clearj and Shakespeare used it continually.

His references to the music of .the spheres have been shown. His 

references to music in general as a counterpart of agreement within 

and among individuals and states can now be examined. 1

1A Midsummer Night's Dre a m . II, i, 148-154.



CHAPTER III

HARMONY AND ORDER

That the rules of harmony and rhythm are almost as exacting 

as a mathematical science is apparent to even the novice who thumbs 

through a book of musical theory. The relationships of intervals 

and chords are governed by strict rules that are changed only when 

it is necessary to allow the composer to convey a mood or idea.

The progression and combination of tones cannot be a haphazard 

affair if a definite meaning or emotion is to be expressed through 

the media of music. Tflhen a rule is violated, it is for a definite 

reason, in a manner comparable to an author's disregard for grammar 

or rhetoric when he sees a better way in which to express himself.

As has already been observed, Shakespeare admired both 

harmony and order and combined them skillfully; musical harmony is 

the result of orderly and. pleasing combinations of tones. It may 

be well to notice some of the Bard's comments on order, without 

musical allusions, for his praise of order was, by no means, always 

connected with music. As Shakespeare lived in a country and period 

devoted to the hierachical arrangement of institutions, from the 

home to the state, his admiration for order is not difficult to 

understand. As Pattison says:
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Literature expresses the character of a society, and in 
the psychology of the Renaissance music played an important 

part. It was represented among the forces believed to govern 
the universe. Before the ideas of attraction and repulsion 
had entered physical specuation at the instance of mathematics, 
rhythm was the principle invoked to explain the ordered motion 
of the stars, and the planets danced to the music of the 

spheres. Terrestrial governments aimed at copying these laws 
of nature: the state was a part-song that blended the voices 
of all classes, and. the virtuous private character a harmonious 
organization of all the civilised qualities.^

He continued:

Our analogies spring most readily from our everyday interestsj 
and the Elizabethan pictured the world and the individual as 
part songs because his life was filled with music.2

One of the most surprising of endings to any piece of 

fiction comes in The Taming of the Shrew when the once rebellious 

Katherine, on being charged by Petruchio

to tell these headstrong women

TOiat duty they do owe their lords and husbands.'^ 

replies that the husband is "thy. lord, thy king, thy governorl"4 

This theme is continued throughout her whole passage, which is as 

vahemet as her former tirades against domination by men. Only a 

part of the speech is quoted: * 4

■^Pattison, op. c i t .. p. 120.

*~I b i d .

^The Taming of the Shrew, V, ii, 130-131.

4Ib i d .. V, ii, 138.



Thy husband is thy lord, thy life, thy keeper,
Thy head, thy sovereign; one that cares for thee 

And for thy maintenance; commits his body 
To painful labour both by sea and land,
To watch the night in storms, the day in cold,
^Whilst thou li'st warm at home, secure and safe:
And craves no other tribute at thy hands 
But love, fair looks, and true obedience - 
Too little payment for so great a debt.
Such duty as the subject owes the prince 
Even such a woman oweth to her husband; 1

We have already seen Shakespeare’s attitude to a harmonious 

family in Sonnet VIII.2

The Elizabethan class consciousness is often found in 

Shakespeare. Suffolk is outraged at being condemned to death by 

a mere lieutenant:

Small things make base men proud. This villain here,
Being captain of a pinnance, threatens more 
Than Bargulus, the strong Illyrian pirate.
Drones suck not eagles' blood but rob beehives.
It is impossible that I should die
By such a lowly vassal as thyself
Thy words move rage, and not remorse in me

In the same play, Cade's followers appear ridiculous in their

attitude towards the upper class; for all the time they are joking

about family and background, they are being deceived by Cade who

has gained their confidence by claiming royal blood.4 4

~*T b i d .. V, ii, 146-156. (The complete passage may be found 
in lines 130-179. 

o
Supra, Chapter II, p.31.

52 H enry VI, IV, i, 106-112.

4I b i d .. IV, ii.
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In The Winter's Tale. Leontes' only objection to Florizel's 

desire to marry Perditais that his "choice is not so rich in worth 

as beauty."^ Part of the evidence later accepted as proof of 

Perdita's rank was said, by a Gentleman, to be; "The affection of 

nobleness which nature shows above her breeding, and many other 

evidences - proclaim her with all certainty to be the king's

daughter

It is difficult to choose the best quotation pleading the

necessity of order within a state. The dying John of Gaunt,

worrying over his beloved

Ihis happy breed of men, this little world,.
This precious stone set in the silver sea,3

sees as the only result of civil disorder;

That England that was wont to conquer others 

Hath made a shameful conquest of itself .4

In the same play is found the marvelous comparison between the 

state and a garden wherein the order necessary for the growth of 

a garden is shown to be the same as that necessary in civil govern

ment; neglect means death. The gardener commands the servant; * 4

^The Winter's Tale. V, i, 214. <

*~Ib i d ., V, ii, 40-43.

5King R ichard II. II, i, 45-46.

4I b i d .. II, i, 65-66.
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Go thou and, like an executioner,
Cut off the heads of too fast growing sprays 

That look too lofty in our commonwealth.
All must be even in our government.1

Later the servant asks why they keep "law and form and due proportion" 

when

our sea-walled garden, the whole land,

Is full of weeds, her fairest flowers chok’d up,
Her fruit trees all unprun'd, her hedges ruin'd,
Her knots disordered, and her wholesome herbs 
Swarming with caterpillars?2

In 1 Henry V I , Exeter foretells the results of internal

strife:

As fest'red members rot but by degree 

Till bones and flesh and sinews fall away 
So will this base and envious discord breed.

Twice in King John. Philip the Bastard denounces the re

sultant confusion of discord in a kingdom:

Prom forth this morsel of dead royalty 
The life, the right, and truth of all this realm 
Is fled to heaven; and England now is left 
To tug and scramble, and to part by t h ' teeth 
The unowed interest of proud-swelling state.
Now for the bare-pick'd bone of majesty 
Doth dogged war bristle his angry crest 
And snarleth in the gentle eyes of peace- 
Now powers from home and discontents at home 
Meet in one line; and vast confusion waits,
As doth a raven on a sick-fall'n beast,

The imminent decay of wrested pomp.'1
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The last lines in the play are Philip's:

0, let us pay the time but needful woe,
Since it hath been beforehand with our griefs.

This England never did, nor never shall,
Lie at the proud foot of a conqueror
But when it first did help to wound itself.
Now these her princes are come home again,
From the three corners of the world in arms,
And we shall shock them. Naught shall make us rue 
If England to itself do rest but true.1

Young Clifford, in 2 Henry VI, had also spoken of internal disorder

as a country wounding itself:

Shame and confusionl All is on the rout.

Fear frames disorder, and disorder wounds 
■Where it should guard.2

The hierarchical plan of government, with the idea of the 

divine right of kings, is a part of this fear of civil disorder.

In The Winter1s Tale. Camillo, commissioned by Leontes to kill 

Polixenes, refuses, not only because he knows his beloved Leontes 

is being unjust, but also because he fears the consequences of 

such an act:

If I could find example

Of thousands that had struck anointed kings 
And flourish'd after, I'ld not do't.3

And Pauline, enumerating Leontes' wrongs, says that his false

^Ibid., V, vii, 110-118.

22 Henry VI. V, ii, 31-33. 

^The Wint er's Tale. I, ii, 357-359.
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accusation of his -wife was even worse than his willingness to

have poison'd good Camillo's honour 
To have him kill a king - 1

Shakespeare frequently used a character's attitude toward

music to indicate his personality. Moreover, he definitely stated

that a man who does not like music is not to be trusted, implying

that the failure to appreciate musical harmony is a sign of inner

discord. After Lorenzo gives his music of the spheres speech and

enumerates the powers of music, he goes on to say:

The man that hath no music in himself,
Nor is not mov'd with concord of sweet sounds,
Is fit for treasons, stratagems, and spoils;
The motions of his spirit are dull as night,
And his affections dark as Erebus.
Let no such man be trusted.2

Caesar did not trust Cassius who, according to the 

Emperor's semihumorous remarks, had a "lean and hungry look" and 

thought too much.3 Caesar went on with a vivid thumbnail character 

sketch:

Yet if my name were liable to fear,
I do not know the man I should avoid
So soon as that spare Cassius. He reads much,
He is a great observer, and he looks

Quite through the deeds of men. He loves no plays
As thou dost, Antony; he hears no music.

•4:b i d .. Ill, ii, 189-190.

2 Ihe Merchant of Venice. V, i, 83-88. 

^Julius Caesar. I, ii, 192-195.
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Seldom he smiles, and smiles in such a sort 
As if he mock’d himself and scorn’d his spirit 

That could be m o v’d to smile at anything.
Such men as he be never at hea r t’s ease 
Whiles they behold a greater than themselves,
And therefore are they very dangerous.1

Here we see another definite allusion to a man's attitude towards

music being indicative of his character.

Other of Shakespeare’s passionate and warlike characters

lacked an appreciation of music. Hotspur detest«! poetry and

music. After Glendower mentions that he never heard Hotspur sing

a ballad, the fiery young leader replies:

And I am glad of it with all my h e a r t '.
\ I had rather be a kitten and cry mew

Than one of these same metre ballet-mongers.
I had rather hear a brazen canstick turn'd 
Or a dry wheel grate on the axletree,
And that would set my teeth nothing on edge,
Nothing so much as mincing poetry.2

Othello, whose internal discord is seen in his unreasonable

jealously, was also pictured, in the words of the Clown -who had

been sent to get rid of the musicians, as averse to music:

But, as they say, to hear the music the 
general does not greatly care.3

Othello, upon being told by Iago that Desdemona is unfaithful, says 

farewell to the contentment and happiness he found in battle and <■ 1 2

1Ib i d .. I, ii, 199-210.

2I Henry I V . Ill, i, 122-134. 

50th ello, III, i, 17-18.
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so mentions the only instruments he likes: "the shrill trump,"

"the spirit-stirring drum," and "the ear piercing fife."1

In Hamlet may be found several extremely fine comparisons

between music and the individual. Realizing that Rosencrantz and

Guilderenstern will report anything he says to Claudius and,

consequently, are trying to make him talk, Hamlet compares them

to musicians attempting to play an instruments

You would play upon me; you would seem to know my stops;
You would pluck out the heart of my mystery;
You would sound me from my lowest note to the top of 
my compass; and there is much music, excellent voice, 
in this little organ, yet cannot you make it speak.

\ 'S blood, do you think I am easier to be play’d on
than a pipe? Call me what instrument you will, though 
you can fret me, you cannot play upon me.2

Harmony and a well-balanced personality are closely allied in

Hamlet's valuation of his friend, Horatio:

. . . .  and blest are those 
■Whose blood and judgment ’are so well commingled 
That they are not a pipe for Fortune’s finger 
To sound what stop she please.3

Mental health is compared to harmony and rhythm when Hamlet assures

his mother of his sanity:

My pulse as yours doth temperately keep time
And makes as healthful music.4 ,

^Ib i d .. Ill, iii, 351-352. 

%-Iamlet. Ill, ii, 380-389. 

5Ibid., H I , i i ,  73-76.

4Ibid ., i n ,  iv, 140-141.
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Ophelia, too, has a music metaphor, comparing harmony and sanity:

And I, of ladies most deject and wretched, 
lhat suck'd the honey of his imisic vows,

Now see that noble and most sovereign reason 

Like sweet bells jangled, out of tune and harshj 3-

Cowling, in his Music on the Shakespearian Stage, has 

observed:

In his knowledge of music to delineate character, Shake
speare is wonderfully true. It is impossible to draw hard 
and fast rules about lovers of music. Sometimes most un
likely persons are devotees, but, as a rule, men of action 
are not musical. Musical natures need leisure, and like 
poets, shrink from the stern and saddening reality of life 
into the refuge of an ideal world of beauty. Hence Shake
speare makes his soldiers scorn music. Hotspur would rather 
hear his brach howl than hear Lady Mortimer sing. (Henry IV, 
'III, ii) . Benedick marvels that 'sheep's guts should hale 
souls out of men's bodies.' (Romeo and Juliet) . . . .  But 
Shakespeare imagined also that men who really disliked music 
were treacherous.

Turning to Shakespeare's heroines v/e find that gentle 
natures are usually described as being fond of music. Lady 
Mortimer and Lady Percy sang (1 Henry IV. III. i i )  . Bianca,

----------- ---- ------ ./  — s r -------- - ----- - A A o x v / j  u j L J - V X a ,

and Imogen can be wooed with a serenade3 whereas masculine 
types like Beatrice and Julia have no liking for mus i c .

Only one complete music-lover is drawn by Shakespeare.
That is Count Orsino in Twelfth Might. His musical taste 
is the product of his sentimental nature. He recalls a 
strain with such sweet harmonies that its 'dying fall' cloys 
with a single repetition. (Act I, Scene i ) . He delights in 

funeral songs. (Act II, Scene i v ) . In his feminine softness 
and sentimentalism, Shakespeare condemns the folly of utter III,

III, i, 163-166



49

devotion to music. Shakespeare valued music as one of the 
civilizing influences of life, but he observed that the musician's 
humour is 'fantastical'. His ideal was a many-sided man, not 
a precious stone with a single facet.1

The relationship between individuals was also portrayed in

musical terms by Shakespeare. Timon of Athens says of friendship:

False friends would most resemble sweet instruments hung 
up in cases, that keep their sounds to themselves.2

Romeo declares:

How silver sweet sound lover's tongues by night, 
like softest music to attending ears 15

King Henry VI, in thanking his former jailer for treating him kindly,

says:
\

Ay, such a pleasure as encaged birds 
Conceive -when, after many moody thoughts,
At last by notes of household harmony 
They quite forget their loss of liberty.* 2 * 4

A particularly fine comparison between musical harmony and

harmony among those who love one_another is seen in Othello. As

Othello declares his love for Desdemona, Iago's aside lets the

audience know that the order and happiness within the household

is apt to be shattered:

Othello.

And this, and this, the greatest discords be
(they kiss).

That e'er our hearts shall make.

■'■Cowling, op.. c i t .. pp. 107-108.

2Timon of Athens, I, ii, 101-103.

5Rorriso and Juliet. II, ii, 167-168.

4 5 Henry V I . IV, vi, 12-15.
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I a g o . ¿aside] 0, you are well-tuned now!
But I'll set down the pegs that make this music,
As honest as I am.-1-

Before going on to the order or confusion within the state, 

which is usually the result of harmony or discord among individuals, 

I would like to quote Knight's remarks on Shakespeare's characters. 

He believed that the greatness surrounding many of Shakespeare's 

later characters

has much, very much, to do with Shakespeare's rooted naturalism 
and refusal to make any distinction between man and the rest 
of God's creation, his ability 'to see how God in all his 
creatures works' (2 Henry V I , II, i, 7) . That gives him in
sight into human energies and his trust in man as man. For 
the rest, its symptoms, irrespective of ethical good or evil, 
are dignity and courage; the will to wrestle with chaotic 
universe and make something of it; and. spiritual depth. With 
this grows a new feeling for kingly office, and for England, 
as a nation. Hie greater persons to follow are able, good or 
bad, dedicated men; in a wider sense, the plays are dedicated 
plays - expressions of the poet's mind at grips with the prob
lem of human discord and willing the mastery of its horrors-* 2

An examination of Shakesp.eare's treatment of order and 

harmony is made more interesting by having read G. Wilson Knight's 

The Shakesp earian Tempest and The Olive and the Sword. A Study of 

England's Shakespeare. The first book treats of the symbols used 

by Shakespeare, with music or harmony shown as opposing tempest.

•̂Othello. II, i, 200-203.

2George Wilson Knight, The Olive and the Sword. A Study of 

England's Shakespeare (London, New York, Toronto: Oxford University 

Press, 1944), p. 11.
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The second book is more pertinent to this part of a study of 

Shakespeare’suse of music, for Knight saw in Shakespeare a lesson 

for maintaining internal order, and the consequent strength, for 

the modern Englishman. Knight's aim was "to show what reserves 

for the refuelling of national confidence exists in Shakespeare's 

poetry."!

Knight explained his idea in these words:

Shakespeare wrote at a time when, after centuries of civil 
war, England first became nationally self-conscious. Much, 
more perhaps than in any other nation, was compressed into 
that new, English, consciousness. Diverse tendencies of 
medieval religion, baronical aristocracy, middle-class trading 
and industry, and peasant labour, which had before owned various 

x allegiances either outside England or to some less authority 
within our island, fuse, after a preparatory period of civil 
and international conflict, into a new whole. Henceforward 
England functions as England, with a new sense of sovereignty, 
a new church, a new national allegiance. That is how the 
Renaissance and Reformation affect, or rather create, the 
England we know. The voice of the new nation is Shakespeare.

His historical plays are mainly studies of internal dis
order during the centuries leading to the England of Elizabeth. 
Shakespeare's thinking functions continually in terms of order. 
His early love tragedy, Romeo and Juliet, is more than a love- 
story alone, as its prologue shows, being rather a love-story 
thrown into sharp relation with, and finally serving to heal, 
civil disorder. Often in reading Shakespearian drama we do 
well to expand its obvious content, to put world-affairs for 
the turbulences of state, and modern nations, or parties, for 
separate persons. Well-known works will then start up into 
sudden and fresh relief, with new, because contemporary, 
meanings. The issues troubling Europe today are here in ' 
embryo; and the desire for world-order which fabricated the 
League of Nations is an expansion of a desire pulsing through

Shakespeare.2

xI b i d .. p. 4.
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Caesar's attitude toward a man who did not love music has 

already been noticed. Knight sees harmony symbolizing civil order, 

also, in Julius Caesar:

Julius Caesar has an actual tempest at its heart and centre. 
There is first concord and peace close-knit in the harmony of 

Caesar's rule. Caesar's entrance is thus accompanied by music:

Caesar. 'Who is it in the press that calls on me?
I hear a tongue, shriller than all the music
Cry 'Caesar 1' speak; Caesar is turn'd to hear.-1

The Soothsayer's voice interrupts the music, prophesying
disaster and disorder .2

Knight has noticed Shakespeare's love of the established 

order in Julius Caesar, probably -written about the time of Hamlet:

Shakespeare feels into -what is, to him, a key-moment in 
man's existence. Roman history, with its early liberation 
from tyranny, and subsequent commonwealth, the dictatorial 
powers of Caesar, and the imperial Rome that followed, raises
all possible questions of government..........The cause of

liberty solicits, through Rnitus, who looks back to his 
ancestor, the liberation of Rome from its early tyranny, our 
approval; but revolution, a s’such, is felt as only provision
ally successful, the 'spirit of Caesar' winning after death.* 2 3

King Henry VI, a saintly but poor king, is aware of the 

discord among his lords:

How irksome is this music to my heart!
T1lhen such strings jar, what hope of harmony?4̂

-̂Julius Caesar, I, ii, 15.

2Knight, The Shakespearian Tempest, p. 185.

3Knight, The Olive and the Sword, p. 69.

^2 Henry V I , II, i, 56-57.
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A government of complete harmony is described by Exeter in 

Henry V as one whose strength and content allows a king and his 

army to leave to fight in another land without fear of what may 

happen at home:

For government, though, high, and low, and lower,
Put into parts, doth keep in one consent,
Congreeing in a full and natural close, 
like music. 1

Thus good government is compared to the interlacing of parts in

well-constructed music. And the king, "with a unified nation at

his back, may safely set out for France."2

' The strongest Shakespearian passage to praise order and

to condemn disorder is found in Troilus and Cressida as Ulysses

points out that Troy is still standing, not because of Trojan

strength, but because of the weaknesses among the Greek ranks.

In this famous speech, degree is compared to harmony which, if

one string be untuned, will be completely spoiled:

Take but degree away, untune that string,
And, hark, what discord follows*.

The complete speech is as follows:

•1-Henry V . I, ii, 160-183.

^Knight, The Olive and the Sword, p. 31.

^Troilus and Cressida. I,iii, 109-110.
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The specialty of rule hath been neglected;
And look, how many Grecian tents do stand 
Hollow upon this plain, so many hollow factions.
"When that the general is not like the hive,
To whom the foragers shall all repair,
What honey is expected? Degree being vizarded,

Th' unworthiest shows as fairly in the mask.
The heavens themselves, the planets, and this centre 
Observe degree, priority, and place,
Insisture, course, proportion, season, form,

Office, and custom, in all line of order;
And therefore is the glorious planet Sol 
In noble eminence enthron'd and spher'd 
Amidst the other, whose med'cinable eye 
Corrects the ill aspects of planets evil 
And posts, like the commandment of a king,
Sans check, to good and bad. Hut when the planets 
In evil mixture to disorder wander,
■Shat plagues and what portents, what mutiny,
What raging of the sea; shaking of earth,
Commotion in the wind'. Frights, changes, horrors
Divert and crack, rend and deracinate
The unity and married calm of states
Quite from their fixture'. 0, when degree is shak’d,

Which is the ladder to all high designs.
Then enterprise is sick! How could communities, 
Degrees in schools and brotherhoods in cities, 
Peaceful commerce from dividable shores,
The primogenity and due of birth,
Derogative of age, crowns, sceptres, laurels,
But by degree, stand in authentic place;
Take but degree away, untune that string,
And hark what discord follows. Each thing meets 
In mere oppugnancy. The bounded waters 
Should life their bosoms higher than the shores 
And make a sop of all this solid globe;
Strength should be lord of imbecility,
And the rude son should strike his father dead; 
Force should be right; or rather, right and wrong 
(Between whose endless jar justice resides;
Should lose their names, and so should justice too. 

Then everything includes itself in power,

Power into will, will into appetite;
And appetite, an universal wolf,

So doubly seconded with will and power,
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Must make perforce an universal prey,
And last eat up himself» Great Agamemnon,
This chaos, when degree is suffocate,
Follows the choking.

And this neglection of degree it is 
That by a pace goes backward with a purpose 
It hath to climb. The general's disdain'd 
By him one step below, he by the next;

That next by h i m  beneath. So every step,
Bxampled by the first pace that is sick 
Of his superior, grows to an envious fever 
Of pale and bloodless emulation.
And 'tis this fever that keeps Troy on foot,
Not her own sinews. To end a tale of length,
Troy in our weakness stands, not in her strength.^

The inter-relationship between the harmony of individuals

and national concord is clear in Troilus and Cressida. The harmony

or discord within an individual may set up a chain of reaction

which could cause the downfall of a nation. Shakespeare, in his

love for harmony and order, often indicates this. Knight wrote:

The whole of Ulysses' speech is most important for any 
understanding of Shakespeare's disorder thought such as 
occurs in Timon's curses or in the symbolism of Macbeth and 
Julius Caesar. Order is one of the profoundest and most 
widespread thoughts in Shakespeare.2

James 0. Campbell, in his Comicall Satyre and Shakespeare's

"Troilus and Cressida". has also cited the lack of harmony within

the individual leaders to be the cause of the disorder apparent

in both the Greek and Trojan forces:

Shakespeare presents the conditions in the Greek host in 1

1Ibid., I, iii, 78-137.

O
Knight, The Shakespearian Tempest, p. 171.
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such a way as to make them express the same political philosophy 
as that he had illustrated in some of his 'histories'. His 
conviction was that social chaos inevitably occurred whenever 
a magistrate was unable or unwilling to exercise his 'specialty 
of rule'. The last two parts of Henry VI and Richard II present 
a situation of that sort. In both of these dramas the social 
confusion is dramatized by a conventional tragic action -which 
ends in the fall of a prince. Measure for Measure, probably 
written shortly after Troilus and Cressida, displays Vienna in 
a condition of political and moral disintegration, because the 
Duke has weakly refused to enforce the laws of his state.

In Troilus and Cressida a like situation is accorded 
dramatic treatment different in kind, at least, from that in 
the history plays. The action ends in no catastrophe for any 
individual and with no tragic catharsis for the audience. 
Instead, it reaches a conclusion appropriate to satire, in 
that the feeling dominant in the denouement is a sense of the 
character's ridiculous futility, rather than sympathy with 
their sufferings or gay satisfaction over their attainment of 
happiness. The course of the fable neither purges turbulent 
emotions nor creates elation. It leaves the audience suffused 
with cynical amusement. It presents no reform, but by exposing 
the folly and the sin of the characters who come to this dead 
end it fulfils the principal aim of satiric derision - moral 
enlightenment.

How does Shakespeare build up, for his audience, his 
picture of a social institution in a condition of chaos?
Ulysses draws the first sketch in a manner appropriate to 
the dramatic blood brother of Macilente and Criticus and others 
fulfilling their office in comical satire. In his great speech 
on degree he enunciates the ethical and political standards by 
which the anarchistic folly of the Greek warriors is judged 
and found ridiculous and socially destructive. A careful 
perusal of that key speech will result in the conviction that 
what Shakespeare attacks in Troilus and Cressida is not war 
as an institution but, rather, war as carried on by individuals 
who, because of their insubordination to rightfully constituted 
authority, are incapable of joining forces for a coherent , 
social effort. His theme is:

. . . .  Cfh, when degree is shak'd
"Which is the ladder to all high designs,

Then enterprize is sick'. . . . .

Take but degree away, untune that string, 
And, hark, -shat discord follows'.
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The action of the drama, so far as it concerns both groups 
of warriors, illustrates this text* It shows the complete 
social and moral confusion that results when socially reason
able action is thwarted by the continual triumph of subversive 
personal emotion or even of mere whim. Plans formed by reason, 
and so recognized when the characters are temporarily rational, 
are totally destroyed, because, when they begin to act, these 
men become the slaves of some passion. Then they forthwith 
illustrate Thersites' characterization of them as creatures of 
'too much blood and too little brain.' Conduct which has thus 
completely abjured the guidance of reason inevitably produces 
a morally topsy-turvy crowd of schismatics.-^

Thus we have seen that Shakespeare, as an Elizabethan,

admired order and harmony in all things. He saw, time after time,

the result of discord to be tragedy. His great tragedies, Hamle t ,

Macbet h , King Lear, and Othello, are each the result of a lack of

inner personal harmony. Hamlet is unable to decide what to do

while the discord within his own soul and those about h i m  mounts

until there is nothing left to do. Macbeth's inordinate ambition

leads to the murder of a king and political intrigue. Lady Macbeth's

»
ambition leads to insanity. King Lear's rashness, which prevents 

his sensing the discord within his family, and Othello's passionate 

jealousy, which blinds him to Desdemona’s goodness, bring sorrow 

to themselves and all who love them. In fact, discord runs through 

all of the tragedies to bitter ends. And often is the idea of 

order compared to harmony, the picture of disorder likened to 

discord, music opposed to the tempest.

10scar James Campbell, Cornicall Satyre and Shakespeare's 

"Troilus and Cressida" (Los Angeles: Adcraft Press, 1938), 
pp. 196-197.



CHAPTER IV

THE POWER OF MUSIC; MUSIC FOR ATMOSPHERE

The power of music to comfort, refresh, inspire, or depress 

one has long been recognized; and quite recently, psychologists 

have advocated its deliberate use to soothe nervous patients, to re

fresh shoppers, and to quicken the actions of factory and office 

workers. Shakespeare, recognizing the affinity between harmony and 

order, attributed many powers to music. While it is true he was 

doing it in a poetic sense, it is interesting to note that his 

treatment was usually basically sound. The harmony and rhythm 

of music does react upon most people. And, in a like manner, the 

poet used music masterfully to provide the atmosphere and create 

the emotions conversant with all the parts and moods of life. 

Shakespeare used music to increase the tension, suspense, pathos, 

beauty, or pageantry of many of his most dramatic scenes.

Many times in his plays did Shakespeare attribute power
/

to music. In Pericles, we see Thaisa brought back to life after 

her coffin has been recovered from the sea by Cerimon:

Well said, well saidl the fire and cloths,
The rough and woful music that we have,

Cause it to sound, beseech you,
The viol once more. How thou stirr'st, thou block'.
The music therell

-̂Pericles. Ill, ii, 87-91
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Cordelia and the Doctor restore the "untuned and jarring senses"

of King Lear -with music.■*- In The W i nter1 s Tale. Leontes is held

spellbound while the music, ordered by Paulina, plays as the statue

2
of Hermoine comes to life. Queen Katherine, having lost favor in

the eyes of King Henry VIII, orders her maidservant:

Take thy lute, wench. M y  soul grows sad with troubles. 
Sing, and disperse ’em if thou canst.

And so is heard a song which, while adding to the serenely beau

tiful atmosphere of the queen's death, describes other powers of 

the lute of Orpheus:

N Orpheus with his lute made trees 
And the mountain tops that freeze 

Bow themselves when he did sing.
To his music plants and flowers 
Ever sprung, as sun and showers

There had made a lasting spring.

Everything that heard him play,
Even the billows of the sea,

Hung their heads, and.* then lay by.
In sweet music is such art 
Killing care and grief of heart 

Fall asleep, or hearing, die.^

The Tempest is full of music, at all times battling the

forces of disorder. The song of Prospero's delightful spirit

Ariel calms both the sea and Ferdinand, who exclaims: <

^King hear, IV, vii, 14-84.

^Ihe Winter's Tale. V, iii, 98-111. 

% e n r y  VIII. I l l ,  i, 1-14.
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TIHiere should this music be? I* th' air, or th' earth?
It sounds no more; and sure it waits upon 
Some god o' th' island. Sitting on a bank,
Weeping again the King my father's wrack,
This music crept by me upon the waters,
Allaying both their fury and my passion 
With its sweet air.--

Prospero uses music as a background for other magic, as in the 

demonstration he puts on for the young lovers, Ferdinand and Miranda, 

in the fourth a c t . 2 For his final flight into the supernatural, 

Prospero forms a magical circle and disenchants Alonso, Antonio, 

and the others, causing them to repent their misdeeds and to desire 

to make restitution so that this romantic tale may have a completely 

happy ending:

But this rough magic 
I here abjure; and when I have requir'd 
Some heavenly music (which even now I do)
To work mine end upon their senses that 

This airy charm is for, I'll break my staff,
Bury it certain fad orris in the earth,
And deeper than did ever plummet sound 

I'll drown my book.
A solemn air, and the best comforter 
To an unsettled fancy, cure thy brains.

Notice the idea of a "solemn air" restoring the mind.

Lorenzo's musical dissertation in The Merchant of Venice,

which has already been referred to in this paper, contains a

-̂-The Tempest, I, ii, 375-393.

^I b i d . 

3Ib i d .
IV, i, 56ff.

V, i, 50-59.



61

graphic account of the power of music:-1-

Jessica. I am never merry when I hear sweet music.

Lorenzo. The reason is, your spirits are attentive.
For do but note a wild and wanton herd,
Or race of youthful and unhandled colts,
Fetching mad bounds, bellowing and neighing loud,
Which is the hot condition of their blood:
If they but hear perchance a trumpet sound,
Or any air of music touch their ears,
You shall perceive them make a mutual stand,
Their savage eyes turn'd to a modest gaze
By the sweet power of music. Therefore the poet
Did feign that Orpheus drew trees, stones, and floods,
Since naught so stockish, hard, and full of rage 
But music for the time doth change his nature.2

Speaking of The Merchant of Venice, Van Dorn has said:

If so absorbing a masterpiece as Twelfth Might permits the 
reader to keep any other play in his mind while he reads, that 
play is The Merchant of Venice. Once again, Shakespeare has 
built a world out of music and melancholy and once again 
this world is threatened by an alien voice.3

When Shakespeare spoke of the power of music, the musical 

lines were, at the same time, adding to the atmosphere of the scene. 

Another reference to The Merchant of Venice, particularly to Loren

zo's speech, was made by Miss Spurgeon:

As an example of atmosphere, the constant presence of music 
is so much of The Merchant of Venice must not pass unnoticed 
here. Although one cannot say it is given by images, yet it 
is much enhanced by them. The two great moments of emotion and

~*~Supra. Chapter II, p. 35.

^The Merchant of Venice. V, i, 69-82.

% a r k  Van Dorn, Shakespeare (New York: 

1939), p. 161.

Henry Holt Co.,
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romance are introduced and accompanied by music, and the 
sweetness of its sound echoes through them, so that in the 
space of forty-five lines we find it named more often than in 
the -whole of any other play. Although there are actually only 

two similes drawn from it, it dominates both scenes, and gives 
rise to a series of pictures in which music is the central 
thought.

Shakespeare's profuse use of music to help create a desired 

atmosphere, in which the spectator, or reader, will vicariously ex

perience more fully the same emotions as the characters in the play, 

was pointed out by Scholes:

His plays abound with musical references and he uses music 
very freely in his stage directions, not only in an ’incidental 
way', i.e. for processions, war, festivity, etc., but also (and 
this obvious fact has been much over-looked by literary author

it i e s )  as a means of expressing or re-inforcing the sense of 
mysteryin situations calling for such, e.g. magic, death, etc. 

His many song lyrics, introduced into the plays, are admirable . * 2
It is astonishing h o w  many Shakespearian characters break 

into song, the lyrics of which have been set to music many times 

by outstanding musicians for appreciative audiences.

So frequent a use of song requires explanation. On a 
modern stage various songs by Shakespeare sound unnecessary 
and even out of place. But the Elizabethan theatre lacked 
modern front drop-curtains, pictorial painted scenery, and 
means to change the amount of light. Shakespeare therefore 
in several situations introduced songs to get characters on 
and off the stage gracefully and plausibly, and also to create 
atmosphere and to conjure up imaginary stage settings to the 
audience. Thus, the clown in Twelfth Night maintains the note

^Caroline F. E. Spurgeon, Shakespeare's Imagery and "Ahat 
It Tells Us (New York: Macmillan Co., 1936), pp. 269-270.

2Percy Alfred Scholes, The Oxford Companion to Music 

(London, New York, Toronto: Oxford University Press, 1943), p. 862.
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of comedy to the very end of his scene with Malvolio by singing 
as he leaves. In Cymbeline. after Iachimo has stolen the 
bracelet by night, the song

Hark, hark the lark at heaven's gate sings 
And Phoebus gins arise,2

both tells the time and dispels the previous mood of villainous
gloom.3

Musical allusions indicated the time of day, along -with 

providing atmosphere elsewhere. In Romeo and Juliet, which is 

suffused -with light symbols, the lovers* parting at daybreak is 

heralded by a lark's song which "suggests musical metaphors in 

Juliet's speech."

The lark heralds the dawn, so Romeo must leave her, 
ergo, the lark sings 'out of tune,' his strains are 
full of 'discords' and 'sharps.

Hence, Juliet's words, which are typical of the -whole passage re

lating the dread of a new day felt by the lovers:

It is the lark that singfe so out of tune,

Straining harsh discords and unpleasing sharps.
Some say the lark makes sweet division:
This doth not so, for she divideth us.5

^Twelfth Night. IV, ii, 79-141. 

^Cymbeline, II, iii, 22-30.

3Boyd, op. cit., p. 192.

^Naylor, op. cit., p. 28.

^Rorneo and Juliet, III, v, 27-30.
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Knight has pointed out tlnat in M i d summer Nig h t’s Drearn^ "the lover's 

wake to Theseus's hunting horns, the daily trumpet of life dispelling 

death, recalling that other 'trumpet', there 'hideous', that shatters 

the 'downy sleep*2 in Macbeth»"5 in the same scene of Midsummer 

Night's Dream the fairies, hearing the song of the lark, must dis

appear until night again comes . 4 One of the most appealing scenes 

in Julius Caesar is that of the little servant lad trying unsuccess

fully to stay awake that he might play his instrument for his master, 

Brutus. * 3
A taper or two burning, a 'sleepy tune', and 
Shakespeare distilling night in words, imagry 

x and thought, these things shut out all daylight from 

the Globe theatre as darkness slowly descends, com
pelled by the art of the dramatist and actor in 
Julius Caesar.®

Shakespeare's use of music to magnify the aura surrounding 

a supernatural scene has already been mentioned in this chapter -»hen 

the power of music was considered. In this connection, Cowling has 

said:

There remains yet another curious direction to record. 
Plutarch in his life of Antony records an omen that happened 
on the eve of Antony's overthrow,— the sound of music was

■̂Midsummer Night' s D r e a m , IV, i, 141.

^Macbeth. II, iii, 79-88.

3Knight, The Shakespearian Tempest, p. 160.

\ i d s u m m er Night's Dream, IV, i, 97-99.

^Julius Caesar, II, iii, 256-272.

^Dent, o p . c i t ., p. 33.
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heard and the cries of Bacchantes. To get this supernatural 
effect, Shakespeare introduced, musicians underneath the stage 

in Antony and Cleopatra (Act IV, Sc. 3). The direction reads 
'Music of the Hoboyes is under the stage.' Antony’s soldiers 
are filled with foreboding and believe that his familiar spirit 
is forsaking him.-*-

Also apropos the use of music in scenes of the supernatural,the same 

critic noted:

If a supernatural 'vision' occured in a play, such as the 

visions in Pericles. Cymbeline, or Henry V I I I , the stage direc
tions indicate solemn music. Also where Shakespeare introduces 
mythological figures he directs music, doubtless to increase 
the supernatural effect. 'Soft music' is directed for the 
entrance of Iris and Ceres in The Tempest (Act IV, Sc. 1).

'Still music' ushers Hymen on the stage in As You h ike It 
(Act V, Sc. 4). Music in the shape of songs is associated 

with minor supernatural beings. Shakespeare's fairies, whether 
real as in A Midsummer Night's Dream, or pretended as in The 
Merry Wives of Windsor , sing songs'.*

Certainly in Macbeth. the use of music and weird songs 

would accent the erie scene of the witches calling forth the spirits 

who are to prophesy Macbeth's fate. First there is the chanted
k

Double, double, toil and trouble;
Fire burn, and caldron bubble.^

Then Hecate commands:

And now about the caldron sing 
Like elves and fairies in a ring,
Enchanting all that you put in.4

The "seeret,black, and midnight hags, "5 singing their song of

■^Cowling, op,, c i t ., p. 41. 

2Ibid.
%acbeth. IV. i, 10-11 and 35-36. 

4lbid.. IV, i, 41-43.

IV, i, 48.
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"Black spirits," certainly raLll not resemble "elves and fairies in 

a ring."

Music is frequently used by Shakespeare in his love scenes; 

love is harmony, or order, and thus calls for music, either by 

allusion or its actual presence. The Merchant of Veni c e , described 

by Knight as "the conquest of romance over tragedy, music and love's 

gold over tempests, contains two love scenes in which music plays 

a significant role. The most beautiful, of course, is that con

taining Lorenzo's music of the spheres speech as he and Jessica

find happiness . 2 The other scene is the one in which Portia's
\

favored suitor, Bassanio, makes his choice of the three caskets,

hoping to select the one that will allow h i m  to marry Portia. As

Bassanio begins to study the caskets, Portia orders music:

Let music sound while he doth make his choice;
Then, if he lose, he makes a swanlike end,
Fading in music.

He may win;
And what is music then? Then music is 
Even as the flourish when true subjects bow 
To a new-crowned monarch. Such it is 
As are those dulcet sounds in break of day 
That creep into the dreaming bridegroom's ear 
And summon him to marriage.*

/

In a much different vein, the scene in which Hortensio acts 

as Bianca's music teacher* 4 is filled with amusing musical allusions.

^Knight, The Shakespearian Tempest, p. 137.

^The Merchant of Venice, V, i, 49-88; s u p r a . Chapter IX, p. 35. 

5Ib i d .. Ill, ii, 43-53.

4 The Taming of the Shrew. Ill, i.
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Hortensio constantly interrupts Lucsntio's remarks to Bianca by

reporting his progress with the tuning of his lute, in reality a

rather difficult procedure. Then he gives Lucentio a broad hint:

You may go walk and give me leave awhile;
My lessons make no music in three parts.l

And finally, pretending to explain the gamouth or scale to Bianca,

he gives his lesson in terms of love:

1Gamouth I am, the ground of all accord,

A re, to plead Hortensio’s passion.
B mi, Bianca, take him for thy lord,

C fa ut, that loves with all affection.
D sol re, one cliff, two notes have I;
E la mi, show pity, or I d i e . ' 2

\

Turning to The Two Gentlemen of Verona, we find other
/

combinations of love and music. In the scene between the Host and 

Julia can be found more clever play on musical terms, although the 

scene itself is rather melancholy because Proteus, idiom she loves, 

and Thurio are serenading Silvia*:

H o s t . The music likes you not.

Julia. You mistake. Hie musician likes me not.

H o s t . Tlihy, my pretty youth?

Julia. He plays false, father.

H o s t . How? Out of tune on the strings?

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

very heartstrings.

^Ibid., III, i, 43-53.
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H o s t . You have a quick ear.

Julia. Ay, I would I were deafl It makes me have
a slow heart.

H o s t . 

Julia. 

H o s t . 

Julia. 

H o s t . 

Julia.

I perceive you delight not in music.

Not a -whit, when it jars so.

Hark, what fine change is in the music'.

Ay, that change is the spite.

You would have them always play but one thing? 

I would always have one play but one thing

Proteus, when advising Ihurio to serenade Silvia, had mentioned the

power of Orpheus' lute to "soften steel and stones" and tame tigers.*-
\

Knight declared that Love's Labour's Lost is "full of love's 

delight, love's imagery and music. Some of the finest love-music 

lines in Shakespeare occur here."5 Love is described:

as sweet and musical
As bright Apollo's lute, strung with his hair.
And when Love speaks, the voice of all the gods 
Make heaven drowsy with the harmony.4

Knight also made note of Moth emphasizing "the intimate connexion

between songs and love:

. . . .  to jig off a tune at the tongue's end canary to it with 
your feet, humour it with turning up your eyelids, sigh a note 
and sing a note, sometime through the throat, as if you swallowed 
love with sing love, sometime through the nose, as if you snuff'd 
up love by smelling love, . . .  .5

•*-The Two Gentlemen of Verona. IV, ii, 55-72. 

2Ib i d ., Ill, ii, 66-98.

^Knight, The Shakespearian Tempest. p. 79. 

^Love's Labour's Lost. IV, iii, 342-345.

5Ibid.. Ill, i, 11-17.
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Armado's self-love is described by Ferdinand:

One -whom the music of his own vain tongue 
Doth ravish like enchanting harmony; 1

Shakespeare made music particularly effective as a means 

of stressing the pathos of a scene in his treatment of Desdemona's 

death and Ophelia's insanity and suicide.

Music was added also to increase the emotional tension of 
a scene. The tragic songs of Ophelia and Desdemona are the 
supreme examples. But they are very rare. Usually the effect 

of introducing music with an intent to increase the emotional 
force of the scene is not dramatic, but melodramatic . 2

The last sentence of the above quotation is very characteristic of 

Cowling. He often implied that music may too easily intrude upon 

the stark drama of a play, that it may too often be a crutch for 

the playwright. Perhaps this attitude is primarily a matter of 

personal taste, for most critics seem to regard music as a legit

imate addition to a drama and background-music is certainly used

*
skilfully in the better movies, such as Lawrence Olivier's Hamlet 

and Henrv V . Much depends upon the ability of the playwright and 

the producer to keep all of the elements employed for the presen

tation of drama well balanced.

Desdemona having been accused by Othello of unfaithfulness 

and sensing her doom, says to Emilia:

My mother had a maid call'd Barbary.
She was in love; and h e  she lov'd prov'd mad 1

1I b i d .. I, i, 167-168.

O
Cowling, op_. cit., p. 94.
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And did forsake her. She had a song of 'Willow.'

Hie very simplicity of her speech adds much to the pathos. She 

then sings the soft, plaintive song^ which Emilia is to sing, also, 

before dying;

Emilia. What did thy song bode, lady?
Hark, canst thou hear me? I will play the swan,
And die in music. fSings] 'Willow, willow, willow.'2

Desdemona "finds expression for her »wretched fortune', not in its

own bewailing, but in the melody which expressed poor Barbara's,

and in that an anodyne.

With far subtler art he uses Desdemona's song, both to show 
x us her suffering wrought at the moment to a point beyond all 

normal expression, and to insert, for contrast, a touch of quiet 
beauty before the brutal horror of her murder comes.4

Ophelia's songs, after she becomes insane, are often vulgar, 

thus showing her complete loss of mind, the awful disintegration 

of a sweet, naive personality. ^The songs, all popular ballads of 

the day, have themes of sorrow. Hie audience knew the coarse and 

indelicate second stanzas of the songs. Elson points out that the 

lyrics give decisive proof of the "entire alienation of the chaste 

Ophelia's mind."

Physicians know that often the estranged mind becomes the 
opposite of its sane self, the silent become garrulous, the 
religious become blasphemous, and here we have the gentle * 2

^Othello. IV, iii, 26.

2Ibid.. V, ii, 246-248.

% a r l e y  Granville-Barker, Prefaces to Shakespeare (Princeton, 
New Jersey; Princeton University Press, 1947), II, 125.

4Dent, o p . c i t .. p. 156.
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Opheilia becoming ribald and vulgar . 1
Edgar, in his ravings as a pseudo-lunatic, also has songs 

to sing , 2 frivolous and inconsequential little ditties that contrast 
■with the blackness about him.

The pathos of Juliet»s supposed death is stressed b y  the 

presence of the unfeeling musicians who, summoned to play for her 

wedding, remain to play for her funeral . * 3 4 Granville-Barker says 

of this scenes

Nor does uhe farce of Peter and the musicians, conventional 
as it is, stray wholly beyond likelihood. Peter is comic in 
his grief; but many people are. Will Kenrp, it may be, had to 

\ have his fling; but this part of the scene has its dramatic

value, too. It develops and broadens— vulgarizes, if you will—  
the irony of the bridal music brought to the deathbed; . . . .  
Anc, of course, it eases the strain before tragedy gets its 
final grip of us.4

And:

The text tells us pretty plainly what music is needed. It 
is a consort of recorders that Paris brings with him to the 
wedding; and the musicians either enter with him, playing, to 
be stopped incontinently by the sight of the tragic group around 
the bed; or (this is, I think, more likely) they stay playing 
the briaal music without, a tragically ironical accompaniment 
to the lamenting over Juliet, till they are stopped and come 
clustering— scared, incongruous figures— into the doorway.5

Numerous examples of the use of music to provide a warlike

^ I s o n ,  0£. cit., p. 243.

O
King Le a r . Ill, iv and vi .

3Romeo and Juliet. IV, v, 84-149.

4
Granville-Barker, Prefaces to Shakespeare. (1947 ed.) II, 319. 

3Ibi d ., pp. 327-328.
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atmosphere may be found in any play -which contains a battle. There 

are drums, trumpets, and cornets to signal the approach and with

drawal of troops. In fact, Cowling criticizes this, too:

The most bigoted romanticist must admit that to drag drums 
and trumpets on the stage on every possible occasion was simply 
an appeal to the groundlings who were 'capable of nothing but 
noise . '1

To me, the use of military music seems to add to the realism. 

Sometimes the use of such music had an added significance. Lawrence 

says of Antony and Cleopatra:

Trumpets and cornets and drums are needed; and the flourishes 
the sounding of a sennet, the beating of the drums have each 

N their import. Enobarbus is borne away dying to the sound of 
Drummers afarre of f e I . . . .  The 'hoboyes' play under the 
stage,3 and their pungent vibrations should make excellent 
assault on the nerves.4

Granville-Barker has made an interesting observation con

cerning Hamlet:

But the play begins martially, and so ends, with the 
soldier's music and the rites of w a r .3

Also concerning the end of the play:

Arid at once, for reminder of that world without and its 
claims, we hear an army's drums and fifes, and a shot of 

salute. . • . . 6

1 ' 
Cowling, o p . c i t ., p. 96.

2Antony and Cleopatra. IV, ix, 30.

5I b i d .. IV, iii, 11-15.

^Lawrence, op,, c i t .. p. 410.

^Harley Granville-Barker, Prefaces to Shak espeare, Third 

Series, London: Sidgwick and Jackson, Ltd., 1937), p. 37.

®Granville-Barker, Prefaces to Shakespeare, (1947 ed.)
I, 156-157.



■which announce Fortinbras' approach.

Music was used by Shakespeare to provide atmosphere around 

ceremony and revelry. In Hamlet, as in any play dealing with royalty, 

there are many such instances. One of the more dramatic is the 

entrance of the royal court to see the play -which is to reveal 

Claudius' guilt

Now for the second time we see King, Queen and Court in 
ceremonial state; and to enhance upon the first occasion, the 
music of the 'kettledrums and trumpets', the 'Danish March' 
and the guard with their torches are added .2

Lawrence examined the scene of revelry on Pompey's galley : 3
\ The music . . . . i s  given to woodwind (the accompaniment 

of the song included), trumpets and drums reinforcing it 
occasionally. Hie clamour is insisted on.

Make battery to our ears with the loud music .4
These drums', these trumpets, flutesi what l 
Let Neptune hear we bid a loud farewell 
To these great fellows. Sound and be 

hanged, sound out '.3
It is a soldier's revel. But it never slips from the dis

tinction of poetry; the song itself— the boy's voice singing 
it— is like light beside the darkness of Menas' whisper to 
Pompey:

These three world sharers, these competitors,
Are in thy vessel: let me cut the cable;

^Hamlet. Ill, ii, 94.

2Granville-Barker, Prefaces to Shakespeare. Third Series,
p . 87.

•Z
°Antony and Cleopatra. II, vii.

4Ibid.., II, vii, 114.

5I b i d .. II, vii, 136-138.
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And, -when we are put off, fall to their throats."'

The scene falls midway through the play. It is a rest point 
in the action. Shakespeare has taken care to give it solidity, 
variety and color . 2

Many scenes wherein Shakespeare's characters are enjoying 

recreation in music are to be found. Enough scenes of this type

•Z
are indicated in other parts of this paper . 0 It is only necessary 

to recall that singing was popular among the Elizabethans and, 

subsequently, among Shakespeare's characters. Hunting, another 

popular form of recreation, calls for the music of the horns.

Usually when Shakespeare's people are relaxing, music adds to the 

gaiety of the occasion.

Musical quips and allusions were cleverly used by Shakespeare

in his comedy scenes. Especially did he employ puns, for

Shakespeare's was emphatically a punning age, and any pun, 
if it were never so bad, was tolerated and laughed at in the 
reign of 'Good Queen Bess'......... 4

"Jack Falstaff and his crew" were all "(and strictly in accordance 

with history) . . . .  practical musicians."® Some passages con

taining musical puns have already been quoted elsewhere in this 

chapter.® In The Merry Wives of W i ndsor, we find two other

-'-Ibid., II, vii, 76-78.

^Lawrence, op. c i t ., p. 410.

®Supra. Chap. I, p. 10.

^Klson, op. c i t ., p. 179.

% a y l o r ,  o p . cit., p. 41.

°Supra. Chap. I, p. 13; Chap. Ill, p. 47; Chap. IV, pp. 67-68.
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musical jests. "When Mrs. Ford says of Falstaff and his men, "they 

do no more adhere and keep place together than the Hundred Psalm 

to the tune of 'Greensleeves ' ,1 she is "yoking together a godly sub
ject and a tune that had been associated with immorality."2 Any 

musician knows that sometimes much can be accomplished during a 

"rest."

But NymJ has 'a minim rest , 1 and during that short respite 
takes advantage of the absorbing occupations of the other three 

'singers' to lay hands on whatever portable property is within 
reach A

In Pie Two Gentlemen of Verona, an amusing dialogue between Lucetta

and Julia is based on musical puns.^
\

Once more we have quibbles on musical terms— Lucetta says 

that the 'tune,' i.e. Julia's testiness about Proteus's letters, 
is 'too sharp,’ and that her chiding of herself is 'too flat,' 
meaning that neither is in 'concord' with the spirit of the 
love-letter. Lucetta recommends the middle course, or 'mean' 
(alto voice, midway between treble and bass), to 'fill the 
song,' i.e. to perfect the harmony. Finally, there is a punning 
reference (somewhat prophetic) by Lucetta to the 'base' conduct 
of Proteus, in forsaking Julia for Silvia. Another play upon 
words that should not be missed, is . . .  . where 'set' does 
double du t y . 6

^Ihe Merry Ttlves of Windsor, II, i, 62-64. 

2
Elson, op. c i t ., p. 286.

3
The Merry ITives of Windsor. I, iii, 30. 

4Naylor, op. cit., p. 42.

^The Two Gentlemen of Verona. I, ii, 79-97. 

Naylor, op. cit., p. 42.
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£ucgtta. Give me a note; your ladyship can set.

As little by such toys as may be possible.^

Thus, recognizing the power of music, Shakespeare has used 

it to emphasize many of the phases of everyday life. Both his tragic 

and comic scenes receive color from his use of musical allusion, 

songs, and puns; however, the music never overshadows the drama.

He has maintained the order of subordination of the secondary to 

the primary which he admired so much.

It is difficult to decide in which direction Shakespeare 
has been strongest; the light songs of Opheilia, the foreboding 

melancholy of Desdemona, the portrayal of the befuddled Sir 
Toby by his snatches of refrains of bacchanalian songs, are 
all different phases of one a r t . * 2

^The Two Gentlemen of Verona. I, ii, 81-82.

2Elson, op. cit.. p. 297.

/



CHAPTER V

CONCLUSION

The world of music received the benefit of Shakespeare's 

love and respect for harmony. "While the details of his musical 

education cannot be known, a reading of his plavs causes one to 

agree with the belief of the many critics of music that Shake

speare really knew and admired music and to understand how such 

qualities could be an inspiration to composers. Kastendieck has 

said:

There remains for brief comment the astonishing number of 

musical allusions to be found in Shakespeare's plays. His 
frequent puns, for instance, in the Taming of the Shrew, 
Hamlet, and numerous other plays, could hardly have been made 
had he not been thoroughly familiar with the technical terms 
of vocal and lute music. All this is part of the musical 
parlance so common to the poetry of the period. Though 
references to music could become a literary convention as 
easily as anything else, still there was more behind them 
than mere fashionable usuage* Indirectly, they again testi
fy to the domination of music.

The many musical references in Shakespeare indicated his 
great absorption in music just as his songs disclose the 
influence exerted by music .^

Kastendieck made some interesting observations on the presence

of songs in Shakespeare's plays:

1Kastendieck 9 op. cit., p p . 35-S6.
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The songs in Shakespeare's plays attest the demand for them. 
But since contemporary music for most of them is unknown, little 
attention has been paid to the method of their creation. Rich
mond Noble believes 'that Shakespeare -wrote the songs with some 
melody in view, and a close scrutiny of the stops used in the 
songs strengthens that view, for many of them are obviously in
serted to meet a singer's requirements, to enable him at suitable 
intervals to rest his voice.' Shakespeare's knowledge of popular 
songs and ballads was certainly extensive. The Gravedigger's 
song in Hamlet. the 'Willow Song' in Othello, and finally the 

snatches of Ophelia's mad songs are all from some popular sources. 
Noble further points out that 'every one of Shakespeare's songs 
seems to have been written or adapted expressly for the play 
in which it appears and for the character to whom it is assigned.'

Elson found his task of examining the musical side of 

Shakespeare's plays far greater than he had expected. As Elson 

points out, this has been true for many writers who decided to study 

their particular interests as found in Shakespeare:

Three centuries ago there existed upon the earth a man with 
a mind so versatile that hundreds of commentators and thousands 
of commentaries have not exhausted the many topics which he has 
presented to posterity . 2

Edward J. Dent, whose article on "Shakespeare and Music" 

is encluded in a volume edited by Granville-Barker and Harrison, 

causing the reader to consider the article on the conservative 

side, said:

There can be no doubt whatever that Shakespeare himself 
had a very considerable knowledge of music. His poems and • 
plays are full of allusions to the art; not only does he speak 
of music plainly and directly, but he very often mentions

-̂I b i d .. pp. 34-35.

^Elson, o p . cxt>•« p* 1 1 .
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technical musical terms in a metaphorical sense. But whereas 
writers of the nineteenth century seldom mention music without 
committing some ridiculous error, Shakespeare never makes a 
mistake, even when he alludes to theoretical details of a 
difficult and obscure kind. How Shakespeare acquired his 
knowledge of music can only be conjectured.. He would probably 
have learned, the rudiments of music, including sight-singing, 
at school at Stratford; it is also quite probable that he might 
have found someone there to teach h i m  to play the lute and 
possibly the virginals, if not the recorder. He have, however, 
no evidence as to his abilities as a performer, either instru
mental or vocal. It should, however, be noted that although 
Shakespeare's characters talk more about music than his con
temporaries, they do not give us as much useful information 
about the practical details of stage music as some of the other 
comedies do, and there are various plays by other authors, such 
as Marston, which have much more copious and elaborate stage 
directions as to the performance of music . 1

\

During the Golden Era, England,under Queen Elizabeth, was 

great in many fields. Two of the more closely related arts, music 

and literature, reached magnificent heights. And the outstanding 

man in the literary world contributed much to the musical world, 

perhaps more than he drew from i t .

The Elizabethans could not know that their work in both 
literature and music had reached a climax not attained prev
iously and perhaps never to be surpassed in their nation's 
history. "What pride they would, have taken in-that realiza
tion. For they rejoiced in mighty achievements.^

In the history of music, there are many references to
1

Shakespeare's plays being an inspiration to musicians, and many 

musicians admired his verses. He has inspired Beethoven, Bellini,

L>ent, o p . c i t ., p. 153. 

2Boyd, op. cit., pp. 92-93.
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Gounod, Rossini, Verdi, Mendelssohn, and Tschaikowsky, to name 

only a few.

A study of one of his more musical plays, The Tempest. 

will show why this is true. Fripp has said:

A Midsummer Night's Dream and The Tempest border on the 
operatic— they are full of singing and playing, and lyrical 
passages hardly distinguishable from lyrics . 1

Of the same drama, Elson observed that Trinculo, Stephano, and

Caliban sing grotesque, vulgar music while Ariel sings delicate,

tender, "sometimes playful" songs.

Small wonder that the lyrics of this play have inspired 
music in many composers, and have been set in innumerable forms 
ever since the poet's lifetime. Unfortunately, however, the 

original settings of most of the beautiful poems, the melodies 
which Shakespeare himself was accustomed to hear, seem irretriev
ably lost

Dent commented that, while The Tempest, "last of the plays, and half 

masque in spirit and form, naturally abounds in music," the poet's 

use of music never dominates the play.

As Prospero hold Ariel captive, so does Shakespeare keep 
music the servant of his drama still.^

In Shakespeare's own day eminent composers were inspired

by his work. Purcell wrrote incidental music for Timon of Athens
/

and The Tempest while Thomas Morley wrote the music for at least

■*-Fripp, op. c i t .. p. 127. 

^Elson, op,, cit.. p. 184. 

°Dent, op. cit.. p. 157.
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two of his songs.I

Beethoven is one of the many musicians who has acknow

ledged. Shakespeare's influence. Once when one of his pupils asked 

him what his Sonata Opus 31, No. 2, wished to express, he gave

O
"the presumably off hand answer, 'Read Shakespeare's The Tempest'" 

Schubert composed "Hark, Hark, the Lark," a classic, "on the back 

of a bill of fare, while waiting for his breakfast, amid the hurly- 

burly of an open-air restaurant" after he had noticed, and read, 

the poem in a book belonging to one of his friends.®

Verdi, whose "poetical idol was Shakespeare,"4 composed
\

an opera, Macbeth, which was well-received. His treatment of the 

story was compared to Shakespeare's.® Verdi's last period during 

which he composed. Qtello and Falstaff. is known as his Shake

spearian Period.® The composer stated that in Falstaff he himself 

created the "eternally true type of the jovial scoundrel."’'’ In 

his discussion of Verdi, Lang wrote:

Ipaul Henry Lang, Music in Western Civilization (New York:

W. W. Norton and Co., Inc., 1941), p. 417.

2Alfred Einstein, Music in the Romantic Bra (New York:

W. W. Norton and Co., Inc., 1947), p. 83. '

®Blson, op. cit., pp. 312-313.

^Einstein, op. cit., p. 275.

5l b i d .. pp. 277-278.
®I b i d ., pp. 283 and 286.

n
Lang, pp. c i t ., p. 912.
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Over and above all restrictions of time and environment he 
once more solved, the three-hundred-year-old problem of the 

lyric drama, of opera. True enough, he sought help for his 
supreme efforts, and sought it throughout his life, but the 
genius who made possible his final triumph was not Wagner—  
was not, indeed, a musician at all. It was Shakespeare.
After many efforts he found a man who could bring his life
long idol, -whom he considered 'the greatest authority on the 
heart of man', within his reach.■*-

Richard Wagner, who thought, justifiably, of himself as a 

music-dramatist, and a combination of Shakespeare and Beethoven,** 

considered Shakespeare’s tragedies to be above the Greeks.^ Both 

Gounod and Berlioz wrote operas based on Romeo and Juliet . Mendel-

sshon wrote incidental music for A Midsummer Wight's D r e a m .
\

Dent's concluding lines on Shakespeare and music are in

teresting, especially when one is thinking of the composers of 

operas who found in Shakespeare's works an inspiration for their 

own:

Music is for him always something extraneous, as it is in 

ordinary daily life. A composer of opera regards his characters 
as creating the music which they sing out of their own emotions^ 
Shakespeare is concerned only with the effect of music on those 
who listen to it. His listeners are not his audience alone, 
but in all cases the characters on the stage as well. We may 
include among the listeners even those Tuho sing, for they 
sing (as many people habitually do, unless they are profession
al musicians) for the pleasure of singing. It is an attitude 
of reception, not of creation.^

^Ibid., p. 

^Einstein, 

^Ib i d ., p . 

^Dent, o p .

915.

o p . c i t ., p. 227. 

236.

c i t .. p. 161.
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Shakespeare's attitude toward music and his evaluation of 

a man's character according to that man's appreciation or dislike 

for music has been noted« This belief was so consistently exp±essed 

that it must have been the poet's conviction, just as his desire 

for order in all things appears throughout his plays. Cowling has

said of Shakespeare and music:

But Shakespeare's outlook on music was pure. He valued 

it highly* For him, music was a synonym for sweetness. A 
brook makes 'sweet music with the enamell'd stones. xjove 
is 'as sweet and musical as bright Apollo's lute.' Ophelia 
sucked 'the h o ney’ of Hamlet's 'music v o w s •’ And Shakespeare 
believed that sweet music is a refining and civilizing force 
'ordained to refresh the mind of man after his studies or 

his usual pain.'l
\

An appreciation of music and its effect on people prompted 

the world's greatest Dlaywright to use musical allusions or music 

itself as a background in many of his scenes. Love, mystery, 

comedy, suspense, even war, are often portrayed within an atmos

phere created by suitable music. Here again, Shakespeare’s lo\e 

for order and harmony shows itself. His choice of the appropriate 

song reveals love, joyousness, or insanity. His musical puns reveal 

the jocoseness of Falstaff or Nym, the bitterness and awariness 

of Hamlet, or the flirtatiousness of Kortensio. And so the list

grows.

The relationship between harmony and order is one that

^Cowling, ojd. cit., p. 104.
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cannot be argued. Shakespeare's deep desire for order in all things 

is demonstrated, not in just a few musical passages, but throughout 

his plays. His great men were orderly men; his rogues were not. 

Falstaff, who had no integrity and a disorderly attitude toward 

life, finally had to be driven off by Prince Hal although the jovial 

scoundrel's creator, in using the character so often, and so well, 

seemed to show a great fondness for him. Prince Hal, who gaineo. 

personal harmony and power as he matured, went on to great achieve

ments, gradually establishing order in both his own country and 

between England and France. Harmony between the Capulets and the 

Montagues was possible only after the discord, between the two 

families had reached a climax in the deaths of the two innocent 

lovers. The thread of order and harmony leading to success and 

power, or the thread of discord and dissonance leading to collapse 

and chaos, can be seen throughout Shakespeare's plays. And his 

use of musical harmony to illustrate his concept of political, 

domestic, and personal harmony, is one of the most interesting 

aspects of his use of music. His love of music and order join 

to form some of his most beautiful and powerful passages.
/

Thus, we have seen a dramatist who, loving and understanding 

music was able to blend music so subtilely and wonderfully within 

his plays that his audience could better enjoy and understand them;
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and composers of rank found in his works inspiration for great 

music. The harmony and rhythm, the order and power of music, so 

admired by Shakespeare, has been expressed in music forms, songs, 

symphonies, operas, by men who felt the lyricism of his verse and 

were able to transfer it to musical scores.

/
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REFERENCES TO MUSIC IN SHAKESPEARE'S PLAYS

The numerous stage directions requiring music as a back

ground for battles, ceremonies, processions, and festivities have 

been omitted. The -writer has tried to enclude as much of each 

passage as is necessary for a batter understanding of each allusion.

E. K. Chamber's chronological list of the plays has been 

followed in arranging the quotations

1590-1. 1598-9.
2 Henry V I ■ Much Ado A b out N othing.

5 Henry V I . Henry V .

1591- 2.
1 Henry VI.

1592- 3.
Richard I I I .
Comedy of Errors.

1593- 4.
Titus Andronious.
Taming of the Shrew.

1594- 5.
Two Gentlemen of Verona. 
Love's Labour's L o s t . 
Romeo and Juliet.

1595- 6.
Richard II.
Midsurraner Ni suit's D r e a m .

1596- 7.
King John.
Merchant of Venice.

1597- 8.
1 Henry I V .

2 Henry I V .

1599-  1 6 0 0 .
Julius Caesar.
As You lake I t .
Twelfth Ni g h t .

1600- 1 .
Hamlet.
Merry Wives of Windsor.

1601- 2 .
Troilus and Cressida.

1602-  3 .
A l l 's Well That Ends W e l l .

1603-  4 .

1604- 5.
Measure for M e asure. 
OtheJLlo..

1605- 6.
King L e a r .
Macbeth.

1606- 7.
Antony arai Cleopatra.

^Chambers, op. cit., I, 270-271.



1607- 8 .
Coriolanus.
Timon of Athens.

1608- 9 .  
Pericles .

1609- 10. 
Cymbeline.

1610- 1 1 . 
W i n t e r s  Tale.

1611- 12 . 
Tempest .

1612- 1 3 .
Henry VIII.

Two Noble Kinsm e n .



2 HENRY VI

Suffolk.
And plac’d a choir of such enticing birds 
That she will light to listen to their laY£

I, iii, 92-93.

King.

How irksome is this music to my heart'.
"When such strings .jar, what hopes of harmony?

I, i, 56-57.

Y o r k .

Sound trumpets. alarum to the combatants'.

II, iii, 95.

Gloucester.

Beshrew the winners, for they play'd me false'.

Ill, i, 184.
\

King-
Came he right now to sing a raven's note 
■Whose dismal tune bereft my vital pow'rs,
And thinks he that the chirping of a w e n ,
By crying comfort from a hollow breast,

Can chase away the first-conceived sound?

Ill, ii, 40-44.

Suffolk.
Their music frightful as the serpent's hiss,
And boding screech owls make their consort full'.

Ill, ii, 326-327.

G.ade.

(Sound a parley.) What noise is this I hear? Dare any 
be so bold to sound retreat or parley when I command them 
kill?

IV, viii, 3-5.

W a rwick.
Now, when the angry trumpet sounds alarum

V, ii, 3.

Y o r k . A dreadful lay!
V, ii, 27.
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Clifford.
Now let the general trumpet blow his blast,

V, ii, 43.

"Warwick.
Sound drums and trumpets, and to London all;

V, iii, 32.

3 KING HENRY VI

Richard. Sound drums and trumpets, and the King will fly.
I, i, 118.

Edward. I hear drums. L e t’s set our men in order.

I, ii, 69.

Queen.
Stamp, rave, and fret, that I may sing and dance.

I, iv, 91.

\
Warwick.

But sound the trumpets and about our task'.
II, i, 200.

Edward. Then strike up d r u m s . God and Saint George for u s’.
II, i, 204.

Edward.
Sound trumpets.'. Let our bloody* colours wave'.

II, ii, 173.

Edward. Bring forth that fatal screech owl to our house, 

That nothing sung but death to us and ours.
Now death shall stop his dismal threat'ning sound 
And his ill-boding tongue no more shall speak.

II, vi, 56-59.

K. H e nry. ,
Ay, such a pleasure as incaged birds 
Conceive when, after many moody thoughts,
At last by notes of household harmony 
They quite forget their loss of liberty.

IV, vi, 12-15.

Montgomery.
Drummer. strike up, and let us march away.

IV, vii, 50.
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Hastings. Sound trumpet. Edward shall be here proclaim'd.
IV, vii, 69.

Warwick. Then Clarence is at hand. I hear his d r u m . 
Somervile. It is not his, my lord. Here Southam lies.

The drum your Honour hears marcheth from Warwick.

V, i, 11-13.

K. Edward. Go, trumpet. to the walls, and sound a parle.
V, i, 16.

K . Edward. Strike up the d r u m . Cry 'Couragel' and away.
V, iii, 24.

K. H e n r y .
And chatt'ring pies in dismal discord sung.

V, vi, 48.

K. Edward.
And two Northumberlands —  two braver men 
Ne'er spurr'd their coursers at the trumpet* s sound. 

x V, vii, 8-9.

K. Edward.

Sound drums and trumpets'. Farewell sour annoy'.
V, vii, 45.

1 KING HENRY VI.

Charles. Sound, sound alaruml W e  will rush on them.
I, ii, 18.

Talbot.

Whilst any trump did sound or drum struck up 
His sword did ne'er leave striking in the field.

I, iv, 80-81.

Talbot.
Plantagenet, I will, and like thee, Nero,

Flay on the lute, beholding the towns burn.
I, iv, 95-96.

Dauphin.
And all the priests and friars in ray realm 
Shall in procession sing her endless praise.

I, vi, 19-20



Reignie r . 
Hearing alarums at

'Twas time, I trow, to wake and leave our bed 
our chamber doors,

II, i, 41-42.

Bedford.

Here sound r etreat, and cease our hot pursuit.

II, ii, 3.

Pucel l e .
Harkl by the sound of drum you may perceive 
Their powers are marching into Paris-ward.

Ill, iii, 29-30.

Pucelle.

Summon a parley; we will talk with him.
(Trumpet s sound a parley) 
II, iii, 35.

Sheet e r .
But howso'er, no simple man that sees 
This barring discord of nobility,
H?is shouldering of each other in the' court,
This factious bandying of their favorites,
But that it doth pressage some ill event.

IV, i, 187-191.

Talbot. Go to the gates of Bordeaux, Trumpeter.
IV, ii, 1.

Cant a i n .
Hark! Hark! The Dauphin's drum, a warning bell,
Sings heavy music to thy timorous soul\
And mine shall ring thy dire departure out.

IV, ii, 39-41.

Yo r k . 0 God, that Somerset, who in proud heart
Doth stop my cornets. were in Talbot's place!

Y o r k .

Kang up your ensigns, let your drums be still,
For here we entertain a solemn peace.

V, iv,-174-175.

& Si*
I feel such sharp dissension in my breast,
Such fierce alarums both of hope and fear,

V, v, 84-85.
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KING RICHARD III

Richard.

Our stern alarums chang'd to merry meetings,
Our dreadful marches to delightful m easures.

I, i, 7-8.

Richard.

To the lascivious pleasing of a lute.

I, i, 13.

Richard♦

Why, I, in this weak piping time of peace,

I, i, 24.

Bucking-ham. Hark! a d r u m .

III, v, 16.

Richard. Ihou sing'st sweet mus i c .

IV, ii, 78.

D u ch ess.
The trum pet sounds.

IV, iv, 135.

Richard. A flourish, trumpets! Strike alarum, d r u m s ! 
Let not the heavens hear these telltale women 
Rail on the Lord's anoited - Strike, I say!

IV, iv, 149-151.

Richard.

Strike up the d r u m .

Richard. Harp not on that
Queen. Harp on it still

Richard. Out on ye, owls'.

Richmond.
Sound drums and trumpets boldly and 

Richard............ Hark! I

IV, iv, 180.

stri n g , madam; that is past, 
shall I till heartstrings break. 

IV, iv, 364-365.

1

Nothing but songs of death?
IV, iv, 507.

cheerfully.
V, iii, 270.

hear their d r u m . 
V, iii, 338.



COMEDY OF ERRORS

Adriana.
The time was once when thou unurg’d wouldst vow 
That never words were music to thy ear,

Unless I spake or look'd or touch'd or carv'd to thee.

II, ii, 115-120.

S. Antipholus.
0, train me not, sweet mermaid, with thy note.

To drown me in thy sister's flood of tears. 
Sing, siren, for thyself, and I will dote.

Ill, ii, 45-47.

S. Antipholus.
But, lest myself be guilty to self-wrong,
I'll stop mine ears against the mermaid's song.

Ill, ii, 168-169.

S. Dromio. 
a case of leather;

He that went, like a bass-viol, in 

IV, iii, 22-23.

Aegeon. Not know my voice? 0 time's extremity, 
Hast thou so crack'd and splitted my poor tongue 
In seven short years that here my only son 
Knows not my feeble key of untun'd cares?

V, i, 307-310.

TITUS ANDROHICUS

Saturninus.
Proclaim our honours, lords, with trump and d r u m .

I, i, 275.

Aaron.
Young lords, beware', and should the Empress know 
This discord's ground, the music would not please.

II, i, 69-70.

Titus.
And rouse the Prince, and ring a hunter's p e a l .

II, ii, 5.



Titus.
I promised your grace a hunter's pe a l .

Saturninus.
And you have rung it lustily,

II, ii, 13-14.
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Tamora.
My lovely Aaron -wherefore look'st thou sad 
IVhen everything doth make a gleeful boast?
The birds chaunt melody on every bush;
The snake lies rolled in the cheerful sun;
The green leaves quiver with the cooling wind 
And make a checker'd shadow on the ground.
Under their sweet shade, Aaron, let us sit.
And whilst the babbling echo mocks the hounds, 
Replying shrilly to the well-tun1d horns.
As if a double hunt were heard at once,
Let us sit down and mark their yellowing noise;

■Whiles hounds and horns and sweet melodious birds 
Be unto us as is a nurse’s song 
Of lullaby to bring her babe asleep.

, II, iii, 9-29.

Marcus.

0, had the monster seen those lily hands
Tremble like aspen leaves upon a lute

And make the silken strings delight to kiss them,
He would not then have touch'd them for his life I 
Or had he heard the heavenly harmony 
Which that sweet tongue hath made,

He would have dropp'd his knife*, and fell asleep,
As Cerberus at the Thracian poet's feet.

II, iv, 44-51.

Marcus.
0, that delightful engine of her thoughts,
That blabb'd them with such pleasing eloquence 
Is torn from forth that pretty holl ow cage 
Where, like a sweet melodious bird, it sung 
Sweet varied notes, enchanting every ear'.

Ill, i, 82-66.

Titus.
Did ever raven sing so like a lark 
That gives sweet tidings of the sun's uprise?

Ill, i, 158-159.



Titus

Poor harmless fly,
That, with his pretty buzzing melody,
Game here to make us merry.

III, ii, 63-65.

Demetrius.
Ihy do the Emperor's trumpets flourish thus?

IV, ii, 49.

Titus.
And kinsmen, then we may go pipe for justice.

IV, iii, 24.

Tamora.
The eagle suffers little birds to sing,
And is not careful what they mean thereby,
Knowing that with the shadow of his Tings 
He can at pleasure stint their melody.
Even so mayest thou the giddy man of Rome.

IV, iv, 83-87.

Lucius.
The trumpets show the Emperor is at hand.

V, i i i , 16.

Lucius.
. . . .  Thy grandsire lov'd thee well. 

Many a time he danc'd thee on his knee,
Sung thee asleep, his loving bfeast thy pillow.

V, iii, 161-163.

TAMING OF THE SHREW

Lo r d .
Procure me music ready when he wakes 
To make a dulcet and a heavenly sound,;

Induction, i, 50-51.

Lord ♦
Sirrah, go see what trumpet 'tis that sounds.

Induction,i, 74.

Lord.
Wilt thou have music? Hark'. Apollo plays. 
And twenty caged nightingales do sing.

Induction, ii, 37-38.
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Tranio.
Music and poesy use to quicken you;

I , i , 36.

Bianca.
M y  books and instruments shall be my company,

I, i, 82.

Baptist a .
And for I know she taketh most delight 
In music, instruments, and poetry,
Schoolmasters will I keep within my house 
Pit to instruct her youth.

I, i, 92-95.

Hortensio. Tush, Qremio! Though it pass your 
patience and mine to endure her loud alarums. . . . .

I, i, 130-131.

Petruchio.
I'll try h o w  you can sol, fa. and sing it.

X I, ii, 17.

Hortensio.
Well seen in music, to instruct Bianca,

I, ii, 134.

Hortensio.
A fine musician to instruct our mistress.

. I, ii, 174.

Petruchio.

Have I not in a pitched battle heal’d
Loud 'larums, neighing steeds, and trump e t 1s clang?
And. do you tell me of a woman's tongue,
That gives not half so great a blow to th' ear 
As will a chestnut in a farmer's fire?

I, ii, 206-210.

Petruchio. [presenting Hortensio}
Cunning in music and the mathematics,
To instruct her fully in those sciences,

II, i, 56-57.

Gremio. [presenting Lucentio) . . . .  that hath been
long studying at Rheims, as cunning in Greek, Latin, and other 
languages as the other in music and mathematics.

II, i, 80-83.
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Tranio.
And toward the education of your daughters,
I here bestow a simple instrument. [offers a lutej

II, i, 99-100.

Bautista.
Take you ^to HortensioJ the lute, and you [to Lucentiq} the set 
of books.
You shall go to your pupil presently.

II, i, 107-108.

Bapti sta. What, will my daughter prove a good musician?

Hortensio. I think she'll sooner prove a soldier.
Iron may hold with her, but never lutes.

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

Hortensio. Why, no', for she hath broke the lute to me.
I did but tell her she mistook her frets.
And bow'd her hand to teach her fingering.
When, with a most impatient devilish spirit,

'Frets call you these?' quoth she. 'I'll fume with them'.'
And with that word she stroke me on the head,
And through the instrument my pate made way,
And there I stood amazed for a while,
As on a pillory, looking through the lute,
While she did call me rascal fiddler
And twangling Jack, with twenty such vile terms,

II, i, 145-159.

Petruchio.
She sings as sweetly as a nightingale.

II, i, 172.

Lucenti o . Fiddler, forbear', you grow too forward, sir. 
Have you so soon forgot the entertainment 
Her sister Katherine welcom'd you withal?

H ortensio. But, wrangling pedant, this is 
The patroness of heavenly harmony.
Then give me leave to have prerogative^
And when in music we have spent an hour,
Your lecture shall have leisure for as much.



99

Lucentio« Proposterous ass, that never read so far 
To know the cause why music was ordain'd'.
Was it not to refresh the mind of man 
After his studies or his usual pain?
Then give me leave to read philosophy,
And -while I pause, serve in your h a rmony.

Bianca.
Take you your instrument, play you the -whiles;
His lecture will be done ere you have tun'd.

Hortensio. You'll leave his lecture Then I am in tune?

Lucentio. That will be never. Tune your instrument.
Ill, i, 1-25.

Hortensio. [to Lucentio] You may go walk and give me 
leave awhile;
My lessons make no music in three parts.

\

Lucentio. Are you so formal, sir? Well, I must wait, 
aside And watch withal; for, but I be deceiv'd,

Our fine musician groweth amorous.

Hortensio. Madam, before you touch the instrument 

To learn the order of m y  fingeri ng.
I must begin with rudiments of art,
To teach you gamouth in a briefer sort 
More pleasant, pithy, and effefetual,
Than hath been taught by any of my trade;
And there it is in writing fairly drawn.

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

Hortensio. Yet read the gamouth of Hortensio.

Bianca. ' [read s)

'Gamouth I am, the ground of all accord,
A re, to plead Hortensio's passion.

B mi, Bianca, take him for thy lord,
C fa u t , that loves with all affection.

D  Sol r e . one cleff. two notes have I;
E la mi, show pity, or I die?

Gall you this gamouth? Tut, I like it not!
Ill, i, 59-79.
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Gremio.
Hark, Hark I I hear the minstrels play.

Ill, ii, 185.

Hortensio. M3.stake no more. I am not Licio, 
Nor a m u sician, as I seem to be,

IV, ii, 16-17.

Lucentio. 
notes agree;

At last, though long, our .iarring

V, ii, 1.

TWO GENTLEMEN OF VERONA

Julia. Some love of yours hath -writ to you in rhyme

Lucetta. That I might sing it. madam, to a tune
Give me a note; your ladyship can set.

Julia. As little by such toys as may be possible. 
Best sing it to the tune of 'Light o' Love'.

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

Julia. Heavy? Belike it hath some burden then?

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

Julia. And why not .you?

Lucetta. I cannot reach so high.

Julia.
How now, minion?

Let's see your song. [Takes the let ter

Lucetta. Keep tune there still, so you will sing it out
And yet methinks I do not like this tune.

Julia. You do'not?

Lucetta. No, madam. 'Tis too sharp.

Julia. You minion, are too saucy.

Lucetta. Nay, now you are too flat
And mar the concord -with too harsh a descant. 
There wanteth but a mean to fill your song.
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Julia«

Lucetta« Indeed I bid the base for Protans.
I, ii, 79—97.

Julia. The more thou dam* st it [love) up, the more 
it burns.
The current that with gentle murmur glides,
Thou know'st, being stopp’d, impatiently doth rage;
But when his fair course is not hindered,
He makes sweet m u sic with t h’ enamell’d stones,

II, vii, 24-28.

Valentine.
Except I be by Silvia in the night,
There is no music in the nightingale.

III, i, 178-179.

Proteus. Then in dumb silence will I bury mine,
For they are harsh, untuneable, and bad.
N III, i, 207-208.

Proteus.
If so, I pray thee breathe it in mine ear,
As ending anthem  of my endless dolour.

Ill, i, 239-240.

Proteus.
For Orpheus' lute was strung with poets' sinews,
"Whose golden touch could soften steel and stones,

Make tigers tame, and huge leviathans 
Forsake unsounded deeps to dance on sands.
After your dire-lamenting elegies 
Visit by night your lady's chamber window 
"With some sweet consort . To their instrument s 
Tune a deploring d u m p . The night's dead silence.
Will well become such sweet-complaining grievance,
This, or else nothing, will inherit h e r .

D u k e . This discipline shows thou has been in love
Ihurjo. And thy advise this night I'll put in practice 

Therefore, sweet Proteus, my direction-giver,
Let us into the city presently 
To sort some gentlemen well skill'd in mus i c .

Ill, ii, 78-92
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Proteus.
But here comes Thurio. Now must we to her window 
And give some evening music to her ear.

Th u r i o .
I thank you for your own. Now, gentlemen,
Let's tune: and to it lustily awhile.

Enter, at a distance, Host. & Julia in boy's clothes 

H o s t .
Now, my young guest - methinks you're allycholly,

I pray you, why is it?

Julia. Marry, mine host, because I cannot be merry.

H o s t . Come we'll have you merry'. I'll bring you where

you shall hear music and see the gentlemen that you ask'd for.

' Julia. But shall I hear him speak?

H o s t . Ay, that you shall.

Julia. That will be music. Music plays.

Host. Hark, hark'.

Julia. Is he among these?
k

Host. Ay; but peace', let's hear 'em.

^Song "Sylvia" is h e a r d ^

H o s t . How now? Are you sadder than you were before?

H o w  do you, man? The music, likes you not.

Julia. 

H o s t .

You mistake. The musician like me not.
/

Tflfhy, my pretty youth?

Julia. He plays false, father.

H o s t . How? Out of tune on the strings?
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heartstrings.

Not so: but yet so false that he grieves me very

H o s t . You have a quick ear.

Julia.
h e a r t .

Ay, I would I were deaf. It makes me have a slow

H o s t . T perceive vou delight not in music.

Julia. Not a w i t , when it .jars s o .

H o s t . Hark, what fine change is in the music' .

Julia. Ay, that change is the spite.

H o s t . You would have them always play but one thing?

Julia- I would always have one play but one thing.
IV, ii, 16-72.

Silvia. I thank you for your music. gentl 

!hd is that that spake?
IV, ii, 86-87.

Valentine.
Here can I sit alone, unseen of any,
And to the nightingale's complaining notes 
Tune my distresses and record my woes. I,

V, iv, 4-6.

LOVE'S LABOUR'S LOST

Ferdinand.
One -whom the music of his own vain tongue 
Doth ravish like enchanting harmony;

I, i, 167-168.

Armado. 
the Beggar?

Is there not a ballet, boy, of The King and
/

M o t h . Tine world was very guilty of such a ballet

some three ages since, but I think now 'tis not to be 
found, or if it were, it would neither serve for the writing 

nor the tune.
I, ii, 115-119.
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Armado. Sing. boy. My spirit grows heavy in love.

Armado. I say sing.

I, ii, 128-130.

Armado. W a r b l e . child; make passionate my sense of hearing.

M o t h . {sings) Concolinel.

Armado. Sweet a i r l Go, tenderness of years, take this 
key, give enlargement to the swain,

III, i, 1-5.

M o t h . No, my complete master; but to .jig off a

tune at the tongue's end, canary to it with your feet, humour it 
with turning up your eyelids; sigh a note and sing a note, sometime 
through the throat, as if you swallowed love with singing love, 
sometime through the nose, as if you snuff'd up love by smelling 
love, . . . .  and keep not too long on one tune. . . . .  and 
(these complements) make them men of note— do you note m e ? ---

III, i, 11-26.

Nathaniel. (readq)
'Hiy eye Jove's lightning bears, thy voice his dreadful thunder, 
Which, not to anger bent, is music and sweet fire.
Celestial as thou art, 0, pardon love this wrong,

That singes heaven's praise with such an earthly tongue-'
IV, ii, 119-122.

Berowne. Now step I forth to whip hypocrisy.

Tush, none but minstrels like of sonneting'.

0 me, with what strict impatience have I sat 
To see’ a king transformed to a gnat'.
To see great Hercules whipping a  gig,
And profound Solomon to tune a d i g .

IV, i i i , 151-168.

Berowne.
{Love is) as sweet and musical 

As bright Apollo's lute, strung with his hair. 
And when Love speaks, the voice of all the gods 
Make heaven drowsy with the harmony.

IV, iii, 342-345
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Sliii* • • • • or I will pl^y
On the labor to the Worthies,

V, i, 160-161.

Bo^ret. The trumpet sounds. Be mask'd; the maskers come.
V, ii, 157.

ftos_alijoe. Play music then. Nay, you must do it soon.
V, ii, 211.

Kir&. Yet still she is the Moon, and I the Man.
The music plays; vouchsafe some motion to it.

V, ii, 215-216.

Berowne.
A raean most meanly;

Nay, he can sing

V, ii, 327-328.

Berowne.
Nor woo in rhyme like a blind harper's song'.

V, ii, 405.
\

iioloXernes. I will not be put out of countenance. 

Berowne. Because thou hast no face.

Holoferne s . What is this?

Poyet . A cittern-head'.

V, ii, 611-614.

ROMEO AND JULIET 

Benvolio - Strike d r u m .

I, iv, 14.

Gapul e t . Come, musicians, play.

I, v, 27.

R ome o • . . . .  her yes in heaven
Would through the airy region stream so bright.
That birds would sing and think it were not night.

II, ii, 20-22.

Romeo .

It is m y  soul that calls upon my name.
How silver sweet sound lovers' tongues by night,
Like softest music to attending ears'.

II, ii, 166—168.
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Mercutio.
Alas, poor Romeo, he is already dead! stabb'd with a white wench's 
black eye ; shot through the ear with a love song;

II, iv, 13-15.

Mercutio.
More than a Prince of Gats, I can tell you.
0, he's the courageous captain of compliments. He
fights as you sing pricksong--- keeps ti m e , distance.
and proportion; rests me his minim r e s t t one, two, 
and the third in your bosom!

II, iv, 19-22.

Mercuti o .
The pox of such antic, hoping, affecting fantasticoes 
—  these new tuners of accent.

II, iv, 29-30.

Juliet.

Though news be sad, yet tell them merrily;
If good, thou shamest the music of sweet news 
By"playing it to me with so sour a face.

II, v, 22-24.

Romeo. . . . .  and let rich music's tongue
Unfold the imagin'd happiness that both 
Receive in either by this dear encounter.

II, vi, 27-29.

Tybalt.
Mercutio, thou consortest with Romeo.

Mercutio. Consort? 'What, dost thou make us minstrels? 
An thou make minstrels of us, look to hear nothing 
but discords.. Here's my fiddlestick; here's that 
shall make you dance. Zounds, consort!

Ill, i, 47-52.

Juliet.
My dear-lov'd cousin, and my dearer lord?
Then, dreadful trumpet. sound the general doom!
For who is living, if those two are gone?

Ill, ii, 66-68.
Juliet♦

Wilt thou be gone? It is not yet near day.
It was the nightingale, and not the lark,
That pierc’d the fearful hollow of thine ear. 
Nightly she sings on yond pomegranate tree. 
Believe me, love, it was the nightingale.
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Romeo.
It was the lark, the herald of the m o m ;  
No nightingale.

Romeo.
Nor that is not the lark whose notes do beat 
The vanity heaven so high above our heads.
I have more care to stay than will to go.
Gome, death, and welcome1 Juliet wills it so.
How is't, my soul? Let's talk; it is not day.

Juliet. It is, it is'. Hie hence, be gone away'. 

It is the lark that sings so out of tune.
Straining harsh discords and unpleasing sharps.
Some say the lark makes sweet division:
This doth not so, for she divideth us.
Some say the lark and loathed toad chang'd eyes;
0, now I would they had chang'd voices too,
Since arm from arm that voice doth us affray,
Hunting thee hence with hunt's - up to the d a y’.

Ill, v, 1-34.

Capulet.
The County will be here with music straight,

IV, iv, 22.

Ganulet.
All things that we ordained festival 
Turn from their office to black funeral —
Our instruments to melancholy bells.

Our wedding cheer to a sad burial feast;
Our solemn hymns to sullen d irges change'.

Our bridal flowers serve for a buriel corse;
And all things change them to the contrary.

IV, 84-90.

Peter.
M u sicians, 0, musicians. 'Hea r t 's ease',
'Heart's ease’.' 0, an you will have me live, play 

Heart's easel

Musician.

Why, 'Heart's ease'?
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Pet g r .0, musicians > because my heart itself plays 
’My heart is full of -woe’. 0, play me some merry

dump to comfort me.

Musician.
Not a dump we. ’Tis no time to play now. 

Peter.
You will not then?

1 Musician.

No.

Pet e r .
I will give it you soundly.

1 Musician.
What will you give us?

Peter.
Nd money, on my faith, but the gleek.

I will give you the minstrel.

1 Musician.
Then will I give you the serving creature.

Peter.
Then will I lay the serving-creature's dagger on your 
pate. I will carry no crotchets. I'll re you, I'll fa you.

Do you note me?

I Musician
An you re us and fa us, you note us.

(Peter sings, ending with-'Music with her silver sound.')

P q ^ 0i* a
. . . .  Why ^"silver sound' ? Why 'music with her silver soutk!'?

What say you, Simon Catling.?

1 Musician.
Marry, sir, because silver hath a sweet sound .

Peter.
Prettyl What say you, Hugh Rebeck?
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I say, 'silver sound1 because musicians sound for silver. 

Peter.
Pretty tool 'What say you, James Soundpost?

3 Musician.
Faith, I know not what to say.

Peter.
0, I cry you mercy! you are the singer.
I will say for you. It is 'music with her silver 
sound.' because musicians have no gold for sounding.

(Peter sings)
IV, v, 102-144.

Prince.
And I, for winking at your discords too,
Have lost a brace of kinsmen.

V, iii, 294-295.

KING RICHARD II

Marshal. The Puke of Norfolk, sprightfully and bold 
Stays but the summons of the appellant's trumpet.

I, iii, 3-4.

Marshal. Sound trumpets, and set forward combatants
I, iii, 117.

Marshal. . . . '. and let the trumpets sound

While we return these dukes what we decree.
I, iii, 121- 122.

King •
And for we think the eagle-winged pride
Of sky-aspering and ambitious thoughts
With rival-hating envy set on you
To wake our peace, which in our country's cradle
Draws the sweet infant breath of gentle sleepj
Which so rous'd up with hoist'rous untun'd drums,
With harsh-resounding trumpets' dreadful bray 
And grating shock of wrathful iron arms,
Might from our quiet confines fright fair peace 
And make us wade even in our kindred's blood:

I, iii, 129-138.
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And now my tongu1s use is to me no more 
Than an unstringed viol or a h a r p .
Or like a cunning i n strument cas’d up 
Or, being open, put into his hands 
That knows no touch to tune the harmony.

I, iii, 161-165.

Gaunt.
Look, what they soul holds dear, imagine it
To lie that way thou goest, not whence thou com'st,

Suppose the singing birds musicians,
I, iii, 286-288.

Gaunt. 0, but they say the tongues of dying men
Enforce attention like deep harmo n y .

II, i, 5-6.

Gaunt. The setting sun, and music at the close, 
As the last taste of sweets, is sweetest last,

II, i, 12-13.

Northumberland.
But, lords, we hear this fearful tempest sing,
Yet seek no shelter to avoid the storm.

II, i, 263-264.

Scroop. More health and happiness betide my liege 

Than can my care-tun'd tongue deliver him'.
III, ii, 91-92

Bolingbroke.
Through brazen trumpet send the breath of parley 
Into his ruin'd ears, and thus deliver:

III, iii, 33-34.

King.
For night owls shriek where mounting larks should sing.

Ill, iii, 183.

Lady. Madam, I'll sing.
Queen. 'Tis well that thou has cause

But thou shouldst please me better, wouldst thou weep.
L a d v . I could weep, madam, would it do you g o o d .
Queen. And I could sing, would weeping do me good 

And never borrow any tear from thee.
Ill, iv, 18-23.



Richard . Music do I hear?
Ha, Hal keep t i m e . How sour sweet music is 
n e n  time is broke and no proportion kept 1 
So it is in the music of men's lives.
And here have I the daintiness of ear 
To check time broke in a disordered string;
But, for the concord of my state and time,
Had not an ear to hear my true time broke.
I wasted time, and now doth time waste me;

This music mads me. Let it sound no more;
For though it have holp madmen to their wits,
In me it seems it will make wise men mad.

V, v, 41-63.

A MIDSUMMER NIGHT* S DREAM

Thesens;
Hippotyta, I woo'd thee with my sword,
And won thy love doing thee injuries;
But I will wed the in another key.
With pomp, with triumph, and with revelling.

I, i, 16-13.

Egeus:
Ihou hast by moonlight at her window sung 
11th feigning voice verses of feigning love,

. I, i, 30-31.

Iheseus:
Demetrius loves you fair. 0 happy fair'.
Your eyes are lodestars, and your tongue's sweet air 
More tuneable than lark to shepherd's ear 
When wheat is green, when hawthorn buds appear.

My ear should catch your voice, my eye your eye,
M y  tongue should catch your tongue's sweet melody.

I, i, 182-109.

Queen Titania;
Then I must be thy lady; but I know 
Wien thou hast stolen away from fairyland, 

And in the shape of Corin sat all day, 

Playing on pipes of corn, and vering love 
To amorous Fhillida.

I I , i , 64-68.
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Queen litania:
Therefore the -winds, piping to us in vain,
As in revenge, have suck'd up from the sea 
Contagious fogs;

II, i, 88-90.

Oberon.
And heard a mermaid, on a dolphin's back,
Uttering such dulcet and harmonious breath 
That the rude sea grew civil at her song.
And certain stars shot madly from their shperes 

To hear the sea-maid's m u s i c .
II, i, 150-154.

Queen Titania. ''Come", now a roundel and a fairy song;
II, ii, 1 .

Bottom. . . . .  I m i l  walk up and down here, and will 
sing, that they shall hear I am not afraid.

II, i, 26-27.
\

Queen Litania. I pray thee, gentle mortal, sing again. 
Mine ear is much enamoured of thy note;

'ill, i, 140-141.

Queen Litania.
And sing while thou on pressed flowers dost sleep:

III, i, 162.

Helena.
Both warbling of one song, both in one k e y »

III, ii, 206.

Oberon.
Titania, music call; and strike more dead 
Than common sleep of all these five the sense.

Queen li t ania: Music, ho, music', such as charmeth sleep'.

Oberon. Sound, music1.
IV, i, 84-88.

Theseus«
My love shall hear the music of my hounds.

IV, i, 109.

Theseus.
7/e m i l ,  fair Queen, up to the mountain's top 
And mark the musical confusion 
Of hounds and echo in conjunction.
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Hippolyta:
I was with Hercules and Cadmus once 
When in a wood of Crete they b a y’d the bear 
With hounds of Sparta. Never did I hear 
Such gallant chiding; for, besides the groves,
The skies, the fountains, every region near 
Seem'd all one mutual cry. I never heard 
So musical a discourd, such sweet thunder.

IV, i, 112-121.

Theseus.
Slow in pursuit, but match'd in mouth like balls,
Each under each. A cry more tuneable 
Was never holloa'd to nor cheer’d with horn 
In Crete, in Sparta, nor in Thessaly.

IV, i, 126-129.

Thes_eus: Co, bid the huntsmen wake them with their h o r n s .
IV, i, 141.

Theseus:
Tfnat masque? What

Say, what abridgment have you for this evening? 
music?

V, i, 39-40.

The seus: ’Hie battle with the Centaus to be sung
By an Athenian eunuch to the harp.

The riot of the tipsy Bacchanals,
Tearing the Thrasian singer in.their rage I

V, i, 44-49.

Lvsander: He hath rid his prologue like a rough colt; he 
knows not the stop. A good moral, my lord; it is not enough 

to speak, but to speak true.

Hippolyta: Indeed he hath play'd on his prologue like a 
child on a recorder —  a sound, but not in government.

V, i, 119-124.

Oberon. And this ditty, after me,
Sing and dance it trippingly.

Queen. First rehearse your song by rote,
To each word a warbling n o t e .
Hand in hand, with fairy grace, 
Will we sing, and bless this place.

V, i, 402-407.
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King John.
So hencel Be thou the trumpet of our -wrath 
And sullen presage of your own decay.

I, i, 27-28.

Chatillon.
The interruption of their churlish drums 

Guts off more circumstance. They are at hand,
II, i, 76-77.

France.
It ill beseems this presence to cry aim 
To these ill-tuned repetitions.
Some trumpet summon hither to the walls 
These men of Angiers.

II, i, 196-199.

France.
Our trumpet call'd you to this gentle parle —

II, i, 205.

Blanch.
■What, shall our feast be.kept with slaughtered men? 
Shall braying trumpets and loud churlish drums. 
Clamours of hell, be measures to our pomp?

III, i, 302-304
»

Bastard.
To whom he sung in rude harsh-sounding rhymes 
That, ere the next Ascension Day at noon,
Your Highness should deliver up your crown.

IV, ii, 150-152

Dauphin.
What lusty trumpet thus doth sommon us?

V, ii, 117.

Bastard.
For your own ladies, and pale-visag'd maids,
Like Amazons, come tripping after drums .

V, ii, 154-155.

Dauphin.
Strike up the drums. and let the tongue of war 
Plead for interest and our being here.
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Basta r d . Indeed, your drums, being beaten, will cry out; 

And so shall you, being beaten» Do but start 
An echo with the clamour of thy drum,
And even at hand a drum is ready brac'd 
That shall reverberate all, as loud as thine.
Sound but another, and another shall,
As loud as thine, rattle the welkin's ear 
And mock the deep—mouth'd thunder;

Daunhin. Strike up our drums to find this danger out.
V, ii, 164-179.

Penbroke. He is more patient 
Than when you left him. Even now he sung.

Henry. . . . .  'Tis strange that death should sing'. 

I am the cygnet to this pale faint swan 
■Who chants a doleful hymn to his own death 
And from the organ-pipe of frailty sings 
His soul and body to their lasting rest.

V, vii, 12-24.

THE MERCHANT OF VENICE

Solario.
Some that will evermore peep through their eyes, 

And laugh like parrots at a bagpipe;
I, i, 53.

Shylock.
Lock up my doors; and when you hear the drum 
And the vile squeeling of the wry-necked fife,

But stop my house's ears —  I mean my casements.
II, vi, 28-34.

Salerio.

Come, the full stop.
Ill, 1, 17.

Portia.
Let music sound while he doth make his choice; 
Then, if he lose, he makes a swanlike end,
Fading in mus i c . That the comparison
May stand more proper, my eye shall be the stream,
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And wat'ry deathbed for him. He may win:
And what is music then? Then music is 
Sven as the flourish when true subjects bow 
To a new-crowned monarch. Such it is 
As are those dulcet sounds in break of day 
That creep into the dreaming bridegroom's ear 
And summon him to marriage.

III, ii, 43-53.

Shylock.
And others, when the bagpipe sings i' the nose.

IV, i, 49.

Shylock.
Was he a wollen bagpip e —

IV, i, 56.

Lancelot.
Tell him there's a post come from my master 
With his horn full of good news.

V, i, 46-47.

Lorenzo.
And bring your music forth into the air.

(Exit Stephano)

How sweet the moonlight sleeps upon this bank!
Here will we sit and let the sounds of music 
Creep into our ears. Soft stillness and the night 
Becomes the touch of sweet hariftony.
Sit, Jessica, Look how the floor of heaven 
Is thick inlaid with patens of bright gold 
There's not the smallest orb -which thou behold' st 

But in his motion like an angel sings.
Still squiring to the young-ay'd cherubins;

Such harmony is in immortal souls;
But whilst this muddy vesture of decay 
Doth grossly close it in, we cannot hear it.

(Enter musicians.)

Come,ho, and wake Diana with a h y m n 1.
With sweetest touches pierce your mistress' ear 

And draw her home.
(Play music)



Jessica.
I am never merry when I hear sweet mus i c .

Lorenzo.
The reason is, your spirits are attentive.
For do but note a wild and wanton heard,
Or race of youthful and unhandled colts,
Fetching mad hounds, bellowing and neighing loud, 
Which is the hot condition of their blood;
If they but hear perchance a trumpet sound,
Or any air of music to\ich their ears,
You shall perceive them make a mutual stand,
Their savage eyes turn’d to a moderate gaze 
By the sweet power of mu s i c . Therefore the poet 
Did feign that orpheus drew trees,stones, and floods, 
Since naught so stockish, hard, and full of rage 
But music for the time doth change his nature.

The man that hath no music in himself,
Nor is not m o v’d with concord of sweet sounds.
Is fit for treasons, stratagems, and spoils;
The motions of his spirit are dull as night,
And his affections dark as Erebus.
Let no such man be trusted. Mark the music1.

V, i, 53-88.

Portia.
Music 1 hark'.

Neris s a •
It is your music. madam, of thé house.

Portia.
Nothing is good, I see, without respect.
Methinks it sounds much sweeter than by day.

Nerissa.
Silence bestows that virtue on it, madam.

Portia.
The crow doth sing as sweetly as the lark 
When neither is attended; and I think 
The nightingale, if she should sing, by day 
"When every goose is cacklin, would be thought 
No better a musician than the wren.

V, i, 97-106.

Lorenzo.
Your husband is at hand; I hear his trumpet »

V, i, 122.
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Falstaff. 

Prince ■ 

Falstaff.

I am as melancholy as a gib-cat or a lugg'd bear.

Or an old lion, or a lover's lute.

Yea, or the drone of a Lincolnshire bagpipe .
I, ii, 82-86.

Hotspur............ for he mad me mad
To see him shine so brisk, and smell so sweet,
And talk so like a waiting gentlewoman 
Of guns and drums and wounds —

I, iii, 53-56.

Falstaff. An I have not ballads made on you all, and 
sing to filthy tunes, let a cup of sack be my poison.

II, ii, 47-49.

Prince. I have sounded the very bass-string of humility.
II, iv, 5-dT

\

Princ e . Heigh, heigh, the devil rides upon a fiddlestickl
II, iv, 534.

Glandower.

For I was trained up in the English court,
Ti/here, being but young, I framed to the harp 
Many an English ditty lovely well,
And gave the tongue a helpful ornament —
A virtue that was never seen in* you.

Hotspur. Marry,
And I am glad of it with all my heart'.
I had rather be a kitten and cry mew
Than one of these same metre ballet-mongers.

III, i, 122-130.

Mortimer........... for thy tongue

Makes Welsh as sweet as ditties highly penn'd, '
Sung by a fair queen in a summer's bow'r,
With ravishing division, to her lute.

Ill, i, 207-210.

Glendower.
And she will sing the song that pleaseth you
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Mortimer. With all my heart I ’ll sit and hear her sin£. 

By that time m i l  our book, I think, be drawn.

Glendower. Do so,

And those musicians that shall play to you 
Hang in the air a thousand leagues from hence,
And straight they shall be here.

Ill, i, 215-226.

The m usic p l a y s .
H otspur. Now I perceive the devil understands Welsh;

And 'tis no marvel, he is so humorous.
B y’r Lady, he is a good musician.

Lady Percy. Then should you be nothing but musical; 
for you are altogether govern’d by humours. Lie still, ye thief, 

and hear the lady sing in Welsh.

Hotspur.

Irish.

I had rather hear Lady, my brach, howl in

II, i, 231-239.

Hotspur. Peacel she sings.
Hare the Lady sings a Welsh song. 

Gome, Kate, I ’ll have your song too.

Gome, sing.

Lady Percy. I will not sing.
II, i, 247-261.

Falstaff• Come sing me a bawdy song;
H i ,  iii, 14.

Falstaff. 0, I could wish this tavern were my d r u m’.
III, iii, 229.

Falstaff, — such a commodity of warm slaves as had as lieve

hear the devil as a drum; '
IV, ii, 19-20.

Prince. The southern wind

Doth play the trumpet to his purposes 
And by his hollow whistling in the leaves 
Foretells a tempest and a blust’ring day.

V, i, 3-6.

H o t spur.
Sound all the lofty instrument^ of war, 
And by that music let us all embrace;

V, ii, 98-99.



Prince.
The trumpet sounds retreat; the day is ours.

V, iv, 163.

2 HENRY I V .

Rumo u r .
Rumour is a pipe

Blown by surmises, jealousies, conjectures;
And of so easy and so plain a stop
That the blunt monster with uncounted heads,
The still-discordant wav'ring multitude,

Gan play upon i t .
Induction, 15-20.

1 Drawer.
Mistress Tearsheet would fain hear some music.

II, iv, 13-14.

\ Hostess.
By ray troth, this is the old fashion. You two 
never meet but you fall to some discord.

II, iv, 60-61.

Page.
The music is come, sir. 

Falstaff.
Let them pl a y . Pl a y , sirs.

II, iv, 245-246.

Falstaff.
A merry song, come.

II, iv, 299.

Falstaff•
Pay the musicians, sirrah.

II, iv, 403.

King.
Yihy rather sleep, liest thou in smoky cribs,
Upon uneasy pallets stretching thee
And hushed with buzzing night-flies to thy slumber,
Than in the perfum’d chambers of the great,

Under the canopies of costly state.
And lull’d with sound of sweetest m e lody.

Ill, i, 9-14.
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Westmoreland.
Turning your books to graves, your ink to blood, 
Your pens to lances, and your tongue divine 
To a loud trumpet and a point of war?

IV, i, 50-52.

Mowbray.
And the loud trumpet blowing them together —

IV, i, 122.

John.
Cheering a rout of rebels with your d r u m .

IV, ii, 9.

John.
Strike up our drums, pursue the scatter'd stray.

IV, ii, 120.

Ki n g .
Let there be no noise made, my gentle friends, 
Unless some dull and favourable hand 
Will whisper music to my weary spirit.

W a r w i c k .
Call for music in the other room.

IV, v, 1-4.

2 Groom.
The trumpets have sounded twice.

V, v, 2.

Pistol.
There roar'd the sea, and trumpet clangor sounds.

V, v, 42.

MUCH ADO A B OUT NOTHING

Benedi c k : . .
you to go in the song?

Come, in what key shall a man take 

I, i, 188.

Benedick: . . . .  but that I will have a rechate winded
in ray forehead, or hang my bugle in an invisible baldrick, 

all women shall pardon me.
I, i, 241-243.

Leonato: How now, brother?

Hath he provided this music?

Where is my cousin your son? 

I, ii, 1-2.
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John: I am trusted -with a muzzle and enfr anchi s' d with
a clog; therefore I have decreed not to sing in my cage.

I, ii, 35-37.

Beatrice: The fault m i l  be in the music, cousin, if 
you be not wooed in good time. If the Prince be too important, 
tell him there is a measure in everything, and so dance out the 
answer. For,hear me, Hero: wooing, wedding, and repenting is as 
a Scotch .jig, a measure, and a cinaue-p ace: the first suit is hot 

and hasty like a Scotch .jig —  and full as fantastical; the wedding, 
mannerly, modest, as a measure, full of state and ancientry; and 
then comes Repentance and m t h  his bad legs falls into the cinque- 
p ace faster and faster, till he sinks into his grave.

with h i m  but the drum and the fife; and now had he rather hear 
the tabor and the pipe.

or I'll none;virtuous, or I'll never cheapen her; fair, or I'll 
never look on her; mild, or come not near me; noble, or not I for 
an angel; of good discourse, an excellent mu si ci fin, and her hair 
shall be of what colour it please God.

Claudio: Yea, my good lord. How still the evening is,
As hushed on purpose to grace harmony'.

II, i, 72-83

Hero :

should be like the
Ihen I like your favour, for God defend the lute 
easel

II, i, 72-83.

Pedro 
to the owner.

I will but teach them to sing and restore them

Benedick: I have known when there was no music

If, iii, 11-13

Benedick: Rich she shall be, that's certain; wise,

II, iii, 25-30

Pedro: Come, shall we hear this music?

Pedro: See you where Benedick hath hid himself?

Claudio: 0, very well, my lord. The muaicp ended,
we'll fit the kid-fox with a pennyworth.

(enter Balthasar m t h  Music) .
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Pedro: Gome, Balthasar, we'll hear that song again.

Balthasar: 0, good my lord, tax not so bad a voice 

To slander music any more than once.

Pedro: It is the witness still of excellency
To put a strange face on his own perfection.
I pray thee sing, and let me woo no more.

Balthasar: Because you talk of wooing, I will sing, 

Since many a wooer doth commence his suit 
To her he thinks not worthy,yet he wooes,

Yet will he swear he loves.

Pedro: Nay, pray thee come;
Or if thou wilt hold longer argument,

Do it in notes.

Balthasar: Note this before my notes:

There's not a note of mine that's worth the noting.
\

Pedro: Why, these are very crochets that he speaks'.
Note notes, forsooth and nothing! fMusicj

Benedick: [Aside) Now divine air! Now is his soul

ravish' d i
Is it not strange that sheep's guts should hale souls 
out of men's bodies? Well, a horn for my money, when 
all's done. [Balthasar sings}

Pedro:

Balthasar:

Pedro:

a shift.

By my troth, a good song.

And an ill singer, my lord.

Ha. no, no, faith! Thou sing'st well enough for

Benedick: ^aside^ And he had been a dog that should ‘
have howl'd thus, they would have hanged him; and I pray 
God his bad voice bode no mischief. I had as live have 
heard the night raven, come what plague could have come 

after it.

Pedro:
pray thee get us

Yes, marry. Dost thou hear Balthasar? 
some excellent music: ---

I

II, i i i , 39-88.
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his jesting spirit, which is new-crept 
govern'd by stops♦

III, ii, 61-62.

now: Do you speak in the sick tune? 

of all other tune, raethinks.

He r o : Clap's into 'Light o'Love' That goes without
a burden. Do you sing i t , and I'll dance it.

Ill, iv, 39-46.

Benedick: . . . .  I mean in singing.
V, ii, 30.

Benedick: . . . .  Therefore is it most expedient for the
wise, if Don "Worm (his conscience) find no impediment to the 
contrary, to be the trumpet of his own virtues, as I am to myself.

V, ii, 85-87.

Claudio: Nay, but
into a lute string, and now

He r o : IVhy, how

Beatrice: I am out

Claudio:
Now, music, sound, and sing your solemn hymn.

V, iii, 11.

B enedick: First, of my wordl Therefore, play m u s i c .
V, iv, 123.

Benedick: . . . .  Strike up, pipers'.
. V, iv, 130.

HENRY V.

Canterbury.

list his discourse of war and you shall hear 
A fearful battle render'd you in music.

I, i, 43-44.

Exeter.
For government, though high, and low, and lower,

Put into parts, doth keep in one consent,
Congreeing in a full and natural close. 
like mus i c .

I, ii, 180-183.
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Canterbury.

Which pillage they with merry marsh bring home 
To the tent-royal of their emperor,
Who, busied in his majesty, surveys

The singing masons building roofs of gold.
I, ii, 195-198.

Nym. . . . .
the very plain-song of it.

The humour of it is too hot; that is 

III, ii, 5-6.

Boy. . . . .  They will steal anything; and call

it purchase. Bardolph stole a lute-case, bore it twelve leagues 

and sold it for three halfpence.
Ill, ii, 40-42.

Macmorris. 
sound the retreat.

Macmorris. 

us to the breach,

. . . The work isb give over, the trompet 

III, ii, 95-96.

The town is beseech'd, and the trompet calls 

III, ii,'114-116.

dower. The town sounds a parley.
Ill, ii, 148.

King: . . . .  and I have built
Two chantries, where the sad and solemn priests 

Sing still for Richard's soul.
IV, i, 17-19.

Constable. Then let the trumpets sound

The tucket sonance and the note to mount;
For our approach shall so much dare the field 
That England shall couch down in field and yield.

IV, ii, 34-37.

Constable. I stay but for my guidon. To the field'. 
I will the banner from the trumpet take and use it for my 

haste.
IV, ii, 60-62.

King. I was not angry since I came to France

Until this instant. Take a trumpet, herald;
Ride thou unto the horsemen on yond hill.

IV, vii, 58-60.
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K i n g .
Let there be sung

Do we all holy rites.
'Non nobis' and 'Te D e um',

IV, viii, 127-128.

K i n g . . . . .  Gome, your answer in broken music'■

For thy voice is music and thy English broken. Therefore, quean 
of all Katherines, break thy mind to me in broken English.

V, ii, 264-266.

JULIUS CAESAR

Caesar.
I hear a tongue shriller than all the music 

Cry ' Caesar'.' Speak.
I , i i , 16-17.

Caesar.
I do not know the man I should avoid
So soon as that spare Cassius. He reads much,
He is a great observer, and he looks
Quite through the deeds of men. He loves no plays,

As thou dost, Antony; he hears no m u s i c .
I, ii, 200-204.

Brutus.
Give me the gown. Tîhere is thy instrument?

Canst thou hold up thy head thy heavy eyes awhile, 
And touch thy instrument a strain or two?

Mus i c .and a song 

Lucius falls asleep

That is a sleepy tune 0 murd'rous slumber!
Layest thou thy leader mace upon my boy,
That plays thee music? Gentle knave, good night.
I will not do thee so much wrong to wake thee.
If thou dist nod, thou break'st thy instrument;

I'll take it from thee; and, good boy, good night.
IV, iii, 239-272.

Lucius• The strings, my lord, are false.

Brutus■ He thinks he still is at his instrument.
IV, iv, 291-2.



127

AS YOU LIKE IT

Rosalind, But is there anything else longs to see 
this broken music in his sides? Is there yet another dotes 
upon rib-breaking? Shall we see this wrestling, cousin?

I, ii, 149-151.

(Amiens sings])

Jaaues. More, more, I prithee morel

Amiens. It will make you melancholy, ?,Ionsieur Jaquest.

Jaaues• I thank it. More, I prithee morel I can suck

melancholy out of a song as a weasel sucks eggs. More, I prithee

more. i

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

Jaaues. I do not desire you to please me; I do desire
you to sing. Come, morel another stanzol Call you 'em stanzos?

Amiens. What you will, Monsieur Jaques.

Jaques. Nay, I care not for their names; they owe me

nothing. Will you sing?

Amiens. More at your request than to please myself.

Jaques.
»

Well then, if ever I thank any man, I'll thank

you. But that they call compliment is like th' encounter of two 
dog-apes; and when a man thanks me heartily, methinks I have given 
him a penny and he renders me the beggarly thanks. Come, and singI 
and you that will not, hold your tongues.

Ami ens. Well, I'll end the song. Sirs, cover the while;

the Duke will drink under this tree. He hath been all this day to 

look you.

Jaaues. And I have been all this day to avoid him. He 
is too disputable for m y  company. I think of as many matters as 
he; but I give heaven thanks and make no boast of them. Come, 

warble, come.
(All singj

Jaaues. T *11 give you a verse to this note that I made

yesterday in despite of my invention.
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Amiens. And 1» 11 sing i t .

Jaques. Thus it goes:
II, v, 1-51.

1. L o r d . My lord, he is but even now gone hence. 

Here was he merry, hearing of a song.

Duke S. If he, compact of .jars, grow musical, 

We shall have shortly discord in the spheres.
II, vii, 3-6.

Jaoues. Ana then the lover,

sighing like a furnace, with a woeful ballad 
Made to his mistress' eyebrow.

II, vii, 147-149.

Jaques............. and his big manly voice,
Turning again toward childish treble, pipes 

And whistles in his sound.
x II, vii, 161-163.

Duke S. Give us some music; and, good cousin, sing_.
II, vii, 173.

Celia. I would sing my song without a burthen.

Thou bringest me out of t u n e .
III, ii, 261-262.

Jaques. I pray you mar no more trees with writing 

love songs in their b a r k s .
---- - ~ III, ii, 276-277.

Jaques. I have neither the scholar's melancholy, 
which is emulation; nor the musicians, which is fantastical;

IV, i, 10-11.

Jaques. Have you no song, forester, for this purpose;
1

L o r d . Yes sir.

Jacques. Sing it. 'Tis no matter how it be in tune, 

so make it noise enough.
IV, ii, 6-10.
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Rosalind. Do you pity him? No, he deserves no pity. Wilt 
thou love such a -woman? What, to make thee an instrument. and 
play falsestrains upon thee?

IV, iii, 66-69.

Touchstone. By my troth, well met. Gome, sit, sit, and
a songl

2 Fa g e . We are for you. Sit i' t h e’ middle.

1 Page. I' faith, i' faith*, and both in a tune, like two
gypsies on a horse.

[Song]

Touchstone. Truly, young gentleman, though there was no 
great matter in the dit t y , yet the note was very untuneable.

1 Page. You are deceiv’d sir. We kept time, we lost 
not our time.

Touchstone. By my troth, 
to hear such a foolish song.

yesi I count it but time lost 

V, iii, 7-41.

Hym e n . Yihile a wedlock hymn we sing,

Feed yourselves with questioning.
V, iv, 143-144.

Duke S. Play, music, and you brides and bridegrooms all, 
With measure he a p’d in joy, to t h’ measures fall.

V, iv, 184-185. '

TWELFTH NIGHT

D u k e :
If music be the food of love, play on,
Give me excess of it, that, surfeiting,
The appetite may sicken, and so die.
That strain again l It had a dying fall;
0, it came o’er my ear like the sweet sound 
That breathes upon a bank of violets,
Stealing and giving odourl Enough, no more'.
'Tis not so sweet now as it was before.

I, i, 1-8.

V i o l a . For I can sing.
And speak to h i m  in many sorts of music 
That will allow me very worth his service.

I, ii, 57-59.



da-gamboys, 
without book,

Toby. Fie that you'll say sol He plays o' th' viol 
and speaks three or four languages word for word,

I, iii, 27-28.

V i o l a .
Write loyal cantons of contemned love
And sing them loud even in the dead of night.

—  I, v, 289-290.

Andrew. Now a song'.

Toby. Come on'. There is sixpence for you. Let's have

a song.

Andrew. Thera's a testril of me too. If one knight give a —

Clown. Would you have a love song, or a song, of good life?

x Toby. A love song, a love song.

Andrew. Ay, ay'. I care not for a good life.

{Clown sings

Andrew. A mellifluous voice, as I am a triie knight.

Toby. A contagious breath 
•

Andrew. Very sweet and contagious, i' faith.

Toby. To hear by the nose, it is dulcet in contagion. 

But shall we make the welkin dance indeed? Shall we rouse the 
night owl in a catch that will draw three souls out of one weaver?

Shall we do that?

Andrew.

catch.

An you love me, let's do 't'. 1 am a dog ab a
1

Clown. By'r Lady, sir, and some dogs will catch well.

Andrew. Most certain. Let our catch be 'Thou knave'.

Clown.
be constrained to

'Hold thy peace, thou knave; knight. I shall 

call thee knave, knight.
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Andrew.
to call me knave.

' U s  not the first time I have constrained one 
Begin, fool. It begins, ’Hold thy peace’.

Clown. I shall never begin if I hold my peace.

Andrew. Good, i' faith 1 Come, begin.

Catch sung. Enter Maria

M a r i a . What a caterwauling do you keep here I If my 
lady have not call’d up her steward Malvolio and bid him turn you 

out of doors, never trust me.

Toby. My lady's a Catayan, we are politicians, Malvolio's

a Peg - a - Ramsey, and sing si 'Three merry men be we'.'
Am not I cansanguineous? Am I not of her blood?
Tilly-vally, lady'. sings 'There dwelt a man in Babylon, lady, 

ladyl1

Clown. Beshrew me, the knight's in admirable fooling,
\

Andrew. Ay, he does well enough if he be dispos'd,

And so do I too. He does it with a better grace, 

but I do it more natural.

Toby. [sings] ' 0 , the twelf day of December,' —

Mgria. For the love o' God, peacel

Enter Malvolio.

Malvolio ♦ My masters, are you mad? or idi at are you?
Have you no wit, manners, nor honesty, but to gabble like tinksj. s 

at this time of night? Do ye make an alehouse of my lady's house, 
that ye squeak out your coziers' catches without any mitigation or 
remorse of voice? Is there no respect of place, person, nor time 

in you?

Toby. We did keep time, sir, in our cat c hes. Sneqk up'.

Malvolio. Sir Toby, I must be round with you. My lady 

bade me tell you that though die harbours you as her kinsman, 
she's nothing allied to your disorders. If you can separate 
yourself and your misdemeanors, you are welcome to the house.

If not, and it would please you to take leave of her, she is 

very willing to bid you farewell'.



Toby.
needs be gone. '

M a r i a .

JsingsJ 'Farewell, dear heart since I must

Nay, good Sir Toby?

Clown. JsingsJ 'His eyes do show his days are almost done?'

Malvolio. I s’t even so?

Toby. 'But I m i l  never die'.

Clown. Sir Toby, there you lie 

Malvolio. This is much credit to you'. 

Toby. 'Shall I bid him go?'

Clown . '“What an if you do? '

Toby. 'Shall I bid him go, and spare not?'

Clown. '0, no, no, no, no, you dare notl'

Toby. Out o 1 tune, sir?
II, iii, 31-122.

D u k e .

Give me some music. Now good morrow, friends,
Now, good Cesario, but that piece of song.
That old and antique song we heard last night.
Mathought it did relieve ray passion much.

More than light airs and recollected terms 
Of these most brisk and giddy paced tun e s .
Come, but one verse.

Curio.

He is not here, so please your lordship, that should sing it .

D u k e .
tune the while.

Seek him out. (exit CuricTJ And play the
(music plays)

H o w  dost thou like this tune?

V i o l a .
It gives a very echo to the seat 
"Where love is thron'd,

II, iv, 1-22.
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D u k e .
0 T fellow, come, the song we had last night,
Mark it, Cesarioj it is old and plain.
The spinsters and the knitters in the sun,
And the free maids that weave their thread with bones, 
Do use to chant it. It is silly sooth,
And dallies with the innocence of love, 
like the old age.

Clown. Are you ready, sir?

D u k e . Ay; prithee ijing>
II, iv, 43-51.

Duke. H e r e’s for thy pains.

Clown. No pains, sir. I take nleasure in singing, sir

D u k e . I'll pay thy pleasure then.
II, iv, 69-71.

Viola. Save thee, friend, and thy musicl Dost thou

live by thy tabor?

Clown. No sir, I live by the church.

Viola. . . . .  or, 
thy tabor stand by the church.

the church stands by thy tabor, if 

III, i, 1-11.

Olivia.
But, would you undertake another suit,
I had rather hear you to solicit that 
Than music from the spheres.

Ill, i, 119-121.

Clown.
again.

Marry, sir, lullaby to your bounty till I come

V, i, 47.

Olivia.
If it be aught to the old tune, my lord,

It is as fat and fulsome to mine ear 
As howling after music .

V, i, 111-113.
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HAMLET

Horatio. I have heard
The cock, that is the trumpet to the morn,
Doth with his lofty and shrill-sounding throat 
Awake the god of day; and at his warning,
Whether in sea or fire, in earth or air,
Th' extravagant and erring spirit lies.
To his confine; and of the truth herein 
This present object made probation.

I, i, 149-156.

Claudius.
With mirth in funeral, and with dirge in marriage.

I, ii, IS.

Laertes.
Then weight what loss your honor may sustain 
If with too credent ear you list his songs,

I, iii, 29-30.

s Marcellus. No, it Q.2 o’clock} is struck.

Horatio. Indeed? I heard it not. It then draws near 

the season
Wherein the spirit held his wont to walk

(a flourish of trumpets, and two pieces go off) 
What does this mean, my lord?

Hamlet. The king doth wake tonight and takes his rouse, 

Keeps wassail, and the swagg'ring upspring reels,
And, as he drains his draughts of Rhenish down,
Ihe kettledrum and trumpet thus bray out 
The triumph of his pledge.

I, iv, 3-12.

Plonius. And let him ply his mus i c .
II, i, 73.

Ophelia. And I, of ladies most deject and wretched, »

That suck’d the honey of his music vows,
Now see that noble and most sovereign reason,
Like sweet bells jangled, out of tune and harsh.

III, i, 163-166.

Hamlet . Aha'. Come, some music’. Come, the recorders. 

For if the King like not the comedy,
Why then, belike he likes it not, perdy.

Gome, some music.
Ill, ii, 303-306.
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Hamlet.
0, the recorderst Let me see one. To -withdraw with you —
■Why do you go about to recover the wind of me, as if 
you would drive me into a toil?

GuiIdeastern. 0 my lord, if my duty be too bold,

ray love is too unmannerly.

H a mlet. I do not well understand that. Will you ply 

upon this pipe?

Gui id erstern. My lord, I cannot.

Hamlet♦ I pray you.

GuiIderstern. Believe me, I cannot.

Hamle t . I do beseech you.

x GuiIderstern. I know no touch of it, my lord.

Hamlet . It is as easy as lying. Govern these ventages 
with your fingers and thumbs, give it breath with your mouth, and 
it will discourse most elequent mus i c . Look you, these are the 

stops.

GuiId erstern. But these cannot I command to any utt'ranee
of harmony. I have not the skill.

*

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

fret me, you cannot play upon me.
Ill, ii, 360-389.

Hamlet. My pulse as yours doth temperately keep time 

And makes as healthful music. It is not madness 

That I have utt'red.
III, iv, 140-141.

Claudius.
My soul is full of discord and dismay.

IV, i, 45.



Queen Alas, sweet lady, what imports this song?
IV, v, 27.

Ophelia. You must sing.

IV, v, 170.

Queen. Her clothes spread wide
And, mermaid-like, awhile they bore her up;
"Which time she chaunted snatches of old tunes.
As one incapable of her own distress,
Or like a creature native and indued
Untio that element; but long it could not be
Till that her garments, heavy with their drink,
Pull'd the poor wretch from her melodious lay 
To muddy death.

IV, vii, 177-184.

H a mlet. (to Yorick's skull) Where be your gibes 
now? your gambols? your songs?

V, i, 207.
\

Priest.
She should in ground unsanctified have lodg'd 
Till the last trumpet.

Yet here she is allow'd her virgin crants,
Her maiden strewments, and the bringing home 
Of bell and burial.

* -

¥ e  should profane the service of the dead 
To sing a requiem and such rest to her 
As to peace-parted souls.

V, i, 252-261.

Hamlet .
Thus had he, and many more of the same bevy 
that I know the drossy age dotes on, only got 
the tune of the time and outward habit of 
encounter —

V, ii, 195-197.

King. Give me the cups;
And let the kettle to the trumpet speak,
The trumpet to the cannoneer without,

The cannons to the heavens, the heavens to earth,
'How the King drinks to Hamlet?

V, ii, 285-288.
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Horatiot
And flights of angels sing thee 

Why does the drum come hither?

Good night, sweet prince, 
to thy rest I

[March within}

V, ii, 370-372.

Fortinbr a s ............ and for his passage
The soldiers' music and the rites of war 
Speak loudly for him.

V, ii, 409-411.

THE MERRY WIVES OF W INDSOR

Nym.
That is the very note of i t .

I, i, 172.

Slender.

P  had rather than forty shillings I had my Book of 
Songs and Sonets here.

I, i, 205-206.

Falstaff.
I am glad I am so acquit of this tinder box. His 
thefts were too open; his filching was like an 
unskilful singer —  he kept not time.

*
jjym.

The good humour is to steal at a minim's r e s t .
I, iii, 27-31.

Gaius.
Vat is you sing? I do not like des toys.

I, iv, 45.

Mrs. F ord.
. . . . And yet he would not swear; prais'd women's modesty, afid 
gave such orderly and well-bahaved reproof to all uncomeliness 
that I would have sworn his disposition would have gone to the 
truth of his words. But they do no more adhere and keep place 

together than the Hundred Psalm to the tune of 'Greensleeves'.
II, i, 58-64.

I



Fo r d .
. . . .  A man may hear this show’r sing in the wind l

III, ii, 37.

Fo r d .
(aside) I think I shall drink in pipe-wine first with him 
I'll make him dance.

Ill, ii, 90-91.

Falstaff.
My doe with the black scutl Let the sky rain 
potatoes; let it thunder to the tune of 'Greensleeves*;

V, v, 20-22."

Queen.
And nightly meadow-fairies, look you sing.

V, v, 69.

'' Queen.
About him fairies; sing a scornful rhyme;
And as you trip, still pinch him to your t i m e .

V, v, 95-96.

TROILUS AND CRESSIDA

(Sound Alarum)

Troi l u s . 

rude soun d s .

Peace, you ungracious clamoursi peace,

I, i, 92.

Nestor. . . . .  "Why then the thing of courage
As roused with rage, with rage doth sympathize,
And with an accent t u n’d in selfsame key 
Retorts to chiding fortune.

I, iii, 51-54.

Agamemno n .
When rank Thersites opes his majeatic jaws,
We shall hear music. wit, and oracle.

I, iii, 73-74.

Ulysses.
Take but degree away, untu n e that string. 
And hark what discord follows 1

I, iii, 109-110.
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Agamemnon. What trumpet? Look, Menelaus.
I, iii, 213.

Aeneas. Nor I from Troy come not to whisper him. 

I bring a trumpet to awake his ear,

Aeneas. Trump e t , blow loud,
Send thy brass voice through all these lazy tents;

He bade me take a trumpet

and to this purpose speak;

And will to-morrow with his trumpet call 
Midway between your tents and walls of Troy 
To rouse a Grecian that is true in love.

I, iii, 250-279.

Achilles.
Will with a trumpet ’twixt our tents and Troy.
To-morrow morning call some knight to arms.

II, i, 135-136.

Agememnon. . . . .  Pride is his own glass, his

own trumpet. his own chronicle;
II, iii, 164-165.

Pandarus. . . . .  What music is this?

Servant. T do but nartlv know. sir. It is music in 
•

Pandarus. Know you the musicians?

Servant. . Wholly, sir.

Pandarus. Who play they to?

Servant. To the hearers, sir.

Pandarus.
/

At whose pleasure, friend?

Servant. And mine, sir, and theirs that love music .
Ill, i,17-26.

Pandarus. . . . .  Fair prince, here is good broken music.
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Pari5. You. have broke it, cousin, and by my life, you 
shall make it whole againj you shall piece it out with a piece 
of your performance. Nell, he is full of harmony .

Ill, i, 52-56.

Helen. . . . .  We'll hear you sing, certainly.
Ill, i, 66.

Pandarus ........... I'll sing; you a song, now.

Helen. Let thy song be love. This love will undo us all.
Ill, i, 115-120.

Troil u s ............ or some joy too fine,
Too subtile - potent, tun'd too sharp in sweetness 

For the capacity of my ruder powers.
Ill, ii, 24-25.

Cressida........... Stop my mouth
\

Troilus. And shall, albeit sweet music issues thence.
(Kisses her.}
Ill, ii, 141-142.

Ulysses.
When fame shall in our islands sound her trump 
And all the Greekish girls shall tripping sing.

Ill, iii, 210-211.

Achilles. Why, but he is not in this t u n e , is he?

Thersites. No, but he's out o'tune thus. What 
music will be in him when Hector has knock'd out his brains 
I know notj but, I am sure, none, unless the fiddler Apollo 
got his sinews to make catlings on.

III, iii, 301-306.

Troilus. . . . .  I cannot aing.,
IV, iv, 87.

Paris. Hark'. Hector's trumpet.
IV, iv, 142.



Agamemnon.
Give with thy trumpet a loud note to Troy 
Thou dreadful Ajax, that the appalled air. 

May pierce the head of the great combatant 
And hale him hither.

Ajax. Thou, trumpet. there’s my purse.
Nov/ crack thy lungs and split thy brazen p i p e .
Blow, villain, till thy sphered bias cheek 

Out swell the colic of p u f f’d Aquilon.
Come, stretch thy chest and let thy eyes spout boood 
Thou blowest for Hector.

Trumpet sounds

Ulysses. No trumpet answers.
IV, v, 3-12.

All the Greek s . The Troyan’s trumpet’. 

x Agamemnon.
Beat loud the tabourins, let the trumpet s blow 
That this great soldier may his welcome know.

IV, v, 275-276.

Ulysses. She will sing.any man at first sight.

Thersites. .And any man may sing h e r .
V, ii,

(Note Lexico n , Vol. II, p. 1064, 
"Dubious Passage".

H e ctor. H o’, bid my trumpet sound I

Cassandra. No notes of sally. for the heavens, 
sweet brother 1

V, iii, 14.

Achilles■
Hark! a retire upon our Grecian part.

One. Thy Troyan trumpets sound the like, my lord
V, viii, 15-16.

Nestor. Peace, drums .
V, ix, 2.

Pandaru s .
Full merrily the humblebee doth sing 
Till he has lost his honey and his stingj

V, x, 42-43.
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A L L 'S WELL THAT ENDS WELL

H e l e n a .
His humble ambition, proud humility,
His .jarring concord, and his discord dulcet .

I, i,* 185-186.

Ki n g . Methinks in thee some blessed spirit doth speak
His powerful sound within an organ weak;

II, i, 178-179.

Bertram.
Go thou toward home —  Exit [Helena}

where I will never come 
Whilst I can shake my sword or hear the dru m s .

II, v, 95-96.

Clown. Why, he will look upon his boot, and 
sing; mend the ruff, and sing;; ask questions, and sing;
'pick his teeth, and sing. I know a man that had this trick 
of melancholy sold a goodly manor for a song.

III, ii, 6-10.

Helena. . . . .  [musket bullets} move the still
piercing air,
That sings with piercing'.

Ill, ii, 113-114.

Bertram. ‘This vary day,

Great Mars, I put myself into thy file.
Make me but like my thoughts, and I shall prove 
A love of thy drum, hater of love.

Ill, iii, 8-11.

W i d o w . . . . .  they are gone a contrary way. Harkl 

You may know by their trumpets.
Ill, v, 7-8.

/

Parolles. Lose our drum? well.
Ill, v, 91. 1 * Ill,

1. Lo r d . None better than to let him (ParollesJ fetch
off his d r u m , which you hear him so confidently undertake to do.

Ill, vi, 20-22.



143

1. L o r d . 0, for the love of laughter, hinder not the
humour of his design! Let him fetch off his drum in any hand.

Bertr a m . How now, monsieur? This drum sticks sorely 

in your disposition.

1. L o r d . A pox on 't, let it go! ’tis but a d r u m .

Parolles. But a drum? Is't but a drum? A drum so lost.

Bertram. Well, we cannot greatly condemn our success. 
Some dishonour we had in the loss of that drum; 
but it is not to be recovered.

Parolles. It is to be recovered. But that the merit of 
service is seldome attributed to the true and exact performer, I 
would have that drum or another, or hie ;iacet i

Bertram. Why, if you have a stomach, to't, monsieur! 
xIf you think your mystery in stratagem can bring this instrument 
of honour again into his native quarter, be magnanimous in the 

enterprise and go on.
Ill, vi, 35-71.

Widow. Every night he comes

With music of all sorts, and songs compos'd 
To her unworthiness.

III, vii, 39-41.

Parolles. What the devil should move me to undertake 
the recovery of this drum, being not ignorant of the impossibility, 

and knowing I had no such purpose?
IV, i, 37-40.

Parolles. I would I had any drum of the enemy's 

I would swear I recover'd it.

2. Lo r d . You shall hear one anon. ^Alarum within^

Parolles. A drum now of the enemy's!
IV, i, 66-69. 1

1. L o r d ............ who had even tun'd his bounty

to sing happiness to him.
IV, iii, 11-12
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2. L o r d . Is it not meant damnable in us, to be 

trumpeters of our unlawful intents?
IV, iii, 31-52.

2. L o r d ............ in fine, made a groan of her last

breath, and now she sings in heaven.

Lafew. . . . . .  The King’s coming; I know by his trumpets.
V, ii, 55.

Lucio.
I believe thee; for I think thou never wast where grace was said. 

2 Gentleman.
No? a dozen times at least.

tragedians.

IV, iii, 62-63.

Parolles. Faith, sir, has led the drum before the English 

ins.
IV, iii, 297-298.

Parolles. feside] I ’ll no more drumming; a plague of

all drums ’.
IV, iii, 331-332.

Lafew. [to ParollesJ . . • • riuw
V, ii, 43.

. H o w  does your drum?

Lafew. [to ParollesJ Good Tom Iirum, lend me a

hanker cher.
V, iii, 322.

MEASURE FOR MEASURE

1 Gentleman, 

lhat? in metre?

Lucio .
In any proportion or in any language. 1

1 Gentleman
I think, or in any religion.

I, ii, 19-24.
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Lúcio.

• • • • "fthat say'st thou to this t u n e . matter, and method?

Ill, ii, 50-51.

Lucio.

. . . .  The Duke had crotchets in him.

III, ii, 134.

Mariana.
Break off thy song and haste thee quick away.

(Sxit Boy}
Here comes a man of comfort, whose advise 
Hath often still’d my brawling discontent.
I cry you mercy, sir, and well could wish 
You had not found me here so musical.
Let me excuse me, and believe me so,
M y  mirth is much displeas'd, but pleas’d my woe.

Duke
'Tis good; though music oft hath such a charm 
To make bad good, and good provoke to harm.

N IV, i, 7-15.

Peter.

. . . .  Twice have the trumpet s sounded.
IV, v i ,  12.

OTHELLO

Desdemona; That I did love the Moore to live with him, 
My downright violence, and storm of fortunes,
May trumpet to the world.

I, ii, 249-251.

lagPJL . . . .  The Moore i I know his trumpet.
II, i, 179-180.

Othello.

And this, and this, the greatest discords be.
(they kiss)

That e'er our hearts shall make.

I ago: {aside-] 0, you are well-tuned now'.
But I'll set down the pegs that make this music.
As honest as I am.

II, i, 200-203.

Cassio: For God., an excellent song'.

II, iii, 77.
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Cassio: 
the other .

For God, this is a more exquisite song than

II, ii, 101.

Cassio: Masters, play here, I m i l  content your pains;
Something that's brief; and bid 'Good Morrow, General'.

w  •> »V

Enter the Clown.

Clown ; Why, masters, have your instruments been at
Naples that they speak i' th' nose thus?

Musician: How, sir, how?

Clowni Are these. I pray, call wind instruments?

Musician: Ay, marry, are they, sir.

Clown:
\

0, thereby hangs a tail.

Musician: Tihereby hangs a tale, sir?

Clown: Marry, sir, by many a wind instrument that I
know. But, masters, here's money for you; and the general as likes 
your music that he desires you, of all loves, to make no more noise
with i t .

Musician: Well, sir, we will not.

Clown: If you have any music that may not be heard.

to't again. But, as they say, to hear music the general does not
greatly care.

Musician: We have none such, sir.

Clown: Then put up your pipes in vour bag, for I'll
away. Go, vanish into air, away'.

Othello;

III, i, 1-21.

Farewell, the neighing steed and the shrill trump ,
The spirit-stirring dr u m , the 'ear-piercing fife.

Ill, iii, 351-2.



D esdamona:
M y  advocation is not

Alas, thrice gentle Cassio 

now in tu n e .
Ill, iv, 122-123.

Othello: Hang herí I do but say what she is.
So delicate with her needlel An admirable musician'.

0, she will sing the savageness out of a bear'.
IV, i, 198-200.

Othello: Excellent good'.
What trumpet is that same? 

IV, i, 225.

I a g o :
Hark how these i nstruments summon you to supper.

IV, ii, 169.

Desderaona: My mother had a maid call'd.Barbary. 

''She was in love; he she lov'd prov'd mad 
And did forsake her. She had a song of 'Willow'.
An old thing 'twas; but it express'd her fortune.
And she died singing it. That song to-night 
Will not go from my mind. I have much to do 
But to go hang my head all at one side 
And sing it like poor Barbary.

IV, iii, 26-33.

Othello: Wot Cassi6 kill'd? Then murther's

out of t u n e .
And sweet revenge grows harsh.

V, ii, 115-116.

Emilia: What did thy song bode lady?

Hark, canst thou hear me? I m i l  play the swan,
And die in music. fSingsl 'Willow, willow, willow.'

V, ii, 246-248.

KING LEAR

Gloucester.
Hark, the Duke's trumpetsI I know not why he comes.

IT, i, 81.
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Le a r . Bid them come forth and hear me,
Or at their chamber door I'll beat the d r u m ,

cry sleep to death.
II, iv, 118-119.

Cornwall. What trumpet's that?

R e g a n . I know't ---  my sister
II,

' s .
iv, 185-186.

Goneril. ■Where's thy drum?
IV, iii, 55.

Cordelia. Alack, 'this he'. Why, he was met even now
As mad as the v e x’d sea, singing aloud.

IV, iv, 2.

Edgar. Give me your hand.
Far off methinks I hear the beaten d r u m .

IV, vi, 291-292.
\

Cordelia. 0 you kind gods,
Cure this great break in his abused nature'.
Hi' untun'd and .jarring senses, 0, -wind up 
Of this child-changed father'.

IV, v i i , 14-17.

Doct o r . Please you draw near. Louder the music there I
IV, vii, 25.

*

Edgar ; Before you fight the battle, ope this letter. 
If you have victory, let the trumpet sound 
For him that brought i t .

V, i, 40-42.

Lear; Come, let's away to prison
We two alone will sing like birds i' th' cage,

So T i e ' l l  live,
And pray, and sing, and tell old tales,

V, iii, 8-12.

Reg a n . Let the drum strike, and prove my title thine.
V, iii, 81.

Albany. Thou art arm'd, Gloucester. Let the trumpet

sound.
V, iii, 90.
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Edmund.
Call by thy trumpet.

■rr
v> iii f 99.

Albany. Let the trumpet sound,

And read out this.

Captain. Sound, trumpet . (a trumpet sounds)

Herald: reads, 'If any man of quality or degree within
the lists of the army -will maintain upon Edmund, supposed Earl of 
Gloucester, that he is a manifold traitor, let him appear by the 
third sound of the trumpet. He is bold in his defense.'

Edmund: SoundI (First Trumpet)

Herald: Again'. (Second Trumpet)

Herald: Again'. (Third Trumpet)

\ (Trumpet answer within)

(Enter Edgar, armed, at the third sound, a 
Trumpet before him)

Albany. Ask him his purposes, why he appears 

Upon this call o' th' trumpet.
V, iii, 107-119.

Edmund: * Trumpets, speak 1
V, iii, 150.

Bdear: Twice then the trumpets sounded,
V, iii, 217.

MACBETH

Third W i t c h : A d r u m , a d r u m i 

Macbeth doth come.
I, iii, 30-31.

Macbeth: Besides, this Duncan

Hath borne his faculties so meek, hath been 
So clear in his great office, that his virtues 
Will plead like angels, trumpet-tongue*d, against 
Hie deep damnation of his taking off;

I, vii, 16-20.

/
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Lady Macbeth: Uhat's the business,
That such a hideous trumpet calls to parley 
The sleepers of the house?

II, iii, 86-88.

Malcolm: This tune goes manly.
IV, iii, 235.

Macduff: Make all our trumpets speak, give them all breath,

Those clamorous harbingers of blood and death.
V, vi, 9-1C.

ANTONI AND CLEOPATRA

Caesar.
That drums him from his s p o r t ..........

I, iv, 29.

Cleopatra- Not now to hear thee sing.
I, v, 9.

Char mi an.

I sing but after you.
I, v, 73.

Bnobarbus. . . . .  the oars were silver,

"Which to the tune of flutes kept stroke,
II, ii, 199-200.

Cleopatra. Give me some music! music, moody food 

Of us that trade in l o v e .

Omnes. The music, ho!
II, v, 1-2.

Cleopatra.
Give me mine angle, we'll to the river. There 
M y  music playing far off, I rill betray 

Tawny-finn'd fishes.
II, v, 10-12.

Cleonatra. . . . .  If Antony
Be free and healthful, why so tart a favour 

To trumpet such good tidings?
II, v, 37-39.
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Enobarbus All take hands
Make battery to our ears with the loud mu s i c .
The while I'll place you; then the boy shall sing. 
The holding every man shall hear as loud 

As his strong sides can volley.
II, vii, 13-17

Menas.
The drums'. These trumpets, flutes'. Whatl

Enobarbus.
Hool hearts, tongues, figures, scribes, bards, poets, cannot 
Think, speake, eat, write, sing, number - hoo'. - 

His love to Antony.

What should this mean?

1 . Soldier. Follow the noise so far as we have quarter. 

Let's see h o w  it will give off.

With a brazen din blast you the city's ear;
Make mingle with our rattling tabourines,
That heaven and earth may strike the sounds together, 

Applauding our approach.

VII, ii, 16-17.

(Music of the hautboys is under the stage.)

2. Soldier.
1. Soldier.
2. Soldier. 
1. Soldier. 
5. Soldier. 
4. Soldier.
3. Soldier. 
1. Soldier.

No
Peace, I say'.

Omnes. Content. 'Tis strange
IV, iii, 11-22

Antony Trumpeters

IV, viii, 35-39

Sentry.
Demurely wake the sleepers

Harki The drums

IV, ix, 30-31.
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Cleopatra..........His voice was propertied
As all the tuned spheres, and that to friends;

V, ii, 83-84.

Cleopatra.
Ballad us out o’ tune.

. . . . and scold rhymers 

V, ii, 215-216.

CORIPLANUS

2 Citizen.

V plurimi a . I pray you, 
yourself in a more comfortable

. . . .  the tongue our trumpeter. 

I, i, 121.

daughter, sing, or express 
sort.

I, iii, 1-2.

Volumnia.
Methinks I hear hither your h u sband’s drum:

I, iii, 32.

Volumnia. He had rather see the swords and hear a 
drum than look upon his schoolmaster.

I, iii, 60-61.

Marcius. 
they ours.

Then shall we hear their 1larum and

I, iv, 9.

1 Senator. . . . . Hark, 
I, iv,

our d r u m s . 
15.

Lartins.
Go sound thy trumpet in the market place.

I, v, 27.

Cominus. *Tis not a mile; briefly we heard their d r u m s .
I, vi, 16.

Cominius. Hie shepherd knows not thunder from a tabor 

More that I know the sound of Marcius* tongue.
I, vi, 25-26.

Marcius.
May these same instruments which you profane 
Never sound more*. "When drums and trumpets shall 

I* th* field prove flatterers, let courts and cities be 

Made all of false-fac*d soothing.
I, x, 41-44.
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Menenius. . . . .  Harkl the trumpets.
II, i, 173.

C o r i o l a n u s .

'Some certain of your brethren roar'd, and ran 
From the noise of our own drums.'

13-, iii, 59-GO .

Coriolanus. Pray you now, if it may stand with the 
tune of your voices that I may be consul,

II, iii, 91-93.

Coriolanus. . .
3he h orn and noise o' th' monster's,

. being but, 

III, i, 94-95.

Coriolanus. . . . .  My throat of war be turn'd,
"Which quier'd with my drum, into a p i p e ♦
Small as an eunuch or the virgin voice 
That babies lulls asleep'.

I H ,  ii, 112-115.

Coriolanus. A name unmusical to the Volscians' 
And harsh in sound to thine.

IV, v, 63-64.

ears

5 Servant. You shall have the drum struck up
IV, v, 230.

Sicinius. . . . .  "Who rather had,
Though they themselves did suffer by 't, behold 
Dissentious numbers pestring streets than see 
Our tradesmen singing in their shops and going 
About their functions friendly.

IV, vi, 5-9.

Messenger. . . . .  Why, hark you'.
The trumpets. sackbuts, psalteries, and fifes.
Tabors, and cymbols and the shouting Romans 
Make the sun dance.

V, iv, 51-54.

Aufidius.
Beat thou the drum that it speak mournfully.

V, vi, 150



TIMON OF ATHENS

Poet.
'Tlhich aptly sings the good'

Timon. 'What trumpet' s that?
I, i, 249.

I, i, 17.

Apemantus.
Lest they should spy my windpipe' s dangerous notes.

I, ii, 52.

Timon.
False friends would most resemble sweet instruments 
hung up in cases, that keep their sounds to themselves.

I, ii, 101-3.

\

Timon. IVhat means that trump?
I, ii, 120.

Timon.
M u s i c , make their welcome'.

I, ii, 135.

Timon. (to Apemantus)
Farewell, and come with better mus i c ♦

I, ii, 252.

Timon.
Feast your ears with the music awhile, if they will fare 
so harshly. 0, th' trumpets sound.

III, vi, 36-37.

Timon. Ha', a drum?
IV, iii, 44.

Timon. Follow thy drum;
IV, iii, 58.

Timon. I prithee beat thy drum and get thee gone. 
~  IV, iii, 96.

Alcibiades. Strike up the drum towards Athens'.
IV, iii, 169.
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5. Senator.
The enemies' drum is heard,

V, ii, 15.

Alcibiades. 
Let our drums strike.

V, iv, 85.

PERICLES. PRINCE OF TYRE

Gower. To sing a song that old was sung. 
Prom ashes ancient Gower is come,

It hath been sung at festivals,

And that to hear an old man sing 
' May to your wishes pleasure bring,

I, Chorus, 1-14.

Pericles.
Y'are a fair v i o l , and your sense the strings;
"Who, finger'd to make man his lawful music,
Would draw heaven down, and all the gods, to hearken; 
But being play'd upon before your time,
Hell only danceth at so harsh a chime.

" I, i, 81-85.

Antiochus.

Yet, hope, succeeding from so fair a tree 
As your fair self, doth tune us otherwise.

I, i, 114-115.

Antiochus ♦
He must not live to trumpet forth my infamy,

I, i, 145.

King. I will not have excuse, with saying this
Loiid music is too harsh for ladies' heads,

II, iii, 96-97.
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King. . . . .  I am beholding to you

For your sweet music this last night. I do 
Protest my ears were never better fed 
With such delightful pleasing h armony.

King. Sir, you are music's master.
II, v, 25-30.

Gower. And crickets sing at the oven's mouth,
III, Chorus, 7.

Cerimon.
The rough and woful music that we have,
Cause it to sound, beseech you.
The viol once more. How thou stirr'st, thou block'.

III, ii, 88-91.

Gower. Now to Marina bend your mind,
\ Yihom our fast-growing scene must find

At Iharsus, and by Cleon train'd 

In music letters;

or when to th' lute.
She sung, and made the night-bird mute.

IV, Chorus, 5-26.

2. Gentleman............ Shall's go to hear the Vestals sing.?
* IV, v, 8 .

Marina.
Proclaim that I can sing, weave, sew, and dance.
With other virtues, which I'll keep from boast;

IV, vi, 194-195.

Gower ♦
She sings like one immortal, and she dances 
As goddess-like to her admired lays;

V, Chorus, 3-4.

Lvsimachus.
She, questionless, with her sweet harmony 
And other chosen attractions, would allure,
And make a batt'ry through his deafen'd parts,

V, i, 45-47.
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Lysimachus. Mark'd he your music?
V, i, 81.

Perciles. . . . .  But hark, what music?
Tell Helicanus, my Marina, tell him
O'er, point by point, for yet he seems to doubt,
How sure you are my duaghter. But what music?

Helicanus. My lord, I hear none.

Pericles. None?
The muses of the spheres 1 list, my Marina.

Lysimachus. It is not good to cross him. Give him way.

Pericles. Rarest sounds'. Do ye not hear?

Lysimachus. Mus i c . my lord? I hear.

Pericles. Most heavenly music 1 

It nips me unto list'ning, and thick slumber 
Hangs upon mine eyes. Let me rest. Sleeps.

V, i, 225-236.

Gower . Tfhat minstrelsy and preety din 
The regent made in Mytilin.

V, ii, 7-8.

CYMBELINE

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

(Enter Musicians)•

Gome on, tune'. If you can penetrate her with your fingering, so. 
^Te'll try with tongue too. If none will do, let her remain; but 
I'll never give o'er. First, a very excellent good conceited 

thing; after, a wonderful sweet air w ith admirable rich words to 
it —  and then let her consider.

(Song.)
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Cloten. So, get you gone. If this penetrate, I m i l  
consider your music the better; if it do not it is a vice in her 
ears which horsehairs and calves* guts, nor the voice of unpaved, 

eunuch to boot, can never amend.
II, iii, 12-35.

Cloten. I have assail'd her with musics, but 

vouchsafes no notice.
II, iii, 45-46.

she

Arviragus. . . . .  our cage
7Je make a choir, as doth the prison’d bird,
And sing our bondage freely.

Ill, iii, 42-44.

Pisia n o ............ .....-which will make him know,
If that his head have ear in music. ----- doubtless
With joy he will embrace you;

III, iv, 177-179.

Arviragus. How angel-like he sings'.
IV, ii, 48.

Belarius. My ingenious instrument 
Hark, Polydore, it sounds 1 But that occasion 

Hath. Cadwal now to give it motion? Hark'.
IV, ii, 186-188.

Arviragus. * Be't so;
And let us, Polydore, though now our voices 
Have got the mannish crack, sing him to th' ground,

As once our mother; use like note and words,
Save that 'Suriphile' must be 'Fidele'.

Quiderius. Cadwal,
I cannot sing. I'll weep, and word it with thee;
For notes of sorrow out of tune are worse 

Than priests and fanes that lie.
IV, ii, 234-242.

Arviragus. If you'll go fetch him,

We'll say our song the whilst. Brother, begin.
IV, ii, 253-254.

Cymbeline. The tune of Imogen'.
.... V, v, 238.
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Soothsayor« The fingers of the powers above do tune 
The h a miony of their peace.

V, v, 466-467.

THE WHITER1S TALE

Leontes. 
upon his palm?

— • Still virginalling 

I, ii, 125-126.

Paulina.
If I prove honey-mouth'd, let my tongue blister,
And never to my red-look'd anger be 

The trumpet any m o r e .
II, ii, 33-35.

\

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

IV, iii, 45-48.

Shepher d . . . . .  welcom'd all; serv'd all;

Would sing her song and dance her turn;
IV, iv, 57-58.

Fiorizel.
I 'Id have you buy and

. . . . When you sing. 

sell so;
IV, iv, 137-138.

Clown.
Come, strike up'.

IV, iv, 165.

Servan t . 0, roaster», if you did but hear the peddlar-
at the door, you would never dance again after a tabor and pipe; 
no, the bagpipe could not move you I He sings several tunes faster 
than you'll tell money; he utters them as he had eaten ballads, 

and all men's ears grow to his tunes.



Clown. I love a ballad but even too well, if it be 
doleful matter merrily set down, or a very pleasant thing indeed 

and sung lamentably.

Servan t . He hath songs for man or woman, of all sizes. 
. . . .  He has the prettiest love songs for maids; so without 
bawdry, which is stange; with such delicate burthens of dildo's 

and fading's;

Servant............ "Why he sings 'em over as they were
gods or goddesses. You would think a smock were a she-angel, 
he so chants to the sleeve-hand and the work about the square on 

't.

Clown. Prithee bring him in, and let him approach

singing.

Perdita. Forewarn him that he use no scurrilous words 

in ' s tunes,.

Clown. Ufa at hast here? ballad s?

M o p s a . Pray now buy some. I love a ballet in 
print a-life, for then we are sure they are true.

Autolyc u s • Here's one, to a very doleful tune,

Autolycus♦ Here's another ballad. of a fish that appeared 
upon the coast on Wednesday the four-score of April, forty thousand 
fadam above water and sung this ballad against the hard hearts of 
maids........... ihe ballad is very pitiful, and as true.

Autolycus. This is a merry ballad. but a very pretty one. .
Autolycus. W h y  this is a passing merry one, and goes to 

the tune of 'Two maids wooing a man.' There's scarce a maid west

ward but she sings it. 'Tis in request, I can tell you.

M o p sa. W e  can both sing it. If thou'It bear a Eart_, 

thou shalt hear; 'tis in three parts.

Dorca s . We had the tune on't a month ago.
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Autoly cus. I can bear my

Clown. W e’ll have this song out anon by ourselves.
IV, iv, 181— 316.

Fiorizel.
To speak your deeds;

. It is my father’s music

IV, iv, 529— 530.

Autolycus . . . . .  My clown . . . .  grew so in love
with the wenches’ song that he would not stir his pettitoes till 
he had both tune and words, which so drew the rest of the herd 
to me that all their other senses stuck in ears. . . . .  No 
hearing, no feeling, but my sir's song., and admiring the nothing 
of it'. So that, in this time of lethargy, I pick’d and cut most 

of their festival purses;
IV, iv, 17-27.

1. G e n t - I made a broken delivery of the business; 

but the changes 1 perceived in the King and Camixlo were very 

notes of admiration.
' V, ii, 10-12.

Paulina. M u s i c’, awake her', strike'. 
V, iii, 98.

THE TEMPEST

Propero: . . . .  having both the key

Of officer ancToffice, set all the hearts i' th' state 

To what tune pleas’d his ear,
I, ii, 83-85.

Ferdinand: Where should this music be? I' th' air,

or th' earth?
It sounds no more; and, sure, it waits upon ,
Some god o' th' island. Sitting on a bank 
Weeping again the King my father's wrack,
This music crept by me upon the waters,
Allaying both their fury and my passion
With it's sweet air. Thence 1 have follow'd it,

Or it hath drawn me rather; but 'tis gone.

No, it begins again.
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Ariel sings again.

The ditty doth remember my drown'd father,
This is no mortal business, nor no sound 
That the earth owes. I hear it now above me.

X, ii, 387-407.

Ferdinand:

Of whom these airs attendi

Most sure, the goddess 

I, ii, 421-422.

Antonio: His word is more than the miraculous haPE*
XI, i, 86.

Trinculo; . . . .  Here* s neither bush nor shrub to 

bear off any weather at all, and another storm brewing.

I hear it sing i' th' wind.
II, ii, 18-19.

Stephanos This is a very scurvy tune to sing, at a

man's funeral. .
II, ii, 46.

Stephanos His is a scurvy t u n e , too.
II, ii, 57.

Ferdinand: . . . .  Full many a lady 

I have ey'd with best regard, and many a time 
T h’ harmony of their tongues* hath into bondage

Brought my too diligent ear; .
III, l, 39-42.

Caliban: . . . .  Will you troll and catch

You taught me but whilere?

Stephano: At thy request, monster, I m i l  do reason, 

Any reason'. "Come on, Trinculo, let us sipg.  ̂  ̂  ̂ (sings) .

Caliban:

Stephano:

That's not the tune. .
(Ariel plays tfc.e on a 1 abor. and plpo.

Tihat is this same?
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picture

Trinculo: This is the tune of our 

of No-body.
I l l ,

catch, play'd by the 

ii, 126-136.

Caliban: Be not afeard. The isle is full of noises,
Sounds, and sweet airs that give delight and hurt not. 
Sometimes a thousand twangling ipjtruments.
Will hum about mine ears; and sometimes voices 
That, if I then had wak'd after long sleep,
Will make me sleep again; and then in dreaming,
The could methought would open and show riches 

Ready to drop upon me, that, when I wak'd,

I cried to dream again.

Stephano: This will prove a brave kingdome to me, 

where I shall have my music for nothing.

Caliban: When Propero is destroy'd.

Stephano: That shall be by and by. I remember the story.

Trinculo: The sound is going away. Let's follow it and 

after do our work.

Stephano: Lead, monster; we'll follow. I would I could 

see this tabor er'. He lays it on.
Ill, ii, 144-161.

Alonzo: What harmony is this? My good friends, hark'.

Gonzalo: Marvellous sweet music'.
Ill, iii, 18-19.

Alonzo: Methought the billows spoke and told me of it;

The wind did sing it to me; and the thunder,
That deep and dreadful organ pipe., pronounc'd 
The name of Prosper. It did bass my trespass.

Ill, iii, 96-99. ,

Ariel: . . . .  Then I beat my tabor;

At which like unback'd colts they prick'd their ears,

Advanc'd their eyelids, 
As they smelt music.

lifted up their noses

IV, i, 175-178.
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Prospero; . . . .  But this rough magic 

I here abjure; and when I have requir'd 
Some heavenly music (which even now I do)
To work mine end upon their senses that 
This airy charm is for, I'll break my staff#

V, i, 50-54.

Prospero: A solemn air, and the best comforter 

To an unsettled fancy, sure thy brains,
Now useless, boil'd within thy skull'.

V, i, 58-60.

KING'HENRY VIII

Love l l .
A French song and a fiddle has no fellow. 

\ L. Sandys. Ihe devil fiddle 'em.

An honest country lord, as I am, beaten 
A long time out of play, may bring his plain-song 
And have an hour of hearing, and, by'r Lady,

Held current music. Too.
I, iii, 41-47.

K i n g . . . . .  Let the music knock it.
* I, iv, 108.

Queen. Take thy luta, wench. M y  soul grows sad with 

troubles.
Sing, and disperse 'em if thou canst.
— i n ,  i, 1-2.

Surrey. I would

string,
The master-cord on's heart

'twere something that would fret the

/
III, ii, 105-106.

2 . Gentleman. Alas, good lady'.
The trumpets sound. Stand close'. The Queen is coming.

IV, i, 35- 36.
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5» Gentleman. . . . .  such a noise arose
As the shrouds make at sea in a stiff tempest,
As loud, and to as many tunes.

II, i, 71-73.

5. Gentleman. . . . .  -which perform'd, the choir
With all the choisest music of the kingdom 
Together sung 'Te D eum'.

IV, i, 90-92.

Katherine.

Cause the musicians play me that sad note 
I nam'd my knell, whilst I sit meditating 
On that celestial harmony I go to.

IV, ii, 78-00.

Katherine.
They are harsh and heavy to me.

Bid the music leave. 

IV, ii, 94-95.

Chamberlain........... Hark I the trumpets sound;
Th' are come already from the christening.

V, iv, 86-87.

C r a m e r .

In her days every man shall eat in safety 
Under his own vine what he plants, and sing 
The merry songs of peace to all his neighbors.

V, v, 34-36.

Some come to take their ease 
And sleep on act or two; but those, we fear,
W' have frightened with our trumpets;

Epilogue.

TWO NOBLE KINSMEN

Queen. . . 
To make Mars spurn his

. . -vtfiat thou feel' st being able 
d r u m .

I, i, 181-182
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Rmilia. . . . .  Had mine ear 
Stol'n some new air, or at adventure huram'd one 
From musical carnage, why, it was a note 
Whereon her spirits would sojourn (rather dwell on) 

And sing it in her slumbers.
I, iii, 74-78.

Arclte.
The fair eye’d maids shall weep our banishments 
And in their songs curse ever-blinded Fortune.

II, ii, 37-38.

Daught e r ........... To hear him

Sing in an evening, what a heaven it is!
And yet his songs are sad ones.

II, iv, 18-20.

Daughter.
Some honest-hearted maids, will sing my dirge.

■ II, vi, 15.

Arcite. You hear the horns;
III, i, 96.

Falamon.
What did she there, coz? play o’ the' virgin also?

Ill, iii, 34.

2. M a n . Draw up the company. Where's the tabourer?
Ill, v 9 23.

Schoolmaster. Where's the rest o' th' music?
Ill, v, 31.

Daughter. Or a conjurer.

Raise me a devil now, and let him play 
Qui passo o' th' bells and bones.

Ill, v, 84-86.

Schoolmaster. 

I hear the horns.

. . . . Away, boys! 

Ill, v, 92-93.
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Emilia«
And in their funeral songs for these two cousins 
Despise my cruelty and cry woe worth me,

III, vi, 248-249.

Arcite. If she refuse me, 

And soldiers sing my epitaph.

yet my grave will wed me 

IV, vi, 284-285.

Wooer.
I heard a voice, a shrill one; and attentive 
I gave my ear; when I might well perceive 
'Twas one that sung, and, by the smallness of it, 

A boy or woman.

I laid me down
And list'ned to the words she sung;

W o o e r . She sung much, but no sense; only I heard her 

Repeat this often, 'Palamon is gone,

Then she sung
Nothing but 'Willow, willow, willow'; and between 
Ever was 'Palamon, fair Palamon',

And then she wept, and sung again, and sigh'd,
And with the same breath smil'd and kiss'd her hand.

IV, i, 56-93.

Daughter. 

Is not this a fine

Brother.

Daughte r .

Brother.

Daught e r . 
and 'Bonny Robin'.

song?

0, a very fine one!

I can sing twenty more.

I think you can.

Yes, truly, can I. I can sing 'The Broom',
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I must be abroad else, 
To call the maids, and pay the min strels»

IV, i, 105-111.

Daughter.

They must all be gelt for musicians 
And sing the wars of Thesus.

IV, i, 133-134.

Emilia. . . . .  Fame and Honour,
Methinks, from hence, as from a promontory 
Pointed in heaven, should clap their wings and sing 
To all the under-world the loves and fights 
Of gods and such men near 'em.

IV, ii, 21-25.

Pirithous.
Sounds like a trumpet.

’When h e  speaks his tongue 

IV, ii, 114-115.

on't
D aught er. 

was 'Down-a,
I have forgot it quite; the burden 

down-a;
IV, iii, 12-13.

Poet o r . . . . .  Sing to her such green songs of
love as she says Palamon hath sung in prison 

. . . . all this shall become Palamon, for Palamon 
can sing♦ • • • •

IV, iii, 89-95.
*

Arcite. . . . .  me thy pupil,
Youngest follower of thy d r u m , instruct this day.

V, i, 56-5?.

Palamon. grayer to Venus) . . . .  that has the might, 
Even with an eye—glance, to choke Mars's drum 

And turn th.' alarm to -whispers;

the pulled bachelor —

Whose youth, like wanton boys through bonfires,
Have skipp'd thy flame —  at seventy thou canst catch, 
And make him, to the scorn of his hoarse throat,
Abuse young lays of love.

V, i, 79-89.
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Wooer. She would have me sing.

D o c t o r . You did so?

W o o e r .
I have no choice, sir . . . .

Alas,

V, i, 12-15.

Daughter.
And gallops to the tune of ’Light o’ Love.'

V, ii, 54.

Servant.
The combat's consummation is proclaim'd 
By the wind instruments.

V, iii, 93-94.

Pirithous ............ As he [the horse) thus went counting

The flinty pavement, dancing as 'twere to th' music 
His own hoofs made (for, as they say, from iron 

Came music's origin),
V, iv, 58-61.
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