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1 .

THE USE OP THE LYRIC III SHAKESPEABEAM DRAMA

.

1 . Introduction,

Since IToah’s wife, in the Chester Miracle play, sat

with her gossips drinking and carolling ’The flude cane

fletinge in full faste, ’ song has been a feature of Eng-

lish drama. Springing as did drama itself from the re-

ligious service, song continued down through the years

till it culminated in the lyric of Shakespeares drama.

For the last two and a half centuries the predom-

inating type of poetry has been the lyric. Professor

Bliss Perry has defined the lyric as the commonest, and

yet in its perfection, the rarest type of poetry; the

earliest and yet the most modern; the simplest ana yet

in the lav/s of emotional association, perhaps the most

complex; and it is all these because it expresses more

intimately than any other type of verse the personality

of the poet. It is, then, in the lyrical outbursts

interspersed throughout his drama that Shakespeare has

presented his most personal and unique gift.

During undergraduate courses in the interpretation

of Shakespearean drama, my interest was attracted to the

study of Shakespeare’s songs. Were they merely lovely

little lyrics interpolated at random or were they rather



Digitized by the Internet Archive

in 2017 with funding from

Boston Library Consortium Member Libraries

K

https://archive.org/details/theuseoflyricinsOOIeit



2 .

a necessary and inseparable part of Shakespeare’s drama;?

Since studying lyric in drama, I am convinced that

Shakespeare employed the lyric in a very unique way. I

also find that the lyrics, as a whole, are susceptible

of a complete handling which would tend to prove that

Shakespeare interspersed lyrics throughout the plays

with the fine art of apparent artlessness. The lyric, as

I have used it, is synonymous with song; and I have as-

sumed that all songs were to be sung,

From a survey of the lyric in pr e-Shakes p ear ean drama*

and a more thorough discussion of the separate lyrics in

the plays of Shakespeare, I have tried to relate his song

to that of his predecessors, showing how he took one of

the earliest dramatic devices- the lyric- and made it an

integral part of the action and dialogue; but more es-

pecially to discover wherein lie the distinguishing feat-

ures and uses of song as employed by the dramatist of all

ages

,
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11. Survey of the Lyric in Drama .

1 . Origin in Medieval Church .

From the antiphons and canticles of the medieval church

English dramatic music had its "beginning. Embedded in the

religious life of the people, with the church service as its

background, it was inevitable that English drama should a-

bound in song. And so we find the lyric tradition an un-

broken one from the tenth century through the songs of

Shakespeare.

2* Cycles -Mysteries .

The mystery plays composed by priests, and clerks,

who in turn, drew from church music, contain the first
1

specimens of English song in the drama.

From a comparison of The Creation in the extant

series of cycle or guild plays we may readily see the

part music played in the mysteries.
c

The canticle Te Deum Laudamus and Santus are sung
A

by a chorus of angels in the York cycle.

The Chester Play The Creation and Fall has min-

strels play while Cod is putting Adam and Eve into Par-

adise. After the first sin, during God^ speech, it

reads "Mynstrellas playinge."
2

In the Norwich play The Creation of Eve music is

1. York Mystery Plays (1835) p. 2,3.

2. Non-cycle Mystery Plays, Early English Text Society

(1909) p .9

.
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4.

played when Adam and Eve are driven from the garden* They

sing an English lyric-

MWythe dolorus S orowe we may wayle and wepe

Both Efyght and Daye in sory sythes full depe.”

However, the songs for the most part were the church

canticles sung to their accustomed tunes. With the in-

troduction of song, drama took a step from the church to-

ward Shakespeare.
1

Again in the Coventry Creation , as in the York play,

the choir sings part of the Te Deum baudamus - from Tibi

Omnes Angel

i

to Santuc Dominus Deus Sabbaoth .

2
Twelve leaves are missing from the Townley Creation

making it impossible to tell about music or musicians em-

ployed. And though stage directions in this series are

few, we would not be justified in saying they were acted

without music, for the second Shepherd's Playends with

shepherds bringing toys for the Holy Child of Bethlehem.

First shepherd "What grace we have fun"

Second shepherd '‘Corne forth now we are won.”

Third shepherd *Eo sing are we bun

Let take on loft.”

It is probable then that the play was concluded with a
3

carol, for in a corresponding Coventry Nativity play sheg-

Coventry Mysteries , Shakespeare Society (1841) p.23.

2. Townley Plays Early English Text Society (1897) p. 9.

3. Coventry Nativity Play "Everyman" with other Interludes.
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5 .

herds sing-

"Of three jolly shepherds I saw a sight.

And all about their fold a star shone bright

They sang’Terli Terlow/

So merrily the shepherds their pipes can blow."

Toward the close of the same play appears a carol or

lullaby of the mothers in The Slaughter of the Innocents :

•'Lully, lulla, then tiny little child

By, by, lullay, lullay, tiny little child

By, by, lully
, lullay."

The dramatic value of these folk songs in paving the way for

the lyric of later drama is worthy of recognition.

3* Moralities .

The more lengthy ajid elaborate scriptural plays suc-

ceeded the mysteries and remained in popular favor till the

end of £he sixteenth century. In the use of song this

transition is brought out clearly.

John Bale (1495-1563) wrote A Tragedy of God's Promise s,

a play in seven acts wherein each of the seven characters

expresses through song, the Advent antiphons of the pre-

reformation English liturgy, his faith in God's promises.

In these antiphons we find a connecting link with the mystery

canticles. But it is significant to note that the English

song persisted. Besides canticles in The History of Jacob

and Esau (1551 ), there is a comic folk song-
1

"Eor young doth it prick, that will be a thorn."

1# Dodsl ey hazlitt Collection (Coll. of O.E.Plays )Vol.ll.p.234



«

,

.

,

,

’

,

.

.

. * .



6

4. Interludes .

By the very nature of the moralities song was rare.

But under the influence of John Heywood the popular lyric

rapidly came into prominence in the Interlude, Instead of

abstractions such as Truth and Mercy, he introduced char-

acters representing a class such as the Priest and the

Palmer. It was “the chord of human interest struck by

Heywood" that "made possible the introduction of song.

Another feature distinctly belonging to his drama was his
1

method of approaching song through fitting dialogue, 11

The 4 P P . relates a chance meeting of a pardoner,

palmer, Apothecary and pedlar, \7hile each is attempting

to concdct the wildest lie, the 'pothecary interrupts

with '"pothecary "I pray you, tell me, can you sing?'1

Pedlar ttSir, I have some sight in singing, 1*

•*>thecary*But is your breast anything sweet?"

Prom the above beginnings song and personification

were common to both morality and interludes. Lusty Juven-

tus, Idleness and others reveal their plans, motives, and

natures through singing. Report me to you" is a merry

song sung by Hypocrisy and Ab ominable Living. Musicians

sing and dance before Sensual Appetite in the Interlude of

the Pour Elements *

During the second half of the sixteenth century an

effort was made to divorce drama from its didactic setting,

1. Cowling G. H. Music on the Shk. Stage p./2,

2. Lusty Juventus ( ac. i'55q)



,

,

,

- »

*-

„

»

t

• -

*

, .1 - - . • - ~ .

.

»

-

*

-

*

jv, .



7.

to put moral and scriptural characters in the background, aad

to have the play turn on a dramatic situation* Humorous son$S

succeeded the religious. In the morality- tragedy Annius and

Virginia (1563) comic songs are sung by a row of persons each
I

singing one verse* Tom Tyler and his Y/ige (Ga. -1560), The

Nice Canton (1560 ),
and similar early comedies usually con-

tained several humorous songs.

5* Early English Comedies .

Ralnh Roister Doister (ca. 1550) by Nicholas Udall is

the first real extant English Comedy. Though the characters

are little more convincingly portrayed than Heywood^ type

figures, they act in a comic situation in true comedy style.

The wooing of Dame Custance by the braggart Ralph and Garwin

Goodluck;J s ultimate triumph furnishes the plot. Pitting dia-

logue, previously mentioned, introduces its several comic

songs

-

J .
i*

Ralph "Go to it sirs, lustily^

Madge "Pipe up a merry note

Let me hear it played.
2 3

I will foot it for a groat." That the musicians

played the accompaniment and the time was a dance measure

shows a marked advance in the plain- song, carol and can-

ticle.
4

TThen Ralph is dying, Marrygreelce intones a lament.

1. Anonymous Plays second series.

2. Act 1. Sc. 4.

3. Actors similarly addressed in Gammer Gurton.

4. Stage direction reads Psalmody.
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A round, imitating the chiming of hells
,

is sung hy five

servants. After Ralph’s recovery, musicians are called for-

borne sirs, let us sing to v/in ray aear love Custance?

"Imun he married a Sunday” follows, and the play closes

with antiphons hy the main characters.

There is a corresponding use made of Music in Gammer

Gurton's ITeedle , a similar hut lower comedy. That the au-

dience was becoming more cultured and musicians more able

is shown hy the increase in the elaboration of music.

6 . Contemporary Dramatists with Shakes oeare .

Another sort of play produced for Court amusement

were the comedies of John Lyly (1554-1606), a university

scholar, who, to use the words of Gabriel Harvey “hath

not played the Vicemaster of Poules and the PooleMaster

of the theatre for naught". His five act classical

plays are written in prose tinged with the fashionable

euphuism of the day. The influence of the Interlude is

there in the shape of symbolic characters and allegori-

cal meaning.

Lyly was probably assistant Master of the Choir-

boys of St. Paul's and his comedies were acted before

the Queen by them or by the children of Chapel Royal.

In his plays are technical references to singing and

musical instruments which go to prove that Lyly had
1

an intimate knowledge of music.

1. Campaspe Act IV 3, 20. and Endymion 111 4, 1.
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Songs are introduced usually at the end of scenes;

Taut with the exception of two songs in The V/oman in the

Mo one , the songs that appear in fcopies of the Polio edi-
1

tion of 1632 are probably not by Lyly. Like Heywood he

often leads up to the introduction of song by suitable

dialogue. He gives no musical directions in his plays

but as they were played on the same kind of stage as

the Court Interludes and entertainments provided by the

Inns of Court, it is likely that viols, letes l of vari-

ous kinds, flutes, and virginals accompanied the songs.

Pandora, in Lyly's Y/ornan in the Mo one acted about

1593, sings while insane. She is one of the first of

those mad yet tuneful heroines.

The lyrics formerly attributed to Lyly have in re-

cent years been assigned with something like finality
2

to a later century and a later song.

There was marked rivalry between the professional

and children’s corrroanies. Many preferences were given

to St. Paul's boys. In turn the children's companies

contributed some fine actors to the Elizabethan stage.

Lyly's plays ,written more for boy actors ,were free and

easy with no great depth of feeling.

1. Grey W.W, Mod. Lang. Rav. Vol. 1.

2. Grey ,Authotship of the Songs in Lyly's Plays, Mod.

Lang. Rev. 1. No. 1 and Peuillerat, John Lyly,

p. 403 footnote.
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Among songs worthy of note is the drinking song

in Campaspe occurring at the end of the second act,

Granichus H0 for a howle of fatt canary!

Rich Palermo! sparkling sherry!

Some nectar, else, from Iuno's daiery.

0, these draughts would make us merry

!

u Thi

song is introduced hy fitting dialogue, "Por joy of

Granichus let's sing."

At the end of Act 3 occurs the song of a Apelles

to Cupid and Campaspe, wherein Cupid is disarmed "by his

lady, one of the most characteristic lyrics of the Eliz

ahethan songwriters.

"Cupid and my Campaspe playd

At cards for kisses, Cupid payd.

He stakes his quiver, how, and arrows,

His mother's doves, and teems of sparrov/s;

Loses them too. Then,doY/n he throwss.

The corrall of his lippe, the rose

Growing on's cheek (hut none knows how;)

With these, the cristall of his hrow;

And then the dimple of his chimae

All these did my Campaspe v/innei

At last he set her hoth his eyes;

She won, and Cupid blind did rise-*

0, Love! has she done this to thee?

What shall, alas! become of me?"
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In Act five Sylvius brings in his three sons Perim,

Milo, and Trico, to he taught hy Diogenes, To the ques-

tion, "V/hat can thy sons do?" the hoys exhibit their

qualities. It is Trico who sings "like a nightingale."

"What hird so sings, yet so dos wayle?

0,

* tis the ravish* d nightingale!

*Iug, ing, iug, iug, tereu, * she cryes;

And still her woes at midnight rise,"

Similarly introduced hy fitting dialogue is the

pleasant part song in Endymion . Dares, "But see,

thy Master is asleep, let us have a song to wake this

amorous knight,"

Epiton "Here snores Tophas,

That amorous ass,

Who loves Dipsas

With face so sweet,

Nose and chin meet.

All three, At sight of her each fury skips

And flings into her lap their whips."

The songs in Endymion seem especially arranged for

the play, for example; the fairy song -

Omne§ "Pinch him, pinch him, hlack and olue,

Sancy mortals must not view

What the queen of stars is doing,
2

Nor pry into our fairy doing."

1 . Act 111 ,
sc . 3

.

2, Act IV. sc. 3.
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Though Lyly was coming to comedy that could have

done away with song, it is notable that the fashion of

interspersing song among scenes persisted. Undoubtedly

Lyly’s use of lyrics helped decide Shakespeare in their

favor. However, Lyly was writing primarily for choir

boy actors, and for this reason if no other song was

essential to his drama. Shakespeare, uni ike Lyly and

his predecessors, did not write for boy actors but for

professional actors. Consequently, Shakespeare must

have considered the lyric in itself a worth-while me-

dium of dramatic expression.

The play writers of Shakes pear e's age employed

the lyric to heighten the dramatic situation. Ben

Jons on even went &o far as to introduce the curious
1

custom of having songs read aloud before being sung,

in order that the beauty of the lyric passage and its

full meaning might reach the audience.

Marston*s Malcontent illustrates the use of a song
2

played "within". The Duchess and Perneze, who will

not leave till the music ends, are listening to the song.

When the last notes are heard, Perneze appears and is

murdered by Mendoze. In this instance song was used for

dramatic retardation.

In Yal entinian by PI etcher, Luciana is lured to

court by a forged message from her husband sent by the

1. Reed E.B. Sons from the British Dramatists p. 351.

2. Off stage.
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king. During the song "How the lusty spring is seen"

and "Here ye, ladies that despise what the mighty love

has done" Luciana is tempted with luxury. Listening

to the song, she realizes the king's motive and reveals

this in her answer to his question whether or not she

likes the music.

"I like the air well

But for the words they are lascivious

And over light for ladies."

From a partnership of poet and musician the Eliza-

bethan song resulted. As the song-hook writers sought

the best lyrists, so did the dramatists seek the finest

musicians. Consequently, we have the harmonious lyrics

of Dekker, Beaumont, Fletcher and Jons on.

There were no cut and dried rules for the introduc-

tion of song in drama and at first glance it appears that

any song, as _ong as it was a good song, sufficed. For

example, the majority of songs in Beaumont and Fletcher
1

are "simply sops flung to popular taste."

The singing boy in The Silent Woman by Jons on seems

only an excuse for introducing a song. Despite this, the

drama of this period presents examples of fitness in the

use of song. Comic characters sing their ballad snatches

and folk songs. In like manner there is song characteris

tic of fairies and witches. The best and most representa

1. Cowling G.H. Music on Shk.Stage, p. 93
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tive lyrics of the dramatists v/ere set to music by con-

temporary composers and sung by choir boys. It was

customary to have at least one song, the musical piece

de resistance.

For bringing into draflia many lyrics we

are indebted to music. Had this drama been bound by

neo-classic rules, these songs, embellishing English

literature for all time, would not have existed. Com-

paratively few lyrics in drama before Shakespeare

further the action, and still fewer have any excuse
1

for being introduced.

Although Edward Reed credits Lyly, Dek-

ker, Jonson and Fletcher v/ith touching "certain chords
"2

that have no echo in Shakespeare's music, he feels

that through his creative power, Shakespeare's songs

on the stage attained the zenith in beauty.

1.Beaumont and Fletcher Rule a \7ife Act 111 sc. 1.

2. Songs from the British Dramatists, p. 354
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Ill . Use of the Lyric in Shakespearean Drama .

1
Peele, Greene, and Marlowe were succeeded

fry the interior eter of an age, one who grasped the sig-
2

nificant subtleties hidden beneath the received ideas,

and possessed the power to interpret them through lyric

temperament.

It is true Shakespeare borrowed from his predecessor*^

copied his forerunners, imitated fashions and styles, and

employed the same literary devices as his fellow drama-

tists, but in the final analysis he made it distinctly

his own o

In the songs written to be sung in his drama Shakes

-

3

peare preserved the folk-hote in the full culture of the
4

art song. "They have in them the true singing idiom,
5

country color, and the bird note," The unforgetable note

of universality rings true throughout the lyrics.

Humanity in its every aspect is essential to all genuine

work of the dramatist ana his songs seem to be "the con-

densed subtlest aroma of the plays in which they are
6

found.

"

1. The first two wrote chiefly pastoral and Marlowe’s

drama, is conspicuous by the absence of lyrics.

2. Rhys .3. Lyric Poetry p. 157.

3. ITo one knows who wrote either melody or words.

4. Work of a known poet and musician.

5. Rhys. E. Lyric Poetry p. 163.

6. Sharp Wm, Songs, Poems, Sonnets Critical intro.
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In his 8ong3 from the British Dramatists Reed

points out that though Shakespeare v/as not an inno-
1

vator in his use of song that does not mean his

lyrics are ineffectively interspersed through the

drama or are thereby less in art or "beauty. It im-

plies rather that he contributed little toward enlarg-

ing the range of song. But Richmond IToble in Shakes-

peare's Use of Song thinks otherwise. He says that

while it is true that Shakespeare did not invent the use

of song in plays, he it is who made the play with song

occurring in it a consistent art form; it was he who

first grasped all the possibilities afforded by song

for forwarding the action and who made it a vital part in
2

his dramatic scheme.

To the already noteworthy heritage of song and drama

wherein most recently Lyly had firmly established the

euphuistic style, the fairy element, and the interspersed

song, Shakespeare contributed in logical sequence to his

sonnets and poems, his early play, Love's Labors

1

Lost .

Though the songs of this play may be detached from their

context and placed in modern settings, still retaining their

original charm, and though the drama itself without the

lyrics still remains "good theatre”, it is true that

the drama is enhanced by the use of the lyric.

1. p.352.

2. IToble R. Shk's. Use of Song p. 12.
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1 • Concerning Sources .

Approaching the study of the lyric in Shakespearean

drama, I found collections of Seventeenth Century and

Elizabethan Lyrics provided an excellent survey of the

poetic acievement during these two centuries. However,

it is essentially as a poetic dramatist that Shakes-

peare concerns us.

The study of lyric and music is almost inseparable,

and although the music of the period is in itself a com-

plete study, a paper such as this would be woefully

lacking should I neglect to mention its importance.

But for the main part of the thesis I have used

what have seemed to me the most thorough and exhaustive

studies of the dramatic use of song by Shakes pear e-

the chief sources being Function of Song in Shakes peare f s

Plays by J. R. Moore and Shakes -oeare 1 s Use of Song by

Richmond IToble.

In the Function of Song in Shakes near e* s Plays Moore

states that there was no dramatic song an the Eliza-

bethan stage previous to Shakespeare and no songs in
1

Shakespeare devoid of dramatic function. He briefly

traces song in the dramas of Shakespeare’s predecessors,

its tradition as comic element, and the use made of song

by Shakespeare's contemporaries. Previous to Shakes-

peare, song in drama had been purely incidental and ir-

relevant, but it was Shakespeare who made the inter-

spersed lyric essential to the dramatic context.

1. p. 78.
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