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To	Dr	Jerome	Roche	(1942–1994)		
Musicologist	and	Reader,	Durham	University,	
who	first	encouraged	me	to	take	research	and	early	music	seriously.	
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A	Publick	Good,	does	Publick	Thanks	require	

And	All	shou’d	strive	to	Praise	what	All	Admire.	

The	Art	of	Descant,	late	our	Albions	boast,	

With	that	of	Staining	Glass,	we	thought	was	lost;	

Till	I	this	Work	we	all	with	Wonder	view,	

Whatever	Art,	with	order’d	Notes	can	do,	

Corelli’s	Heights,	with	Great	Bassani’s	too;	

And	Britain’s	Orpheus	learn’d	his	Art	from	you.		

	

Long	have	we	been	with	Balladry	opprest,	

Good	sense	lampoon’d,	and	Harmony	Burlesq’t;	

Musick	of	many	Parts,	has	now	no	force,	

Whole	Reams	of	Single	Songs	become	our	Curse,	

With	Bass’s	wond’rous	Lewd,	and	Trebles	worse.	

	

But	yet	the	Luscious	Lore	goes	glibly	down,	

And	still	the	Doubl’Entendre	takes	the	Town.	

Let	‘em	Sing	on—and	for	fair	Sylvia’s	sake,	

Some	Merry	Madrigal	to	Musick	make,	

	

Then	point	the	Names	of	those	that	sett	and	Wrote	‘em,	

With	Lords	a-top,	and	Block-heads	at	the	Bottom;	

While	at	the	Shops	we	daily	dangling	view	

False	Concord,	by	Tom	Cross	Engraven	true.		

	

	

	

	

	

	

	

Henry	Hall,	Organist	of	Hereford	

from	‘To	his	Esteemed	Friend,	Dr.	Blow,	

	upon	Publishing	his	Book	of	Songs.’	

(Amphion	Anglicus,	1700)	
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Frontispiece:	J.	Saunders	after	Thomas	Frye,	
Richard	Leveridge	(1670–1758),	English	bass	
singer	(London,	J.	Sewell,	Cornhill,	1	August	1793).	
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4.3a:		 Pelham	Humfrey,	O	Lord	my	God,	why	hast	thou	forsaken		

me?	(not	later	than	1674),	[‘The	Gostling	Manuscript’,	US-AUS,	Pre-1700	
85,	p.	6],	bb.	11–24.	

	
4.3b:		 Pelham	Humfrey,	O	Lord	my	God,	why	hast	thou	forsaken	me?	(not	later	

than	1674),	‘For	many	dogs	are	come	about	me’	[‘The	Gostling	
Manuscript’,	US-AUS,	Pre-1700	85,	p.	9],	bb.	86–91.		

	
4.4:		 Henry	Purcell,	They	that	go	down	to	the	sea	in	ships	(1685?),	opening	solo		

–	bass	part	only	[‘The	Gostling	Manuscript’,	US-AUS,	Pre-1700	85,	pp.	77–
79],	bb.	27–59.	

	
4.5a:		 Henry	Purcell,	Sing	unto	God	(1687),	opening	solo	[‘The	Gostling		

Manuscript’,	US-AUS,	Pre-1700	85,	p.	122	INV],	bb.	1–32.		
	
4.5b:		 Henry	Purcell,	Sing	unto	God	(1687),	‘He	will	give	strength	and	power’	

[‘The	Gostling	Manuscript’,	US-AUS,	Pre-1700	85,	p.	124	INV],	bb.	107–
125.	

	
4.6a:		 Henry	Purcell,	opening	bass	solo	of	The	Lord	is	King,	the	Earth	may	be		

glad	thereof		(1688),	[‘The	Gostling	Manuscript’,	US-AUS,	Pre-1700	85,		p.	
135	INV],	bb.	1–26.	

	
4.6b:		 Henry	Purcell,	‘There	shall	go	before	him	a	consuming	fire’	from	The		

Lord	is	King,	the	Earth	may	be	glad	thereof		(1688)		[‘The	Gostling	
Manuscript’,	US-AUS,	Pre-1700	85,	p.	136	INV],	bb.	56–71.		

	
4.7:		 Henry	Purcell,	opening	bass	solo	of	My	song	shall	be	always	of	the	loving	

kindness	(c.1688–90)	[‘The	Gostling	Manuscript’,	US-AUS,	Pre-1700	85,	p.	
125	INV],	bb.	1–44.	

	
	
	 	



	 xiv	

Chapter	5	
	
5.1:		 Matthew	Locke,	The	Empress	of	Morocco	(1673),	‘Whence	Mortal	does	thy	

Courage	grow?’,	Act	IV,	Sc.3	[based	on	printed	edition	in	Matthew	Locke:	
Dramatic	Music	(Musica	Britannica,	Vol	51),	ed.	by	Michael	Tilmouth,	
(London:	Stainer	and	Bell	for	the	Musica	Britannica	Trust,	1986),	pp.	6–8],	
bb.	21–45.	

	
5.2:		 Matthew	Locke,	Psyche	(1675),	‘Pluto	&	Proserpine’,	Act	V	[Matthew	Lock,	

The	English	Opera	or	the	Vocal	Musick	in	Psyche	With	the	Instrumental	
Therein	Intermix’d.	(London:	Printed	by	T.Ratcliff,	and	N.Thompson	for	
the	Author,	1675),	pp.	48–51],	bb.	1–82.	

	
5.3:		 Louis	Grabu,	Albion	&	Albanius	(1685)	[Purcell	Society,	Companion	Series,	

edited	by	Bryan	White	(London:	Stainer	&	Bell	Ltd,	2007),	p.	80],		
Act	2,	Sc.	1,	excerpt	from	Pluto’s	recitative,	bb.	23–34.	

	
5.4a:		 Louis	Grabu,	Albion	&	Albanius	(1685)	[source	as	5.3,	p.	85],	‘I	wonder’d	

how	of	late	our	Acherontic	shore’,	Act	2,	Sc.	1,	bb.	121–135.	
	
5.4b:		 Louis	Grabu,	Albion	&	Albanius	(1685)	[source	as	5.3,	p.	86],	‘Tis	too	

much’,	Act	2,	Sc.	1,	bb.	145–158.	
	
5.5:		 John	Galliard,	The	Rape	of	Proserpine	(1727),	‘Flights	of	Cupids’	[John	

Galliard,	The	Songs	in	the	New	Entertainment	Call’d	the	Rape	of	Proserpine	
Compos’d	By	Mr	Galliard	&	Perform’d	By	Mr.	Leveridge,	Mr	Legar	Mrs	
Barbier	&	Mrs	Chambers…	(London:	Sold	by	Mickepher	Rawlins,	1727?),	
included	in	GB-Lbl,		Add.	Ms.	31588,	as	f.	102r],	bb.	1–64.		

	
5.6:		 John	Galliard,	The	Rape	of	Proserpine	(1727),	‘Let	torture	cease’	[John	

Galliard,	The	Songs	in	the	New	Entertainment	Call’d	the	Rape	of	Proserpine	
Compos’d	By	Mr	Galliard	&	Perform’d	By	Mr.	Leveridge,	Mr	Legar	Mrs	
Barbier	&	Mrs	Chambers…	(London:	Sold	by	Mickepher	Rawlins,	1727?),	
included	in	GB-Lbl,		Add.	Ms.	31588,	as	f.	107r],	bb.	1–38.	

	
5.7:		 Henry	Purcell,	The	Fairy	Queen	(1692),	‘Hush	no	more’,	Act	II	[The	Works	

of	Henry	Purcell:	Volume	12,	The	Fairy	Queen,	ed.	by	Bruce	Wood	&	
Andrew	Pinnock,	(London:	Stainer	&	Bell	for	the	Purcell	Society,	2009),	
pp.	56–57],	bb.	1–22.	

	
5.8:		 John	Blow:	‘Music’s	the	cordial	of	the	troubled	breast’	from	Begin	the	Song	

(1684)	[GB-Lbl,	Add	Ms	33287,	f.	110r],	bb.	19–30.	
	
5.9:		 Henry	Purcell,	‘You	twice	ten	hundred	deities’	from	The	Indian	Queen	

(1695)	[The	Works	of	Henry	Purcell,	Volume	19:	The	Indian	Queen,	ed.	by	
Margaret	Laurie	&	Andrew	Pinnock	(London:	Novello	for	the	Purcell	
Society,	1994),	pp.	64–65],	bb.	58–102.	
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5.10:		 Gottfried	Finger,	The	Rival	Queens	or	the	Death	of	Alexander	the	Great	
(1701),	‘Oh	Morpheus,	gentle	God	who	dwells	in	cottages	and		
smokey	cells’	[transcription	by	Professor	Robert	Rawson,	based	on	GB-
Cfm,	Ms.	87],	bb.	20–40.	

	
5.11:		 John	Galliard,	Apollo	and	Daphne	(1726),	‘Now	sable-vested	clouds’[GB-

DRc,	Ms.	E30	(ii)],	bb.	1–63.	
	
5.12:		 John	Eccles,	Semele	(1705),	‘The	Cave	of	Sleep’	(opening)	[GB	Lcm,	Ms.	

183,	ff.	48r–48v],	bb.	1–19.	
	
5.13a:		Henry	Purcell,	King	Arthur	(1691),	‘What	power	art	thou’,	Act	3	[The	

Works	of	Henry	Purcell:	Volume	26	-	King	Arthur,	ed.	by	Margaret	Laurie,	
(Borough	Green:	Novello,	1971),	bb.	9–13.	

	
5.13b:		John	Eccles,	Semele	(1705),	‘Leave	me,	loathsome	light’	from	the	sleep	

scene	[GB	Lcm,	Ms.	183,	ff.	49v–50v],	bb.	36–58.	
	
5.14:		 G.F.Handel,	Semele	(1744),	‘Leave	me,	loathsome	light’,	Act	III,	Sc.1.	[based	

on	Georg	Friedrich	Händel’s	Werke:	Ausgabe	der	Deutschen	
Händelgesellschaft,	Vol.	7:	Semele	(Leipzig,	Breitkopf	&	Härtel,	1860),	pp.	
155–156],	bb.	1–15.	

	
5.15a:		Matthew	Locke,	Psyche	(1675),	descent	of	Apollo,	Act	V	[Matthew	Lock,	

The	English	Opera	or	the	Vocal	Musick	in	Psyche	With	the	Instrumental	
Therein	Intermix’d.	(London:	Printed	by	T.Ratcliff,	and	N.Thompson	for	
the	Author,	1675),	p.	53],	bb.	15–25.	

	
5.15b:		Matthew	Locke,	Psyche	(1675),	‘Come	lovers	from	the	Elizian	groves’,	Act		

V	[source	as	5.15,	pp.	53–54],	bb.	31–34,	47–50,	51–54,	55–59.	
	
5.16:		 Henry	Purcell,	Celestial	music	did	the	gods	inspire	(1689),	‘Celestial	music	

did	the	gods	inspire’	[GB-Lbl,	Add.	Ms.	33287,	ff.	38r–38v],	bb.	70–76.	
	
5.17:		 Henry	Purcell,	The	Fairy	Queen	(1692),	‘When	a	cruel	long	winter’	from	

Act	IV	[The	Works	of	Henry	Purcell:	Volume	12,	The	Fairy	Queen,	ed.	by	
Bruce	Wood	&	Andrew	Pinnock,	(London:	Stainer	&	Bell	for	the	Purcell	
Society,	2009)],	bb.	1–36.	

	
5.18:		 John	Eccles,	Semele	(1705),	‘Apollo	comes	to	relieve	your	care’	[GB-Lcm,	

Ms.	183,	ff.	84v–85v],	bb.	1–28.	
	
	
Chapter	6	
	
6.1:		 Matthew	Locke,	Psyche:	Excerpt	from	‘Devils	and	Furies’	scene,	Act	V	

[Matthew	Lock,	The	English	Opera	or	the	Vocal	Musick	in	Psyche	With	the	
Instrumental	Therein	Intermix’d.	(London:	Printed	by	T.Ratcliff,	and	
N.Thompson	for	the	Author,	1675),	p.	47],	bb.	65–93.		
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6.2a:  Henry Purcell,	The	Libertine,	‘Prepare,	prepare,	now	ghosts	draw	near’,	
[The	Works	of	Henry	Purcell,	Dramatic	Music	Part	II:	Songs	and	
Instrumental	Music	for	the	Stage,	Volume	20,	ed.	by	Ian	Spink,	(London:	
Novello	&	Co.	Ltd	for	The	Purcell	Society,	1998),	pp.	58–59],	bb.	1–6.		

6.2b:  Henry Purcell,	The	Libertine,	‘Prepare,	prepare,	now	ghosts	draw	near’,	
[source	as	6.2a,	p.	59],	bb.	29–31.	

	
6.2c:		 Henry	Purcell,	The	Libertine,	‘Prepare,	prepare,	now	ghosts	draw	near’,	

[source	as	6.2a,	p.	63],	bb.	80–84	
	
6.3:		 John	Weldon	(attr.),	The	Tempest	(probably	1712),	‘Where	does	the	black	

fiend	ambition	reside’,	Act	2,	Sc.	1	[GB-Lbl,	Add.	Ms.	62667,	ff.	4v–5r],	bb.	
1–26.	

	
	
Chapter	7	
	
7.1:		 Henry	Purcell,	Oedipus	Rex,	‘Ye	that	plunge’,	Act	III,	Sc.1,	[The	Works	of	

Henry	Purcell:	Volume	21	-	Dramatic	Music:	Vocal	and	Instrumental	Music	

for	the	Stage	Part	III.	Oedipus	–	the	Wives	Excuse,	ed.	by	Margaret	Laurie	
(Borough	Green:	Novello,	2010),	p.	4],	bb.	34–36.	

	
7.2:		 Henry	Purcell,	Oedipus	Rex,	‘Come	away,	do	not	stay’,	[source	as	5.1,	pp.	

15–16],	bb.	181–187.	
	
7.3a:			 Henry	Purcell,	Oedipus,	Act	III,	Sc.	1.	‘Hear	ye	sullen	pow’rs	below’	

(excerpt)	[source	as	5.1,	pp.	1–2],	bb.	1–16.	
	
7.3b:			 Johann	Galliard,	The	Mask	in	Oedipus	(1736),	Act	III,	Sc.	1,	excerpt	from	

‘Hear	ye	sullen	pow’rs	below’	[GB–Lam,	Ms.	115,	pp.	1–3.	See	also	
Appendix	A,	No.	7	below],	bb.	1–24.	

	
7.4:		 Richard	Leveridge,	Macbeth,	‘Speak	Sister	Speak’,	opening	from	Act	2		

song	[Music	for	Macbeth,	ed.	by	Amanda	Eubanks	Winkler	(Middleton	WI:	
A-R	Editions,	2004),	p.	57],	bb.	1–7.	

	
7.5:		 Richard	Leveridge,	Macbeth,	‘Many	more	murders’	from	the	Act	2	song	

[source	as	7.4,	pp.	58–59],	bb.	14–41.	
	
7.6:		 Richard	Leveridge,	Macbeth,	‘When	cattle	die,	about	we	go’	from	Act	2		

song	[source	as	7.4,	pp.	64–65],	bb.	100–116.	
	
7.7a:		 Richard	Leveridge,	Macbeth,	‘Hark,	I’m	called’	from	Act	3	song	[source	as	

7.4,	pp.	77–78],	bb.	3–14.	
	
7.7b:		 Richard	Leveridge,	Macbeth,	‘Now	I	go,	now	I	fly’	from	Act	3	song	[source	

as	7.4,	pp.	82–83],	bb.	68–83.		
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7.8:		 Henry	Purcell,	Dido	and	Aeneas,	‘Wayward	sisters’,	Act	2,	Sc.1	[based	on	
edition	by	Pascal	Kierdorf	(2015),	pp.	56–58,	available	online	at	
https://imslp.org],	bb.	17–34.	

	
7.9:		 Henry	Purcell,	Dido	and	Aeneas,	‘But	when	they’ve	done’,	Act	2,	Sc.1	

[source	as	7.8],	bb.	15–23.	
	
7.10:		 Henry	Purcell,	Dido	and	Aeneas,	‘Our	next	motion	must	be’,	Act	3,	Sc.1	

[soure	as	7.8],	bb.	20–39.	
	
7.11:		 Henry	Purcell,	Circe	(Z.575),	‘Pluto	arise’,	Act	I,	Sc.4	[GB-Lbl,	Add.	Ms.	

62667,	ff.	64v–65r],	bb.	1–13.	
	
7.12a:		Henry	Purcell,	The	Indian	Queen:	‘You	twice	ten	hundred	deities’,	

comparison	between	versions	[GB–Lbl,	Add	Mss.	31447,	31453	and	Ooc,	
MS.	Ua	36,	as	cited	in	Curtis	Price,	Henry	Purcell	and	the	London	Stage	
(Cambridge:	Cambridge	University	Press,	1984),	pp.	128–130],	bb.	12–16.		

	
7.12b:		Henry	Purcell,	The	Indian	Queen:	‘You	twice	ten	hundred	deities’,	opening	

section	[The	Works	of	Henry	Purcell:	Volume	19,	the	Indian	Queen,	ed.	by	
Margaret	Laurie	&	Andrew	Pinnock,	(London:	Novello,	1994),	p.	60],	bb.	
1–19.		

	
7.13a:		John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	subterranean	winds’	

[GB–Lbl,	Add.MS	62667,	f.	12r],	bb.	8–12.	
	
7.13b:	 John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	subterranean	winds’	

[source	as	7.13a,	ff.	12v–13r],	bb.	18–28.	
	
7.13c:	 John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	subterranean	winds’,	

[source	as	7.13a,	ff.	14r–15r],	bb.	44–60.		
	
7.14:		 G.F.Handel,	Rinaldo	(1731	version),	‘Andate,	o	forti’,	Act	3,	Sc.2,	[Handel:	

Rinaldo,	ed.	by	David	R.B.	Kimbell,	(Kassel:	Bärenreiter,	1996),	pp.	136–
137], bb.	16–32.	

	
7.15:		 George	F.	Handel,	Orlando	(1732),	‘Sorge	infausta’,	Act	3,	Sc.	4,	[based	on	

Georg	Friedrich	Händel’s	Werke:	Ausgabe	der	Deutschen	
Händelgesellschaft,	Vol.	7:	Semele	(Leipzig,	Breitkopf	&	Härtel,	1881),	p.	
89],	bb.	21–30.	

	
Chapter	8	
	
8.1:		 Alphonso	Bales,	The	Mad	Lover	(c.1616)	opening	bars	of	‘Charon,	O	

Charon’	[GB-Lbl,	Add.	Ms.	10337,	f.	35v],	bb.	1–22.	
	
8.2:		 John	Hilton,	Come	hither	Charon	(c.1631),	[based	on	version	in	US-NYp,	

Drexel	Ms.	4041,	ff.	103–105],	bb.	1–32.	
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8.3a:		 Henry	Lawes,	Charon,	O	Charon,	draw	thy	boat	to	th’shore,	‘I’d	be	as	gentle’	

[Select	Ayres	and	Dialogues	(London,	John	Playford,	1669),	pp.	109–110],	

bb.	17–53.		

	

8.3b:		 Henry	Lawes,	Charon,	O	Charon,	draw	thy	boat	to	th’shore,	‘Those	souls	

which	ne’re	were	drenched’	[source	as	7.3a,	p.	111],	bb.	75–90.	

	

8.3c:		 Henry	Lawes,		Charon,	O	Charon,	draw	thy	boat	to	th’shore,	‘This	know,	the	

rest	of	thy	sad	story’	[source	as	7.3a,	p.	111],	bb.	95–100.	

	

8.4:		 William	Lawes,	Charon,	O	gentle	Charon,	‘What’s	thy	request?’	[GB-Lbl,	

Add.	Ms.	31432,	ff.	35r–35v],	bb.	43–75.	

	

8.5:		 William	Lawes,	Charon,	O	Charon!	Hear	a	wretch	oppress’d,	‘Away,	go	see	if	

time’	[Musica	Britannica,	Volume	33:	English	Songs	1625–1660,	ed.	by	Ian	

Spink,	 (London:	 Stainer	 &	 Bell	 Ltd	 for	 the	 Royal	 Musical	 Association,	

1971),	pp.	139–140],	bb.	49–57.	

	

8.6a:		 Henry	Purcell,	Haste,	haste	gentle	Charon	(c.1681/82),	‘Awake	dull	man’	

[The	Works	of	Henry	Purcell:	Vol.	22b,	Duets,	Dialogues	and	Trios,	ed.	by	Ian	

Spink,	(London:	Novello	&	Co.	Ltd	for	The	Purcell	Society,	2007),	pp.	145–

146],	bb.	12–24.	

	

8.6b:		 Henry	Purcell,	Haste,	haste	gentle	Charon	(c.1681/82),	‘The	rising	tides…’	

[source	as	8.6a,	p.	147],	bb.	36–46.	

	

8.6c:		 Henry	Purcell,	Haste,	haste	gentle	Charon	(c.1681/82),	‘Be	still,	ye	proud	

waves’	[source	as	8.6a,	pp.	148–149],	bb.	47–62.		

	

	
Appendix	A	(Longer	Music	Examples)	
	

[1]			 Cipriano	de	Rore	/	Angelo	Notari,	Ben	qui	si	mostra	il	ciel,	(1613)	[Prime	

musiche	nuove].	

	

[2]	 George	Jeffreys,	Praise	the	Lord	(?late	1650s)	[GB-Lbl,	Add.	Ms.	10338,	ff.	

62v–63v].	

	

[3]	 Gottfried	Finger,	The	Rival	Queens	or	The	Death	of	Alexander	the	Great	

(1701),	‘Swift	as	the	sun’	[GB-Cfm,	MS.87,	pp.	146–147].	

	

[4]	 John	Blow,	The	Lord	ev'n	the	most	mighty	God	(1687)	[The	Gostling		

Manuscript,	US-AUS	HRC	85,	pp.	117–121	INV].		

	

[5]	 John	Blow,	O	Lord,	thou	art	my	God	(1688)	[The	Gostling	Manuscript,		

US-AUS	HRC	85,	pp.	130–134	INV].	

	

[6]	 James	Hesletine,	O	let	my	mouth	be	filled	with	thy	praise	[GB–Drc,	Ms.			

M206,	pp.	1–20].	
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[7]	 Johann	Galliard:	The	Masque	in	Oedipus	(1736),	‘Hear	ye	sullen	pow’rs	
below’	[GB–Lam,	Ms.	115,	pp.	1–21].	

	

[8]	 John	Eccles,	Cyrus	the	Great	(1695),	‘Song	for	Witches’	[GB-Lbl,	Add.	MS.	
29378,	ff.	154v–156v].	

	

[9]	 John	Wilson:	The	hour	is	come	in	which	I	must	resign,	‘Dialogue	between	a	
Dying	Man,	an	Angel	and	the	Devil’	(1649?),	[GB-Lbl,	Add.	Ms.	29396,	ff.	

86v-89r].	

	

[10]	 William	Turner:	The	Libertine,	(1675),	‘Song	of	the	Devils’,	Act	V,	Sc.2,	
[GB-Lbl,	Add.	Ms.	22100,	ff.	103r–105r].	

	

[11]		 Johann	Galliard:	Merlin,	or	the	Devil	of	Stonehenge	(1734),	‘Lo,	the	
companions	of	thy	crimes’	[GB-DRc,	Ms.	E30,	pp.	7–21].	

	

[12]	 Giovanni	Battista	Bassani:	Ad	arma	gigantes,	‘Dialogue	between	a	
Christian	and	a	Turk’	(before	1692)	[GB-Lbl,	Add.	Ms.	22099,	f.	17v-19r].	

	

[13]	 John	Reading:	Let	the	trumpet	sound	(1702),	[GB-Lbl,	Add.	Ms.	63626,	ff.	
59v–60r/75r–74v].	

	

[14]	 Alfonso	Bales:	The	Mad	Lover	(c.1616),	‘Charon,	O	Charon’,	Act	IV,	Sc.1	
[GB-Lbl,	Add.	Ms.	10337,	ff.	35v–37r	reversed].		

	

[15]	 Henry	Lawes:	Charon,	O	Charon,	draw	thy	Boat	to	th'	Shore	[published	in	
Select	Ayres	and	Dialogues....1669,	pp.	109–111].	

	

[16]	 Henry	Hall:	Haste,	Charon,	haste,	‘Dialogue	between	Nol	and	Charon’	
(early-1680s),	[GB-Lbl,	Add.	Ms.	33234,	ff.	129v–132r].	

	

[17]	 Charles	King:	Haste	Charon	haste	'tis	Noll	commands	(1731),	[GB-Lam,	Ms.	
96,	ff.	1r–12r].		

	

[18]	 Johann	Galliard:	Merlin,	or	the	Devil	of	Stonehenge	(1734),	‘Thus	without	
wind	or	tide	to	guide	this	vessel’	or	‘Charon	in	his	Bark’	[GB-DRc,	Ms.	E30,	

pages	un-numbered].	
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INTRODUCTION	
	

	

This	dissertation	takes	as	its	central	focus	the	character	and	development	of	

music	sung	by	basses	in	theatrical,	ecclesiastical	and	ceremonial	contexts	in	

England	in	the	turbulent	years	following	the	Restoration	to	the	early	years	of	

Hanoverian	rule.	Writing	as	a	bass	singer	who	has	frequently	dealt	with	

repertoire	not	only	from	the	Baroque	era,	but	also	across	a	wide	range	of	styles	

and	periods,	it	occurred	to	me	that	the	bass	voice,	its	evolution,	deployment	and	

its	cultural	significance	over	the	centuries	is	an	area	in	need	of	much	more	

attention	from	scholars.	Moreover,	a	focused	investigation	might	yield	

substantial	insights	for	performers	and	listeners.	The	era	encompassed	by	this	

dissertation	[c.1660–c.1740]	is	a	period	during	which	many	musical	principles	

and	conventions	were	redefined	or	established	in	England	following	the	

interregnum	of	the	mid-seventeenth	century,	and	the	Restoration	of	the	

Monarchy	in	1660.	The	present	study	revolves	around	a	catalogue	of	culturally-

rooted	character	types—archetypes—that	have	been	most	often	projected	by	

the	sometimes	deep	range	and	inherently	rich	sonorities	of	the	bass	voice	types,	

in	preference	to	other	voices.	Qualities	of	authority,	kingship,	judgement,	

righteousness,	paternalism,	mysticism	and	‘the	exotic’	are	themes	that	will	recur	

frequently	in	the	following	pages.		

	 While	many	scholars	have	made	mention	of	individual	bass	singers	and	the	

music	composed	for	them	within	the	context	of	articles	and	chapters	which	focus	

on	other	aspects	of	music	of	the	period,	there	have	been	very	few	studies	of	the	

bass	voice	type	in	the	‘Baroque’	period,	and	almost	none	dealing	with	bass	

archetypes	in	any	more	detail	than	generalisation	or	passing	truism.	There	have	
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been	extensive,	though	largely	biographical,	studies	focusing	on	individual	

singers,	for	example	Robert	Ford’s	1984	thesis	that	includes	a	substantial	study	

of	the	life	and	work	of	John	Gostling;	Olive	Baldwin	and	Thelma	Wilson’s	1970	

series	of	three	articles	in	issues	of	The	Musical	Times	on	Richard	Leveridge	and,	

most	recently,	Matthew	Roberson’s	doctoral	thesis	on	John	Bowman	(2006).	

There	are	also	articles	on	individual	performers	in	standard	reference	works	

such	as	the	New	Grove	Dictionary	of	Music	and	Musicians,	the	Oxford	Dictionary	of	

National	Biography	and	A	Biographical	Dictionary	of	Actors,	Actresses,	Musicians,	

Dancers,	Managers	&	Other	Stage	Personnel	in	London,	1660–1800.	But	there	

remains	a	need	for	an	overarching	survey	of	the	bass	voice;	this	dissertation	is	a	

preliminary	attempt	to	fill	part	of	that	void.	

	 What	will	quickly	become	apparent	in	the	many	descriptions	of	singers’	

careers,	their	roles	and	in	examples	drawn	from	the	often	bespoke	music	

composed	for	them,	is	that	the	bass	voice,	as	well	as	the	tenor	and	counter-tenor	

voice,	in	the	seventeenth	and	eighteenth	centuries	was	no	more	homogenous	in	

range,	weight	and	character	than	in	modern	performing	contexts.	The	essential	

difference	was	one	of	nomenclature.	Modern	musical	criticism	offers	a	far	wider	

range	of	labels	to	attach	to	all	voice	types	including	the	bass,	which	are	often	

defined	by	the	performance	context.	In	the	music	of	the	later-seventeenth	and	

early-eighteenth	century	England,	the	lowest	of	the	male	voice	types	were	

generally	just	called	‘bass’	(in	the	relatively	few	places	where	a	label	was	

provided)	regardless	of	the	range.	However,	the	use	of	modern	nomenclature,	

whilst	anachronistic,	might	at	least	offer	a	familiar	point	of	reference	for	modern	

day	readers,	performers	and	audiences.	Thus,	from	surviving	printed	and	

manuscript	sources,	it	is	possible	to	discern	that	there	were	high	baritones	like	
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John	Bowman,	who	could	attempt	lines	extending	well	into	Tenor	ranges	(f’	and	

above).	There	were	bass-baritones—who,	as	now,	probably	represent	the	

greater	number	of	the	known	professional	bass	singers	of	the	period—such	as	

Leonard	Woodson	and	Marcellus	Laroon.	And	there	were	the	low	basses—a	

breed	as	scarce	and	prized	then	as	today—capable	of	singing	powerful	sustained	

phrases	well	below	the	bass	stave,	often	down	to	low	C.	The	most	celebrated	of	

these	was	the	remarkable	Canterbury	man,	John	Gostling.		

	 The	first	two	chapters	explore	the	historical	background	to	the	bass	voice	

and	also	establish	a	framework	of	archetypes	that	form	the	basis	of	the	

remaining	five	chapters.	The	‘archetype	chapters’	are	organised	into	two	

sections:	the	‘Authoritative	Voice’	and	the	‘Supernatural	Voice’,	with	each	set	of	

chapters	prefaced	by	a	short	introduction.	An	Epilogue	provides	a	summary	and	

points	towards	possibilities	for	future	research.	One	of	these	possibilities,	which	

falls	outside	the	scope	of	this	dissertation,	would	be	to	create	a	comprehensive	

catalogue	or	anthology	of	the	bass	solo	material	of	this	period.	This	dissertation	

does	include,	however,	a	substantial	number	of	illustrative	examples	contained	

within	the	individual	chapters,	in	addition	to	longer	extracts	and	complete	pieces	

in	Appendix	A	as	indicative—and,	in	some	cases,	remarkable—examples	of	the	

kind	of	music	discussed	in	the	main	study.1	This	more	expansive	material	is	also	

included	to	reveal	the	extent	of	the	archival	research	undertaken	and	the	scale	

and	quality	of	much	music	for	the	bass	that	has	remained	under-researched.	

Furthermore,	it	is	also	hoped	that	by	including	those	works	here,	the	music	will	

reach	a	wider	audience	in	the	hands	of	performers	and	scholars.		

	 The	core	aims	of	this	dissertation	are	firstly,	to	coalesce	and	reappraise	in	

																																																								
1	For	ease	of	reading,	all	music	examples	are	beamed.		
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one	place	much	of	the	existing	knowledge	of	bass	singing	in	England	in	the	late-

seventeenth	and	early-eighteenth	centuries.	Secondly,	to	explore	(and	in	some	

cases	re-discover)	forgotten	or	rarely-performed	music,	as	well	as	to	reappraise	

more	familiar	repertory.	The	quantity	of	repertoire	helps	to	bring	a	greater	

degree	of	clarity	to	the	consistency	of	uses	of	bass	archetypes.	Approaching	a	

potentially	vast	topic	through	the	prism	of	archetypes	has	enabled	me	to	cut	

across	genres	and	repertories,	and	to	forge	a	link	between	voice	type,	reception	

of	singers	and	music	while	taking	account	of	the	shifting	cultural	expectations	of	

audiences	over	the	period.	Thirdly,	to	provide	(in	Appendix	B)	a	repository	of	

bass	singers	active	in	England	in	the	period	covered	by	the	dissertation,	

something	not	previously	available	to	scholars.	Many	of	the	singers	have	been	

overlooked	or	forgotten	over	time,	but	the	story	of	their	careers	as	a	whole	goes	

a	long	way	to	contextualise	the	music	and	the	times	in	which	they	lived	and	

worked.	The	list	of	singers	includes	prominent	and	obscure	individuals,	as	well	

as	foreign-born	basses	who	came	to	England	throughout	the	period,	especially	as	

Italian	opera	became	more	popular	in	London	in	the	early	1700s.		

	 Due	to	the	specificity	of	my	own	approach,	and	the	finite	scope	of	a	PhD	

dissertation,	I	do	not	deal	with	matters	of	performance	practice,	pitch	standards,	

the	physiology	of	the	bass	voice,	or	deal	in	detail	with	pedagogical	literature—

though	some	of	the	issues	raised	here	ought	to	generate	future	discussion	along	

those	lines.	

In	researching	this	dissertation,	I	have	looked	at	an	enormous	number	of	

sources,	in	addition	to	music	that	is	readily	available	in	facsimile	and	modern	

editions.	There	are	hundreds,	if	not	thousands,	of	manuscript	and	printed	

sources	most	of	which	have,	for	reasons	of	volume	and	scope,	not	been	included	
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in	either	specific	studies	or	surveys	of	the	musical	literature	of	the	time.	I	have,	

therefore,	frequently	found	myself	looking	at	material	that	has	been	overlooked	

or	skirted	around	by	existing	scholarship.	A	substantial	amount	of	this	archival	

research	has	enabled	me	to	deal	with	the	issues	of	archetypes	and	patterns	of	

common	characteristics.	Having	done	this,	there	will	always	be	more	to	cover	

and	more	to	include,	but	I	hope	that	this	thesis	offers	a	vital	preliminary	step	in	

establishing	the	parameters	of	the	broader	picture	and	narrative.	It	is	also	hoped	

that	future	research	will	be	able	to	build	on	this	project	and	explore	still	larger	

historical	patterns	into	a	fundamental	voice	type	that	has	all-too-often	been	

taken	for	granted.		
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CHAPTER	1:	THE	EMERGENCE	OF	THE	BASS	VOICE	
	
	
The	purpose	of	this	chapter	to	explore	how	the	solo	bass	voice	emerged	in	England	

in	the	early-seventeenth	century	and	went	from	being	essentially	a	foundational	

voice	in	the	polyphonic	choral	textures	of	preceding	centuries,	to	a	distinctive	and	

often	dramatic	sonority	employed	in	genres	(often,	but	by	no	means	exclusively,	

Italianate	in	origin	or	character)	in	which	solo	singing	is	the	principal	feature.	In	

considering	how	the	bass	voice	evolved	before	the	early	modern	period,	it	will	be	

argued	that	musical	genres	that	allowed	the	solo	bass	voice	to	flourish	more	fully,	

provided	outlets	also	for	associations	linked	to	the	bass	and	other	voice	types.	It	will	

demonstrate,	moreover,	that	many	of	these	associations	had,	most	likely,	been	

deeply	rooted	in	societies	going	back	over	millennia.1		

At	the	beginning	of	his	book	on	the	tenor	voice,	John	Potter	poses	the	

question	‘what	is	a	tenor?’	and	goes	on	to	state	that	the	voice	type	as	we	know	it	

today	is	the	product	of	an	evolutionary	process	that	has	taken	place	over	many	

centuries,	beginning	in	the	medieval	period.2	That	this	question	and	evolution	could	

and	should	also	be	applied	to	bass	voice	types	over	the	same	period	is	self-evident.	

But	what	of	further	back	in	history?	Based	on	the	work	of	Potter	and	Sorrel,	it	is	true	

to	say	that	any	knowledge	or	theory	of	the	purpose,	nature,	and	sheer	instinct	to	

sing	over	the	vast	majority	of	human	history	relies	almost	entirely	on	non-musical	

																																																								
1	Pascal	Belin,	‘Voice	Processing	in	Human	and	Non-Human	Primates’,	Philosophical	Transactions	of	
the	Royal	Society	B:	Biological	Sciences,	(published	online	2006)	
<www.ncbi.nlm.nih.gov/pmc/articles/PMC1764839>	[accessed	6	August	2020];	Sarah	Evans,	‘The	
Male	Voice:	An	Evolutionary	Perspective’	(unpublished	doctoral	thesis,	University	of	Northumbria,	
2008),	pp.	32,	57,	184–187. 
2	John	Potter,	Tenor.	History	of	a	Voice	(New	Haven,	CT:	Yale	University	Press,	2009),	p.	1.	
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evidence,	theory	and	speculation	derived	from	anthropological,	ethnomusicological,	

literary	and	archaeological	sources.3	The	consensus	amongst	anthropologists	is	that	

the	human	mechanism	of	vocal	production	has	remained	essentially	unchanged	

since	the	evolution	of	language	in	Homo	sapiens	(some	150–200	thousand	years	

ago),	though	our	shared	bipedal	ancestors	with	Homo	neanderthalensis,		Homo	

heidelbergensis	(400–800	thousand	years	ago)	and	possibly	also	Homo	ergaster	

(1.6–2	million	years	ago)	may	have	also	had	some	degree	of	similarity	in	both	the	

vocal	tract	and	auditory	capacity.4	It	is	logical	to	surmise,	therefore,	that	the	gamut	

of	what	is	now	recognisable	as	different	voice	types	were	at	least	a	physiological	

possibility	since	the	evolution	of	Homo	sapiens,	even	if	familiar	labels	such	as	‘tenor’,	

‘bass’,	‘baritone’,	or	indeed	a	recognisable	concept	of	what	‘singing’	actually	is,	

cannot	be	applied.5	The	range	of	pitch	variation	in	normal	spoken	discourse,	with	its	

connections	to	physicality,	gender,	emotion,	expression	and	maturity,	must	have	

been	as	relevant	in	ancient	times	as	today.	As	literary	traditions	developed	in	the	

ancient	world,	it	is	possible	to	speculate	therefore	on	the	reliance	of	storytelling,	

poetry	and	eventually	theatre	on	the	depiction	of	a	range	of	authentic	and	accessible	

characters.	We	have	no	way	of	knowing	if	lower	vocal	sonorities	were	desirable	pre-

requisites	or	associations	for	ancient	audiences	in	the	illumination	of	the	strong	

authoritative	character	types	(warriors,	kings,	gods,	and	prophets).	What	we	do	

																																																								
3	John	Potter	and	Neil	Sorrell,	A	History	of	Singing	(Cambridge:	Cambridge	University	Press,	2012),	
pp.11–37,	and	earlier	in	John	Potter,	Vocal	Authority:	Singing	Style	and	Ideology	(Cambridge:	
Cambridge	University	Press,	1998),	pp.	1–13.	See	also	John	Blacking,	How	Musical	is	Man?	(Seattle	&	
London:	University	of	Washington	Press,	1973)	which	looks	at	music	as	a	human	urge	and	as	a	
product	of	culture. 
4	Steven	Mithen,	The	Singing	Neanderthals:	The	Origins	of	Music,	Language,	Mind	and	Body	(London:	
Wiedenfeld	&	Nicolson,	2005)	pp.	145–150,	226–227,	246–250.	
5	Potter	and	Sorrell	(2012),	op.cit.,	p.	2	and	1n	(see	p.	193).		
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know	is	that	singing	played	a	part	in	such	activity	in	the	ancient	world.	We	also	

know	that	certain	character	types,	many	reborn	in	the	Renaissance	from	classical	

literature,	often	reappear	as	bass	roles	in	English	theatrical	music	in	the	

seventeenth	century.6	As	the	ensuing	chapters	will	demonstrate,	some	of	the	most	

significant	factors	in	the	development	of	bass	solo	singing	in	England	in	the	

seventeenth	and	early-eighteenth	centuries	were	related	to	the	associations—

embedded	in	certain	archetypes—that	audiences	and	composers	made	with	the	

voice	type.	By	the	mid-seventeenth	century,	musical	genres	such	as	those	connected	

with	theatre	(principally	opera	and	masque),	sacred	and	secular	song,	and	

ecclesiastical	music,	were	vehicles	for	dramatic	soloistic	material	in	all	voice	types,	

including	the	bass	voice.	But	the	notion	that	certain	timbral	qualities	and	character	

traits	were	strongly	represented	by	the	bass	voice	was	already	well	established	by	

the	time	of	the	Restoration.	As	the	following	chapters	will	demonstrate,	where	solos	

appeared	in	musical	settings,	certain	word-sets,	concepts	or	modes	of	address	were	

frequently	apportioned	to	bass	soloists.		Where	expressions	of	judgment,	

righteousness,	condemnation,	salvation,	redemption	or	repentance	occurred;	where	

the	prophetic	or	priestly	voice	was	addressing	God	or	the	gods	directly,	it	was	not	

uncommon	to	find	the	bass	sonority	giving	voice	to	such	concepts	and	situations.		

	 Whilst	the	present	study	is	primarily	concerned	with	bass	associations	and	

archetypes,	it	is	important	to	state	that	these	occur	in	the	context	of	corresponding	

associations	made	with	other	voice	types,	and	especially	other	male	voice	types:	the	

tenor	and	the	countertenor.	The	development	of	opera	in	the	early	seventeenth	

																																																								
6	Character	and	archetypes	are	explored	further	in	Chapter	2	below.	
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century	quickly	realised	standard	tropes	and	roles	for	those	voice	types	too,	though,	

as	with	the	bass	voice,	there	were	exceptions.	In	the	earliest	operas,	the	tenor,	often	

required	by	composers	to	have	a	lyrical	high	range	and	strident	tone,	invariably	

appeared	in	the	leading	male	role,	that	being	normally	a	hero,	a	lover	or	both	(for	

example,	the	title	role	in	L’Orfeo	by	Monteverdi).7	The	rise	of	the	castrato	in	opera	

seria,	in	the	mid-seventeenth	century	in	Italy,	saw	the	tenor	initially	side-lined	and	

subsequently	stereotyped	into	kingly	or	warrior	roles—authority	characters	

previously	associated	with	bass	voices.8	However,	the	lover	/	hero	model	of	tenor	

role	saw	a	revival,	largely	through	the	dominance	of	the	Italian	opera	style	in	

France,	Germany	and	England	in	the	later-seventeenth	and	early-eighteenth	

centuries,	and	the	lover/hero	roles	persisted	into	later	developments	and	

diversifications	in	opera	as	well	as	other	genres	in	subsequent	centuries.9	The	

countertenor	voice,	as	defined	as	a	high	tenor	(chest)	voice,	as	a	falsettist,	or	as	an	

amalgam	of	the	two,	was	and	is	frequently	associated	with	roles	and	characters	

derived	from	the	exotic,	spiritual	or	the	supernatural—an	association	clearly	made	

with	the	ethereal,	other-worldly	quality	in	such	sonorities.	The	voice	type	is	also	

often	associated	with	princely	characters,	from	Athamas	in	Handel’s	Semele,	and	

Phanarces	in	Mozart’s	Mitridate,	through	to	Orlofsky	in	Die	Fledermaus	and	Fyordor	

in	Boris	Godunov,	though	a	number	of	these	originally	cast	mezzo-soprani	or	castrati	

																																																								
7	Potter	(2009),	op.cit.,	p.	1.		
8	Owen	Jander,	Elizabeth	Forbes,	J.	B.	Steane	and	Ellen	T.	Harris,	assisted	by	Gerald	Waldman,	‘Tenor,	
4.	1600–1800	(I)	Italian	Opera’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	3	November	
2019];	John	Potter,	Tenor.	History	of	a	Voice	Yale	University	Press,	2009),	p.	18.	
9	For	a	more	in-depth	analysis	of	the	development	of	the	tenor	voice,	see	Potter	(2009)	op.cit.	
especially	pp.	1–43.	
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	 The	developments	in	sacred	and	secular	music	in	the	centuries	leading	up	to	

the	early-modern	period	had	been	part	of	the	on-going	search	by	creative	people	for	

the	means	to	express,	through	music,	the	drama	of	human	existence.	The	voice-type	

associations	that	lay	at	the	heart	of	much	of	the	material	for	the	solo	bass	voice	in	

the	later	seventeenth	and	early	eighteenth	centuries,	were	not	an	exclusive	outcome	

of	the	more	expressive	and	dramatic	musical	and	cultural	language	of	the	

Renaissance	and	early	Baroque.	Rather,	they	were	more	deeply	rooted	in	the	music	

and	practice	of	earlier	ages.	It	is	therefore	necessary	to	understand	how	the	specific	

role	of	the	bass	voice	emerged	in	Western	musical	history	up	to	the	latter	part	of	the	

seventeenth	century.	

	

The	Emergence	of	the	Notated	Bass	in	the	Medieval	Period	

The	search	for	the	distinct	bass	voice	in	Western	European	musical	history	must	

begin	with	notated	music.	The	structures	of	the	church	in	the	Christian	West	from	

the	fourth	century	onwards	provided	the	environment	in	which	predominantly	

male-voiced	monophonic	music,	the	earliest	decipherable	notation,	and	the	

subsequent	evolution	of	polyphonic	musical	textures	were	to	flourish.11	The	earliest	

tangible	musical	evidence	for	a	distinct	bass	voice	in	the	west	is	most	likely	to	be	

found,	therefore,	in	the	monophonic	chant	of	ecclesiastical	music.	Because	notated	

																																																								
10	Simon	Ravens,	The	Supernatural	Voice:	A	History	of	High	Male	Singing	(Woodbridge:	Boydell	Press,	
2014);	Andrew	Parrott,	Composers’	Intentions?	Lost	Traditions	of	Musical	Performance	(Woodbridge:	
Boydell	Press,	2015),	pp.	46–145;	Kate	Hopkins,	‘Angels,	Devils,	Fools	and	Women:	Exploring	the	
Role	of	the	Countertenor’	(24	January	2017)	<https://www.roh.org.uk/news/angels-devils-fools-
and-women-exploring-the-role-of-the-countertenor>	[accessed	3	November	2019].	
11	Potter	and	Sorrell	(2012),	op.cit.,	pp.	44–50.		
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chant	(the	earliest	surviving	examples	of	decipherable	neumatic	notation	date	from	

the	mid-ninth	century)	was	originally	devised	to	encapsulate	in	some	way	a	pre-

existing	oral	tradition	of	liturgical	music,	it	is	logical	to	conclude	that	any	archetypes	

embodied	therein,	and	the	passive	reception	and	acceptance	of	them	by	

worshippers,	were	already	likely	to	have	long	been	part	of	the	fabric	of	worship	and	

society.12	Chant	of	the	Roman	and	Sarum	rites	was	highly	rhetorical	in	nature—an	

artful,	amplifying	and	beautifying	medium,	which	like	the	vestments	and	other	

trappings	of	ecclesiastical	practice,	adorned	the	theatrical	space	that	was	the	church.	

Whatever	expressive	limitations	existed	in	the	chant	style	and	its	application	in	the	

liturgy,	a	sense	of	drama	is	discernible	in	some	examples	of	medieval	chant,	

especially	when	the	great	narratives	of	the	life	of	Christ	were	incorporated	into	

worship.	Where	there	is	drama	there	is	also	the	potential	for	the	same	attention	to	

character	and	story-telling	that	would	have	resonated	with	the	experience,	emotion	

and	expectations	of	audiences	in	the	ancient	world	and	ever	since.13	This	would	

have	been	particularly	apparent	in	the	retelling	of	the	Passion	narratives,	which	

remain	central	to	the	liturgies	of	Palm	Sunday	and	Holy	Week.	Our	modern	ears	are	

accustomed	to	the	performance	of	the	Passions	by	a	minimum	of	three	singers:	the	

Evangelist,	Christ	and	often	a	third	voice	representing	the	roles	of	groups	of	people	

and	other	individuals	(for	example,	Pilate	and	Peter).	It	is	known	that	the	custom	by	

the	tenth	century	had	become	for	the	Passion	according	to	St	Mark	in	the	Roman	

																																																								
12	Christopher	Page,	The	Christian	West	and	its	Singers:	The	First	Thousand	Years	(New	Haven	&	
London:	Yale	University	Press,	2010),	pp.	2	and	6,	passim. 
13	R.	N.	Swanson,	‘Medieval	Liturgy	as	Theatre:	The	Props’,	Studies	in	Church	History,	Vol.	28	(1992),	
pp.	239–253;	Eamon	Duffy,	The	Stripping	of	the	Altars:	Traditional	Religion	in	England	1400–1580	
(New	Haven	&	London:	Yale	University	Press,	1992),	pp.	11–22.	
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Rite	to	be	sung	by	a	single	Deacon	on	Tuesday	of	Holy	Week.	Indeed,	Kurt	von	

Fischer	states	that	there	is	no	reliable	evidence	that	Passion	texts	were	sung	by	

more	than	one	person	until	the	1200s.14	However,	the	existence	of	litterae	

significativae	[‘significative	letters’]	in	sources	from	as	early	as	the	ninth	century	

hint	at	a	dramatic	methodology	in	the	intended	delivery	of	the	Passion	and	other	

readings,	even	if	only	realised	by	a	single	reciter.	Such	letters,	the	use	of	which	

continued	well	beyond	the	medieval	period,	included	a	number	of	annotations	for	

the	words	of	Christ:	‘t’	[tenere	or	trahere—tenderly—which	became	a	cross	in	the	

twelfth	century];	‘d’	[deprimatur	or	dulcius	–	soft	or	humble],	and	most	pertinent	for	

this	study;	‘b’	[bassa	voce—lower	voice].15	By	the	time	that	Passion	recitations	were	

definitely	known	to	be	spread	between	different	readers	for	dramatic	effect	(in	the	

Dominican	Gros	Livre	of	1245),	it	had	already	become	customary	for	the	words	of	

Christ	to	be	recited	on	a	lower	tone	than	those	of	the	Evangelist	and	other	groups	or	

individual	characters	(most	commonly,	in	France	for	example,	around	d–f).	The	Gros	

Livre	recited	Christ’s	words	on	B,	A	or	c,	compared	to	the	Evangelist	on	f,	a	difference	

of	at	least	a	fourth	lower.	Monophonic	Passion	readings	by	three	singers	became	

standard	practice	across	Europe	in	the	fourteenth	and	fifteenth	centuries.		The	

practice	continued	even	after	polyphonic	settings	of	parts	of	the	Passion	(usually	

those	sections	representing	the	words	of	groups	of	people)	started	to	appear.	These	

were	initially	composed	in	responsorial	form	(the	earliest	examples	are	English	

																																																								
14	Kurt	von	Fischer,	‘‘1.	Monophonic	Passions’	in	Passion’	(2001)	

<http://www.oxfordmusiconline.com>	[accessed	26	October	2019].	
15	von	Fischer	(2001),	op.cit.;	Constantin	Floros	(Revised	and	Translated	by	Neil	Moran),	‘The	Litterae	
Significativae	and	the	Byzantine	Grammata’,	in	The	Origins	of	Western	Notation	(Frankfurt	am	Main:	
Peter	Lang	AG.,	2011),	pp.	169–213.	
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dating	from	1430–1444)16	and	much	later	in	through-composed	(‘motet-passion’)	

form	in	the	sixteenth	century.	The	differentiation	between	characters	in	the	chanted	

Passion	Narrative	is	similarly	demonstrated	in	the	Sarum	rite,	which	evolved	

between	the	late-eleventh	century	and	the	mid-sixteenth	century	and	was	popular	

throughout	Britain	and	northwest	Europe.	The	distinction	between	the	Evangelist	

recitation	and	that	of	Christus	(again,	a	difference	of	five	or	six	degrees)	is	

consistent	with	the	practice	in	the	Roman	rite	(Example	1.1).		It	is	clear	therefore	

that	the	role	and	character	of	Jesus,	a	figure	who	maintains	his	authority	and	

composure	despite	the	suffering	to	which	he	is	subjected,	is	intended	to	be	that	of	a	

lower	(bass)	type	voice	in	contrast	to	that	of	the	higher	(tenor)	Evangelist,	thus	

equating	the	paternal	and	authoritative	archetype	with	the	lower	voice.	

	
Example	1.1:	The	Sarum	Rite,	excerpt	from		
Dominica	in	ramis	palmarum:	passio	domini.	

	

	

	

	

Moreover,	the	continued	use	of	the	Sarum	rite	up	to	the	Reformation	in	the	

sixteenth	century	further	underlines	that	associations	being	made	between	the	bass	

voice	and	Christus	had	become	established	custom	in	both	English	liturgical	usage	

and	in	popular	reception.	The	transcriptions	of	the	Sarum	chants	for	Passiontide—	

																																																								
16	GB-Lbl,	Eg.	3307.	
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recently	edited	by	William	Renwick	and	published	online—bear	out	this	assertion.17		

This	volume	of	chant,	which	draws	on	sources	from	the	early	years	of	the	sixteenth	

century,	includes	the	Sarum	settings	of	the	Passion	Gospels	from	Mark	and	Luke	in	

addition	to	St	Matthew,	and	all	portray	Christ	in	the	same	markedly	lower	recitation	

(Example	1.2).18	Even	the	final	anguished	utterances	of	Christ	on	the	cross	(“Heloy,	

Heloy,	lamazabathani?”),	which	are	notated	at	a	higher	pitch	in	the	Musica	

Britannica	edition,	are	merely	an	alternative	to	the	lower	recitation	in	the	Sarum	

Missal	—	indeed,	this	higher	alternative	was	often	allotted	to	an	additional	voice,	

although	delivery	by	a	bass	at	a	higher	pitch	would	have	certainly	expressed	

dramatically	something	of	the	anguish	of	the	character	of	Christ	at	the	point	of	his	

death	(Example	1.3).	It	is	clear,	therefore,	that	in	the	monophonic	chant	of	the	

Passion	narrative	there	were	archetypical	links,	which	point	towards	a	correlation	

of	voice	type	and	character.	Such	instances	of	drama	in	liturgical	church	music	and	

within	the	idiom	of	medieval	chant	were,	by	definition,	limited	in	expressive	range.	

Chant	is	difficult	to	separate	from	its	ceremonial	context	and	ritual	use—a	context	in	

which	the	intended	audience,	or	congregation,	would	presumably	be	expected	to	

exercise	reverence,	respect	and	decorum.		

	 	

																																																								
17	William	Renwick:	The	Sarum	Rite:	Missale	Sarisburiense	cum	nota	(The	Gregorian	Institute	of	
Canada,	Hamilton,	Ontario,	2017),	available	online	at	http://hmcwordpress.mcmaster.ca/renwick/	
(accessed	14	May	2018).	
18	Ibid.	



Chapter	1:	The	Emergence	of	the	Bass	Voice	

	10	

Example	1.2:		The	Sarum	Rite,	‘Proprium	de	tempore.	
	 	 In	illo	tempore	passionis’.19	
	

	

	

	
	
	
	
	
	
	
	
	
	

	
	
	
Example	1.3:	The	Sarum	Rite,	‘Heloy,	Heloy,	lamazabathani?’	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	 	

																																																								
19	Ibid.	
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It	was	the	impact	of	humanism	in	music,	unevenly	felt	across	Europe	during	

the	sixteenth	century,	with	its	elevation	or	primacy	of	text;	its	concern	for	music	

education	and	realisation	of	the	power	of	music	to	move	human	affections—in	effect	

to	become	a	profoundly	expressive	art—that	the	possibilities	of	drama	and	

character	through,	or	supported	by,	musical	means	began	to	become	more	fully	

realised.		The	expansion	of	polyphonic	choral	textures	from	monophonic	chant,	

through	organum	practices	based	on	parallel	movement	of	voices	(as	described	in	

detail	by	Guido	d’Arezzo	in	Micrologus,	c.1030)	to	discantus	techniques	

(characterised	by	possible	changes	in	the	distance	between	the	performing	parts)	of	

the	late-twelfth	and	thirteenth	centuries,	has	been	covered	comprehensively	in	

many	works	of	modern	scholarship.20	In	general	terms,	however,	such	

developments	did	much	to	facilitate	the	notion	of	the	role	of	the	lower	part	(initially	

the	tenor,	or	‘held’	part)	as	the	conceptual	heart	and	foundation	of	the	choral	

texture,	though	this	was	conceived	in	mathematical	terms	rather	than	to	poetic	or	

rhetorical	ends.	The	developments	in	choral	texture	also	saw,	with	the	expansion	of	

voice	parts	for	example	in	the	fuller	harmonious	sound	of	the	contenance	angloise	in	

fifteenth-century	England	and	Burgundy,	the	emergence	of	the	nucleus	of	a	

harmonic	language	that	would	go	on	to	flourish	in	the	more	expressive	and	dramatic	

styles	of	music	which	emerged	initially	from	Italy	and	Flanders	and	ultimately	all	

parts	of	Europe	with	the	spread	of	Humanism	and	the	Renaissance	in	the	later	

																																																								
20	For	example,	Richard	H.	Hoppin,	Medieval	Music	(New	York:	W.	W.	Norton,	1978);	The	New	Oxford	
History	of	Music:	The	Early	Middle	Ages	to	1300	–	Vol.	2,	ed.	by	Richard	Croker	and	David	Hiley,	
(Oxford:	Oxford	University	Press,	1990);	Anna	Maria	Busse	Berger,	Medieval	Music	and	the	Art	of	
Memory	(Berkeley,	CA:	University	of	California	Press,	2005);	Richard	Taruskin,	The	Oxford	History	of	
Western	Music.	Vol	1:	Music	From	the	Earliest	Notations	to	the	Sixteenth	Century	(Oxford:	Oxford	
University	Press,	2010). 
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fifteenth	and	sixteenth	centuries.	The	significance	of	such	developments	for	the	

emergence	of	the	bass	voice	was	in	a	lesser	reliance	at	the	bottom	of	the	texture	on	a	

cantus	firmus	or	devices	such	as	isorhythm.	In	the	Burgundian	creation	(around	

1450)	of	the	contratenor	bassus	(which	later	became	known	as	the	bassus)	part,	

along	with	the	tenor,	the	contratenor	altus	and	the	top	part	

(superius/cantus/discantus)	we	see	the	beginnings	of	the	four	voice	choral	texture	

which	was	to	become	more	common	in	the	second	half	of	the	fifteenth	century.21	

The	bass	part	acquired	a	harmonic	function,	thereby	providing	foundational	support	

for	the	rest	of	the	texture	consisting	of	essentially	independent	and	equal	lines.		

	 One	key	composer	of	the	fifteenth	century	who	did	much	to	enhance	the	

prominence	of	lower	sonorities	in	choral	music	through	his	work	also	as	a	

performer	was	Johannes	Ockeghem	(1430–1495).22	He	had	earned	a	reputation	

as	a	fine	bass	singer	at	Antwerp	Cathedral,	which	clearly	informed	the	

preferences	and	creative	process	displayed	in	the	relatively	small	body	of	

surviving	known	works	by	him.	Ockeghem’s	compositions	demonstrate	a	high	

degree	of	technical	proficiency	and	expressive	range.	Written	bass	parts	which	

had	hitherto	rarely	gone	below	c,	were	in	Ockeghem’s	works	regularly	extended	

downwards	to	G	or	F,	as	seen	for	example	at	the	end	of	the	Credo	of	the	Missa	

L'Homme	armé	(Example	1.4).23		

	

																																																								
21	The	four-voiced	texture,	and	certainly	the	‘modern’	stratified	SATB	texture,	was	not	really	settled	

upon	until	the	sixteenth	century.	
22	Potter	and	Sorrell	(2012),	op.cit.,	pp.	66–68;	Richard	Taruskin,	The	Oxford	History	of	Western	Music.	
Vol	1:	Music	From	the	Earliest	Notations	to	the	Sixteenth	Century	(Oxford:	Oxford	University	Press,	
2010),	pp.	472–481. 
23		Johannes	Ockeghem:	Collected	Works.	Vol.	1,	ed.	by	Dragan	Plamenac	(New	York:	American	
Musicological	Society,	1959),	bb.	168–178.	
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Example	1.4:	Johannes	Ockeghem,	‘et	vitam	venturi	saeculi’		

from	the	Credo	of	the	Missa	L'Homme	armé,	bb.	168–178.	
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Any	influence	of	the	English	style	would	most	likely	have	been	picked	up	in	

Antwerp,	but	Ockeghem	is	also	likely	to	have	studied	with	the	early	Burgundian	

composer	Binchois,	and	thus	the	so-called	contenance	angloise	may	have	come	

though	that	contact	too.	The	example	drawn	from	Ockeghem’s	Missa	L'Homme	

armé	demonstrates	active	bass	lines	of	rather	wider	range	and	more	rhythmic	

interest	in	comparison	to	other	Netherlandish	composers	of	the	period,	and	must	

provide,	at	least	to	some	degree,	an	early	insight	into	the	connection	between	

compositional	creativity	and	the	personal	skills,	range	and	professional	practice	

of	the	composer	as	a	singer.	Ockeghem	is	widely	acknowledged	as	having	

exerted	a	strong	influence	on	the	key	composers	of	the	next	generation:	Josquin	

des	Prez	(c.1450–1521)	Heinrich	Isaac	(c.1450–1517),	and	Jacob	Obrecht	

(1457/58–1505)	and	others.	That	indebtedness	is	clearly	demonstrated	in	the	

textures	wrought	from	lower	voiced	sonorities	of	Josquin’s	La	déploration	sur	la	

mort	de	Johannes	Ockeghem	of	1497	(Example	1.5).	
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Example	1.5:	Josquin	des	Prez,	La	déploration	sur	la	mort	de	Johannes	
Ockeghem	(1497),	bb.	143–158.	
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	 The	music	of	the	thirteenth	century	saw	the	progressive	liberation	of	all	

voice	parts,	including	the	bass,	from	the	strictures	imposed	on	musical	textures	

by	cantus	firmus,	to	become	more	freely	and	poetically	conceived.	The	

emergence	of	theoretical	activity	in	the	studia	humanitatis	of	grammar,	poetics,	

rhetoric,	history	and	moral	philosophy	from	the	mid-fourteenth	century	(which	

later	came	to	be	known	as	humanism)	had	become,	by	the	end	of	the	fifteenth	

century,	the	vehicle	for	revolutionary	changes	in	music.	This	was	a	paradigm	

shift	that	would,	over	time,	have	an	inevitable	and	profound	impact	on	how	

composers	wrote	for	the	bass	voice.		If	the	manifestation	of	humanistic	ideals	in	

music	was	best	seen	in	the	primacy	of	the	text,	the	rhetorical	expression	of	those	

words—and	the	power	to	sway	human	emotions	thereby—then	a	freer,	more	

emotionally-intelligent	manner	of	music-text	relationship	than	had	hitherto	

existed	was	bound	to	emerge.		Music	moved,	effectively,	from	the	speculative,	

numerical	Quadrivium	(where	it	had	resided	in	the	company	of	astronomy,	

mathematics	and	geometry	since	the	time	of	Pythagoras),	to	the	rhetoric,	

grammar	and	dialectic	of	the	Trivium.		Concerns	for	the	practical,	harmonic	and	

poetic	conceptions	of	music	grew	to	prominence—and	especially	in	the	music	of	

Josquin	des	Prez	(c.	1450x55–1521).	Josquin’s	music	offered	lucidity	of	texture,	

text-based	form	and	clarity	of	declamation	that	provided	an	‘apt	focal	point	for	

the	crystallisation	of	new	attitudes	about	music	and	about	artistic	creation.’	24	In	

Josquin’s	music,	the	promotion	of	motet	techniques	rather	than	cantus	firmus-

																																																								
24	‘Josquin	and	the	Humanists’,	in	Richard	Taruskin:	The	Oxford	History	of	Western	Music:	Volume	1,	
Music	from	the	Earliest	Notations	to	the	Sixteenth	Century	(Oxford,	Oxford	University	Press,	2010),		
p.	548.	
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derived	organisational	devices	resulted	in	bass	parts	that	were	allowed	to	

flourish	as	true	bass	parts,	foundational	yet	able	to	engage	in	the	melodic	

interplay	that	characterised	and	defined	the	style	of	imitative	choral	music	

throughout	the	sixteenth	century.25		

The	sixteenth	century	saw	the	full	flowering	of	late	Gothic	style	in	England	in	

the	works	of	Tallis,	Tye,	White	and	Sheppard,	and	later	Byrd,	Weelkes	and	Tomkins.	

The	century	saw	an	increasing	sensitivity	to	bass	functions	as	foundation	of	musical	

texture	and	as	the	‘definer’	of	harmony	and	harmonic	movement.	Many	of	the	

characteristics	of	the	foundational	bass	line	that	were	beginning	to	emerge	in	the	

fifteenth	century—angularity,	wider	leaps	and	greater	compass	than	other	voice	

parts—were	consolidated	and	broadened	in	musical	and	expressive	range.	In	Italy	

especially,	there	was	a	gradual	increase	in	virtuosity	in	all	voice	parts,	with	practices	

of	improvised	ornamentation	and	other	embellishments.	But	the	emancipation	of	

bass	vocal	parts	was	much	more	ground-breaking	and	had	a	greater	impact	than	

with	other	voice-types,	if	only	because	of	the	stark	contrast	between	the	expected	

foundational	role	of	the	bass	in	musical	textures	and	what	the	bass	singers	actually	

got	to	sing.	That	emancipation	was	to	manifest	itself	with	even	more	force	later,	as	

the	monodic	techniques	of	opera	and	related	genres	revolutionised	musical	

composition	and	performance	styles	across	Europe	from	the	early	seventeenth	

century.	Richard	Wistreich’s	work	on	the	virtuoso	bass	singer	Giulio	Cesare	

Brancaccio	(1515–1586)	has	done	much	to	explain	this	gradual	increase	in	

complexity	as	well	as	to	demonstrate,	possibly	as	early	as	the	1540s,	how	bass	

																																																								
25	Chester	Lee	Alwes,	A	History	of	Western	Choral	Music,	Volume	1	(New	York:	Oxford	University	
Press,	2015),	p.	59.	
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singing	of	extraordinary	range	and	technical	accomplishment	had	become	possible	

in	Italy.26	Indeed,	the	influence	of	Brancaccio,	along	with	others,	may	have	helped	to	

apply	and	establish	many	of	the	sprezzatura	principles	to	rhetorical	bass	singing,	in	

which	persuasive	delivery	was	in	the	moment,	thus	releasing	singers	to	an	

increasing	degree	from	the	written	notation.	In	that	sense,	much	of	what	was	later	

embodied	in	Caccini’s	Le	Nuove	Musiche	had	been	anticipated	some	decades	prior	to	

its	publication	in	1601.27	Indeed,	the	monodic	style	had	been	developing	in	Italy	for	

much	of	the	sixteenth	century,	but	its	wider	impact	came	with	the	publication	and	

dissemination	of	key	printed	books	around	the	turn	of	the	seventeenth	century.28	

The	impact	of	the	‘new	style’	and	its	later	developments	was	felt	eventually	in	

England,	initially	in	court	circles	and	amongst	an	elite	literati,	but	ultimately	was	to	

influence	the	ways	in	which	the	leading	English	composers	wrote	for	all	voice	types,	

including	the	bass.		

																																																								
26	Richard	Wistreich,	Warrior,	Courtier,	Singer:	Giulio	Cesare	Brancaccio	and	the	Performance	of	
Identity	in	the	Late	Renaissance	(Aldershot:	Ashgate,	2007),	pp.	133–134,	138–139,	and	Chapter	6	
which	deals	with	‘Basso	alla	bastarda’	techniques.	Wistreich	(pp.33,	38–47)	notes	that	Brancaccio	
had	visited	England	in	1553	in	order	to	petition	Philip	of	Spain,	who	was	in	England	in	the	delicate	
final	stages	of	negotiations	to	marry	Queen	Mary	I.	Brancaccio,	who	appears	to	have	been	
unpredictable	and	to	be	handled	with	caution,	was	attempting	to	save	his	reputation	having	been	
implicated	in	a	murder	controversy	some	decades	earlier.	His	attempts	to	gain	access	to	Philip	and	
Mary	had	failed,	however,	and	he	was	forced	to	return	to	the	continent	only	a	few	days	after	landing	
in	Deal,	Kent.		What	is	significant	is	that	Brancaccio’s	entourage	of	seven	or	eight	servants	is	likely	to	
have	included	the	lutenist	and	composer	Orlando	Lassus	(1530	or	1532–1594).	Musical	performance	
was	clearly	in	Brancaccio’s	mind,	and	even	in	the	short	time	that	he	was	able	to	remain	in	England,	
the	possibility	that	his	singing	would	have	reached	English	ears	is	a	tantalising	prospect,	if	sadly	a	
purely	speculative	one.	
27	Source	Readings	in	Music	History:	The	Baroque	Era,	ed.	by	Oliver	Strunk	(New	York	&	London:	
W.W.Norton	&	Company,	1965),	pp.	17–32.	Caccini’s	preface	was	abridged	and	translated	into	
English	in	early	editions	of	John	Playford’s	Introduction	to	the	Skill	of	Music	(1664–94)	–	see	Cyrus	
Lawrence	Day	and	Eleanore	Boswell	Murrie,	English	Song-Books	1651–1702	(London:	Printed	for	the	
Bibliographical	Society	at	the	University	Press,	Oxford,	1940),	pp.	33–34.	
28	Taruskin	(2010),	op.cit.,	pp.	809–812.	Taruskin	highlights	four	works	in	particular:	Cavalieri’s	
Rappresentatione	di	Anima,	et	di	Corpo	(1600);	Caccini	and	Peri’s	respective	settings	of	Euridice	
(1600–1601);	and	Caccini’s	Le	Nuove	Musiche	(1601). 
	



Chapter	1:	The	Emergence	of	the	Bass	Voice	

	19	

	

Italianate	influences	on	solo	bass	music	in	England	in	the	early	
seventeenth	century.	
	
Taste	for	all	things	Italian	had	brought	some	Mediterranean	sun	to	the	overcast	

climate	of	Northern	Europe—and	England	in	particular—since	at	least	the	reign	of	

Henry	VIII.29	Italian	musicians	resident	in	England	had	been	known	to	exert	

influence	from	the	sixteenth	century	onwards,	provide	clear	evidence,	along	with	

contact	with	other	continental	musicians	(for	example,	Philip	van	Wilder,	Henry’s	

highest-paid	musician)	of	decreasing	English	insularity	and	perhaps	a	greater	

degree	of	international	musical	interchange	than	we	might	think.	Alfonso	

Ferrabosco	the	Elder	(1543–1588),	for	example,	had	worked	at	the	court	of	

Elizabeth	I	in	the	1560s	and	70s,	and	played	an	important	role	in	the	introduction	of	

the	madrigal	style	to	English	musical	circles—Nicholas	Yonge’s	Musica	Transalpina	

was	published	in	England	in	the	year	of	Ferrabosco’s	death—and	generations	of	the	

Bassano	family	served	the	English	court	as	instrument	makers	and	musicians	right	

up	to	the	Restoration.30		

In	terms	of	English	solo	vocal	music,	the	lute	song	or	ayre,	which	had	

emerged	from	the	consort	song	and	shared	features	with	the	French	air	de	cour,	

flourished	in	the	hands	of	fine	composers	(including	John	Dowland,	Edmund	

																																																								
29	Andrew	J.	Cheetham,	‘The	Baroque	Concertato	in	England,	1625–c.1660’	(unpublished	doctoral	
thesis,	University	of	Huddersfield,	2014),	pp.	14–17;	Michael	Wyatt,	The	Italian	Encounter	With	Tudor	
England:	A	Cultural	Politics	of	Translation	(Cambridge:	Cambridge	University	Press,	2012);	Charlotte	
Bolland,	‘Italian	Material	Culture	At	the	Tudor	Court’	(unpublished	doctoral	thesis,	Queen	Mary,	

University	of	London,	2011);	Ivy	L.	Mumford,	‘Petrarchism	and	Italian	Music	at	the	Court	of	Henry	

VIII’,	Italian	Studies,	Vol.	26	(1971),	pp.	49–67;	John	Izon,	‘Italian	Musicians	at	the	Tudor	Court’,	The	
Musical	Quarterly,	Vol.	44,	No.	3	(1958),	pp.	329–337. 
30	Alessio	Ruffatti,	‘Italian	Musicians	at	the	Tudor	Court	-	were	they	really	Jews?’	Jewish	Historical	
Studies,	Vol.	35	(1996–1998),	pp.	1–14.	
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Campion	and	Phillip	Rosseter)	and	poets	(including	Ben	Jonson,	John	Donne	and	

Philip	Sidney)	in	the	period	covered	by	the	printed	books	of	‘Ayres’	(1597–1622).	

The	genre	provided	the	amateur	market	with	a	repertory	of	at	least	six	hundred	

published	songs	in	a	form	that	was	concise,	simple	and	accessible,	though	the	

provision	of	part-song	arrangements	in	many	of	them	was	indicative	of	a	cautious	

approach	to	solo	song,	alongside	the	need	for	marketability.31	Moreover,	the	

strophic	nature	of	the	songs	tended	to	result	in	vocal	lines	that	reflected	the	general	

mood	of	texts	rather	than	responding	to	smaller	detail,	and	whilst	an	appetite	for	

English	solo	vocal	music	had	been	whetted,	there	was	little	in	the	lute	ayre	to	

challenge	trained	professionals,	extend	vocal	technique,	or	indeed	promote	the	

idiosyncrasies	of	individual	voice	types.	However,	the	sails	of	solo	art	song	had	been	

raised	in	England	in	the	first	decades	of	the	seventeenth	century,	and	were	ready	to	

catch	the	prevailing	wind	from	Europe.	It	was	the	Italianate	concertato	style	

explored	and	promoted	by	mid-century	composers	such	as	Nicholas	Lanier,	John	

Jenkins	Henry	Lawes,	and	George	Jeffreys,	followed	by	Matthew	Locke,	John	Blow	

and	thereon	to	Henry	Purcell,	which	provided	a	link	definitively	reconnecting	

English	practice	to	developments	on	the	continent.	

The	dialogue,	which	gained	momentum	in	England	in	the	1620s,	was	an	

outlet	for	much	more	interesting	bass	solo	material,	as	well	offering	a	robust	

rhetorical	and	musical	framework	that	would	help	to	perpetuate	its	use	and	

versatility	across	the	troubled	middle	decades	of	the	seventeenth	century	into	the	

																																																								
31	Dowland’s	First	Booke	of	Songes	or	Ayres	of	fowre	partes	(London:	Printed	by	Peter	Short,	1597)	
specified	on	the	front	cover	‘that	all	the	partes	together,	or	either	of	them	severally	may	be	sung	to	

the	Lute,	Orpherian	or	Viol	de	Gambo’.	
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Restoration	period	and	beyond.	Its	text-centric	approach,	adopting	progressive	

Italianate	treble-bass	polarity	and	chordal	continuo	accompaniment,	proved	to	be	

enduringly	popular	as	England	came	to	terms	with	how	music	might	be	embraced	

within	the	possibilities	that	were	opening	up	for	theatricality	and	drama.	With	self-

contained	dramatic	scenes	often	featuring	vivid	or	exotic	pastoral,	biblical	or	

mythological	characters,	the	dialogues	represent	the	closest	that	English	

composition	came,	for	much	of	the	seventeenth	century,	to	operatic	writing	in	the	

absence	of	an	indigenous	form	of	Italian	opera.32	Indeed,	the	success	of	the	dialogue	

in	England	as	a	vehicle	for	stylistic	change	as	well	as	an	agent	of	continuity	from	the	

Caroline	period	to	post-Restoration	era,	may	well	lie	in	the	fact	that	dialogues	were	

allowed	and	continued	to	provide	an	expressive	outlet	at	a	time	(in	the	late	1640s	

and	1650s)	when	conventional	staged	theatrical	productions	and	performances	

were	effectively	banned.33	

The	most	generic	examples	of	English	dialogues	tend	to	be	the	Platonic	

pastoral	type,	established	in	the	generation	of	Lanier,	Jenkins	and	the	Lawes	

brothers,	which	were	often	written	for	a	courtly	context.	Many	in	which	the	solo	

bass	voice	is	heard	are	essentially	attempts	at	seduction	(usually	successful)	by	

amorous	shepherds	or	rustic	nymphs,	though	examples	of	such	characters	are	also	

allotted	to	other	voice	types	so	they	do	not	stand	out	particularly	as	distinctive	bass	

archetypes.34	Where	the	bass	voice	is	employed,	ranges	tend	to	avoid	dramatic	

																																																								
32	Ian	Spink,	English	Song,	Dowland	to	Purcell	(London:	B.	T.	Batsford	Ltd,	1974),	pp.	46–53. 
33	Mary	Chan,	‘The	Witch	of	Endor	and	Seventeenth-Century	Propaganda’,	Musica	Disciplina,	Vol.	34	
(1980),	pp.	213–214. 
34	Bass	voice	examples	include	Lanier’s	I	prethy	keepe	my	sheepe	for	mee	(for	a	shepherd	and	
shepherdess),	William	Lawes’s	Come	my	Daphne	come	away	(‘Dialogue	between	Strephon	and	
Daphne’),	Charles	Coleman’s	Did	not	you	once,	Lucinda,	vow	and	William	Caesar’s	Forbear	fond	swain,	
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extremes	of	pitch	(usually	F–d’)	and	the	manner	of	writing	seems	intended	for	

singers	of	moderate	ability.	The	innocent	pleasure	inherent	in	this	type	of	song,	

however,	might	mask	a	broader	significance.	For	example,	William	Lawes’s	Come	my	

Daphne	come	away,	in	which	Strephon	attempts	to	spirit	Daphne	away	to	a	tryst	in	

the	myrtle	grove	(‘We	laugh	and	leave	this	world	behind,	And	Gods	themselves	that	

see	shall	envy	thee	and	me	but	never	find	such	joys,	when	they	embrace	a	deity’)	

was	used	in	Act	V	of	James	Shirley’s	The	Cardinal	(first	licensed	for	performance	in	

1641	and	published	in	1653),	a	play	concerned	with	the	corruption	of	power.	Some	

bass	examples,	such	as	Henry	Lawes’s	Ah,	Coridon,	contentedly	we	tend	our	bleating	

flocks	(‘A	Dialogue	between	Phillida	and	Coridon’),	are	more	sophisticated,	

becoming,	as	here,	a	vehicle	for	light	philosophical	discourse	and	mild	moralisation	

around	the	topic	of	destiny	and	death	(Example	1.6).	Phillida	(soprano)	is	often	

questioning	in	the	conversational	exchange,	whereas	Coridon	(bass)	makes	more	

sage	and	definitive	statements	(‘Death	hosts	us	to	our	graves,	if	well	we	die	we	shall	

have	heav’n	in	change	for	misery’).		

However,	it	is	in	the	biblical	and	mythological	dialogues—many	of	which	

were	composed	for	use	outside	of	court	circles—that	more	ambitious	subjects	and	

characterisations	are	to	be	found.	Included	amongst	these	are	many	of	the	

archetypical	bass	characters	that	reoccur	in	the	dramatic	and	ecclesiastical	contexts	

forming	the	basis	of	much	of	the	material	covered	in	the	ensuing	chapters	of	this	

dissertation.		

																																																																																																																																																																					
I	cannot	love.	Many	examples	are	included	in	Gb-Lbl,	Add.	Ms.	11608,	described	by	Spink	(1974),	p.	
273	as	‘among	the	most	interesting	collections	of	the	period,	not	least	on	account	of	its	added	vocal	
embellishments’.	
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Example	1.6:	Henry	Lawes,	Ah,	Coridon,	contentedly	we	tend	our	bleating		
flocks	(bb.	27–38).	
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These	types	of	dialogue	often	assume	a	moralising	or	principled	tone	which	reflects	

the	religious	and	political	tensions	and	contradictions	of	the	ages	in	which	the	

pieces	were	composed.	One	of	the	most	colourful,	evocative	and	consistently	bass-

voiced	characters	in	the	mythological	type	of	dialogue	was	Charon.	The	infernal	

dialogue	proved	to	be	very	popular	in	England	and	picked	up	on	a	similar	fashion	

that	had	been	in	vogue	in	Italy	since	at	least	the	1560s	in	which	the	ferryman	of	the	

underworld	appears	as	the	dominant	interlocutor	with	a	range	of	needy	souls.	In	

English	examples—a	study	of	which	forms	the	subject	of	Chapter	8	below—some	of	

the	characters	cast	in	contrast	to	the	bass	Charon	are	drawn	from	mythology	(e.g.	

Orpheus,	Philomel),	others	from	real	life	(the	Cambridge	‘Carrier’	Thomas	Hobson,	

and	the	Lord-Protector	Oliver	Cromwell)	and	form	a	fascinating	and	sometimes	

political	narrative	extending	across	the	pre	and	post	Commonwealth	periods	from	

the	1630s	to	well	into	the	eighteenth	century.		

The	sacred	dialogue,	in	which	biblical	scenes	or	other	spiritual	conversations	

were	given	a	dramatised	musical	setting,	assumed	particular	allegorical	significance	

in	England	in	the	seventeenth	century.		The	genre	had	its	stylistic	precursors	in	

Italian	models	dating	back	to	the	sixteenth	century,	though	a	taste	and	familiarity	

with	character	types,	and	the	setting	of	biblical	passages	as	the	basis	of	‘acted’	

interactions,	could	also	be	said	to	have	come	down	from	a	rich	tradition	of	English	

ecclesiastical	and	civic	drama,	as	seen	in	Liturgical	Dramas,	Miracle	Plays	and	

Mystery	Plays	(discussed	in	Chapter	2).	In	English	sacred	dialogues,	the	bass	voice	is	

used,	for	example,	in	depictions	of	Satan	(Hilton’s	The	Dialogue	of	Job,	and	John	

Wilson’s	The	hour	is	come	in	which	I	must	resign	-	discussed	in	Chapter	6),	an	angel	
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(George	Jeffreys’s	Heu,	me	misera	/	‘Dialogue	Maria	&	Angelis’)	and	the	ghost	of	the	

prophet	Samuel	(in	Robert	Ramsey’s	In	guilty	night).	The	text	of	In	Guilty	Night	is	

possibly	by	Ramsey’s	friend	Robert	Herrick,	based	on	the	story	of	Saul	and	the	

Witch	of	Endor	in	1	Samuel	28:	8–20,	and	was	reused	later	in	settings	by	Benjamin	

Lamb	(1674–1733)	and	Henry	Purcell.			Ramsey’s	setting	(Examples	1.7a	&	b)	was	

composed	possibly	as	early	as	the	late–1620s,	and	evidently	remained	popular	for	

much	of	the	rest	of	the	seventeenth	century.	That	continuing	popularity	may	be	

largely	due	to	versions	by	John	Hilton	deriving	from	adaptations	of	Ramsey’s	

original.35	Chan	has	explored	how	the	Witch	of	Endor	passage	had	been	used	

allegorically	to	promote	both	anti-Puritan	propaganda	in	the	1650s,	as	well	as	

stoking	anti-Catholic	feelings	by	the	end	of	the	1670s	–	a	pattern	replicated	in	

Cavalier	anti-Puritan	propaganda	produced	in	the	Interregnum.36	If	Hilton’s	version	

of	the	Ramsey	dates	after	the	execution	of	the	King	in	1649,	the	bass	role	of	Samuel’s	

ghost,	in	the	anti-Puritan	context,	could	represent	the	figure	of	the	martyred	King	

Charles	I,	and	Saul	that	of	Oliver	Cromwell.	The	bass	ghost’s	initial	entry,	with	its	

sepulchral	descent	to	low	G	in	the	first	phrase,	and	assuredly	contemptuous	second	

phrase,	represents	stability	and	authority	compared	to	Saul’s	vexed	response	in	the	

following	bars	(Example	1.7a).	It	is	interesting	to	note	that	the	Ghost’s	wearied	

impatience	on	being	summoned	up	by	the	Witch	is	a	device	that	finds	its	echo	in	the	

vocal	bass	writing	in	many	of	the	Charon	dialogues	discussed	in	Chapter	7,	including	

																																																								
35	Hilton’s	version	is	included	in	Lbl,	Add.	Ms.	11608,	f.	23v.	See	also	Mary	Chan,	‘Drolls,	Drolleries	

and	Mid-Seventeenth-Century	Dramatic	Music	in	England’,	Royal	Musical	Association	Research	
Chronicle,	No.15	(1979),	p.	127;	Basil	Smallman,	‘Endor	Revisited:	English	Biblical	Dialogues	of	the	
Seventeenth	Century’,	Music	&	Letters,	Vol.	46,	No.	2	(1965),	pp.	137–145;	Mary	Chan,	‘The	Witch	of	
Endor	and	Seventeenth-Century	Propaganda’,	Musica	Disciplina,	Vol.	34	(1980),	p.	205. 
36	Chan	(1980),	op.	cit.,	pp.	208,	210–211.	
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some—Haste	Charon	haste	’tis	Noll	commands,	set	by	Henry	Hall	and	Charles	King—

in	which	the	character	heard	making	his	case	for	being	ferried	to	the	afterlife	is	none	

other	than	Cromwell	himself.	37		

	
	
	
	

Example	1.7a:	Robert	Ramsey	arr.	John	Hilton:	In	Guilty	Night		
(?after	1649)	bb.	63–65.	

	

	 	

																																																								
37	Transcriptions	of	both	settings	are	included	in	Appendix	A,	No.	16	and	17.	
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Example	1.7b:	Robert	Ramsey	arr.	John	Hilton:	In	Guilty	Night		
(?after	1649)	bb.	71–77.	
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Henry	Purcell’s	In	guilty	night	(Z.134)	sets	the	same	text	and	was	published	

in	1693.		His	setting	inevitably	reflects	not	only	the	stylistic	development	of	the	

decades	that	had	lapsed	since	Hilton’s	version	of	the	Ramsey	setting,	but	also	marks	

out	Purcell	as	a	composer	of	demonstrably	greater	facility	and	much	more	acute	

theatrical	awareness.	38	The	bass	part	in	the	Purcell	is	afforded	much	more	freedom	

than	the	Ramsey	both	vertically	against	the	often-sustained	instrumental	bass,	and	

horizontally	in	rhetorical	text	repetitions	and	rhythmic	sensitivities	(e.g.	anapaests	

on	‘wicked’	–	Example	1.8a).	The	rising	phrase	that	Purcell	applies	to	‘Art	thou	

forlorn	of	God’	over	another	unobtrusive	sustained	instrumental	bass	is	far	more	

independent,	confident,	dramatic	and—to	an	extent—virtuosic	(especially	in	

Samuel’s	second	entry)	than	Ramsey’s	rather	restricted	rendering	where	the	voice	

part	is	ultimately	bound	to	the	accompaniment	(Example	1.8b).	The	adaptability	of	

the	1	Samuel	text	to	interpretation	in	very	different	political	circumstances	reflects	

the	robustness	of	the	dialogue	genre	itself	that	perpetuated	its	use	right	up	to	the	

early	eighteenth	century.	It	is	probable	that	in	the	England	of	the	1690s,	Saul,	the	

troubled	monarch	now	stood	for	the	Catholic	ex-King	James	II	(recently	defeated	by	

protestant	William	III	at	the	Battle	of	the	Boyne	in	1690),	and	emblematic	of	the	

failure	of	Catholicism	as	a	political	force	in	England.39		

	 	

																																																								
38	Harmonia	Sacra,	or,	Divine	Hymns	and	Dialogues	Second	Book:	With	a	Thorow-Bass	for	the	Theorbo-
Lute,	Bass-Viol,	Harpsichord,	or	Organ	/	Composed	By	the	Best	Masters	of	the	Last	and	Present	Age;	the	
Words	By	Several	Learned	and	Pious	Persons	(London:	In	the	Savoy:	Printed	by	Edward	Jones	for	
Henry	Playford.,	1693).	See	also	Peter	Holman,	Henry	Purcell	(Oxford:	Oxford	University	Press,	1994),	
pp.	55–56;	Jonathan	Keates,	Purcell:	A	Biography	(London:	Chatto	&	Windus,	1995),	pp.	247–249. 
39	Patrick	Dillon,	The	Last	Revolution:	1688	and	the	Creation	of	the	Modern	World	(London:	Jonathan	
Cape,	2006),	pp.	259–262.	
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Example	1.8a:	Henry	Purcell:	In	Guilty	Night	(published	1693)	bb.	92–101.	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Could	the	bass	Samuel—conjured	up	by	the	witch	only	to	reassert	the	condemnation	

on	Saul—perhaps	still	be	said	to	represent	the	martyred	Charles	I,	or	possibly	the	

spirit	of	Charles	II	who	had	spent	much	of	the	latter	part	of	his	reign	dealing	with	

the	possible	ramifications	of	a	succession	crisis,	and	whose	death	in	1685	inevitably	

led	to	James	II’s	short	and	disastrous	reign?	Whatever	the	allegorical	interpretation	

may	be,	the	bass	stands	as	an	authoritative	voice	that	serves	here	both	a	political	

and	dramatic	purpose.	
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Example	1.8b:	Henry	Purcell:	In	Guilty	Night	(published	1693)	bb.	120–139.	
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	 Whilst	the	dialogue	proved	to	be	an	important	genre	for	the	incorporation	of	

Italian	style	into	English	music,	and	for	the	emancipation	of	the	solo	bass	voice,	

there	were	other	means	by	which	Italian	music	and	performing	technique	made	

inroads	into	English	culture.	As	in	previous	generations,	the	presence	and	influence	

in	London	of	Italian	composers	and	performers	was	a	key	factor	in	the	provision	of	

authentic	first	hand	knowledge,	printed	and	copied	repertory,	and	pedagogical	

expertise	in	the	new	styles.	The	Italian	composer	and	singer,	Angelo	Notari	(1566–

1663),	for	example,	arrived	in	England	in	1610	and	served	Prince	Henry,	Charles	I,	

and	Charles	II,	having	re-joined	the	Chapel	Royal	after	the	interregnum.40	His	Prime	

musiche	nuove,	published	in	1613,	contains	a	range	of	settings	in	the	latest	advanced	

Italian	styles	(e.g.	monody,	divisions)	and	provided	an	important	means	by	which	

contemporary	Italian	practice	came	to	be	introduced	in	England.41	The	publication	

includes	three	items	for	solo	bass	and	continuo:	(1)	Che	farar	Meli	seo,	(2)	Anima	

eletta	(Example	1.9),	and	(3)	Ben	qui	si	mostra	il	ciel,	all	of	which	cover	the	

extremities	of	the	bass	voice	and	include	realised	ornamentations.	Ben	qui	si	mostra	

il	ciel	is	an	embellished	bass	part	of	a	four-voice	madrigal	by	Cipriano	de	Rore,	on	

which	Notari	comments	in	the	preface	to	the	volume:		

The	Madrigall	of	Cipriano	de	Rore,	that	beginnes,	Ben	qui	(as	I	have	reduced	it)	may	as	
well	be	sunge	upon	the	same	Bassus,	as	played	upon	the	viol.	In	all	the	rest	observe	

																																																								
40	Jonathan	P.	Wainwright,	‘Angelo	Notari’s	Music	for	the	English	Court’,	in	Musical	Exchange	Between	
Britain	and	Europe	1500–1800:	Essays	in	Honour	of	Peter	Holman,	ed.	by	John	Cunningham	and	Bryan	
White	(Woodbridge:	The	Boydell	Press,	2020),	pp.	313–343	focuses	on	the	vocal	music	that	Notari	
composed	or	copied.	Wainwright	argues	that	Notari	was	the	composer	of	much	of	the	anonymous	
material	in	his	scorebook	(GB-Lbl,	Add.	Ms.	31440)	and	a	set	of	partbooks	(GB-Och,	Mus.	878	and	
880).		 
41	Angelo	Notari,	Prime	Musiche	Nuove	(London:	William	Hole,	1613).	See	also	Wainwright	in	
Cunningham	and	White	(2020),	op.	cit.,	pp.	314–320,	and	343.	
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the	general	rule	of	musicke.42	
	
This	would	appear	to	accord	with	the	Italian	practice	of	‘Basso	alla	bastarda’	

whereby	use	is	made	of	the	full	extent	of	the	bass	voice	incorporating	shorter	note	

values	(‘Cantar	alla	gorgia’)	in	energetic	textures	and	rhythmic	passaggi	drawing	on	

all	vocal	parts	of	the	original	madrigal	for	the	melodic	material	(Example	1.9).43		The	

writing	places	the	stress	on	vocal	agility	rather	than	textual	interpretation	(Example	

1.9,	bb.	14–16),	yet	the	resulting	vocal	complexities	do	not	compromise	the	

harmonic	movement	of	the	instrumental	bass	line	that	underpins	the	melodic	

structure.44	Notari’s	intentions	for	publishing	such	material	may	well	have	been	as	a	

pedagogical	guide	to	current	Italian	practice,	but	it	is	also	quite	clear	that	there	was	

a	receptive	audience	for	the	material,	at	least	in	courtly	circles.		

What	is	also	clear	is	that	these	pieces,	and	those	included	in	other	sources,	

were	marked	out	for	the	trained	professional	singer	of	considerable	technical	

facility.45		That	such	solo	pieces	for	bass	were	already	in	circulation	in	England	long	

before	1660,	and	that	Notari,	its	compiler	/composer,	was	active	(if	extremely	aged)	

																																																								
42	Angelo	Notari,	‘Advertisements	upon	the	Compositions	following’	in	Prime	Musiche	Nuove	(1613)	
op.cit.	A	complete	transcription	of	Ben	qui	si	mostra	il	ciel	is	included	in	Appendix	A	below,	No.	1.	
43	Wainwright	in	Cunningham	and	White	(2020),	op.	cit.,	pp.	318–319	includes	examples	from	Ben	qui	
si	mostra	il	ciel	alongside	passages	from	the	de	Rore	original.		
44	Wistreich	(2007),	op.cit.,	p.	207.	
45	Notari	was	also	responsible	for	major	manuscript	collections	of	similar	material,	notably	GB–Lbl,	
Add.	Ms.	31440—a	collection	of	134	pieces	dating	from	soon	after	1643,	including	many	anonymous	
works,	possibly	by	Notari	himself,	as	well	as	pieces	by	monodists	Tarquinio	Merula,	Alessandro	
Grandi,	and	at	least	twenty-eight	works	by	Claudio	Monteverdi—	and	parts	of	GB–Och,	878–80.	Most	
of	the	monodic	material	is	scored	for	soprano	and	continuo,	but	GB-Lbl,	Add.	Ms.	31440	does	include	
some	bass	solo	material,	for	example,	an	anonymous	Anchor	che	col	partire	(scored	for	B,	vl,	vla,	bc),	
an	anonymous	motet	for	two	basses,	Fontes	et	omnia	(ff.73v–75r,	scored	for	BB,	bc.)	and	dialogues	
including	Che	fai	alma?	(‘Dialogo.	Core,	et	Alma’,	ff.	65v–67r,	scored	for	SB,	bc.),	and	Ferma	Caronte	
(ff.	63v–65r,	scored	for	SB,	bc.).	The	volume	also	includes	As	water	fluid	is	(the	only	item	in	Add.	Ms.	
31440	which	is	written	in	a	different	hand,	the	primary	hand	being	that	of	Notari),	and	is	attributed	
to	bass	singer	composer	and	teacher	Pietro	Reggio.	Reggio	was	another	notable	foreign	musician	
present	in	London	in	the	early	years	of	the	Restoration	(for	more	information	on	Reggio,	see	
Appendix	B	below,	p.	802).		
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at	the	heart	of	the	English	musical	establishment	right	after	the	Restoration,	

represents	a	strong	line	of	continuity	across	the	troubled	middle	decades	of	the	

century.		

Example	1.9:	Angelo	Notari,	excerpt	from	Anima	eletta		
(Prime	musiche	nuove	1613),	bb.	11–20.	
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It	also	suggests	a	tradition	and	repertory	to	which	singers	that	stood	out	from	the	

crowd,	for	example	John	Gostling,	might	have	turned	in	developing	their	own	

technique.		

A	small	but	significant	group	of	English	composers—including	Richard	

Dering,	Nicholas	Lanier,	and	George	Jeffreys—were	also	engaging	and	

experimenting	to	various	degrees	with	contemporary	Italian	compositional	

developments	in	the	first	half	of	the	seventeenth	century.	An	examination	of	the	

known	biographies	of	these	composers	seem	to	suggest	a	number	of	circumstances	

that	are	common	between	them:	the	possibility	of	having	travelled	on	the	continent	

of	Europe;	some	of	this	travel	possibly	including	to	Italy	during	which	there	may	

have	been	interaction	with	key	contemporary	composers;	direct	or	tangential	links	

to	the	music	of	the	English	court;	knowledge	of	or	actual	interaction	with	Italian	

musicians	active	in	England;	access	to	recent	or	near-current	publications	of	

concertato	music	from	Italy;	and	a	sympathy	with	Laudian	High	Churchmanship	or	

Roman	Catholicism.	Richard	Dering	(c.	1580–1630),	who	was	a	Roman	Catholic,	is	

now	considered	to	be	the	first	English	composer	of	the	early	modern	period	to	

assimilate	Italianate	elements	not	only	in	his	own	Catholic	sacred	music,	but	also	in	

his	secular	output,	specifically	canzonettas	and	madrigals.	All	of	Dering’s	



Chapter	1:	The	Emergence	of	the	Bass	Voice	

	35	

progressive	works	include	a	basso	continuo,	and	many	were	published	in	his	

lifetime.46	Dering’s	few-voiced	Latin	motets	in	particular—most	likely	composed	in	

his	last	years	after	his	return	to	England	for	use	in	Queen	Henrietta	Maria’s	catholic	

chapel	at	Somerset	House,	but	also	within	the	context	of	an	English	royal	court	

deeply	interested	in	Italian	art	and	culture—are	not	the	work	of	a	composer	in	the	

first	rank.47	His	employment	of	basso	continuo	in	his	few-voiced	concertato	works	

whilst	a	clear	indication	of	progressive	practice,	were	cautious	and,	as	Cheetham	

points	out,	their	use	was	often	little	more	than	a	basso	seguente,	duplicating	or	

mirroring	closely	the	lowest	vocal	line.48	Moreover,	when	a	vocal	bass	part	was	

included	in	the	texture,	it	invariably	adhered	to	the	contours	of	the	instrumental	

bass	rather	than	developing	its	own	independent	line.	This	is	seen	clearly	in	the	solo	

bass	motet	attributed	to	Dering,	Jesu	auctor	clementiae	(Example	1.10).	

George	Jeffreys	(c.	1610–1685)	was	clearly	familiar	with	the	work	of	Richard	

Dering.49	His	own	activity	as	a	copyist	and	composer—especially	in	the	1630s	to	

1650s—which	imitated	and	emulated	much	of	the	most	recent	Italian	stylistic	

models	as	well	as	repertory	by	English	composers	including	Dering,	has	been	seen	

as	marking	him	out	not	only	as	the	natural	successor	to	Dering,	but	also	as	the	

foremost	progressive	(i.e.:	Italianate)	composer	in	pre-Commonwealth	England.				

																																																								
46	Andrew	J.	Cheetham,	‘The	Baroque	Concertato	in	England,	1625–C.1660’	(unpublished	doctoral	
thesis,	University	of	Huddersfield,	2014),	pp.	39,	74–75. 
47	Ibid.,	pp.	44	and	67–70;	Andrew	J.	Cheetham,	‘Progressive	Sacred	Music	in	England	1625–1648:	
The	Italianate	Works	of	Dering	and	Jeffreys’,	in	Reappraising	the	Seicento:	Composition,	Dissemination,	
Assimilation,	ed.	by	Jonathan	Wainwright,	Joseph	Knowles	and	Andrew	Cheetham	(Newcastle	upon	
Tyne:	Cambridge	Scholars	Publishing,	2014),	pp.	91	and	105;	Peter	Platt,	revised	Jonathan	P.	
Wainwright,	‘Dering	[Deering,	Dearing,	Diringus	etc.],	Richard’	(2001,	revised	2009)	
<http://www.oxfordmusiconline.com>	[accessed	8	July	2020]. 
48	Cheetham	in	Wainwright	et	al	(2014),	op.	cit.,	p.	96.	
49	Cheetham	(2014),	op.cit.,	pp.	108–120	presents	stylistic	affinities	and	similarities	between	the	two	
composers,	and	also	lists	works	by	Dering	of	which	Jeffreys	had	made	copies.	
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Example	1.10:	Attributed	to	Richard	Dering,	excerpt	from	Jesu	auctor	
clementiae		bb.	17–23.	

	

Why	Jeffreys	did	not	pursue	an	appointment	that	would	have	secured	for	him	

greater	recognition	as	a	composer	is	not	clear,	but	it	is	likely	that	a	combination	of	

his	high	church	Laudianism	and	pro-Royalist	political	sympathies	would	have	

mitigated	against	his	employability	at	the	centre	of	power	under	the	

Commonwealth,	and	employment	for	much	of	his	working	life	first	as	a	secretary	

and	later	as	steward	(effectively	an	estates	manager)	in	the	household	of	Sir	

Christopher	Hatton	III	(later	Baron	Hatton)	must	have	provided	social	standing	and	

financial	security	for	Jeffreys	and	his	family.50	Moreover,	Hatton	was	a	prominent	

																																																								
50	Jeffreys’	lack	of	a	substantial	cathedral	or	court	musical	appointment	of	any	permanence	has	
resulted	in	his	marginalisation	in	many	subsequent	music	histories	–	see,	for	example,	C.	Hubert	H.	
Parry,	The	Oxford	History	of	Music	Vol.	III:	The	Music	of	the	Seventeenth	Century	(Oxford:	Clarendon	
Press,	1902),	pp.	196–205	where	Jeffreys	is	not	mentioned	at	all.	Jeffreys’	reputation	as	a	composer	
has	been	rehabilitated	in	modern	scholarship:	see,	for	example,	Peter	Aston,	‘George	Jeffreys	and	the	
English	Baroque’	(unpublished	doctoral	thesis,	University	of	York,	1970);	Jonathan	P.	Wainwright,	
‘George	Jeffreys’	Copies	of	Italian	Music’,	The	Royal	Musical	Association	Research	Chronicle,	Vol.	23	
(1990),	pp.	109–124;	and	Cheetham	(2014)	op.	cit.	A	volume	of	Jeffreys’	English	sacred	music,	edited	
by	Jonathan	P.	Wainwright,	is	due	for	publication	in	2020	as	Volume	105	in	the	Musica	Britannica	
series,	and	two	further	volumes	of	his	work	are	planned	for	future	publication.	
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figure	in	the	dissemination	of	Italian	music	in	England	up	to	1650	and	the	owner	of	

one	of	the	most	important	seventeenth-century	collections	of	Italian	music	by	

composers	contemporary	with	Monteverdi	including,	amongst	others,	Aloisi,	Caudal,	

Facchi,	Marino,	Merula,	Sances,	Tomasi,	Grandi,	Gesualdo,	Rovetta	and	Monteverdi	

himself.51	Jeffreys	would	therefore	have	found	much	in	his	particular	provincial	

employment	circumstances	to	sate	his	musical	appetites.	

Jeffreys’	own	decorative	writing	for	the	bass	voice	is	a	noteworthy	feature	of	

his	sacred	music	output	and	provides	an	interesting	insight	into	the	possibilities	of	

bass	solo	writing	by	an	English	composer,	as	well	as	into	the	technical	attainment	

and	potential	at	least	of	certain	bass	vocalists	in	the	pre-Commonwealth	period.	

Most	of	the	few-voiced	settings	include	a	bass	vocal	part,	and	all	three	of	his	

surviving	sacred	settings	for	solo	voice	and	basso	continuo—O	quam	suave,	

Speciosus	forma,	and	Praise	the	Lord	O	my	soule—are	for	bass.52	They	collectively	

exhibit	many	of	the	key	features	of	Italian	musical	models	that	Jeffreys	adopted	and	

assimilated	in	his	own	works,	including	complex	and	decorative	writing,	emotive	

declamation,	chromaticism	used	for	expressive	purposes,	metrical	contrast	between	

duple	and	triple	time	sections,	and	a	sense	of	reaching	an	emotional	and	musical	

																																																								
51	Cheetham	(2014)	op.	cit.,	pp.	87–100,	includes	listings	of	the	volumes	in	the	Hatton	purchase	of	

1638,	and	other	printed	sources	used	by	Hatton’s	copyists.	The	1638	transaction	by	Hatton	from	

London	bookseller	Robert	Martin	consisted	of	twenty-six	books	of	Italian	music.	For	more	

information	on	Hatton,	see	Jonathan	P.	Wainwright,	Musical	Patronage	in	Seventeenth-Century	

England:	Christopher,	First	Baron	Hatton	(1605–1670)	(Aldershot:	Ashgate,	1997).	
52	All	three	motets	are	included	in	GB-Lbl,	Add.	Ms.	10338—a	complex	source	that	contains	126	

works	by	Jeffreys	written	out	in	his	own	hand.	For	more	information	on	this	manuscript,	see	

Cheetham	(2014),	op.cit.,	pp.	83–84;	Robert	Thompson,	George	Jeffreys	and	the	‘Stile	Nuovo’	in	English	

Sacred	Music:	A	New	Date	for	His	Autograph	Score,	British	Library	Add.	Ms.	10338	(Oxford:	Oxford	

University	Press,	August	1989),	pp.	317–341.		The	introduction	to	George	Jeffreys:	English	Sacred	

Music,	Musica	Britannica,	Vol.	105,	edited	by	Jonathan	P.	Wainwright	(London:	Stainer	&	Bell	Ltd	for	

the	Royal	Musical	Association,	due	for	publication	2020)	includes	a	complete	list	of	contents	of	GB-

Lbl,	Add.	Ms.	10338,	and	a	useful	examination	of	the	complex	history	and	structure	of	the	manuscript.	

I	am	grateful	to	Professor	Wainwright	for	facilitating	a	preview	of	this	material.	
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climax	in	the	closing	bars.53	

O	quam	suave,	and	Speciosus	forma	both	date	from	pre-1648	(possibly	as	

early	as	the	late	1630s),	and	may	have	formed	part	of	the	repertory	used	for	

worship	at	Christ	Church	Oxford	when	Charles	I	was	resident	there	in	the	period	

1642–1646.	Both	pieces	promote	the	authoritative	voice:	in	O	quam	suave,	that	of	

Paul	the	Apostle	(Philippians	2:	9-10	in	paraphrase),	and	in	Speciosus	forma	that	of	

the	Psalmist,	traditionally	identified	as	King	David	himself	(Psalm	44:	3	in	the	

Vulgate	version).54	Given	the	circumstances	of	the	English	King,	the	court	and	the	

country	as	a	whole	in	the	mid-1640s,	it	is	no	surprise	to	find	themes	of	grace,	justice,	

majesty,	omnipotence	and	power	‘over	the	scourge	of	devils’	in	the	texts.	Even	if	the	

pieces	predated	the	period	of	the	English	Civil	War,	Jeffreys’	employment	of	the	bass	

vocal	sonority	promoted	the	spirit	and	sense	of	kingly	authority	aurally,	and	the	

probable	inclusion	of	the	works	in	the	Oxford	repertory	would	have	added	a	

political	dimension	that	may	not	have	been	originally	intended	by	the	composer.	As	

can	be	seen	in	the	opening	bars	of	O	quam	suave	(Example	1.11),	the	bass	writing	

has	a	greater	degree	of	independence	from	the	instrumental	bass	than	Dering’s	

works.	The	setting	is	rich	in	affective	musical	gestures	to	reflect	the	text	as	well	

giving	the	vocalist	a	vehicle	for	virtuosic	display	and	the	exercise	of	width	of	range	

that	seems	to	become	the	preserve	of	bass	solo	material	in	particular	in	the	

																																																								
53	Cheetham	(2014),	op.	cit.,	p.	127.	
54	Translations	of	both	works	are	provided	in	George	Jeffreys	(c.1610–1685):	16	Motets	for	One,	Two	or	
Three	Voices,	ed.	by	Peter	Aston,	(York:	York	Early	Music	Press,	2010),	pp.	3	and	5:	
O	quam	suave:	‘O	how	sweet	is	thy	name,	gracious	and	blessed	Saviour.	O	God,	in	things	in	heaven,	in	
things	on	earth,	and	in	things	under	the	earth,	thou	art	the	joy	of	angels.	O	delight	of	men,	scourge	of	
devils,	let	thy	glory	shine	among	them,	let	thy	grace	increase	among	us,	and	let	thy	power	be	made	
known	against	our	common	adversary.	O	good	Jesus,	gracious	and	blessed	[art	thou].’		
Speciosus	forma:	‘Thou	art	fairer	than	the	children	of	men:	full	of	grace	are	thy	lips;	therefore	God	
hath	blessed	thee	for	ever.’		



Chapter	1:	The	Emergence	of	the	Bass	Voice	

	39	

remainder	of	the	century	and	beyond.
55

	That	Jeffreys	was	writing	for	at	least	one	

bass	soloist	of	considerable	expertise	and	facility	by	the	mid-1640s	is	self-evident,	

though	the	precise	identity	of	the	intended	performer	or	performers	of	these	works	

is	unknown.
56

	

Praise	the	Lord	O	my	soule,	a	setting	of	Psalm	104,	is	thought	to	be	a	later	

work	than	the	two	Latin	solo	motets,	and	probably	dates	from	the	late	1650s.
57

	The	

bass	writing	in	this	setting	has	a	similar	range	(D–d’)	to	the	Latin	works,	and	also	

shares	the	use	of	large	affective	leaps	illustrating	images	in	the	text	(Example	1.12a).	

Psalm	104	is	teeming	with	redolent	themes	of	majesty,	power,	omnipotence,	riches	

and	glory,	and	whilst	the	setting	is	not	as	decorative	or	virtuosic	as	the	other	two	

bass	motets,	there	is	clarity	in	the	largely	syllabic	rendering,	and	the	final	triple-time	

Alleluia	section	follows	Italian	models	in	providing	the	musical	climax	of	the	piece	

(Example	1.12b).		

	 	

																																																								

55
	Further	comment	on	both	motets	can	be	found	in	Cheetham	(2014),	op.	cit.,	pp.	227–234.		

56
	Cheetham	(2014),	op.	cit.,	pp.	131–133	makes	several	suggestions	of	possible	bass	singers	

including	Chapel	Royal	singers	Ralph	Amner	(d.	1664),	Ezechial	Wade	(c.	1578–?1646),	Francis	Hull	

(sworn	in	as	a	Gentleman	of	the	Chapel	Royal	in	January	1644,	and	is	the	only	known	new	

appointment	to	the	Chapel	in	the	Civil	War	period),	and	John	Fox	(who	sang	in	the	Chapel	Royal	

1630–42).	The	French	singer	and	lutenist	initially	to	the	Queen,	but	later	also	in	service	to	the	King,	

Nicholas	Duvall	is	also	mentioned,	but	his	whereabouts	after	1642	are	uncertain.		

57
	GB-Lbl,	Add.	Ms.	10338,	ff.	152v–153v.	Cheetham	(2014),	op.	cit.,	p.	86:	Table	4.2	gives	a	

chronology	of	Jeffreys’	sacred	compositions.	If	the	late-1650s	dating	of	Praise	the	Lord	is	correct,	then	
its	composition	would	have	been	at	a	time	when	Jeffreys	was	advancing	in	his	career	as	a	senior	

servant	for	the	Hattons	as	well	as	developing	his	own	property	portfolio	in	Northamptonshire	–	see	

Peter	Aston	and	Andrew	Cheetham,	‘Jeffreys,	George’	(2001,	updated	2016)	

<www.oxfordmusiconline.com>	[accessed	12	April	2019].	A	complete	transcription	of	Jeffreys’	Praise	
the	Lord,	transcribed	from	GB-Lbl,	Add.	Ms.	10338,	ff.	62v–63v	is	included	in	Appendix	A,	No.	2. 
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Example	1.11:	George	Jeffreys,	O	quam	suave	(pre-1648),	bb.	1–6.	
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Example	1.12a:	George	Jeffreys,	Praise	the	Lord	(?late	1650s),	bb.	19–23.	

	

	

	

	

	

	

	

	

Example	1.12b:	George	Jeffreys,	Praise	the	Lord	(?late	1650s),	bb.	49–55.	
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The	identity	of	the	performer	for	whom	the	piece	was	intended	is	again	

unknown,	but	the	proximity	of	the	former	Royalist	officer	and	bass	singer	Captain	

Henry	Cooke	(c.1615–1672)	as	a	music	tutor	to	the	Hatton	children	at	this	time	is	

noteworthy.58	Cooke	was	building	a	reputation	as	a	vocalist	associated	with	the	

Davenant	productions	during	the	Commonwealth—including	The	Siege	of	Rhodes	

(1656),	considered	the	first	English	opera,	for	which	Cooke	also	composed	some	of	

the	music—and	had	already	been	identified	as	a	leading	exponent	of	Italianate	

technique	and	repertory	that	was	to	assume	even	more	significance	as	a	key	

influencer	of	the	next	generation	of	composers	as	Master	of	the	Children	in	the	

Chapel	Royal	from	1660	onwards.59	In	the	absence	of	further	evidence,	however,	

any	potential	musical	collaboration	between	Jeffreys	and	Cooke	has	to	remain	

purely	speculative,	but	could	suggest	a	direct	line	of	influence	in	bass	vocal	music	

connecting	the	pre	and	post-Commonwealth	practices	as	well	as	linking	to	key	

musical	figures	and	developments	in	the	succeeding	generation.		

By	1660,	Henry	Cooke’s	reputation	as	a	bass	singer	and	exponent	of	

Italianate	techniques	was	already	established.60	He	was	also	a	composer,	but	his	

greatest	legacy	to	musical	history	was	his	responsibility	for	the	revival	of	the	choral	

tradition	at	court,	and	in	doing	so	drawing	together	and	overseeing	the	musical	

formation	of	the	generation	of	English	composers	who	would	come	to	dominate	the	

																																																								
58	Peter	Dennison	and	Bruce	Wood,	‘Cooke,	Henry’	(2001)	<http://www.oxfordmusiconline.com>	
[accessed	30	May	2020].		
59	See	‘Cooke,	Henry’	in	Appendix	B	below,	p.	760.		
60	Richard	McGrady,	‘Captain	Cooke:	A	Tercentenary	Tribute’,	The	Musical	Times,	Vol.	113,	No.	1553	
(1972),	pp.	659–660.	
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last	quarter	of	the	seventeenth	century.	The	son	of	John	Cooke,	a	Lichfield	bass	who	

became	a	Gentleman	of	the	Chapel	Royal	in	the	last	two	years	of	his	life	(1623–

1625),	Henry	Cooke’s	own	musical	tastes	were	formed	in	the	Caroline	Chapel	Royal	

in	the	1620s	and	30s.	This	was	the	period	when	the	English	tenor,	lutenist	and	

composer	Walter	Porter	(c.1587/95–1659)	was	also	a	member	of	the	Chapel	Royal	

(from	1617)	and	playing	an	active	role,	alongside	colleagues	Angelo	Notari	and	

Richard	Dering,	in	bringing	Italian	musical	repertory	and	exerting	influence	on	

composition	and	performance	practices	at	the	heart	of	England’s	foremost	musical	

establishment.61	Porter’s	influential	use	of	florid	concertato	style	in	his	own	

compositions,	which	include	madrigals	and	motets,	show	evidence	of	close	

investigation	of	Italian	composing	styles,	if	not	a	personal	connection	to	Claudio	

Monteverdi,	with	whom	Porter	is	thought	to	have	studied.62	What,	if	any,	direct	

contact	there	was	between	Porter	and	Henry	Cooke	is	not	clear,	but	Porter	is	known	

to	have	engaged	in	musical	tuition	as	a	means	of	enhancing	his	income.63	What	is	

clear	is	that	the	presence	of	Porter,	Notari	and	Dering	in	the	Chapel	Royal	of	the	

1620s	and	30s	provided	rich	soil	in	which	the	seeds	of	Italianate	style	were	to	be	

encouraged	to	germinate	and	grow	right	at	the	heart	of	court	culture.	As	an	adult	

bass	singer,	Henry	Cooke	himself	became	a	conduit	for	the	dissemination	of	

																																																								
61	Peter	Dennison	and	Bruce	Wood,	‘Cooke,	Henry’	(2001)	<http://www.oxfordmusiconline.com>	
[accessed	30	May,	2020].	Wainwright	in	Cunningham	and	White	(2020),	op.	cit.,	p.	343	argues	that	
Porter’s	introduction	to	Italian	music	was	‘very	likely….at	least	in	part,	through	Notari’.		
62	Walter	Porter:	Collected	Works,	ed.	by	Jonathan	P.	Wainwright	(Middleton,	WI:	A–R	Editions,	
2017),	pp.	ix–xii:	Porter	was	granted	a	three-year	license	to	travel	abroad	in	1621	so	may	have	had	
contact	with	Monteverdi	in	the	period	1622–24,	though	Wainwright	states	that	it	is	possible	that	he	
might	have	spent	time	in	Italy	prior	to	his	taking	up	of	a	Chapel	Royal	position	in	1617.	This	recent	
edition	of	Porter’s	works	includes	the	anthem	O	Praise	the	Lord	(pp.	3–18)	in	which	the	Italianate	
virtuosic	demands	of	Porter’s	writing	for	Chapel	Royal	vocal	soloists	can	be	clearly	seen. 
63	Ibid.	p.	x	
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Italianate	style	in	England	both	in	performance	and	composition.	During	the	

Commonwealth,	along	with	many	other	musicians	who	might	have	relied	on	the	

court	for	patronage	and	employment,	Cooke	was	forced	to	seek	music	tutor	work	in	

wealthy	aristocratic	households	including	that	of	the	Hattons,	and	it	is	during	this	

time	that	he	encountered	Jeffreys	and	his	circle.	It	is	also	possible	that	Cooke	may	

have	travelled	to	Italy	to	study	vocal	technique	during	the	1650s.64	Having	served	as	

an	officer	in	the	Royalist	forces	in	the	Civil	War,	Captain	Cooke	was,	by	1651,	being	

hailed	by	Playford	as	one	of	the	‘excellent	and	able	Masters’	of	the	‘Voyce	or	Viole’.65	

Evelyn,	moreover,	makes	reference	to	Cooke	in	an	entry	into	his	diary	in	1654:	

‘Came	Lady	Langham,	a	kinswoman	of	mine,	to	visit	us;	also	one	Captain	Cooke,	esteemed	
the	best	singer,	after	the	Italian	manner,	of	any	in	England;	he	entertained	us	with	his	voice	
and	theorbo.’66	

	
Pepys’s	diary	of	1667	makes	further	reference	to	Cooke’s	singing	style:	

Though	he	himself	do	indeed	sing	in	a	manner	as	to	voice	and	manner	the	best	I	
ever	heard	yet,	and	a	strange	mastery	he	hath	in	making	of	extraordinary	surprising	
closes,	that	are	mighty	pretty…67	

	
Cooke	returned	to	the	Chapel	Royal	in	1660,	initially	as	a	bass	singer,	but	by	July	of	

the	same	year	was	appointed	Master	of	the	Children	in	which	role	he	was	to	rebuild	

a	sacred	choral	tradition	at	Court	of	unequalled	quality	at	the	time.68	In	his	own	

																																																								
64	BDAAMD,	Volume	3	(1975),	p.	467.	
65	A	Musical	Banquet,	Set	Forth	in	Three	Choice	Varieties	of	Musick,	ed.	by	John	Playford,	(London:	
Printed	by	T.H.	for	John	Benson,	and	John	Playford,	and	to	be	sold	at	their	Shops	in	Dunstans	Church-
Yard,	and	in	the	Inner	Temple,	near	the	Church	Doore,	1651).	 
66	The	Diary	of	John	Evelyn:	Volume	2,	ed.	by	Austin	Dobson	(London:	Macmillan	&	Co.,	1906),	p.	99	
(entry	for	28	November,	1654).	
67	The	Diary	of	Samuel	Pepys:	Vol	8	–	1667,	ed.	by	Robert	Latham	and	William	Matthews	(London:	G.	
Bell	&	Sons	Ltd.,	1974),	p.59	(entry	for	13	February	1667).	
68	Cooke’s	recruitment	of	choristers	from	other	choral	foundations	across	England	was	controversial,	
and	in	doing	so	may	have	created	difficulties	in	the	recovery	of	those	musical	institutions.	Edmund	H.	
Fellowes	(revised	J.	A.	Westrup),	English	Cathedral	Music	(London:	Methuen,	1969),	pp.	130–131,	
cites	the	successful	appeal	by	the	Dean	and	Chapter	of	Windsor	against	Cooke’s	attempts	to	conscript	
two	choristers	from	St	George’s	Chapel.	For	the	effect	of	Cooke’s	policy	at	Canterbury	Cathedral,	see	
Jeremy	Gregory,	‘Canterbury	and	the	Ancien	Regime:	The	Dean	and	Chapter,	1660–1828’,	in	A	History	
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practice,	and	in	his	introduction	of	Italian	songs	and	vocal	technique	into	his	own	

teaching,	Cooke	would	have	been	able	thereby	to	instil	an	appreciation	and	

understanding	of	Italianate	music	amongst	the	musicians	of	the	Chapel	Royal	in	

general,	and	on	a	succession	of	choristers	in	particular,	including	Pelham	Humfrey,	

John	Blow,	William	Turner,	Thomas	Tudway,	Michael	Wise,	and—later	in	the	

1660s—Henry	Purcell.69		

In	addition	to	a	body	of	composers	and	performers	working	with	Italianate	

models	and	technique	in	the	first	half	of	the	seventeenth	century,	vocal	technique	

and	writing	for	the	bass	voice	in	England	may	also	have	been	influenced	to	an	extent	

by	the	publication	of	treatises	and	tutors,	aimed	partly	at	singers,	throughout	the	

late	sixteenth	and	seventeenth	centuries.	Charles	Butler’s	The	Principles	of	Music	

(1636),	although	quirky	in	its	written	style,	is	now	seen	as	a	significant	contribution	

to	early	17th-century	musical	thought.70	However,	it	follows	a	similar	pattern	to	

earlier	learned	treatises	on	music	such	as	Bathe’s	A	brief	introduction	to	the	skill	of	

song	(?1596);	Morley’s	A	Plaine	and	Easie	Introduction	to	Practicall	Musick	(1597);	

and	Dowland’s	Andreas	Ornithoparcus	His	Micrologus,	or	Introduction:	Containing	

the	Art	of	Singing	(1609)	amongst	others.71	All	emphasise	the	fundamentals	of	music	

																																																																																																																																																																					
of	Canterbury	Cathedral,	ed.	by	Patrick	Ramsay,	Nigel	Collinson,	and	Margaret	Sparks	(Oxford:	Oxford	
University	Press,	1996),	p.	228. 
69	Dennison	and	Wood	(2001),	op.cit.;	Peter	Holman,	Henry	Purcell	(Oxford:	Oxford	University	Press,	
1994),	pp.	4–5	suggests	that	Dr	Christopher	Gibbons	and	John	Blow	were	more	directly	involved	in	
Purcell’s	musical	education	in	the	late	1660s.	 
70	Charles	Butler,	The	Principles	of	Musik,	in	Singing	and	Setting:	With	the	Two-Fold	Use	Therof,	
[Ecclesiasticall	and	Civil.]	(London:	Printed	by	John	Haviland,	for	the	Author,	1636).	See	also	James	
Pruett	revised	Rebecca	Herrisone,	‘Butler,	Charles’,	(2001)	<http://www.oxfordmusiconline.com>	
[accessed	9	June	2020];	Gerald	R.	Hayes,	‘Charles	Butler	and	the	Music	of	Bees’,	The	Musical	Times,	
Vol.	66,	No.	988	(1925),	pp.	512–515. 
71	William	Bathe	(1564–1614),	A	Briefe	Introduction	to	the	Skill	of	Song	Concerning	the	Practise,	Set	
Forth	By	William	Bathe	Gentleman.	In	Which	Work	is	Set	Downe	X.	Sundry	Wayes	of	2.	Parts	in	One	
Vpon	the	Plaine	Song.	Also	a	Table	Newly	Added	of	the	Companions	of	Cleues,	How	One	Followeth	
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theory	primarily,	but	also	offer	instruction	and	insight	into	the	art	and	philosophy	of	

composition.	Because	such	treatises	were	effectively	aimed	at	the	burgeoning	

amateur	music-loving	market,	there	is	little	advice	on	singing	technique	beyond	the	

basic.72	Developments	in	the	content	of	singing	treatises	in	England	after	the	

Restoration,	however,	do	point	towards	changing	tastes	as	well	as	cater	for	a	more	

informed	and	able	type	of	singer.	The	early	editions	of	Playford’s	An	Introduction	to	

the	Skill	of	Music	(beginning	in	1654)	continue	largely	in	the	same	mould	as	the	

English	treatises	of	at	least	the	previous	fifty	years.	However,	from	the	4th	edition	

(1664)	onwards,		a	chapter	was	included	on	the	technical	aspects	of	the	more	florid	

Italian	style	of	singing	(‘A	brief	Discourse	of	the	Italian	manner	of	Singing’),	which	is	

a	translation	of	a	section	of	the	preface	to	Caccini’s	Le	nuove	musiche	(1602).73	This	

shift	towards	a	market	increasingly	interested	in	the	Italianate	can	be	seen	even	

more	clearly	in	The	Art	of	Singing	(1677)	by	the	Italian	bass	singer	and	teacher	

Pietro	Reggio	(1632–85).74	The	Art	of	Singing	was	published	when	Reggio	was	

already	in	his	mid-forties,	and	is	undoubtedly	the	by-product	of	years	of	first-hand	

																																																																																																																																																																					
Another	for	the	Naming	of	Notes:	With	Other	Necessarie	Examples,	to	Further	the	Learner.	(London:	
Printed	by	Thomas	Este,	1596?);	Thomas	Morley,	A	Plaine	and	Easie	Introduction	to	Practicall	
Musicke,	Set	Downe	in	the	Forme	of	a	Dialogue.	(London:	Imprinted…by	Peter	Short	dwelling	on	
Breedstreet	hill	at	the	signe	of	the	Starre,	1597);	John	Dowland,	Andreas	Ornithoparcus	His	
Micrologus,	or	Introduction:	Containing	the	Art	of	Singing.	Digested	into	Foure	Bookes.	(London:	
Printed	for	Thomas	Adams,	dwelling	in	Paules	Church-yard,	at	the	Signe	of	the	White	Lion,	1609). 
72	Charles	Butler	(?1596),	op.cit.,	pp.	97–99	offers	general	performance	practice	advice	to	singers	
who	should	adopt:	‘…a	decent	erect	posture	of	the	body,	without	all	ridiculous	and	uncomely	
gesticulations,	of	head,	or	hands,	or	any	other	part:	then	((that	the	ditty	(which	is	half	the	grace	of	the	
song)	may	be	known	and	understood))	to	sing	as	plainly	as	there	would	speak:	pronouncing	every	
syllable	and	letter	(specially	the	vowels)	distinctly	and	treatable.	And	in	their	great	variety	of	tones,	
to	keep	still	an	equal	sound:	(except	in	a	point)	that	one	voice	drown	not	an	other.’	
John	Dowland	(1609),	op.cit.,	p.	80	puts	it	far	more	succinctly:	‘The	uncomely	gaping	of	the	mouth,	
and	ungraceful	motion	of	the	body,	is	a	sign	of	a	mad	singer.’	
73	See,	for	example,	John	Playford	corrected	and	amended	by	Mr.	Henry	Purcell,	An	Introduction	to	the	
Skill	of	Musick	in	Three	Books…the	Twelfth	Edition	(London:	In	the	Savoy,	Printed	by	E.	Jones,	for	
Henry	Playford	at	his	Shop	near	the	Temple	Church,	1694),	pp.	31–46. 
74	See	Appendix	B	below,	p.	802.	
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experience	in	performance	and	teaching.75	The	broad	appeal	and	accessibility	of	the	

earlier	treatises	is	retained	in	the	Reggio,	but	possession	by	the	user	of	theoretical	

knowledge	is	now	presupposed—courtesy	of	other	widely	disseminated	treatises	

such	as	Playford—so	the	content	of	the	treatise	moves	with	concision	and	efficiency	

into	its	main	focus	of	singing	technique	and	interpretation	(the	earliest	known	

treatise	published	in	England	to	do	so)	rooted	in	the	principles	expounded	by	

Caccini	in	1602.76	Some	of	the	material	is	at	a	basic	level	to	appeal	to	Reggio’s	

largely	amateur	client	base,	but	some	is	aimed	at	singers	of	more	elevated	ability.77	

As	amongst	the	first	of	the	Italians	to	make	an	impact	in	London	as	a	singer	and	

teacher,	Reggio’s	activity	amidst	influential	patrons	and	his	proximity	to	other	

Italian	émigrés	such	as	Draghi,	and	key	musical	institutions	in	London	such	as	the	

Catholic	chapel,	he	was	playing	an	important	part	in	laying	the	foundations	for	

further	explorations	of	Italian	music	including	opera	and	instrumental	repertoire	in	

England	in	the	early	decades	of	the	Restoration.78		

																																																								
75	Pietro	Reggio,	The	Art	of	Singing	or	a	Treatise,	Wherein	is	Shown	How	to	Sing	Well	Any	Song	
Whatsoever.	And	Also	How	to	Apply	the	Best	Graces	(Oxford:	Printed	by	L.	L.	[Leonard	Lichfield	of	
Holywell]	for	the	Author,	1677).	The	Art	of	Singing	was	thought	lost	until	a	sole-surviving	copy,	
originally	owned	by	Granville	Sharp,	philanthropist	and	author	of	A	Short	Introduction	to	Vocal	
Musick	(1767)	and	now	in	private	ownership	was	rediscovered	as	part	of	a	sale	at	Sotheby’s	in	1997	
–	see	Stephen	Rose,	‘Performance	Practices’,	in	The	Ashgate	Research	Companion	to	Henry	Purcell,	ed.	
by	Rebecca	Herissone	(Farnham:	Ashgate,	2012),	p.	133,	n.	93. 
76	Rose	(2012),	op.cit.,	p.	132.	
77	Reggio	singles	out	the	bass	singer	for	particular	comment,	beginning	with	the	use	of	the	trillo:	

‘…but	the	Bass	being	the	part	which	lays	at	the	Foundation	of	all	sorts	of	Musick,	it	must	seldom	make	

use	of	the	Trillo,	unless	he	Sings	alone,	and	then	but	seldom,	for	his	Voice	requires	a	decent	gravity,	

though	not	so	much,	as	to	exclude	all	sort	of	briskness:	I	would	therefore	have	the	Bass	to	Sing	aloud	

in	a	kind	of	an	Imperious	commanding	way…’.	(p.20).	Reggio	then	goes	on	to	give	various	examples	of	

where	trillos	may	or	may	not	be	employed	in	the	bass	part	(pp.21–22);	how	to	apply	loud	and	soft	

singing	(pp.	22–23)	and	how	a	division	of	semiquavers	must	be	sung.	It	is	interesting	to	note	that	The	
Art	of	Singing	was	published	in	Oxford,	when	Reggio	was	in	his	mid-forties	and	had	built	up	an	
established	reputation	in	London.	Reggio	mentions	(p.29)	that	he	had	lived	for	a	time	in	Oxford,	

which	would	suggest	that	he	might	have	some	connection	with	the	musical	life	of	the	University,	

possibly	as	a	singing	teacher	of	some	repute.	
78	Rose	(2012),	op.cit.,	pp.	132–133.	
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The	impact,	if	any,	of	treatises	such	as	Reggio’s	on	a	singer	of	Gostling’s	

calibre	was	most	likely	secondary	to	his	personal	contact	with	the	very	people	and	

institutions	that	aided	Reggio’s	means	of	success.	It	seems	more	likely	that	

Gostling’s	technical	proficiency	was	developed	and	honed,	in	the	course	of	his	

Chapel	Royal	performing	duties	and	through	contact	with	foreign	musicians	and	

repertory	active	in	courtly	circles.	The	work	of	Dering,	Jeffreys,	Reggio,	Notari,	

Cooke	and	others	in	the	promotion	of	Italianate	style	and	techniques	in	England	may	

well	have	exerted	direct	influence	on	the	generation	of	Blow	and	Purcell	and	

represents	a	tangible	link	to	a	rich	tradition	of	ornate	Italian	vocal	technique	that	

would	inform	composition	for	the	bass	solo	voice	in	the	1670s,	80s	and	beyond.79		

In	identifying	that	lower	voice	sonorities	were	already	associated	with	

authority	and	wisdom	even	in	monophonic	chant,	the	present	chapter	has	traced	

how	the	bass	solo	voice	emerged	from	being	the	reliable	and	steady	foundation	of	

developing	primarily	sacred	choral	textures	in	the	first	half	of	the	second	

millennium.	As	the	foundation	and	interlocutor	in	more	rhetorical	harmonic	and	

musical	frameworks	and	structures,	the	bass	voice	was	ultimately	liberated	further	

to	offer	the	potential	for	virtuosic	and	extempore	material	in	principally	secular	

monodic	and	concertato	bass	solos	of	the	early	and	mid-seventeenth	century.			The	

expressive	and	virtuosic	potential	of	that	foundational	and	authoritative	bass	voice	

inherited	by	the	generation	of	John	Blow,	and	Matthew	Locke	after	the	Restoration	

in	England	was	a	powerful	tool	in	the	realisation	of	bass	archetypes	in	courtly,	

																																																								
79	I	am	grateful	to	Professor	Richard	Wistreich	for	his	discussions	and	insights	into	the	links	between	
the	Italian	tradition	and	English	practice.		
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ecclesiastical	and	theatrical	contexts.	It	is	the	origin	and	identity	of	those	archetypes	

that	forms	the	focus	of	Chapter	2.		
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CHAPTER	2:	DEFINING	ARCHETYPES	
	
	

All	things	to	the	quick	and	eke	to	frame	each	person	so	
That	by	his	common	talk	you	may	his	nature	rightly	know.…	
The	old	man	is	sober,	the	young	man	rash,	the	lover	triumphing	in	joys,	
The	matron	grave,	the	harlot	wild	and	full	of	wanton	toys.1	

	
	

Throughout	the	seventeenth	and	early	eighteenth	centuries,	the	bass	voice	was	

deployed	in	a	variety	of	ways	that	reflected	underlying	assumptions	about	voice	

types,	masculinity	and	related	theatrical	archetypes.			The	purpose	of	this	

chapter	is	to	explore	how	a	pattern	of	bass	archetypes	might	have	come	down	

through	history	to	English	theatre	at	that	time.	It	will	trace	how	many	of	the	

precedents	of	archetypography	were	established	in	classical	literature	and	

theatrical	practice.	It	will	demonstrate	how	those	ancient	practices	were	at	first	

suppressed	and	then	appropriated	by	the	early	church,	which	enabled	them	to	

flourish	in	ecclesiastical,	liturgical	and	dramaturgical	structures	throughout	the	

remainder	of	the	medieval	period	and	into	English	early	modern	theatre.	Indeed,	

it	is	in	such	developments	that	parallels	between	the	sacred	and	secular	can	be	

traced	as	ecclesiastical	and	theatrical	genres	grew	closer	together	in	the	late-

seventeenth	and	early-eighteenth	centuries.				

	

Tracing	archetypes	in	literary	history.	

The	term	‘archetype’	has	been	defined	in	cold	literary	terms	as:	‘From	the	Greek	

arché,	meaning	“original”	or	“primitive,”	plus	typos,		“form”.’2	Baldick’s	approach	

to	defining	the	term	is	rather	more	informative:	

																																																								
1	Richard	Edwards:	‘Prologue’	to	Damon	and	Pythias	(1564–65,	lines	14–20),	quoted	in	Janette	
Dillon,	The	Cambridge	Introduction	to	Early	English	Theatre	(Cambridge:	Cambridge	University	
Press,	2006),	p.	150.	
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A	symbol,	theme,	setting,	or	character-type	that	recurs	in	different	times	and	
places	in	myth,	literature,	folklore,	dreams,	and	rituals	so	frequently	or	
prominently	as	to	suggest	(to	certain	speculative	psychologists	and	critics)	that	
it	embodies	some	essential	element	of	‘universal’	human	experience.3	

	

Cuddon	goes	further	in	reference	to	the	universality	and	inheritance	of	

archetypes:	

A	basic	model	from	which	copies	are	made;	therefore	a	prototype.	In	general	
terms,	the	abstract	idea	of	a	class	of	things	which	represent	the	most	typical	and	
essential	characteristics	shared	by	the	class;	thus	a	paradigm	or	exemplar.	An	
archetype	is	atavistic	and	universal,	the	product	of		“the	collective	unconscious”	
and	inherited	from	our	ancestors.	The	fundamental	facts	of	human	existence	are	
archetypal:	birth,	growing	up,	love,	family	and	tribal	life,	dying,	death,	not	to	
mention	the	struggle	between	children	and	parents,	and	fraternal	rivalry.	
Certain	character	or	personality	types	have	become	established	as	more	or	less	
archetypical.	For	instance:	the	rebel,	the	Don	Juan	(womanizer),	the	all-
conquering	hero,	the	braggadocio	(q.v.),	the	country	bumpkin,	the	local	lad	who	
makes	good,	the	self-made	man,	the	hunted	man,	the	siren,	the	witch	and	femme	
fatale,	the	villain,	the	traitor,	the	snob	and	the	social	climber,	the	guilt-ridden	
figure	in	search	of	expiation,	the	damsel	in	distress,	and	the	person	more	sinned	
against	than	sinning.4	
	

It	would	not	be	unreasonable	to	suggest,	therefore,	that	archetypes	form	some	of	

the	essential	building	blocks	of	storytelling.	Successful	storytelling—the	ability	

to	engage	and	evoke	an	emotional	response	from	an	audience—must	depend,	in	

any	age,	on	how	the	creative	writer	reconstructs	in	their	work	aspects	of	human	

experience.	Human	beings	are	predisposed—through	memory	and	emotional	

intelligence—to	storytelling,	and	archetypes	act	as	points	of	reference	in	the	

charting	and	identification	of	key	human	relationships.	Also,	such	figures	must	

be	easily	recognisable	either	in	known	forms,	or	in	obviously	subverted	forms,	in	

order	for	those	tropes	to	work	as	devices.	Thus,	the	figure	of	the	hero,	the	

trickster,	the	mother,	the	patriarch,	the	lover,	the	spiritual	figure	and	so	on,	can	

																																																																																																																																																															
2	Karl	Beckson	and	Arthur	Ganz,	A	Reader’s	Guide	to	Literary	Terms	(London:	Thames	&	Hudson,	
1960),	p.	20.	
3	Chris	Baldick,	The	Concise	Oxford	Dictionary	of	Literary	Terms	(Oxford:	Oxford	University	Press,	
1990),	pp.	16–17.	
4	John	A.	Cuddon	(revised	by	Clare	E.	Preston),	A	Dictionary	of	Literary	Terms	and	Literary	Theory,	
Fourth	Edition	(Oxford:	Blackwell	Publishers,	1998),	pp.	53–54.	
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act	as	anchors	in	the	creation	of	tales	and	as	an	effective	means	of	access	for	

auditors.		

In	creating	credible	and	authentic	roles	and	characters	in	stories—and	

more	specifically	for	the	present	purposes,	in	theatre—the	notion	of	presenting	a	

fully-rounded	individual	is	an	essential	in	fully	achieving	that	aim.5	Aristotle	

writes	in	Poetics	(late	fourth-century	BCE):	

Since	Tragedy	is	an	imitation	of	persons	who	are	above	the	common	level,	the	
example	of	good	portrait	painters	should	be	followed.	They,	while	reproducing	
the	distinctive	form	of	the	original,	make	a	likeness	which	is	true	to	life	and	yet	
more	beautiful.	So	too	the	poet,	in	representing	men	who	are	irascible	or	
indolent,	or	have	other	defects	of	character,	should	preserve	the	type	and	yet	
ennoble	it.6	

It	is	important	therefore	not	to	confuse	archetype	with	stereotype,	which	is	

defined	as:	

A	preconceived	and	oversimplified	idea	of	the	characteristics	which	typify	a	
person,	situation,	etc.;	an	attitude	based	on	such	a	preconception.	Also,	a	person	
who	appears	to	conform	closely	to	the	idea	of	a	type.7	

Stereotypes	therefore	tend	to	appeal	to	a	prejudiced	view,	whereas	the	

archetypes	can	be	more	easily	associated	with	what	can	be	recognised	as	truly	

human.	The	associations	that	listeners	make	with	the	deeper	male	voice	types—	

wisdom,	patriarchy,	power,	might,	authority	and	judgement—are	naturally	

reflected	in	the	type	of	character	with	which	the	voice	part	has	been	and	

continues	to	be	connected.	Audiences	then	and	now	read	and	make	narrative	

																																																								
5	See	Aristotle:	Poetics	XV	which	outline	four	things	to	be	aimed	at	in	respect	of	Character:	(1)	
‘First	and	most	important,	it	must	be	good…any	speech	or	action	that	manifests	moral	purpose	of	
any	kind	will	be	expressive	of	character’;	(2)	‘The	second	thing	to	aim	at	is	propriety.	There	is	a	
type	of	manly	valor…’;	(3)	‘Thirdly,	character	must	be	true	to	life:	for	this	is	a	distinct	thing	from	
goodness	and	propriety,	as	here	described.’	(4)	‘The	fourth	point	is	consistency:	for	though	the	
subject	of	the	imitation,	who	suggested	the	type,	be	inconsistent,	still	he	must	be	consistently	
inconsistent.’	
6	Aristotle:	Poetics	XV.	
7	‘Sterotype,	N.	and	Adj.’,	Oxford	English	Dictionary	Online,	<http://www.oed.com>	[accessed	25	
October	2018].	
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meaning	in	what	they	see	on	stage.	Archetypical	characters	are	read	against	both	

the	viewers’	own	life	experiences,	and	against	the	templates	and	conventions	of	

narrative.	Therefore,	the	imposing	sonority	of	the	ruler,	the	deity	or	the	

patriarchal	figure	on	stage—all	of	whom	are	character	types	which	have	been	

established	in	theatrical	practice	since	Ancient	Greek	drama—would	have	

resonance	with	figures	of	authority	in	everyday	life.		Quite	often,	it	is	a	bass-voice	

character	that	provides	the	resolution	to	a	plot	tangle,	for	example,	the	

appearance	of	Apollo	in	the	closing	act	of	Eccles’	Semele	(1706	–	see	Chapter	5	

below).	In	such	circumstances,	both	on	stage	in	theatrical	music,	and	in	the	

musical	interpretations	of	biblical	and	ecclesiological	passages	in	sacred	music,	

the	need	for	the	credible	and	authentic,	the	character	to	whom	human	beings	can	

relate	and	respond,	is	an	important	consideration	in	how	that	character	and	

his/her	message	is	received	by	the	audience.		

The	fact	that	certain	character	types,	indeed	‘stock	character’	types,	are	

frequently	represented	on	stage	and	elsewhere	by	a	bass	singer	is	a	none-too-

surprising	outcome	of	such	expectations,	and	the	prevalence	of	low-voiced	kings,	

warriors	and	gods	amongst	others	will	be	documented	and	analysed	more	fully	

in	subsequent	chapters.	Regarding	the	‘stock	character’,	Beckson	and	Ganz	

opine:	

A	stock	character	is	a	familiar	figure	who	appears	regularly	in	certain	literary	

forms….	A	stock	character,	need	not	always	be	the	result	of	the	author’s	

ineptitude.	Shakespeare’s	Falstaff,	a	variation	on	one	of	the	classic	stock	

characters,	the	miles	gloriosus	or	braggart	soldier,	is	notable	for	his	individuality;	
as	is	Beau-marchais’	Figaro,	a	later	version	of	the	clever	servant	of	Classical	

comedy.8	

	

Ian	Ruffell,	writing	on	character	types	in	Greek	Comedy,	adds	that:		

Such	stock	characters	have	been	held	to	be	either	directly	or	indirectly,	

																																																								
8	Beckson	and	Ganz	(1960),	op.cit.,	p.	210.	
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spiritually	or	actually,	the	ancestor	of	character	types	in	one	broad	strand	of	
popular	Western	comedy,	through	Roman	comedy	on	into	commedia	dell’arte	
into	(among	other	things)	modern	British	pantomime	and	Punch	and	Judy	
shows…	9	
	

Ruffell	also	identifies	that	stock	characters	or	character	types	may	combine	up	to	

four	related	elements	in	their	creation:	

…a	restricted	set	of	personality	traits;	a	consistent	social	role	(and/or	
profession);	a	restricted	role	within	the	fiction	(plot	functions);	and	a	name	(or	
restricted	set	of	names).	These	personal,	social	and	fictional	characteristics	may	
be,	and	in	the	case	of	Greek	comedy	were,	specifically	signalled	by	visual	cues:	
mask,	above	all,	costume	and	props.10	

	

Stock	characters	might	be	seen,	conversely,	as	shortcuts	to	creating	characters,	

and	are	more	often	found	to	work	profitably	in	secondary	roles	rather	than	

central	character	parts.11		Cullen	is	not	so	dismissive	of	their	use:	

A	writer	of	creative	originality	can	take	such	stock	figures	and	transform	them	
into	individuals.	Falstaff	was	the	outstanding	example	of	the	braggart	
soldier….Jonson’s	Volpone	was	the	supreme	instance	of	the	miser.12	
	

The	archetypical	bass	roles	that	are	investigated	in	the	following	chapters	

provide,	therefore,	rich	panoplies	of	characterisation	that	have	resonated	in	their	

social,	theatrical,	and	dramatic	contexts	throughout	history.		As	will	be	

demonstrated,	however,	the	deployment	of	the	bass	voice	in	certain	roles	(such	

as	king,	god,	sorcerer),	whilst	familiar	to	audiences,	invariably	added	a	deeper	

level	of	profundity	and	gravitas	that	went	far	beyond	facile	stereotype.	The	

ennobling	qualities	of	the	voice	type	were	undoubtedly	wrapped	up	in	character	

types	established	long	before	the	seventeenth	century.	It	is	toward	those	

historical	precedents	that	we	must	now	make	a	lengthy	diversion,	as	a	means	of	

																																																								
9	Isabel	Ruffell,	‘Character	Types’,	in	The	Cambridge	Companion	to	Greek	Comedy,	ed.	by	M.	
Revermann	(Cambridge:	Cambridge	University	Press,	2014),	p.	147.	
10	Ibid.,	p.	148.	
11	Baldick	(1990),	op.cit.,	p.	211,	defines	stock	characters	as	‘a	stereotyped	character	easily	
recognized	by	readers	or	audiences	from	recurrent	appearances	in	literary	or	folk	tradition	
usually	within	a	specific	genre	such	as	comedy	or	fairy	tale.’	
12	Cuddon	(1998),	op.cit.,		pp.	864–865.	



Chapter	2:	Defining	Archetypes	

	55	

establishing	the	deep	roots	of	archetypes	in	theatre	and	society,	and	also	to	

furnish	performers	and	listeners	of	music	in	this	period	with	the	broader	

understanding	of	how	relevant	performing	conventions	came	into	use.	

	

Archetypes	in	Greek	Theatre.	

Restoration	theatre,	especially	comedy,	abounds	in	stock	characters	and	

archetypes,	but	this	was	by	no	means	a	new	concept	and	the	roots	of	

archetypical	and	stock	characterisation	can	be	traced	back	to	the	very	origins	of	

storytelling	and	of	theatre	itself.		The	highly	formalised	plays	of	Greek	tragic	and	

comedic	theatre	from	the	fifth-century	BCE,	with	their	prologues,	chorus	parados	

and	odes	alternating	with	episodes,	provide	an	early	insight	to	character	types,	

and	especially,	for	present	purposes,	the	three	male	central	actors	who	between	

them	portrayed	all	the	characters	in	a	play.13	Amongst	the	images	on	the	

Pronomos	Vase	(c.400BCE),	which	is	thought	to	depict	an	entire	theatrical	cast,	

includes	the	aforementioned	triumvirate	of	actors	who	appear	as	mature	men	

with	full	beards.14	The	first,	wearing	an	elaborate	and	richly	embroidered	

costume	suggests	that	he	is	playing	a	king.	The	second,	playing	heroic	Heracles,	

wears	a	lion	skin	and	a	figure-flattering	breastplate,	and	carries	a	club	and	a	lion-

head	mask.	The	third	is	an	older	man	and	is	presumed	to	be	Papposilenus,	the	

patriarch	of	the	satyrs.	

	

	

	

																																																								
13	Eric	Dugdale:	Greek	Theatre	in	Context	(CUP,	Cambridge,	2008),	p.	4.	
14	Ibid.,	pp.	9–10.	Also	see	The	Pronomos	Vase	and	its	Context,	ed.	by	Oliver	Taplin	and	Rosemary	
Wyles	(Oxford:	Oxford	University	Press,	2010).	
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Figure	2:1	–	Detail	from	the	Pronomos	Vase	(c.400BCE)	showing	the	Herakles	and	
Papposilenus	performers.	Naples,	Museo	Nazionale	Archeologico.	

	

	

His	mask	has	white	hair	and	beard,	and	he	carries	a	staff	and	a	leopard	skin.	In	

these	characters	alone—the	king,	the	warrior	/	hero	/	deity	and	the	wise	

patriarchal	figure—are	seen	some	of	the	most	prominent	character	types	in	

which	bass	singers	are	employed	in	Restoration	theatre	nearly	two	millennia	

later.		The	writings	of	Aristotle	elucidate	further	on	character.	His	Poetics,	which	

is	widely	considered	to	be	the	earliest	known	work	of	literary	criticism,	dating	

from	the	late	fourth	century	BCE,	declares	that	actors	and	characters	should	

imitate	someone	better,	not	worse,	than	the	audience.
15

	Aristotle’s	treatise	is	

described	as	‘very	brief	and	fragmentary’,	and	expressing	‘…his	own	

philosophical	perspective	and	cannot	be	taken	as	giving	an	objective	or	

																																																								

15
	Nancy	Rabinowitz,	Greek	Tragedy	(Oxford:	Blackwell	Publishing,	2008),	p.	14.		
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authoritative	verdict	on	the	subject.’16		Despite	this,	Aristotle’s	work	had	

considerable	influence	on	the	interpretation	of	Greek	drama	in	the	centuries	that	

followed.	Theophrastus	(c.370–286	BCE)	was	successor	to	Aristotle	as	head	of	the	

Lyceum	at	Athens,	and	author	of	the	first	recorded	attempt	at	systematic	

character	writing,	Characters.	A	collection	of	thirty	succinct	and	humorous	

sketches	of	personality	types,	Characters	includes:	The	Flatterer,	The	Garrulous	

Man,	The	Boor,	The	Reckless	Man,	The	Gossip,	The	Grumbler,	The	Offensive	Man	

and	The	Mean	Man.	Characters	is	said	to	have	had	a	direct	influence	on	the	

leading	playwright	of	New	Comedy,	Menander	(342/42	BCE	–	c.290	BCE)	whose	

plays	include	many	characters	exhibiting	the	same	traits.17		There	were	possibly	

as	many	as	one	hundred	and	eight	plays	by	Menander,	of	which	only	one	(Old	

Cantenkerous)	survives	virtually	complete,	along	with	substantial	fragments	of	

seven	others.18	Earlier	Greek	comedy	(‘old’	comedy)	as	exemplified	in	the	work	

of	Aristophanes	(fl.427–c.386	BCE)	tended	to	be	set	in	Athens	and	dealt	with	

contemporary	Athenian	concerns	and	characters.	Written	at	a	time	of	Athenian	

superiority	during	the	Peloponnesian	War	(431-404	BCE),	Aristophanes’	

characters	and	situations	make	frequent	satire	of	politicians	(for	example,	The	

Wasps,	Knights),	Tragedians	(e.g.	Euripides	in	Women	at	the	Thesmophoria,	

Frogs),	philosophers	(for	example,	Socrates	in	Clouds)	and	gods	(for	example,	the	

delegation	of	gods	in	Birds).	This	public	puncturing	of	grand	egos	was	seen	as	an	

exercise	of	democratic	freedom;	a	means	of	limiting	the	dominance	of	a	powerful	

elite.19	Indeed,	in	many	ways,	a	similar	principle	could	be	said	to	form	the	basis	

of	classically-inspired	comedy	in	England	in	the	seventeenth	century.	By	the	time	

																																																								
16	Ibid.,	p.	14.	
17	Dugdale	(2008),	op.cit.,	pp.	155–157	and	183–190.	
18	Ibid.,	pp.	183–190.	
19	Ibid.,	pp.	177–182.	
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Menander	was	producing	his	new	comedies	along	with	Diphilus	(dates	not	

known)	and	Philemon	(c.363–c.263	BCE)	in	the	late-fourth	and	early-third	

centuries,	the	political	fortunes	of	Athens	had	taken	a	downturn	and	the	subjects	

of	the	plays	tended	towards	everyday	life,	centering	on	lovers,	and	set	in	the	

familiar	surroundings	of	neighbouring	houses.20	Clichéd	situations	and	intricate	

plots	were	commonplace	and	the	stock	characters	(such	as	the	artful	or	tricky	

slave,	the	stern	father,	the	love-struck	young	man),	easily	recognisable	by	their	

masks	and	costumes,	appeared	in	many	plays	and	were	expected	to	conduct	

themselves	in	certain	ways.21	The	use	of	masks	is	further	commented	upon	by	

Ian	Ruffell,	who	takes	as	his	starting	point	the	different	configurations	of	features	

of	such	facial	coverings	found	in	the	writings	of	the	second	century	Greek	scholar	

and	rhetorician,	Julius	Pollux,	whose	ten-volume	Greek	thesaurus	Onomasticon	

included	a	list	of	masks.22	Ruffell	makes	the	point	that	masks	were	a	key	

theatrical	tool	to	denote	character,	and	from	which,	further	reinforced	by	

costume	and	/	or	props,	audiences	might	discern	or	infer	profession,	social	

status,	lifestyle,	or	age.23	Yet	despite	the	possibility	of	characters	becoming	two-

dimensional	and	potentially	stereotyped,	commentators	on	Menander	praised	

him	for	always	keeping	them	credible	and	realistic.	The	Roman	poet	Ovid	(43	

BCE–17/18	CE)	highlighted	Menander’s	stock	characters	as	the	most	notable	

aspect	of	his	writing:	

	 	

																																																								
20	Ibid.,	p.	18.	
21	For	further	information	on	the	use	of	masks	in	Greek	theatre,	see	Pollux:	Onomasticon	IV,	pp.	
133–154;	Thomas	B.	L.	Webster,	Greek	Theatre	Production	(London:	Methuen	&	Co,	1956),	pp.	
35–96;	Dugdale	(2008),	op.cit.,	pp.	114–123;	Rabinowitz	(2008),	op.cit.,	p.	29;	and	Dana	F.	Sutton,	
‘Pollux	on	Special	Masks’,	L’antiquité	classique,	Tome	53	(1984)	pp.	174–183.	
22	Onomasticon,	IV,	pp.	133–154,	cited	in	Sutton	(1984),	op.cit.,	p.	174.	
23	Ruffell	(2014),	op.cit.,	pp.	150–152.	See	also	pp.	153–160	for	further	discussion	on	type	and	
character	in	New	Comedy.	
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While	tricky	slaves,	stern	fathers,	shameless	bawds	

And	charming	whores	exist,	Menander’s	safe!24	

	

Important	structures	and	principles	of	characterisation	and	archetype	were	

therefore	established	in	Greek	theatre,	and	that	were	to	be	perpetuated	in	the	

Roman	theatre	that	followed.	Together,	this	literary	tradition	was	to	have	far-

reaching	consequences	for	archetypes	within	future	literary	and	theatrical	

traditions	as	well	as	for	musical	developments	in	Western	Europe.		

	

Archetypes	in	Roman	Theatre	

Many	of	the	precedents	laid	down	in	Greek	theatrical	practice	were	subsumed	

into	Roman	theatre	as	the	Roman	republic	increased	its	interest	in	the	Greek	

mainland	and	the	Greek	colonies	throughout	the	Macedonian	Wars	(214–148	

BCE)	and	following	the	Battle	of	Corinth	(146	BCE).	One	of	the	most	important	

things	the	Romans	did	for	theatre	was	to	disseminate	its	practice	throughout	a	

far-reaching	empire,	including	the	British	Isles.	Spectacle	and	performance	were	

central	to	Roman	life,	from	politics	and	military	show	to	religious	ceremony.	

Theatre	in	Rome	from	the	third	century	BCE	onwards,	was	largely	a	story	of	

generations	of	writers	adapting	Greek	originals	to	suit	Roman	tastes,	and	even	

home-grown	secular	entertainments	such	as	Fabulae	were	not	unlike	the	

comedies	of	Greece.25	With	the	establishment	of	an	organised	Roman	theatre	in	

the	mid-third	century	BCE,	adapted	and	translated	Greek	plays	predominated	

alongside	closely-related	Fabula	togata	(play	on	everyday	Roman	life).		As	in	the	

new	comedies	of	Greece,	characters	tended	to	be	by	type	rather	than	specific	

																																																								
24	Ovid:	Amores	1.	15.	17,	quoted	in	Menander:	Aspis.	Georgos.	Dis	Exapaton.	Dyskolos.	
Encheiridion.	Epitrepontes.,	ed.	by	W.Geoffrey	Arnott	(Cambridge,	MA:	Harvard	University	Press,	
1979),	p.	xxiii.	

25	For	further	information	on	Roman	theatre,	see	‘Rome’	in	The	Oxford	Companion	to	the	Theatre,	
ed.	by	Phyllis	Hartnoll	(Oxford:	Oxford	University	Press,	1983),	pp.	706–707.	
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individuals,	and	many	of	the	same	character	types	as	seen	earlier	in	Pollux,	

Theophrastus	and	Menander	reappear	along	with	costume,	mask	and	props	as	

key	identifiers.	To	a	large	extent,	this	focus	on	standard	character	type	over	

individual	characterisation	was	the	model	that	the	pre-Garrick	theatre	in	

England	still	followed	over	a	millennium	and	a	half	later.	Roman	taste	seems	to	

have	been	generally	for	high	action	plots,	the	macabre	and	gruesome,	and	violent	

oratory.	But	a	key	change	occurred	in	Roman	dramaturgy	around	100	BCE	with	

relatively	few	new	plays	being	written,	and	mime,	pantomime	and	rustic	farce	

coming	to	dominance	in	public	theatre.	The	works	of	Seneca	and	others	were	

largely	intended	for	private	non-staged	performance,	and	the	emphasis	shifted	

much	more	to	spectacle.26	The	decline	of	Roman	theatre	came	partly	due	to	the	

shifts	in	public	taste,	but	largely	as	a	result	of	much	broader	political,	military	

and	economic	crises	that	beset	an	over-stretched	Roman	empire	in	the	fourth	

and	fifth	centuries.	The	ultimate	collapse	of	the	empire	under	Emperor	Romulus	

Augustus	came	in	476	CE,	and	facilitated	a	rise	in	power	and	influence	of	the	

once-persecuted	Christian	church.		In	benefitting	from	the	power	vacuum	left	by	

the	collapse	of	the	empire,	the	church	finally	suppressed	Roman	theatrical	

practice.	Public	performances	were	forbidden	on	Sundays	by	the	Codex	

Theodosius	(438	CE),	and	theatre	doors	were	finally	closed	in	the	west	under	

ecclesiastical	authority	in	the	sixth	century,	though	secular	public	performances	

continued	in	the	Byzantine	East.27		

As	Rome’s	most	northerly	province	from	43	CE,	England	came	to	share	in	

the	same	elaborate	network	of	institutions	and	infrastructure	governing	all	
																																																								
26	The	Oxford	Companion	to	the	Theatre	(1983),	op.cit.,	p.	707	notes	that	as	Seneca’s	works	were	
the	only	surviving	Latin	tragedies	to	reach	the	modern	world	‘they	were	destined	to	exercise	an	
immense	influence	on	the	playwrights	of	the	Renaissance’.	
27	‘Byzantium’	in	The	Oxford	Companion	to	the	Theatre	(1983),	op.cit.,	pp.	122–123.		
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aspects	of	life	from	the	domestic	to	the	public	political	arena,	as	the	rest	of	the	

empire	across	Europe	and	into	Asia.	With	the	legions	and	consuls	came	also	the	

culture,	and	it	was	the	Romans	that	brought	the	first	organised	theatre	and	

scripted	dramas	to	Britain.	Theatres	were	amongst	the	most	substantial	

buildings	in	Roman	towns	throughout	the	empire	(there	are	many	known	

examples	in	Britain	included	those	at	Chester,	Cirencester,	St	Albans,	and	

Canterbury)	underlining	their	cultural	and	civic	significance,	and	provided	the	

site	not	only	for	drama	but	also	for	a	similar	link	to	religious	celebration	as	seen	

earlier	in	Greek	theatre.28	Theatres	were	often	located	close	to	temples	and	

provided	an	assembly	space	for	large	numbers	of	people.29	That	conceptual	

association	between	drama	and	religious	observance	was	not	to	be	entirely	lost	

with	the	adoption	of	Christianity	in	the	empire	from	313	CE.	The	dominance	of	

Christianity	in	its	Roman	Catholic	form	across	Europe	was	to	be	the	hallmark	of	

what	we	now	the	Medieval	period,	and	it	is	to	the	developments	in	

characterisation	and	archetype	throughout	that	period	that	we	now	turn.		

	

Archetypes	in	Medieval	Europe	

A	key	issue	in	the	transition	of	power	structures	in	the	west	and	in	Britain,	was,	

for	present	purposes,	the	extent	to	which	the	legacy	of	Roman	theatrical	practice	

continued	in	the	centuries	that	followed	the	collapse	of	the	empire.	Roman	

culture	had	put	down	deep	roots	in	Britain	which	are	still	perceptible	today,	not	

only	in	physical	features	like	the	layout	of	towns	and	cities	and	the	course	of	

																																																								
28	Sheppard	Frere	and	Grace	Simpson,	‘The	Roman	Theatre	at	Canterbury’,	Britannia,	Vol.	1	
(1970),	pp.	83–113.	
29	John	C.	Coldewey,	‘From	Roman	to	Renaissance	in	Drama	and	Theatre’,	in	The	Cambridge	
History	of	British	Theatre:	Volume	1:	Origins	to	1660,	ed.	by	Jane	Milling	and	Peter	Thomson	
(Cambridge:	Cambridge	University	Press,	2004),	p.	18.	
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some	major	roads,	but	also	in	our	language.		The	early	Church	had	evolved	its	

ecclesiastical	structures	in	a	Roman	world;	had	established	its	early	masculine-

priest	centred	practice	and	proto-liturgy	within	and	appropriating	aspects	of	a	

Roman	culture	and,	despite	repeated	persecutions	in	its	early	centuries,	

eventually	found	acceptance	and	legitimisation	in	a	still-thriving	Roman	empire	

in	the	early	fourth	century.	Whatever	political	structures	filled	the	void	in	

Europe	after	the	Romans,	they	did	so	with	the	Church	in	a	central	role.	It	was	

ecclesiastical	authority	that	increasingly	came	to	dominate	medieval	society	in	a	

way	that	modern	political	structures	could	not	begin	to	comprehend.	Perhaps	

the	most	important	manifestation	of	that	emerging	Church	power	was	seen	at	

the	turn	of	the	ninth-century	with	the	coronation,	by	the	Pope,	of	Charlemagne	as	

the	first	Holy	Roman	Emperor	in	800	CE.	Saxon	Britain	adopted	Roman	

Catholicism	relatively	late	in	597	CE,	with	the	arrival	of	St.	Augustine	in	

Canterbury,	a	city	in	which	the	remnants	of	Roman	occupation,	and	not	least	its	

substantial	theatre,	were	still	visible.30	The	probability	that	stones	from	the	

Roman	remains	were	incorporated	into	the	building	of	the	abbey	that	Augustine	

established	there	a	year	later	in	598	CE	could	stand	as	a	metaphor	for	the	role	of	

the	church	in	the	incubation	and	eventual	re-emergence	of	aspects	of	Roman	

culture,	including	theatrical	practice.		

As	the	church	and	ecclesiastical	structures	increasingly	came	to	provide	

stability	in	a	world	of	transitory	political	organisation	after	the	fall	of	the	empire,	

it	should	not	seem	surprising,	therefore,	that	at	some	point	(even	several	

centuries	after	the	demise	of	classical	theatre)	the	immutable	but	nevertheless	

																																																								
30	Celtic	Christian	communities	were	present	in	the	city	at	least	100	years	before	St	Augustine’s	
arrival,	and	the	Church	of	St	Martin,	which	Augustine	would	have	known,	is	still	in	use	as	a	
church	today.		
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undeniably	‘theatrical’	liturgy	of	the	church	would	provide	the	context	for	the	

realisation	of	a	need	for	dramatic	depictions	and	storytelling:	

…considering	the	drama	inherent	in	the	life	of	Christ	it	is	perhaps	not	surprising	
that	the	mimetic	instinct	in	man,	driven	underground	by	the	Early	Fathers,	
should	have	broken	out	again	in	the	celebrations	of	the	Mass,	particularly	at	
Easter	and,	soon	after,	at	Christmas.31	
	

The	practice	of	liturgical	dramas,	which	had	already	been	seen	on	the	continent,	

began	to	emerge	in	England	around	1000	CE.32	The	fact	that	the	church	had	

played	a	major	part	in	doing	away	with	the	remnants	of	formal	classical	drama	

does	not	suggest	that	its	own	development	of	liturgical	drama	was	a	

continuation	of	the	older	art	form:	

To	assume	that	medieval	music	drama	followed	their	principles	is	therefore	an	
unwarranted	liberty,	which	is	bound	to	lead	to	misunderstanding	and	
oversimplification.33	

	
The	earliest	liturgical	dramas	such	as	the	Quem	Quaeristis	(‘Whom	seek	ye?’)	

were	highly	ritualistic	adornments	to	the	Mass,	and	even	more	elaborate	later	

versions	involving	extraneous	texts	and	comic	characters	(influences	surely	from	

secular	dramatic	conventions)	which	could	no	longer	be	accommodated	within	

the	Mass	liturgy,	still	seemed	to	be	performed	in	the	context	of	the	office	of	

Matins	instead.34	This	suggests	that	drama	and	allegory	retained	their	popularity	

and	appeal	in	wider	society,	if	not	in	the	church,	even	if	this	flew	in	the	face	of	the	

ecclesiastical	authorities.35		Moreover,	illiteracy	was	more	prevalent	in	the	

medieval	period,	and	thus	heightened	the	need	for	explanatory	drama.	There	

was	fixity	in	that	the	context	of	performance	of	liturgical	dramas	imbued	the	

																																																								
31	“Liturgical	Drama’	in	The	Oxford	Companion	to	the	Theatre,	op.cit.,	p.	495.	See	also	Robert	N.	
Swanson,	‘Medieval	Liturgy	as	Theatre:	the	Props’,	Studies	in	Church	History,	Vol.	28	(1992),	pp.	
239–253.	
32	Coldewey	(2004),	op.cit.,	pp.	26–29.		
33	Robin	Wallace,	‘The	Role	of	Music	in	Liturgical	Drama:	A	Revaluation’,	Music	&	Letters,	Vol.	65,	
No.3	(1984),	p.	220.	
34	“Liturgical	Drama’	in	The	Oxford	Companion	to	the	Theatre	(1983),	op.cit.,	p.	495.	
35	Wallace	(1984),	op.cit.,	p.	225	
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‘play’	with	the	same	permanence	and	separation	from	direct	personal	experience	

as	the	sacramental	act	in	which	it	grew	and	existed.	The	nature	of	the	drama,	the	

performers,	the	music	and	the	movement	were	synonymous	with	the	Mass	itself.		

The	function	of	a	fixed	liturgy	within	this	system	is	clear:	it	serves	to	emphasize	the	
immutability	of	those	central	events	throughout	and	in	spite	of	the	constant	
progress	of	time…This	same	striving	for	historical	fixity	is	responsible	for	the	
universal	employment	of	visual	icons	in	medieval	religious	art.	The	dove	which	
represents	the	Holy	Spirit	in	scenes	of	the	Annunciation	is	one	example	of	a	
commonly	accepted	symbol	which	becomes	permanently	associated	with	an	event	
through	constant	use.	For	the	same	reason	St.	Peter	is	traditionally	pictured	as	the	
bearer	of	the	key	to	heaven,	St.	John	as	the	Gospel	writer,	and	so	forth.36	
	

The	Quem	Quaeristis,	as	with	other	liturgical	dramas,	was	intended	to	be	sung	by	

an	all-male	‘cast’	of	four	priests	and/or	deacons	taking	part	in	the	celebration	of	

the	Mass.37	As	was	seen	with	the	Passion	narratives	in	the	development	of	the	

bass	voice	(see	Chapter	1	above),	a	tenth-century	Bodleian	Library	manuscript	of	

the	chant	for	a	version	of	the	Quem	Quaeristis	shows	that	the	voice	range	of	the	

angel	was	lower	than	those	of	the	three	[male]	Marys	who	respond,	implying	

authority	and	power	in	the	transaction	and	pointing	towards	natural	

associations	that	auditors	would	make	with	those	qualities.	The	fixed	nature	and	

function	of	the	genre	would	certainly	have	perpetuated	any	such	links	between	

voice	type	and	role.	In	addition	to	this	and	any	didactic	function	of	the	liturgical	

drama,	the	‘players’	were	in	reality	figures	of	moral	and	spiritual	authority	

within	the	church,	and	in	a	society	where	the	church	was	central,	their	portrayals	

and	voices	carried	with	them	the	power	of	the	institution:	

Allegorical	interpretation	of	the	Mass,	in	fact,	is	an	open	invitation	for	individual	
personalities	to	impose	their	temporality	on	the	immutable	structure.	Even	if	the	
deacons	represent	prophets,	the	subdeacons	wise	men,	and	so	on,	they	will	still	

																																																								
36	Ibid.,	p.	225.	Note:	the	Dove	was	another	example	of	an	ancient	symbol	appropriated	by	the	
early	church,	which	reinforces	the	presence	of	a	wider	pattern	of	symbology.	
37	Ibid.,	p.	226.	Coldewey	(2004),	op.cit.,	pp.	30–31	suggests	that	the	Liturgical	Drama	may	have	
developed	to	fill	the	vacuum	left	after	the	conservative	Roman	church	extended	its	power	and	
dominance	over	more	poetic	and	imaginative	local	practices	(such	as	the	Gallican	rite)	in	the	
ninth	and	tenth	centuries.	
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be	perceived	by	the	congregation	as	deacons	and	subdeacons,	complete	with	
appropriate	liturgical	vestments.38	
	

Evidence	for	liturgical	dramas	in	England	is,	at	best,	fragmentary	(much	was	

destroyed	at	the	Reformation),	but	includes	the	Winchester	Troper	(c.1000	CE)	

and	Ethelwold’s	Regularis	Concordia	(c.970	CE).39	

	 A	greater	degree	of	freedom	in	expression	and	characterization	was	seen	

in	the	development	of	the	Latin	Music	Drama	in	the	eleventh	and	twelfth	

centuries.	Such	examples	include	the	Ludus	Danielis	(play	c.1140	CE,	music	

version	c.1227–34	CE),	Hildegard	of	Bingen’s	Ordo	Virtutem	(c.1151	CE),	and	the	

elegiac	comedy	Babio,	probably	by	an	English	author	and	clearly	based	on	

Roman	models	by	Ovid,	Plautus	and	Terence.40	The	central	character,	Babio,	is	a	

subversion	of	a	traditional	authority	figure,	so	in	the	play	he	is	presented	in	the	

persona	of	a	lecherous	priest.41	Babio	was	probably	intended	to	be	used	in	an	

educational	context	(at	a	school	or	a	university)	as	a	means	of	learning	Latin,	

syntax,	and	classical	forms,	but	also	to	be	a	source	of	amusement	and	

engagement	for	students	by	means	of	poking	fun	at	authority.	The	growth	of	

scholasticism	and	a	shift	in	the	centres	of	learning	from	monastic	institutions	to	

the	great	European	universities,	many	of	which	were	founded	in	the	twelfth-

century,	ushered	in	a	period	of	intellectual	exploration	and	the	beginnings	of	the	

rediscovery	of	classical	culture	(due,	not	least,	to	the	activities	of	the	Crusades).		

	 An	English	example	of	how	classical	practices	regarding	characterisation	

																																																								
38	Wallace	(1984),	op.cit.,	p.	226.	
39	The	Winchester	Troper	is	in	two	manuscripts:	GB-Ob,	Ms.	775	and	GB-Ccc,	Ms.	473,	and	
Regularis	Concordia:	GB-Lbl,	MS	Faustina	B	III,	ff.	159r–198r,	and	GB-Lbl,	MS	Tiberius	A	III,	ff.	3–
27.	
40	Kathleen	A.	Bishop,	‘The	Influence	of	Plautus	and	Latin	Elegiac	Comedy	on	Chaucer’s	Fabliaux’,	
The	Chaucer	Review,	Vol.	35,	No.	3	(2001),	pp.	294–317.	
41	The	script	of	Babio	is	reproduced	in	The	Broadview	Anthology	of	Medieval	Drama,	ed.	by	
Christina	M.	Fitzgerald	and	John	T.	Sebastian,	(Peterborough,	ON:	Broadview	Press,	2013),	pp.	
10–20. 
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in	theatrical	performances	re-emerged	at	this	time	can	be	seen	in	a	twelfth	

century	St.	Albans	manuscript	collection	of	the	comedies	of	Terence,	which	

includes	an	illustration	showing	a	rack	of	masks	for	the	players	to	wear.42	The	

use	of	masks,	implying	the	promotion	of	stock	characterisation,	is	evident	later	

in	mystery	play	cycles,	for	example	at	York.43			

	

	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	2:2	–	Detail	showing	a	rack	of	masks	from	GB-Ob,	MS.	Auct.	
F.	2.	13.,	f.	3r,	c.1150	(The	Bodleian	Library,	University	of	Oxford).	

																																																								
42	GB-Ob,	MS.	Auct.	F.	2.	13.	dating	from	c.1150CE.	The	illustration	of	the	masks	appears	on	f.	3r.	A	
fully	digitised	version	of	this	manuscript	can	be	viewed	online	at	
https://digital.bodleian.ox.ac.uk.	Also	see	Beatrice	Radden	Keefe,	‘Illustrating	the	Manuscripts	of	
Terence’,	in	Terence	Between	Late	Antiquity	and	the	Age	of	Printing:	Illustration,	Commentary	and	
Performance,	ed.	by	Giulia	Torello	Hill	and	Andrew	Turner	(Leiden:	Brill,	2015),	pp.	36–66.	
43	Richard	Beadle,	‘Mask,	Mimes	and	Miracles:	Medieval	English	theatricality	and	its	illusions’,	in	
From	Script	to	Stage	in	Early	Modern	England,	ed.	by	Peter	Holland	and	Stephen	Orgel	
(Basingstoke	&	New	York:	Palgrave	Macmillan,	2004),	pp.	32–42.	
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The	twelfth	century	also	saw	the	development	of	the	Vernacular	Drama	

genre,	which	shifted	the	emphasis	from	sung	to	spoken	content,	drew	on	a	wider	

range	of	literary	traditions	and	models,	and	included	an	eclectic	mix	of	

characters.	The	Ordo	rapresentacionis	Ade	(‘The	Play	of	Adam’,	twelfth	century)	

draws	on	a	variety	of	rounded	biblical	characters—including	God,	Adam,	the	

Devil,	a	chorus	of	demons,	Kings	David,	Solomon	and	Nebuchadnezzar,	and	a	

procession	of	prophets	and	patriarchs—authoritative	character-types	later	often	

associated	with	basses	as	will	be	amply	demonstrated	in	subsequent	chapters.44	

The	staging	of	many	vernacular	dramas,	which	became	by	all	accounts	a	thriving	

tradition	across	Europe,	frequently	took	place	outside	of	the	church	thus	making	

use	of	both	sacred	and	profane	space	and	bringing	a	drama	still	linked	to	

theology,	more	into	contact	with	the	lives	of	ordinary	people.	By	the	thirteenth	

century,	a	wave	of	pietism	and	increasing	calls	for	religious	obedience	from	a	

powerful	male-dominated	church	hierarchy,	saw	the	rapid	growth	in	popularity	

in	the	thirteenth	and	fourteenth	centuries	of	a	new	style	of	drama	in	connection	

with	the	feast	of	Corpus	Christi.	Celebrated	the	Thursday	following	Trinity	

Sunday,	Corpus	Christi	would	fall	in	the	temperate	months	of	the	year,	anytime	

between	21	May	and	24	June,	which	was	conducive	to	outside	performance	of	

the	plays	that	came	to	be	associated	with	the	festival.	The	growth	of	the	

fourteenth-century	professional	guild	fraternities	was	a	key	vehicle	for	the	

dissemination	initially	of	the	Corpus	Christi	plays	and	later	the	mystery	play	

cycles	in	England.		The	guilds,	as	monopolistic	organisations	that	regulated	

																																																								
44	The	script	of	The	Play	of	Adam	is	reproduced	in	Fitzgerald	and	Sebastian	(2013),	op.cit.,	pp.	23–
67.	
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standards	of	goods	and	services	in	towns	and	cities,	sponsored	quid	pro	quo	

individual	plays,	which	embellished	biblical	narrative,	invariably	with	a	thematic	

link	to	the	sponsoring	guild’s	trade.	The	York	Corpus	Christi	play,	for	example,	

included	the	Bakers	sponsoring	‘The	Lord’s	Supper’,	the	Fishmongers	and	

Mariners	sponsoring	‘Noah	in	the	Ark’	and	the	Vintners	staging	‘The	Wedding	at	

Cana’.	The	York	cycle,	the	earliest	record	of	which	dates	from	c.1376,	consisted	

eventually	of	up	to	fifty	one	pageants,	the	order	of	which	were	recorded	in	a	

manuscript	of	1415	created	by	civil	servant,	Roger	Burton—the	Ordo	

Paginarum.45	Even	a	cursory	look	at	Burton’s	descriptions	reveals	dozens	of	

examples	of	the	perpetuation	of	many	of	the	sort	of	character	types	that	featured	

earlier	in	the	vernacular	dramas.	For	example:	

11.	The	Hosiers:	Moses	raising	up	the	Serpent	in	the	desert,	King	Pharoah,	and	
eight	Jews	marvelling	and	waiting….	
23.	The	Fevers	[Smiths]:	Jesus	on	the	pinnacle	of	the	Temple,	and	the	Devil	
tempting	him	with	stones,	and	two	Angels	attending,	etc….	
51.	The	Mercers	[Merchants]:	Jesus,	Mary,	twelve	Apostles,	four	Angels	with	
trumpets,	four	with	a	crown,	spear,	and	two	whips.	Four	Good	Spirits	and	four	
Bad	Spirits,	and	six	Devils.46	

	
Such	didactic	play	cycles,	with	their	vivid	characterisation	and	comic	scripts	and	

observation,	continued	to	bring	biblical	stories	to	life	as	an	instructional	tool	on	

behalf	of	the	church	for	generations	of	audiences	throughout	England	right	up	

until	the	Reformation	in	the	sixteenth-century.47	As	a	genre,	the	mystery	and	

Corpus	Christi	cycles	were	largely	amateur	productions,	and,	as	the	York	

																																																								
45	The	Ordo	Paginarum	and	a	number	of	the	individual	York	pageants	are	reproduced	in	Medieval	
Drama:	An	Anthology,	ed.	by	Greg	Walker	(Oxford:	Blackwell,	2000),	pp.	10–158.	See	also	Richard	
Beadle,	‘The	York	Corpus	Christi	Play’,	in	The	Cambridge	Companion	to	Medieval	English	Theatre,	
ed.	by	Richard	Beadle	and	Alan	J.	Fletcher	(Cambridge:	Cambridge	University	Press,	2nd	Edition,	
2008),	pp.	99–124.	
46	Walker	(ed)	(2000),	op.cit.,	pp.	10–11.	No.51	(The	Last	Judgement,	1433)	along	with	‘The	
Mercer’s	Indenture’,	which	gives	some	indication	of	the	scale	and	expense	of	the	pageant,	is	
reproduced	on	pp.	159–165.	
47	For	further	information	on	didactism	in	early	drama,	see	Greg	Walker,	‘The	Cultural	Work	of	
Early	Drama’,	in	The	Cambridge	Companion	to	Medieval	English	Theatre,	ed.	by	Richard	Beadle	
and	Alan	J.	Fletcher	(Cambridge:	Cambridge	University	Press,	2nd	Edition,	2008),	pp.	75–98.	
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Mercer’s	Indenture	demonstrates,	a	costly	venture	supported	by	a	civic	and	

mercantile	infrastructure	beyond	the	economic	resources	of	many	smaller	

provincial	towns.48	The	emergence	of	non-cycle	plays	more	suited	to	smaller	

communities,	became	much	more	common	and	included	Saints	Plays	(for	

example	the	Digby	Plays	dating	from	the	early	sixteenth-century),	Morality	Plays	

(the	most	celebrated	of	which	was	the	late	fifteenth-century	Everyman)	and	

History	Plays	(covering	biblical	and	secular	forms,	and	also	drawing	on	ancient	

and	English	folk	traditions	for	exoticism	in	characterisation).49	The	non-cycle	

plays,	which	still	relied	on	sponsorship,	offered	much	more	in	terms	of	spectacle	

in	their	energetic	content	and	character	types.	Morality	plays,	such	as	Mankind	

(c.1465–70),	cast	characters	which	focus	on	universal	and	fundamental	aspects	

of	the	human	condition	whilst	also	containing	characters	and	settings	to	which	

audiences	would	have	immediately	related	(Mankind	makes	references	to	

villages	in	the	Cambridge	area,	and	forms	of	language	are	consistent	with	the	

East	Anglian	dialect).50	The	characters,	though	universal	in	name,	do	still	accord	

with	recognisable	character-types	from	previous	dramatic	forms.	Thus,	

‘Mankind’	is	subjected	to	temptation	by	demonic	characters	(‘Nought’,	‘New-

Guise’,	‘Mischief’,	‘Nowadays’	and	‘Titivillus’)	whilst	the	more	reserved	‘Mercy’	

who	maintains	an	authoritative,	pious	air,	is	almost	priest-like	with	his	frequent	

lapses	into	Latin	phraseology.	The	characters	in	Everyman	(c.1500)	are	

personifications	of	abstract	concepts	such	as	‘Strength’,	‘Beauty’,	‘Discretion’	and	
																																																								
48	This	kind	of	grassroots	civic	engagement	can	still	be	seen	in	Spain,	Italy	and	Portugal,	for	
example	in	the	Semana	Santa	processions	of	brotherhoods	and	fraternities	in	Spanish	cities	
during	Holy	Week.		
49	See	various	chapters	in	The	Cambridge	Companion	to	Medieval	English	Theatre,	ed.	by	Richard	
Beadle	and	Alan	J.	Fletcher	(Cambridge:	Cambridge	University	Press,	2nd	Edition,	2008):	John	C.	
Coldewey,	‘The	Non-Cycle	Plays	and	the	East	Anglian	Tradition’	(pp.	211–234);	Darryll	Grantley,	
‘Saints	and	Miracles’	(pp.	263–286),	and	Pamela	M.	King,	‘Morality	Plays’	(pp.	235–262).	
50	The	texts	of	Mankind	and	Everyman	are	reproduced	in	Fitzgerald	and	Sebastian	(2013)	op.cit.,	
pp.	356–375,	and	376–391.	
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‘Good	deeds’,	but	there	are	also	more	traditional	character-types	including	‘God’,	

‘Death’	and	‘Angel’.		

Whereas	the	content	of	all	of	the	medieval	dramatic	types	mentioned	so	

far	were	essentially	conduits	for	the	reinforcement	of	Catholic	doctrine,	the	rise	

of	humanism	in	the	latter	part	of	the	fifteenth	century,	and	to	a	certain	extent	

also	of	the	Protestant	Reformation,	contributed	to	a	shift	from	old-school	

scholastic	thought	to	classical	learning.	The	Tudor	courts	of	Henry	VII	and	Henry	

VIII,	although	relatively	late	in	adopting	Humanistic	thought,	were	steeped	in	the	

intellectual	ferment	of	the	Renaissance,	which	included	a	proactive	interest	in	

the	cultivation	of	Burgundian	and	Italianate	trends,	especially	in	artistic	

endeavours.51	The	encouragement	of	Italianate	culture	in	elite	courtly	and	

diplomatic	circles	especially	in	the	first	few	decades	of	the	sixteenth	century	(but	

which	was	still	seen	into	the	reign	of	Elizabeth	I),	was	to	leave	a	lasting	mark	in	

theatricality	in	the	form	of	courtly	entertainments	akin	to	the	Italian	intermezzi	

including	drama,	dancing,	and	other	forms	of	musical	interlude	which	would	still	

be	seen	in	the	courtly	masque	of	the	Jacobean	and	Caroline	courts	in	the	

seventeenth-century.52	The	artistic	love	affair	with	Italy	persisted	in	the	themes,	

characters	and	settings	that	abound	in	the	plays	of	Shakespeare	and	his	circle	

alongside	more	familiar	characters	from	British	culture.	The	non-biblical	Tudor	

Interlude	which	emerged	in	the	last	years	of	the	fifteenth-century	adopted	plots	

addressing	the	immediate	concerns	of	elite	audiences	such	as	contemporary	

manners	and	conduct,	framed	in	the	sort	of	classical	themes	and	characters	that	

would	come	to	dominate	early	opera	in	Europe	about	a	century	later.	In	the	

																																																								
51	Charlotte	Bolland,	‘Italian	Material	Culture	at	the	Tudor	Court’	(unpublished	doctoral	thesis,	
Queen	Mary,	University	of	London,	2011).	
52	See	Chapter	1	above	for	a	discussion	of	the	extent	of	Italianate	influence	in	English	solo	bass	
vocal	music	in	the	seventeenth	century.		
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Interlude,	therefore,	can	be	found	a	direct	referencing	back	to	the	earliest	forms	

of	drama;	traditions	and	conventions	of	medieval	theatre	(including	character	

types	which	themselves	extend	back	to	classical	models),	in	addition	to	current	

humanistic	thought-processes.	The	model	seen	in	the	morality	plays,	of	a	central	

character	tempted	by	various	allegorical	figures	but	who	ultimately	finds	

redemption,	can	be	seen	in	playwright	and	organist	of	St	Paul’s	Cathedral,	John	

Redford’s	The	Play	of	Wit	and	Science	(?	c.1540–43).	The	story	of	the	central	

character	‘Wit’—referring	to	intelligence—who	wishes	to	be	married	to	‘Science’	

(making	them	together	the	hapless	lovers),	the	daughter	of	‘Reason’	(the	

authority	figure),	but	is	diverted	by	the	actions	of	‘Idleness’,	‘Ignorance’	and	

‘Tediousness’	(the	demons),	reveals	standard	tropes	to	which	audiences	of	all	

types	would	have	related.53	John	Heywood’s	The	Play	of	the	Weather	(c.1527–

1533)	was	written	at	some	point	during	the	turbulent	period	of	religious	and	

political	breakdown	at	the	centre	of	which	was	the	king’s	attempt	to	resolve	the	

succession	crisis	by	means	of	divorce	and	remarriage.		John	Heywood	(c.1497–

1578)	was	a	humanist	playwright	and	entertainer	who	had	been	closely	

associated	with	Thomas	More,	and	who	had	provided	entertainments	for	the	

royal	court.54	The	Play	of	the	Weather	is	perhaps	more	typical	of	the	Tudor	

Interlude	genre	in	that	it	would	have	been	intended	for	performance	probably	at	

court,	or	at	least	in	a	noble	household.	The	play	draws	on	familiar	characters	(for	

example	‘The	Gentlewoman’,	‘The	Merchant’	and	‘The	Ranger’)	as	well	as	the	

central	character,	the	Roman	god	‘Jupiter’.	The	god	represents	King	Henry	VIII,	

																																																								
53	Louise	Rayment,	‘A	New	Context	for	the	Manuscript	of	“wit	and	Science”’,	Early	Theatre:	A	
Journal	Associated	with	the	Records	of	Early	English	Drama,	Vol.	17,	No.	1	(2014),	pp.	49–73.	
54	The	many	important	literary	connections	within	Heywood’s	family	are	explored	in	the	editor’s	

introduction	to	the	text	of	the	play	in	Fitzgerald	and	Sebastian	(2013),	op.cit.,	p.	449.	
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who	has	to	deal	with	a	succession	of	conflicting	requests	(arising	from	the	British	

weather),	and	can	therefore	be	seen	as	an	allegorical	exploration	of	how	a	

monarch	could	meet	and	balance	such	opposing	demands	from	his	subjects.	In	

the	end,	Jupiter	provides	a	resolution	for	all	of	the	play’s	conflicts	and	thus	

exudes	the	qualities	of	wisdom	and	kingly	/	divine	authority.	

As	longe	as	dyscrecyon	so	well	doth	you	gyde	
Obedyently	to	use	your	dewte,	
Dout	ye	not	we	shall	your	savete	provide.	
Your	grevys	we	have	harde,	wherefore	we	sent	for	ye	
To	receyve	answere,	eche	man	in	his	degre….	
	
….Wherefore	we	wyll	the	hole	worlde	to	attende,	
Eche	sort,	on	suche	wether	as	for	them	doth	fall.	
Now	one,	now	other,	as	lyketh	us	to	send.	
Who	that	hath	yt,	ply	yt,	and	suer	we	shall	
So	gyde	the	wether	in	course	to	you	all,	
The	eche	wyth	other	ye	shall	hole	remayne	
In	pleasure	and	plentyfull	welth,	certayne.55	
	
Gammer	Gurton’s	Needle	(c.1551–54),	possibly	by	the	English	clergyman	

and	playwright	William	Stevenson	(1530–1575),	is	one	of	the	earliest	comedies	

written	in	English	and	comes	from	the	prolific	dramatic	output	of	Oxford	and	

Cambridge	colleges	(in	this	case	Corpus	Christi,	Cambridge)	in	the	mid-sixteenth-

century.56	The	continuing	political	and	religious	chaos	of	the	mid-Tudor	crisis	in	

the	later	1540s	and	1550s	(reigns	of	Edward	VI	and	Mary	I)	are	reflected	in	

Gammer	Gurton’s	characters	which	are	described	by	Fitzgerald	and	Sebastian	as	

‘chaotic,	disorderly,	immoral,	and	very	English.’57	The	central	character	is	the	

farcical	‘Diccon,	the	bedlam’	(‘bedlam’	here	denotes	disorder),	whose	corrupting	

character	follows	precedents	from	ancient	and	medieval	dramaturgy.		In	its	

																																																								
55	Medieval	Drama:	An	Anthology	(2000),	op.cit.,	pp.	477	and	478	(lines	1155–1159,	and	1204–
1210).	See	also	Darryll	Grantley,	English	Dramatic	Interludes	1300–1580:	A	Reference	Guide	
(Cambridge:	Cambridge	University	Press,	2004),	pp.	112–117.	
56	The	probable	authorship	is	discussed	in	Medieval	Drama:	An	Anthology	(2000),	op.cit.,	pp.	496–
497.	
57	Fitzgerald	and	Sebastian	(2013),	op.cit.	
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vernacular	setting	of	an	English	village	(all-too-familiar	to	its	1550s	Cambridge	

audience),	its	foul	rustic	humour	(Hodge’s	reference	to	diahhorea	in	Act	1	scene	

2,	line	2—‘She	that	set	me	to	ditching,	ich	would	she	had	the	squirt’—	is	

especially	charming),	its	poking	fun	at	ineffectual	religious	authority	

(represented	by	‘Dr	Rat,	the	curate’),	and	yet	cast	in	a	Terence-like	classical	five-

act	structure,	Gammer	Gurton’s	Needle	seems	to	represent	a	confluence	of	

literary	strands	(rustic	comedy,	classical	and	religious)	that	have	flowed	down	

from	the	ancient	and	medieval	traditions	and	together	continue	through	

Marlowe	and	Shakespeare	into	the	seventeenth	and	eighteenth	century.	The	play	

had	considerable	popular	appeal	and	retained	its	currency	far	beyond	the	Tudor	

period,	even	into	Restoration	theatre.58	

	 A	key	feature	of	the	dramatic	genres	discussed	up	to	the	mid-sixteenth	

century	is	that	the	characterisation	tended	towards	the	pre-defined	or	easily	

interpretable—essentially	providing	characters	in	plays	that	fulfilled	roles	and	

personality	traits	expected	by	audiences.	However,	the	rise	of	Platonic	thought	

and	other	strands	of	ancient	classical	learning	gave	rise	to	a	re-awakening	of,	and	

re-connection	with	classical	philosophy	and	technique	in	the	English	

Renaissance	of	the	sixteenth	century.	By	the	1580s	and	90s,	intellectual	concepts	

which	associated	earthly	realities	with	a	higher	spiritual	realm	within	a	

hierarchical	order	were	being	explored	by	Spenser	(Amoretti,	1595	and	Faerie	

Queene,	1590–96)	and	Sidney	(Astrophel	and	Stella—the	first	sonnet	sequence	

published	in	English	in	1591),	as	well	as	in	late	Tudor	and	early	Stuart	courtly	

masques.	The	influence	of	Roman	writers	such	as	Cicero	and	Seneca	on	the	

																																																								
58	William	Stevenson,	d.	1575,	?Bridges,	John,	d.	1618.,	?Still,	John,	1543?–1608.,	A	Right	Pithy,	
Pleasant,	and	Merry	Comedy,	Entituled,	Gammer	Gurton’s	Needle	Made	By	Mr.	S.,	Mr.	of	Art	
(London:	Printed	by	Tho.	Johnson,	and	are	to	be	sold	by	Nath.	Brook.,	Francis	Kirkman.,	Tho.	

Johnson.,	Henry	Marsh.,	1661).	
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development	of	sceptical	thought	was	also	important	in	the	way	that	writers	

explored	character	with	a	greater	perception	of	perspective	and	depth	in	literary	

works.59	The	Canterbury-born	playwright	Christopher	Marlowe	(1564–1593)	

included	familiar	character	types	in	his	own	plays,	but	set	a	new	standard	for	the	

fluidity	or	indeterminacy	of	those	characters.60	For	example,	in	Doctor	Faustus	

(c.1589–92),	the	protagonist	is	revealed	as	a	complex	character	ambitious	for	

supernatural	power.	He	is	never	totally	sure	about	his	deal	with	Lucifer,	but	he	is	

equally	incapable	of,	or	unwilling	to	own	up	to,	his	mistaken	action.	The	fluidity	

in	Metastophilis’s	devilish	character	also,	is	seen	in	his	willingness	to	warn	

Faustus	of	the	consequences	of	his	impending	pact	with	Lucifer:		

Why,	this	is	hell,	nor	am	I	out	of	it:		

Think'st	thou	that	I,	that	saw	the	face	of	God,		

And	tasted	the	eternal	joys	of	heaven,	

Am	not	tormented	with	ten	thousand	hells,	 
In	being	depriv'd	of	everlasting	bliss?	

O,	Faustus,	leave	these	frivolous	demands,		

Which	strike	a	terror	to	my	fainting	soul!61 
	

Yet	despite	the	vulnerability	revealed	in	Metastophilis’s	character,	he	is	also	

clear	in	his	ultimate	intention	to	carry	Faustus’s	soul	off	to	Hades:	‘Thou	art	

damned;	think	thou	of	hell.’62	

William	Shakespeare	(1564–1616),	who	was	influenced	by	the	

Cambridge-educated	Marlowe,	also	adopted	character-types	in	his	plays,	but	his	

reasons	for	doing	so	seem	to	have	been	practical	in	nature.	Writing	for	the	Lord	

Chamberlain’s	Men	from	1594	(known	from	1603	as	the	King’s	Men),	

																																																								
59	Andrew	Hiscock,	‘The	Renaissance,	1485–1660’,	in	English	Literature	in	Context,	ed.	by	Paul	
Poplawski	(Cambridge:	Cambridge	University	Press,	2008),	pp.	155–156.	
60	Laurie	Maguire	and	Aleksandra	Thostrup,	‘Marlowe	and	Character’,	in	Christopher	Marlowe	in	
Context,	ed.	by	Emily	C.	Bartels	and	Emma	Smith	(Cambridge:	Cambridge	University	Press,	2013),	
pp.	39–48.	
61	Doctor	Faustus,	Act	1:	Sc.	3:	76–82.	
62	Doctor	Faustus,	Act	2:	Sc.	3:	73.	
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Shakespeare	was	providing	characters	suited	to	the	available	skills	of	actors	in	

the	company	that	he	knew	well	(in	much	the	same	was	as	Duke	Ellington	wrote	

bespoke	music	for	the	abilities	of	the	players	in	his	own	band	in	the	1930s	to	

1950s).63	The	source	of	those	characters	might	have	been	from	classical	models	

(A	Midsummer	Night’s	Dream,	Coriolanus)	or	historical	figures	drawn	from	the	

social	elite	(for	example,	plays	such	as	Henry	V,	Richard	III).	That	a	combination	

of	up	to	forty	old	or	new	plays	were	staged	by	the	company	in	any	one	season,	

must	have	placed	dramaturgical	pressures	on	actors	and	playwrights	alike.	

Added	to	that	would	have	been	commercial	expedients	as	various	members	of	

the	company,	including	Shakespeare	himself,	would	have	held	shares	or	part-

shares	in	the	theatre.	Shareholders	would	have	therefore	had	an	interest	in	

providing	productions	that	would	appeal	to	audiences.	Much	the	same	

commercial	framework	was	still	in	place	in	London’s	theatre	companies	into	the	

eighteenth	century	where	actor-singers	such	as	John	Bowman	and	Colley	Cibber	

were	still	known	for	their	preference	for	certain	types	of	role.64	Thus,	when	

actors	portray	members	of	their	own	profession	in	Shakespeare’s	plays,	and	

mention	is	made	of	character-type,	it	is	a	reference	that	would	have	had	

resonance	for	the	players	as	well	for	the	audience.	For	example,	in	Hamlet,	Act	2,	

scene	2,	the	Prince	greets	the	arrival	of	the	players	of	the	‘Lenten	entertainment’:	

																																																								
63	Tiffany	Stern,	‘The	Theatre	of	Shakespeare’s	London’,	in	The	New	Cambridge	Companion	to	
Shakespeare,	ed.	by	Margreta	de	Grazia	and	Stanley	Wells	(Cambridge:	Cambridge	University	
Press,	2010),	pp.	45–49.	
64	Judith	Milhous,	Thomas	Betterton	and	the	Management	of	Lincoln’s	Inn	Fields	1695–1708	
(Carbondale	&	Edwardsville:	Southern	Illinois	University	Press,	1979),	pp.	8–9.	Isobel	Grundy,	
‘Restoration	and	Eighteenth	Century’,	in	The	Oxford	Illustrated	History	of	English	Literature,	ed.	by	
Pat	Rogers	(Oxford:	Oxford	University	Press,	1987),	pp.	243–244;	Kathryn	Lowerre,	‘‘Quotation	is	
the	Sincerest	Form	of….’?:	Signature	Songs	as	Inter-Theatrical	References.’,	in	The	Lively	Arts	of	
the	London	Stage,	1675–1725,	ed.	by	Kathryn	Lowerre	(Farnham:	Ashgate,	2014),	pp.	268–269;	
Olive	Baldwin	and	Thelma	Wilson,	‘Purcell’s	Stage	Singers’’,	in	Performing	the	Music	of	Henry	
Purcell,	ed.	by	Michael	Burden	(Oxford:	Clarendon	Press,	1996),	pp.	105–106.	
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He	that	plays	the	king	shall	be	welcome;	his	majesty	
shall	have	tribute	of	me;	the	adventurous	knight	
shall	use	his	foil	and	target;	the	lover	shall	not	
sigh	gratis;	the	humourous	man	shall	end	his	part	
in	peace;	the	clown	shall	make	those	laugh	whose	
lungs	are	tickled	o'	the	sere;	and	the	lady	shall	
say	her	mind	freely,	or	the	blank	verse	shall	halt	
for't.	What	players	are	they?65	
 

Whilst	character-types	provided	the	framework	within	which	Shakespeare	

worked	his	genius	was	not,	of	course,	limited	by	them.	Indeed,	it	was	the	inability	

of	some	of	his	actors	to	realize	the	complexity	of	the	characters	that	often	

attracted	comment:		

Out,	out,	brief	candle!	
Life's	but	a	walking	shadow,	
A	poor	player	that	struts	and	frets	his	hour	upon	the	stage,	and	then	is	heard	no	
more:	
it	is	a	tale	told	by	an	idiot,	full	of	sound	and	fury,	signifying	nothing.66	
	 	 	 	 	 	 	 	 Macbeth	(c.1605)	
	
Like	a	dull	actor	now,	
I	have	forgot	my	part,	and	I	am	out,	
Even	to	a	full	disgrace.	
	 	 	 	 Coriolanus	(c.1607–08)	

	

Like	Marlowe	before	him,	Shakespeare’s	ability	to	layer	up	all	the	complexity	and	

contradiction	of	the	human	state	into	his	characters	and	plots	was	reflective	of	

the	intellectual	and	cultural	trends	of	the	time,	but	raised	to	such	a	level	that	his	

art	continues	to	have	resonance	and	currency	in	modern	times.67	

	 The	reigns	of	the	early	Stuart	monarchs	James	I	and	Charles	I	were	

marked	explicitly	by	a	strict	neo-Platonic	social	hierarchy	at	the	top	of	which	sat	

a	divinely-appointed	king.		This	was	a	manifestation	of		‘the	Great	Chain	of	

																																																								
65	Hamlet,	Act	2,	Sc.	2,	lines	308–314.	
66	Macbeth,	Act	5,	Sc.	5,	line	23.	
67	Recent	in-depth	studies	of	Shakespeare’s	characterisations,	include:	Shakespeare	and	
Character:	Theory,	History,	Performance	and	Theatrical	Persons,	ed.	by	Paul	Yachnin	and	Jessica	
Slights	(Basingstoke:	Palgrave	Macmillan,	2009);	Shakespeare’s	Sense	of	Character:	On	the	Page	
and	From	the	Stage,	ed.	by	Yu	Jin	Ko	and	Michael	W.	Shurgot	(Farnham:	Ashgate,	2012).	See	also	
Lawrence	Danson,	‘Continuity	and	Character	in	Shakespeare	and	Marlowe’,	Studies	in	English	
Literature,	1500–1900,	Vol.	26,	No.	2.	Elizabethan	and	Jacobean	Drama	(1986),	pp.	217–234.	
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Being’,	another	example	of	a	concept	(of	social	order)	that	had	its	roots	in	the	

writings	of	Aristotle	and	Plato,	and	which	had	continued	to	develop	throughout	

the	medieval	period.68	It	was	a	system	in	which	the	role	of	the	king,	the	judge	and	

the	cleric	could	flourish	as	the	supporting	pillars	of	the	social	structure,	but	also	

opened	up	the	possibility	of	scrutiny	from	the	people	and	institutions	such	as	

parliament	concerning	worthiness	to	hold	such	positions.69	In	literary	terms,	

writers	in	the	first	half	of	the	seventeenth-century	continued	to	promote	such	a	

hierarchy,	a	system	in	which	the	traditional	male	archetypes	dominated.	Female	

roles	invariably	occupied	a	lower	status,	and	where	women	stepped	outside	of	

behavioural	and	social	expectation,	they	were	(as	will	be	seen	in	Chapter	7	below	

on	Witches	and	Sorcerers)	often	persecuted	and	demonised.		

	 The	promotion	of	the	social	order,	as	well	as	a	perpetuation	of	traditional	

archetypes	were	seen	in	the	most	prominent	and	extravagant	theatrical	

productions	of	the	Jacobean	and	Caroline	period,	the	court	masques.	In	many	

ways	the	masques,	of	which	over	twenty	were	composed	by	Ben	Jonson	(1572–

1637),	shared	the	Roman	taste	for	spectacle	and	show.	Their	subject	matter	was	

allegorical	or	mythological,	and	was	a	powerful	vehicle	for	the	interests	and	

aspirations	of	the	king.70	Jonson’s	literary	achievement	was	the	outcome	of	the	

teaching	methods	based	on	humanistic	values	promoted	in	the	curricula	of	the	

newly	founded	grammar	schools	and	introduced	into	the	universities	in	the	early	

Tudor	period.	His	classical	training	is	seen	clearly	in	the	themes	and	characters	

																																																								
68	Mark	J.	Brandt	and	Christine	Reyna,	‘The	Chain	of	Being:	A	Hierarchy	of	Morality’,	Perspectives	
on	Psychological	Science,	Vol.	6,	No.	5	(September	2011),	pp.	428–446;		
69	Hiscock	(2008),	op.cit.,	pp.	171–172.	
70	James	Knowles,	Politics	and	Political	Culture	in	the	Court	Masque	(Basingstoke:	Palgrave	
Macmillan,	2015)	explores	how	the	genre	reflected	and	responded	to	the	political	culture	of	the	
Jacobean	and	Caroline	periods.	Also	Andrew	R.	Walkling,	‘Masque	and	Politics	At	the	Restoration	
Court:	John	Crowne’s	“Calisto”’,	Early	Music,	Vol.	24,	No.	1,	Music	in	Purcell’s	London	II	(1996),	
pp.	27–38,	41–52,	55–56,	59–62.	
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in	his	masques	(for	example,	the	Masque	of	Queens,	1609,	and	Oberon,	the	Faery	

Prince,	1611).	The	dramatis	personae	of	Oberon	include	Satyr,	Sylvans,	Silenus,	

Fays,	Knights	Templar	and	Prince	Oberon.71		Jonson’s	comedies	(for	example,	

Volpone,	c.1605–06,	The	Alchemist,	1610,	and	The	Devil	is	an	Ass,	1616),	follow	

precedents	from	Roman	new	comedy	and	provide	recognisable	but	vividly	

portrayed	characters	in	contemporary	settings.	The	satire	in	The	Alchemist,	a	

story	built	on	fraud,	human	weakness	and	gullibility,	set	in	contemporary	

Jacobean	London,	presents	a	parade	of	society’s	elite—many	of	whom	would	

have	represented	individuals	or	classes	of	people	all-too	familiar	to	audiences	of	

the	time—who	fall	victim	to	the	schemes	of	‘Captain	Face’	and	his	accomplices.	

The	manner	in	which	Jonson	exposes	and	ridicules	the	corruption	and	stupidity	

of	those	who	would	normally	command	respect	in	society	is	a	comedy	trope	

from	the	classical	period,	and	would	feature	prominently	as	a	theatrical	device	in	

Restoration	comedy	also.			

The	theatres	were	shut	in	1642	as	a	temporary	measure	for	ideological	

and	religious	reasons	under	the	influence	of	the	Puritans.72	It	would	be	tempting	

to	assert	that	there	was	a	cessation	in	theatrical	performances	between	the	last	

years	of	Charles	I’s	reign	and	the	Restoration.	However,	plays	and	masques	

continued	to	be	performed	at	least	up	to	the	tightening	of	the	1642	ordinance	in	

a	subsequent	piece	of	legislation	for	‘the	utter	suppression	and	abolishing	of	all	

Stage-Players	and	Interludes’	in	1648.73	Yet,	despite	these	restrictions,	even	the	

																																																								
71	Ben	Jonson,	‘Oberon,	the	Fairy	Prince’,	in	A	Book	of	Masques:	In	Honour	of	Allardyce	Nicoll,	ed.	
by	Richard	Hosley	(Cambridge,	London	&	New	York:	Cambridge	University	Press,	1967),	pp.	43–
70.	
72	‘September	1642:	Order	for	Stage-Plays	to	Cease’,	<https://www.british-history.ac.uk/no-
series/acts-ordinances-interregnum/pp26–27>	[accessed	11	November	2019].	
73	‘February	1648:	An	Ordinance	for	the	Utter	Suppression	and	Abolishing	of	All	Stage-Plays	and	
Interludes,	Within	the	Penalties	to	be	Inflicted	on	the	Actors	and	Spectators	Therein	Expressed’	
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Protectorate	court	staged	a	masque,	James	Shirley’s	Cupid	and	Death	on	26	

March	1653,	in	the	presence	of	the	Portuguese	Ambassador.	The	music	was	by	

Christopher	Gibbons	and	Matthew	Locke	who	were	to	exert	a	considerable	

influence	on	the	next	generation	of	composers	including	John	Blow	and	Henry	

Purcell.74	The	cast	list	of	the	masque	and	antimasque	reads	like	a	combination	of	

a	classical	play	(‘Cupid’,	‘Mercury’,	‘Satyr’)	mixed	with	a	morality	play	(including	

‘Folly’,	‘Madness’,	‘Death’,	‘Despair’,	‘Lovers’).75	

The	chapters	that	follow	explore	the	archetypes	most	closely	associated	

with	the	bass	voice.	They	are	organised	under	two	main	headings:	the	

‘Authoritative	Voice’	(Kings	and	Gods),	and	the	‘Supernatural	Voice’	(Witches	

and	Sorcerers,	Devils	and	Demons,	and	Spirits),	the	historic	strands	of	which	

have	been	discernable	in	this	chapter.	In	this	present	chapter	I	have	aimed	to	

demonstrate	how	those	character	types	have	been	present	throughout	theatrical	

history	from	the	earliest	written	records,	and	with	some	of	them	clearly	

associated	with	lower	voices	in	earlier	musical	settings.	It	has	been	shown	that	

the	medieval	Church	had	overlaid	classical	‘authority’	with	a	series	of	

authoritative	templates	of	its	own	(i.e.	patriarchy,	clericalism,	masculine	

priesthood),	and	had	thereby	perpetuated	many	of	the	archetypes	that	were	

picked	up	in	early	modern	characterisation.	By	the	mid-seventeenth-century,	

therefore,	a	rich	combination	of	classical,	liturgical,	and	folk	traditions	informed	

literature	in	England.	New	trends	in	Italian	monodic	genres	(including	opera)	

																																																																																																																																																															
(2019)	<https://www.british-history.ac.uk/no-series/acts-ordinances-interregnum/pp1070–
1072>	[accessed	13	November	2019].	
74	The	music	is	reproduced	in	Matthew	Locke	and	Christopher	Gibbons:	‘Cupid	and	Death’,	
Musica	Britannica,	Vol.	2,	edited	by	Edward	Dent	(London:	Stainer	&	Bell	Ltd	for	the	Royal	
Musical	Association,	1951). 
75	Thomas	N.	Corns,	A	History	of	Seventeenth-Century	English	Literature	(Chichester:	Wiley	
Blackwell,	2014),	p.	276.	
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were	beginning	to	make	their	mark,	and	which	reinforced	existing	archetypes	

and	associations	with	the	authoritative	or	supernatural	bass	voice.	The	post-

Restoration	musical	landscape	in	England	offered	new	opportunities	for	

theatricality	in	many	different	genres	and	contexts,	not	just	on	stage.	But	it	was	

the	associations	and	expectations	wrapped	up	in	archetypes	that	formed	part	of	

a	‘root	system’	that	went	deep	into	earlier	literary	genres	and	which	would	be	

challenged	and	in	some	cases	transformed	in	the	following	century	into	the	early	

modern	period.	
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THE	AUTHORITATIVE	VOICE	
	
One	of	the	most	common	uses	of	the	solo	bass	voice	in	the	music	of	the	late-

seventeenth	and	early-eighteenth	centuries	was	to	represent	authoritative	

qualities.	The	semantic	links	made	between	the	deep	sonority	of	the	bass	voice	

and	notions	of	authority,	wisdom,	gravitas	and	paternalism	were	readily	seized	

upon	and	exploited	by	composers	across	most	genres,	though	most	effectively	in	

theatrical,	court	and	ecclesiastical	music	where	kings	play	a	particularly	key	role	

in	the	projection	of	temporal	and	divine	authority.	Chapter	two	highlighted	the	

deep	roots	that	such	archetypes	possessed	in	literary	history	and	in	the	popular	

cultural	imagination.	The	following	two	chapters	explore	further	the	bass	voice	

as	a	vehicle	for	the	kingly	authoritative	voice	in	a	time	when	both	the	institution	

of	monarchy,	and	the	moral	authority	of	the	church	in	England	were	under	

scrutiny	by	a	society	that	was	itself	experiencing	fundamental	change	and	

challenge.		
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CHAPTER	3:		
KINGS	(1):	PROPAGANDA	AND	DEMYSTIFICATION	

	

	

The	potency	of	music’s	emotional	power	in	any	age,	but	particularly	in	the	

decades	following	the	Restoration,	was	something	that	was	used	both	by	the	

monarchy	as	a	tool	of	propaganda	and	representation,	and	also	as	the	means	to		

	

	

	

	

	

	

	

	

	

	

	

	

	

level	criticism	of	the	crown	by	its	detractors.	Image	was	everything,	yet	there	

was	a	perceptible	shift	in	the	projection	of	Kingship,	both	in	the	visual	and	

musical	arts,	as	the	seventeenth	century	turned	into	the	eighteenth.	

The	portrait	of	King	Charles	II,	dating	from	the	early	1670s	by	John	

Michael	Wright	(Fig	3.1),	is	a	powerful	manifestation	of	politics	in	paint.	A	

physically	immense	canvass,	the	intention	of	the	portrait	was	clearly	to	impress,	

if	not	overwhelm	the	viewer	with	the	majesty	and	power	of	the	restored	

Fig.	3.1:	John	Michael	Wright	(1617-94)	King	Charles	II,	early	1670s.		
Royal	Collection	Trust	©	Her	Majesty	Queen	Elizabeth	II,	2020.	
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monarchy.1	Charles	is	depicted	enthroned	and	encircled	by	the	trappings	of	

power	and	rule:	the	crown	on	his	head;	the	orb	and	sceptre	in	his	hands;	a	rich	

robe	of	gold,	velvet	and	ermine	is	worn	over	fine	silk	garments;	the	royal	legs	are	

spread	wide	and	the	feet	rest	on	an	opulent	cushion.	Above	is	a	rich	canopy	and	

embroidered	on	the	cloth	of	state	behind	the	King	is	the	royal	coat	of	arms.	

Partially	obscured	by	the	magisterial	ensemble	at	the	centre	of	the	composition,	

is	a	tapestry	identified	as	a	representation	of	the	Abduction	of	Romulus	and	

Remus.	This,	in	conjunction	with	the	pose	of	the	King	on	a	low	throne	

reminiscent	of	earlier	portraits	of	English	monarchs,	projects	an	association	with	

longevity	of	rule	and	authority	that	transcends	the	all-too-recent	interruption	in	

monarchical	rule	in	England.2	The	King’s	gaze	is	focused	forward	and	fully	on	the	

viewer,	and	the	composition	as	a	whole	has	a	symmetry	and	orderliness	that	

exudes	balance	and	stability.	

Sir	Godfrey	Kneller	(1646–1723)	held	the	post	of	Principal	Painter	to	the	

crown	in	tandem	with	John	Riley	from	the	onset	of	the	joint	reign	of	William	III	

and	Mary	II	in	1689,	and	solely	following	Riley’s	death	in	1691.3	An	advocate	of	

the	painting	style	of	Van	Dyck	and	Lely	which	had	dominated	court	portraiture	in	

the	pre-Commonwealth	Caroline	court,	Kneller	offered	continuity	and	a	means	of	
																																																								
1	Wright’s	painting	of	Charles	II	is	nearly	three	metres	in	height	and	two	and	a	half	metres	in	
width.	It	is	thought	that	the	portrait	was	probably	in	existence	by	1673	as	the	frontispiece	to	
Edward	Chamberlayne,	Angliae	Notitia;	or	the	Present	State	of	England,	7th	Edition	(London:	
c.1673)	is	a	similar	representation,	but	adds	Archbishop	Gilbert	Sheldon	and	Lord	Keeper	Sir	
Orlando	Bridgeman.	An	example	is	kept	in	the	Prints	and	Drawings	collection	of	the	British	
Museum	(Museum	number:	1868,0808.3279).		See	also	Rufus	Bird	and	Martin	Clayton,	Charles	II:	
Art	and	Power	(London:	Royal	Collections	Trust	Publications,	2017).	
2	For	a	strikingly	similar	pose	and	composition,	see	The	Family	of	Henry	VIII:	An	Allegory	of	the	
Tudor	Succession	(attr.	Lucas	de	Heere,	1534–1584,	acquired	by	the	nation	in	1991,	and	now	in	
the	care	of	the	National	Museum	Wales)	painted	for	Queen	Elizabeth	I	in	c.1572	to	emphasise	her	
legitimate	place	in	the	Tudor	succession	dynasty,	and	as	an	expression	of	the	peace	and	wealth	
brought	to	the	kingdom	under	her	reign.		
3	Kevin	Sharpe,	Rebranding	Rule:	The	Restoration	and	Revolution	Monarchy,	1660–1714	(New	
Haven:	Yale	University	Press,	2013),	p.	411.	See	also	Mary	Ede,	Arts	and	Society	in	England	Under	
William	and	Mary	(London:	Stainer	&	Bell,	1979),	pp.	100–104. 
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representing	the	new	monarchs	to	their	English	subjects	in	such	a	way	that	

would	be	agreeable	to	the	tastes	of	both	consumers	and	commissioners.4	Whilst	

earlier	official	portraits	of	William	III	tended	to	re-emphasise	the	traditional	

projections	of	majesty	seen	in	the	John	Michael	Wright	portrait	of	Charles	II	

discussed	above,	from	about	1697,	in	the	years	when	William	III	reigned	alone,	

the	royal	portraiture	turns	markedly	towards	the	representation	of	the	King	as	a	

triumphant	military	figure	alongside	the	projection	of	other	qualities	attuned	to	

the	politics	of	the	times.			

	

	

	 	

																																																								
4	Sharpe	(2013),	op.	cit.,	p.	412.	

Fig.	3.2:	Sir	Godfrey	Kneller	(1646–1723)	William	III	on	horseback,	1701.		
Royal	Collection	Trust	©	Her	Majesty	Queen	Elizabeth	II,	2020.	
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Thus,	Kneller’s	allegorical	William	III	on	horseback	of	1701	(Fig.	4.2)	is	a	complex	

portrayal	of	the	King	in	heroic	pose	astride	a	white	horse,	riding	triumphantly	

over	the	symbols	of	warfare	scattered	on	the	ground.5	The	deity	Neptune	looks	

on	as	Ceres	and	Flora—representing	peace	and	abundance—meet	William.	

Above	the	King,	in	a	cloud,	are	putti,	Mercury	and	an	angelic	female	figure.	A	

number	of	the	figures	are	waving	palm	branches	redolent	of	the	entry	of	Christ	

into	Jerusalem.	A	scroll	attests	to	a	monarch	who	brings	peace	to	the	kingdom	

and	who	is	the	Father	of	virtue.6		

By	contrast,	the	full-length	portrait	of	Queen	Anne	by	Kneller’s	only	true	

rival,	the	Swedish	Michael	Dahl	(1656–1743),	captures	the	queen	in	a	standing	

pose,	her	left	hand	resting	on	a	fine	but	plain	table.	In	her	right	hand	is	the	

sceptre	but	here	it	is	held	across	the	body,	almost	defensively.	The	crown	and	

orb	are	located	on	the	table	rather	than	worn.	The	velvet	and	ermine	robe	is	here	

placed	off	the	shoulder	and	draped	over	the	right	forearm.	The	Queen’s	gold	

dress	is	sumptuous	but	the	plunging	neckline,	from	which	a	medallion	

suspended	on	a	blue	ribbon	protrudes,	makes	much	of	the	otherwise	unadorned	

royal	neck	and	breasts.	Anne’s	lips	and	cheeks	are	rouged	and	her	hair	is	let	

loose	to	cascade	down	next	to	the	state	robe.	This	voluptuous	representation	of	

monarchy	by	Dahl	could	not	be	more	contrasted	to	those	of	Charles	II	and	

William	III	discussed	above.			

	 	

																																																								
5	Kneller’s	painting	of	William	III	hangs	in	the	King’s	First	Presence	Chamber,	Hampton	Court	
Palace.	
6	Sharpe	(2013),	op.cit.,	pp.	415–417.	See	also	J.	D.	Stewart,	‘William	III	and	Sir	Godfrey	Kneller’,	
Journal	of	the	Warburg	and	Courtauld	Institutes,	Vol.	33	(1970),	pp.	330–336.	
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The	shift	from	majestic,	almost	sacralised	display	of	formality	and	power	

in	the	1670s	and	80s,	through	the	militarism	of	the	1690s	to	more	human	and	

vulnerable	expressions	of	kingship	in	the	early	decades	of	the	eighteenth	century	

are	part	of	a	broader	propaganda	machine	and	find	their	parallels	in	the	music	

composed	for	the	political	purposes	of	the	crown.7	Portraiture	and	music	

																																																								
7	Anna	Keay,	The	Magnificent	Monarch:	Charles	II	and	the	Ceremonies	of	Power	(London	&	New	

Fig.	3.3:	Studio	of	Michael	Dahl	(1656–1743)	Queen	Anne,	c.1714.	
©	National	Maritime	Museum,	Greenwich,	London.	
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together	seem	to	be	indicative	of	a	broader	cultural	shift	in	how	kingship	and	

monarchy	were	perceived	over	the	period.	Vocal	music	especially,	in	its	

combination	of	word	and	music,	was	possessed	of	a	particular	potency	not	only	

in	the	enhancement	of	courtly	aesthetics	and	culture,	but	also	as	a	powerful	

means	of	promoting	the	interests	of	the	crown	to	subjects	and	beyond	the	

realm.8	Very	little	has	been	said,	however,	of	the	particular	significance	of	the	

bass	singer	within	this	sphere	of	political	propaganda	activity.	The	purpose	of	

this	chapter	therefore,	is	to	explore	that	significance	and	to	what	extent	the	role	

of	the	bass	voice	is	sustained	as	the	nature	and	impact	of	the	crown	changed	and	

adapted	to	the	political	vicissitudes	of	the	late-seventeenth	and	early-eighteenth	

centuries.	In	identifying	what	qualities	of	kingship	are	portrayed	by	basses	in	the	

music	of	that	period	in	England,	it	would	be	useful	first	to	understand	something	

of	the	English	monarchs	who	were	reigning,	and	second	to	clarify	how	the	

definitions	of	kingship	shifted	in	emphasis	in	the	period,	and	how	that	broader	

shift	is	both	reflected	in	music	and	often	embodied	in	the	bass	voice	in	particular.				

	 How	to	interpret	the	period	of	the	English	Civil	War	in	the	1640s,	

followed	by	England’s	eleven-years	of	Republicanism	(1649–1660)	under	Oliver	

Cromwell,	and	latterly	his	son	Richard,	has	been	a	matter	of	debate	for	historians	

in	recent	decades.	Scholars	have	questioned	whether	the	causes	of	the	Civil	War	

were	primarily	the	outcome	of	a	social	struggle	between	the	self-made	classes	on	

one	side,	and	the	crown	and	aristocracy	on	the	other,	or	if	the	root	of	the	

																																																																																																																																																															

York:	Continuum,	2008)	gives	a	vivid	account	of	how	gestures,	gesticulations,	symbolism,	

ceremony	and	protocol,	including	the	use	of	music,	was	employed	by	Charles	II	and	his	advisors	

to	project	power	and	the	qualities	of	kingship,	especially	in	the	1670s	and	80s.	 
8		Keay	(2008),	op.cit.,	p.	14.	See	also	Bessie	A.	Gladding,	‘Music	as	a	Social	Force	during	the	
English	Commonwealth	and	Restoration	(1649-1700)’,	The	Musical	Quarterly,	Vol.	15,	No.	4	
(1929),	pp.	506–521;	Ester	Lebedinski,	‘‘Obtained	by	peculiar	favour,	&	much	difficulty	of	the	

Singer’:	Vincenzo	Albrici	and	the	Function	of	Charles	II’s	Italian	Ensemble	at	the	English	

Restoration	Court’,	Journal	of	the	Royal	Musical	Association,	Vol.	143,	No.	2	(2018),	pp.	325–359. 
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problem	lay	further	back	into	the	Tudor	regime.9	What	is	clear	is	that	the	Civil	

War	(1642–48),	the	beheading	of	the	monarch	in	1649,	and	the	period	of	the	

Protectorate	was	a	lasting	victory	of	common	law	over	the	divine	right	of	kings,	

and	provided	a	new	pathway	of	political	eggshells	upon	which	the	restored	

monarchy	of	Charles	II	was	bound	to	tread	from	1660.		Charles	II	appears	to	have	

been	a	mass	of	contradictions.	He	was	indifferent	to	religious	governance	yet	

promoted	the	sacerdotal	aspects	of	kingship	in	his	exercise	of	the	practice	of	the	

Royal	Touch	to	cure	the	‘King’s	evil’.10	He	was	notoriously	unreliable,	which	did	

not	encourage	loyalty	from	those	on	whose	support	his	kingship	depended,	and	

he	was	increasingly	partisan	to	the	Cavalier	interest.	His	ability	to	use	charm	and	

approachability	to	engender	affection	from	his	subjects	(which	largely	informs	

the	popular	memory	of	Charles	II’s	reign)	also	revealed	an	inclination	towards	

serial	extra-marital	affairs,	which	caused	outrage	in	many	quarters,	and	provided	

fuel	to	those	who	would	seek	to	destabilise	the	monarchy.	Like	his	cousin,	the	

French	King	Louis	XIV,	however,	Charles	did	enjoy	considerable	success	in	

promoting,	over	any	personal	shortcomings,	the	institution	of	the	monarchy	in	

all	of	its	majesty	and	magnificence	as	a	political	weapon.	The	fact	that	his	brother	

James	II’s	actual	succession	to	the	throne	in	1685	had	been	a	smooth	process—

																																																								
9	Conrad	Russell,	The	Causes	of	the	English	Civil	War:	The	Ford	Lectures	Delivered	in	the	University	
of	Oxford,	1987–1988	(Oxford:	Clarendon	Press,	1990);	Blair	Worden,	The	English	Civil	Wars:	
1640–1660	(London:	Hachette	UK,	2009);	Tim	Harris,	‘Revisiting	the	Causes	of	the	English	Civil	
War’,	Huntington	Library	Quarterly,	Vol.	78,	No.	4	(2015),	pp.	615–635. 
10		Keay	(2008),	op.cit.,	pp.	112–119,	191–194	and	211–213.	See	also	The	Diary	of	Samuel	Pepys:	
Vol.	I	–	1660,	ed.	by	Robert	Latham	and	William	Matthews	(London:	Bell	&	Hyman,	1970),	p.	182	
[entry	for	23	June	1660).		Also,	Edward	Chamberlayne,	Angliæ	Notitia,	or	the	Present	State	of	
England	Together	With	Divers	Reflections	Upon	the	Antient	State	Thereof	(London:	In	the	Savoy,	
printed	by	T.N.	for	John	Martyn,	and	are	to	be	sold	at	the	sign	of	the	Bell	without	Temple-Bar,	
1669),	p.	146:		
‘Lastly,	To	the	Kings	of	England	quatenus	Kings,	doth	appertain	one	Prerogative	that	may	be	stiled	
super-excellent	if	not	miraculous,	which	was	first	enjoyed	by	that	pious	and	good	King	Edward	the	
Confessor,	which	is	by	the	touch	to	remove	and	to	cure	the	Struma,	that	stubborn	disease,	
commonly	called	the	Kings	Evil.’	
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despite	the	deep	controversy	(the	Exclusion	Crisis	of	1679–81)	concerning	the	

prospect	of	the	first	Catholic	monarch	since	Mary	I—was	indicative	of	how	

robust	an	institution	Charles	had	created	in	the	monarchy.11	James	II	was	more	

of	an	authoritarian	than	his	predecessor	and,	as	a	Catholic,	wanted	to	use	the	

power	or	prerogative	of	the	crown	built	up	by	his	late	brother	to	achieve	

toleration	for	Catholicism,	as	well	as	to	resist	any	attempts	by	the	government	to	

apply	limits	on	monarchical	power.		The	implications	of	tolerating	Roman	

Catholics,	whose	overriding	allegiance	was	effectively	to	a	foreign	prince	(the	

Pope),	and	James’s	lack	of	willingness	to	make	concessions,	resulted	in	the	

alienation	of	the	protestant	majority	and	led	ultimately	to	his	deposition	from	

the	throne	in	the	so-called	’Glorious	Revolution’	of	1688–89.12	The	succession	of	

James’s	daughter,	Mary	II	(ruled	1689–1694)	combined	the	traditional	

hereditary	nature	of	English	kingship	with	a	new	precedent	of	the	elective,	in	the	

invitation	by	parliament	to	her	protestant	Dutch	husband	William	of	Orange	

(William	III,	ruled	1689–1702)	to	an	initially	shared	throne.13	The	establishment	

thereby	of	a	constitutional	monarchy	had	far-reaching	effects	even	to	the	present	

reign	of	Elizabeth	II.	In	reality,	Mary—who	held	the	belief	that	women	should	

defer	to	their	husbands—ceded	much	of	her	power	to	William	when	he	was	

present	in	England,	but	when	he	was	on	military	campaigns	abroad	(as	was	often	

the	case)	she	proved	a	decisive	and	effective	queen	regnant.	Unlike	her	

predecessors,	Mary	took	a	close	interest	in	Church	affairs	and	exemplified	and	

																																																								
11	Keay	(2008),	op.cit.,	pp.	171	and	209.	
12	Patrick	Dillon,	The	Last	Revolution:	1688	and	the	Creation	of	the	Modern	World	(London:	
Jonathan	Cape,	2006),	pp.	174–203.	
13	William	and	Mary	assented	to	the	English	Bill	of	Rights	on	16	December	1689,	which	declared	
the	rights	and	liberties	of	the	subjects,	laid	down	limits	on	the	power	of	the	monarchy	and	settled	
the	royal	succession.	It	also	set	out	the	rights	of	parliament	including	regular	and	free	elections,	
and	free	speech.	The	text	of	the	Bill	of	Rights	(dated	by	convention	to	1688)	is	available,	as	with	
all	British	legislation,	on	https://www.legislation.gov.uk/.		
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promoted	moral	living,	piety	and	devotion.14	William	III	continued	to	reign	alone	

after	Mary’s	death	of	smallpox	in	1694	but	did	not	remarry.	William	and	Mary	

did	not	have	any	children,	so	the	succession	in	accordance	with	the	English	Bill	of	

Rights	passed	to	Mary’s	sister	Anne,	who	came	to	the	throne	in	1702.	Queen	

Anne	was	a	very	popular	monarch,	whose	reign	bridged	the	transition	from	the	

instability	and	violence	of	the	seventeenth	century	to	the	relative	stability	and	

prosperity	of	the	eighteenth.15	Her	exercise	of	kingship	was	cautious	(she	was	an	

advocate	of	moderation)	within	a	constitutional	monarchy	that	was	still	finding	

its	feet.	Anne	saw	herself	as	the	guardian	of	the	crown’s	rights	and	defended	

them	jealously.	Yet	she	also	applied	herself	to	her	central	position	in	politics,	

consulting	daily	with	ministers,	attending	sessions	of	the	House	of	Lords,	

presiding	over	cabinet	meetings	and	exerting	influence	over	political	

developments.	Her	influence,	through	Marlborough’s	military	victories	and	

diplomacy,	did	much	to	provide	a	more	stable	balance	of	power	in	Europe,	and	

her	support	for	the	Hanoverian	succession	ensured	that	the	United	Kingdom	was	

able	to	enter,	in	the	early	decades	of	the	eighteenth	century,	a	period	of	domestic	

peace	and	stability.	

	 Edward	Chamberlayne’s	Angliae	Notitia,	or	The	present	state	of	England	

together	with	divers	reflections	upon	the	antient	state	thereof,	is	an	important	

source	of	information	in	identifying	the	shifts	in	the	definition	of	kingship	from	

the	Restoration	to	the	early	decades	of	the	eighteenth	century.		
																																																								
14	In	1691,	Mary	issued	a	proclamation	to	the	Justices	of	the	Peace	in	the	County	of	Middlesex	‘for	
suppressing	of	profaneness	and	debauchery’;	and	in	1692,	a	proclamation	injoined	that	the	laws	
against	blasphemy,	profane	swearing	and	cursing,	drunkenness,	lewdness,	and	profanation	of	the	
Lord’s	day	should	be	enforced	by	magistrates	throughout	the	realm.		Paul	de	Rapin-Thoyras,	The	
History	of	England,	Volume	IV,	Part	II	(London:	Printed	for	John	and	Paul	Knapton,	1747),	p.	166	
notes	that	these	proclamations	‘gave	rise	to	the	Societies	for	the	Reformation	of	Manners.’		
15	Edward	Gregg,	‘Anne	(1665–1714)’	(2012)	<http://www.oxforddnb.com>	[accessed	31	August	
2019].	
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The	publication,	which	first	appeared	in	1669,	ran	to	thirty-six	editions	under	

Chamberlayne,	and	after	his	death,	under	his	son	John,	the	last	version	being	

dated	1755	(Fig	3.4).16	Over	sixty	pages	of	the	1669	edition	are	dedicated	to	

codifying	the	role	of	the	King	of	England,	and	includes	a	detailed	account	of	the	

																																																								
16	Chamberlayne	(1669),	op.cit.,	pp.	87–148.	

Fig.	3.4:	Title	page	of	Edward	Chamberlayne’s	Angliae	Notitia,	fourteenth	edition	
(London,	T.	Newcomb	for	R.Littlebury,	R.	Scott	and	G.	Wells,	1682).	
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King’s	rights	and	prerogatives	from	which	a	number	of	qualities	emerge.17	The	

historic	title	of	King	intimated	‘Power	and	Knowledge,	wherewith	every	

Soveraigne	should	especially	be	invested.’18	The	King,	being	anointed	‘as	the	

priests	were	at	first,	and	afterward	the	Kings	of	Israel’	took	on	sacred	and	

spiritual	authority	(‘Rex	Angliae	est	Persona	mixta	cum	Sacerdote’),	and	was	

Defender	of	the	Faith	from	the	favour	of	God	alone.19	The	King	was	able	to	

exercise	enormous	authority	over	the	Church	of	England	including	the	patronage	

of	all	bishoprics,	the	power	to	make	canons,	orders,	ordinances	and	

constitutions,	declare	what	doctrines	were	fit	to	be	published	or	professed,	and	

which	version	of	the	translated	Bible	was	authorised.20	As	the	‘Fountain	from	

whence	all	Justice	is	derived’,	the	King’s	qualities	of	judgement	in	matters	secular	

and	sacred,	were	of	paramount	importance.21		

Some	of	these	Prerogatives,	especially	those	that	relate	to	Justice	and	
Peace	are	so	essential	to	Royalty,	that	they	are	for	ever	inherent	in	the	
Crown,	and	make	the	Crown:	they	are	like	the	Sun-beams	in	the	Sun,	and	
as	inseparable	from	it.22	

	
The	defence	of	his	people’s	liberties	(‘That	the	Kings	Prerogative	is	to	defend	the	

Peoples	Liberties,	and	the	Peoples	Liberties	strengthen	the	Kings	Prerogative’,	

pp.	128–129)	necessitated	that	the	King	should	be	a	father	to	his	people	(‘He	is	

Pater	Patriae	&	Dulce	erit	pro	Patre	Patriae	mori,’	p.108)	and	also,	if	

circumstances	dictated,	a	warrior	(‘To	fight	the	Battels	of	his	People,	and	to	see	

																																																								
17	Codifications	of	the	public	perception	and	defined	roles	of	monarchs	appear	throughout	
Europe,	especially	with	regard	to	how	kings	and	queens	related	to	and	embodied	the	teachings	of	
the	Church.	For	the	Habsburg	version,	see	Anna	Coreth,	Pietas	Austriaca:	Austrian	Religious	
Practices	in	the	Baroque	Era	(West	Lafayette:	Purdue	University	Press,	2004).	
18	Chamberlayne	(1669),	op.cit.,	p.	87.	NB:	the	1716	edition	provides	a	more	specific	etymology	–	
‘The	King	is	so	call’d,	from	the	Saxon	word	Cyning,	from	Can,	intimating	Power;	or	Ken,	
Knowledge…’	
19	Ibid.,	pp.	101–102.		
20	Ibid.,	p.	122.	
21	Ibid.,	p.	133.	
22	Ibid.,	pp.	125–126.	
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Right	and	Justice	done	unto	them’	–	p.109)	invested	with	supreme	military	

powers.23	The	qualities	of	Kingship	were	therefore	wrapped	up	in	the	Royal	

Prerogatives	‘which	in	the	hand	of	a	King	is	a	Scepter	of	Gold,	but	in	the	hands	of	

Subjects	is	a	Rod	of	Iron’.24	A	comparison	of	the	1669	original	of	Angliæ	Notitia	

with	the	1716	edition	(now	named	Magna	Britannia	Notitia),	the	first	to	be	

issued	under	the	House	of	Hanover,	shows	the	extent	to	which	the	emphasis	of	

the	role	of	the	King	had	changed	by	the	early	eighteenth	century.25	Most	of	the	

material	of	the	1669	original	survived	through	to	1716	but	is	organised	more	

logically	under	headings	(e.g.	‘Supremacy	and	Sovereignty’,	‘Power	and	

Prerogative’,	and	‘Strength’),	which	hint	in	their	order	something	of	the	desired	

priorities	of	early	eighteenth	century	kingship	in	England.26	The	material	that	

was	not	included	in	the	1716	version	largely	concerned	the	sacred	and	spiritual	

authority	of	the	King	over	the	church.	For	example,	the	apellation	Primogenitus	

Ecclesiae	(1669,	p.	41,	1716,	p.	41)	and	the	later	reference	to	Summus	totius	

Acclesiae	Anglicanae	Ordinarius	(1669,	p.	131,	1716,	p.	43)	were	dropped;	the	

King	was	no	longer	referred	to	as	‘A	god	upon	earth’	(1669,	pp.	137–138)	but	

rather	as	‘God’s	vicegerent	upon	earth’	(1716,	pp.	47–48);	and	the	King’s	

‘Omnipresency’	(1669.	pp.	139–140)	became	the	rather	more	mortal	‘Ubiquity’	

(1716,	p.	48).	The	King’s	right	to	discern	matters	of	doctrine	and	scripture	were,	

by	1716,	subject	to	the	‘advice	and	consent’	of	a	national	synod	(1669,	pp.	122–

123,	1716,	p.	44).	Many	of	the	additions	that	appeared	in	the	1716	version	

																																																								
23	Ibid.,	pp.	110–111.	
24	Ibid.,	p.	125.	
25	John	Chamberlayne,	Magna	Britannia	Notitia,	or	the	Present	State	of	Great-Britain	With	Divers	

Reflections	Upon	the	Antient	State	Thereof…the	Four	and	Twentieth	Edition	(London:	Printed	for	

Timothy	Goodwin,	Matthew	Wotton,	Benjamin	Tooke,	Daniel	Midwinter,	and	Jacob	Tonson.,	

1716),	pp.	41–54	
26	The	order	of	the	sections	are:	(1)	Title,	(2)	Supremacy,	(3)	Sovereignty,	(4)	Power	and	

Prerogative,	(5)	Strength,	(6)	Patrimony,	(7)	Respect,	and	(8)	Arms	(i.e.	heraldry).	
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elevated	the	power	of	parliament	as	a	check	on	royal	power,	including	the	

granting	of	a	fixed	annual	income	for	the	monarchy	(known	then	and	now	as	the	

‘Civil	List’,	1716,	pp.	51–52).	The	inability	of	the	King	to	raise	new	taxes	or	to	

make	new	laws	‘without	the	consent	of	his	subjects’	(‘there	being	something	of	

Odium	in	both	of	them’,	1669,	p.	144)	became	‘without	the	consent	of	both	

Houses	of	Parliament’.	Even	the	King’s	rights	as	supreme	landowner	by	1716	

acknowledged	that	the	monarch	had	last	control	(‘become	much	alienated’,	

1716,	p.	51)	of	much	of	it,	but	added	that	‘there	is	yet	left,	many	Parks,	Castles	or	

Palaces,	and	forests	still	belonging	to	the	King,	to	receive	and	divert	him,	when	he	

shall	please	in	his	Royal	Progresses	to	visit	those	parts’	(1716,	p.	51).	By	the	time	

of	the	Hanoverian	Succession,	therefore,	the	nature	of	kingship	had	become	

more	constitutional,	more	human,	and	less	divine.	Where	power	was	promoted	

was	in	the	military	strength	of	the	crown,	largely	as	a	warning	to	foreign	powers.	

To	what	extent	therefore	are	these	transforming	strands	in	Kingship	projected	

into	the	music	of	the	period,	and	which	of	them	are	projected	by	the	use	of	solo	

bass	singers	in	ode,	and	anthem?27	

	

Royal	Odes:	Strains	of	Propaganda	and	Loyalty	

The	court	ode	of	the	late-seventeenth	and	early-eighteenth	centuries	was,	like	its	

Roman	and	Greek	forbears	in	classical	antiquity,	an	occasional	piece	honouring	

an	individual	or	an	event.	Quite	apart	from	issues	of	sycophancy,	the	ode	in	its	

various	manifestations	throughout	the	yearly	cycle,	was	the	ideal	vehicle	for	the	

exercise	of	courtly	propaganda	in	the	last	quarter	of	the	seventeenth	century	and	

																																																								
27	The	role	of	the	bass	solo	voice	in	ecclesiastical	music	is	the	subject	of	Chapter	4	below.	
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the	early	decades	of	the	eighteenth.28	In	musical	terms,	the	post-Restoration	

court	ode	was	effectively	a	cantata	incorporating	solo,	recitative,	chorus	and	

instrumental	sinfonias,	but	which	merely	provided	a	modern	(in	this	case	

Italianate)	stylistic	expression	of	a	tradition	of	pieces	composed	in	tribute	to	

royal	power	going	back	to	at	least	the	late	Tudor	period.29	The	post-Restoration	

court	ode	covers	all	manner	of	occasions,	some	of	which	are	in	clear	categories	

including	birthdays	(for	example,	Purcell’s	Who	can	from	joy	refrain	–	for	the	

birthday	of	the	Duke	of	Gloucester,	24	July	1695),	New	Year	(for	example,	

Eccles’s	Behold	the	dragon	gallick	pow'r,	1702)	and	‘Welcome	Songs’	(to	mark	the	

return	of	the	monarch	to	London,	for	example,	Daniel	Purcell’s	The	Loud	tongu’d	

war	to	mark	the	return	of	King	William	III	from	Flanders	following	the	Peace	of	

Ryswick,	1697).	Other	odes	mark	royal	marriages	(for	example,	Henry	Purcell’s	

setting	of	From	hardy	climes	and	dangerous	toils	of	war	for	the	marriage	of	Prince	

George	of	Denmark	to	Princess	Anne,	28	July	1683),	military	victories	and	

diplomatic	treaties	(such	as	William	Croft’s	With	noise	of	cannon	to	mark	the	

Treaty	of	Utrecht,	1713).30	The	Cecilian	ode	genre	grew	directly	from	the	

																																																								
28	Peter	Holman,	Henry	Purcell	(Oxford:	Oxford	University	Press,	1994),	p.	144.	Commentators,	
including	Holman	(p.	144)	on	court	odes	in	general,	and	those	of	Purcell	in	particular,	point	out	
that	the	musical	content	of	the	repertory	is	considerably	superior	to	the	quality	of	the	verse	it	
sets	—	see:	Ian	Spink,	‘Purcell’s	Odes:	Propaganda	and	Panegyric’,	in	Purcell	Studies,	ed.	by	Curtis	
Price	(Cambridge:	Cambridge	University	Press,	1995),	p.	145,	and	Bruce	Wood,	‘Purcell’s	Odes:	A	
Reappraisal’,	in	The	Purcell	Companion,	ed.	by	Michael	Burden	(London:	Faber	&	Faber,	1995),	
pp.	200–253.	
29	Thomas	J.	Mathiesen	Michael	Tilmouth,	James	Haar,	Rosamund	McGuinness,	Tony	Trowles,	
Malcolm	Boyd,	‘Ode	(ii)	(From	Gk.	Ōdē,	From	Aeidō:	‘I	Sing’)’	(2001)	
<http://www.oxfordmusiconline.com>	[accessed	6	Sept	2019]	comments	on	classical	and	
humanistic	odes	as	well	as	examples	of	earlier	musical	tributes	to	royalty,	e.g.	Orlando	Gibbon’s	
Do	not	repine,	fair	sun	and	texts	by	Ben	Jonson	and	Thomas	Nabbe	which	suggests	that	such	
occasional	celebrations	were	a	regular	part	of	the	court	musical	landscape,	certainly	under	the	
later	Tudor	and	the	early	Stuart	monarchies.		
30	The	treaty	was	also	celebrated	in	the	composition	of	Handel’s	‘Utrecht’	Te	Deum	and	Jubilate,	
completed	14	January	1713,	which	was	first	performed	at	a	celebratory	service	in	St	Paul’s	
Cathedral	on	7	July	1713.	William	Croft’s	This	is	the	day	which	the	Lord	hath	made	(the	score	is	at	
the	Royal	College	of	Music,	London	[GB-Lcm,	Ms.	839]	and	names	the	basses	‘Mr	Gates’	and	‘Mr	
Williams’	on	f.	4r)	also	received	its	first	performance	at	the	same	occasion.		
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practice	of	the	court	ode,	and	forms	a	significant	collection	from	the	inception	of	

the	22	November	celebrations	in	1683,	in	connection	with	the	patron	saint	of	

music.31	However,	the	Cecilian	odes	were	not	composed	under	the	auspices	of	

the	court	or	under	royal	patronage,	and	it	is	significant	the	bass	solos	in	these	

works	tend	to	pursue	themes	of	nature,	authority	and	music	rather	than	the	

more	pertinent	attributes	of	kingship	which	are	characteristic	of	most	bass	solo	

sections	in	‘Birthday’,	‘Welcome’	and	‘New	Year’	court	odes.32	Those	attributes	of	

kingship	cover	a	range	of	personal	characteristics	perceived	as	integral	to	the	

body	royal	as	well	as	contextual	factors	which	add	status	to	the	monarch,	and	

which	abound	in	bass	solos	drawn	from	the	ode	repertory.		Firstly,	personal	

qualities	such	as	balance	in	judgement,	mercifulness,	and	righteousness.	

Secondly,	cosmic	and	supernatural	references	to	the	Sun	(for	example,	Phoebus,	

beams	of	light,	rays),	proclamations	of	divinity,	and	associations	with	natural	

phenomena	(e.g.	thunder,	lightning).	Thirdly,	militaristic	references	such	as	the	

attributes	of	a	warrior	(for	example,	sword,	shield,	helmet,	strength,	heroism)	

and	conquests	over,	and	submission	of,	foes	and	foreign	powers.	Fourthly,	

references	to	the	position	of	the	monarch	in	the	social	strata	(for	example,	

majesty,	elevation,	honour	and	comparative	statements	about	those	of	‘mean	

degree’	or	‘lower	birth’).		Table	1	locates	most	of	the	extant	later	Stuart	court	

odes	(dating	1672–1714)	under	these	four	categories	of	kingly	attributes.	What	

is	immediately	apparent	from	this	survey	of	bass	solo	material	is	that	the	focus	of	

kingly	attributes	projected	through	the	bass	voice	type	shifts	from	the	personal	

																																																								
31	Bryan	White,	Music	for	St	Cecilia’s	Day:	From	Purcell	to	Handel	(Woodbridge:	Boydell	&	
Brewer,	2019)	examines	the	social,	cultural	and	religious	significance	of	Cecilian	celebrations	in	
Britain,	as	well	as	exploring	the	music	and	poetry	associated	with	them.	
32	Ibid.	pp.	33–34:	White	makes	the	point	that	performances	of	the	early	Cecilian	odes	drew	
heavily	on	the	musicians	of	the	royal	household.		
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to	what	could	be	described	as	the	more	institutional.	The	focus	of	bass	solos	in	

odes	of	the	1680s	is	divided	largely	between	the	cosmic	/	supernatural	and	the	

militaristic,	but	the	former	falls	away	through	the	1690s	until	by	the	early	1700s,	

where	the	courtly	ode	is	largely	preoccupied	with	the	military	and	heroic	

qualities	of	kingship.	This	more	militaristic	view	of	kingship,	it	shall	be	

remembered,	is	reflected	more	in	Magna	Britannia	Notitia	when	compared	to	the	

content	of	the	earlier	Angliæ	Notitia.			

The	more	carefree	and	fun-loving	custom	and	practice	of	the	exile	years	

that	had	persisted	at	court	throughout	the	1660s,	was	by	the	1670s	beginning	to	

give	way	to	more	formalised	expressions	of	power	and	authority.33	The	

magnificence	being	actively	promoted	by	Charles	II	is	given	expression,	for	

example,	in	the	two	bass	solos	of	Pelham	Humfrey’s	ode	When	from	his	throne,	

composed	in	1672	for	the	birthday	of	the	king	(Examples	3.1a	and	3.1b).34	Both	

bass	solos	are	framed	by	instrumental	ritornelli	before	and	after—a	formula	

which	has	the	effect	of	‘setting	apart’	within	the	compositional	scheme,	and	

which	recurs	with	bass	solos	in	other	odes.35	The	opening	solo,	‘When	from	his	

throne’	(Example	3.1a),	associates	the	English	monarch	with	‘The	Persian	God’	

who	‘displays	upon	the	frozen	world	his	welcome	rayes,	and	does	with	his	

auspicious	heat	displace	the	sad	effects	of	winter’s	cold	embrace’.36	Humfrey	sets	

the	solo	in	the	solemn	key	of	D	minor,	and	the	gently	rising	line	undoubtedly	

mirrors	the	slowly	rising	sun	at	dawn.	The	relatively	simple	setting	of	the	text	
																																																								
33	Keay	(2008),	op.cit.,	p.	171.	
34	Humfrey’s	score,	dated	May	29th	1672,	survives	in	one	contemporary	source:	GB-Lbl.	Add.	Ms.	
33287,	ff.	72r–74v.	
35	For	example,	‘What	antiquity’	from	John	Blow’s	The	Birth	of	Jove	(1678);	‘Blest	be	that	sun	that	
in	time’s	fruitful	womb’	in	John	Blow’s	Arise	great	monarch	(1682);	‘Those	eyes	that	form’	in	
Henry	Purcell’s	Love’s	Goddess	sure	was	blind	(1692).		
36	The	association	made	between	the	king	and	Pheobus	(or	Apollo),	the	sun	god,	is	most	likely	an	
appropriation	of	a	practice	from	the	French	court	of	Louis	XIV.	The	use	of	the	bass	voice	in	
relation	to	the	god	Apollo	is	explored	in	further	detail	in	Chapter	5	below.	
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broadly	follows	natural	speech	rhythms,	is	almost	entirely	syllabic	and	

accompanied	only	by	the	continuo,	adding	complete	clarity	to	how	the	words	are	

heard	by	the	audience.	The	proclamatory	rising	triadic	initial	phrase,	which	is	

another	common	feature	of	bass	solos	in	odes,	emphasises	the	mystical	figure	of	

Caesar,	and	which	is	lent	an	additional	liveliness	in	its	use	of	a	triple-time	metre.	

Triadic	motifs	are	common	in	such	militaristic	solos	and	imply	strength	and	

triumph	in	their	reinforcement	of	core	harmonies	and	rising	nature.	In	‘Then	

may	great	Caesar’,	the	two	phrases	of	the	bass	solo	have	distinct	characters.	The	

first,	based	on	the	heroic	minor	triad	provides	stable	tonality	for	‘great’,	‘birth’,	

merit’	and	‘earth’,	whereas	the	second	phrase	is	more	angular	and	modulating	

for	‘pity’,	‘error’	and	‘vows’.		The	solo	undulates	initially	between	duple	and	triple	

metre	in	response	to	the	text,	even	after	settling	eventually	into	triple-time	for	

the	soprano’s	entry	at	‘Your	gracious	bounty…’	which	includes	frequent	use	of	

hemiolas.	Both	of	the	Humfrey	bass	solos	occupy	a	relatively	narrow	range	(c#–

d’)	but	which	utilises	by	design	the	strongest	part	of	the	bass	voice	in	its	

proclamation	of	the	divine	kingly	qualities.	

	 The	Sun	trope	persists	in	‘Blest	be	that	sun’	from	the	1682	New	Year	ode	

Arise	great	monarch,	composed	by	John	Blow	to	words	by	Jacob	Allestry	

(Example	3.2).37	Greater	demands	are	made	of	the	bass	soloist	in	this	example,	

both	in	terms	of	vocal	dexterity	and	range	(D–e’).		The	soloist	is	not	named	but	

1681–82	was	the	heyday	of	the	Chapel	Royal	bass	John	Gostling,	whose	low	

register	was	especially	celebrated.38		 	

																																																								
37	GB-Lbl,	Add.	Ms.	33287,	f.	86v.	
38	The	Diary	of	John	Evelyn:	Volume	2,	ed.	by	Austin	Dobson	(London:	Macmillan	&	Co.,	1906),	pp.	
136–137	(entry	for	21	January	1685).	See	also	Robert	F.	Ford,	‘Minor	Canons	at	Canterbury	
Cathedral:	The	Gostlings	and	their	Colleagues’	(unpublished	doctoral	thesis,	University	of	
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California,	1984),	pp.	226–238,	which	gives	an	extensive	analysis	of	Gostling’s	range	and	
repertoire.	

D
isposition	of	Bass	Solo	M

aterial	in	Birthday,	W
elcom

e	and	New
	Year	Odes	c.1672-1713,	by	content	according	to	attributes	of	Kingship.		

Key:	W
	=	W

elcome	Ode,	B	=	Birthday	Ode,	NY	=	New	Year	Ode,	(Blow)	etc	=	surname	of	composer	+	first	name	initial	for	clarity	where	necessary.	
			 Year	
Range	

A.	Personal	Attributes	
B.	Cosm

ic	/	Supernatural	
C.	M

ilitaristic	
D
.	Position	/	Social	Strata	

1670s	
	

1672:	B	(Humfrey)	
	1678:	B	(Blow)	

	
	

		1678:	B	(Blow)	
1680s	

	1681:	W
	(H.Purcell)	

	1683:	W
	(H.Purcell)			1683:	NY	(Blow)	

1684:	W
	(H.Purcell)	

1685:	W
	(H.Purcell)	

1686:	W
	(H.Purcell)	

	1688:	NY	(Blow)	

	1681:	W
	(H.Purcell)	

1682:	NY	(Blow)	
1683:	NY	(Blow)	
1684:	NY	(Blow)	
1685:	NY	(Blow)	
1686:	NY	(Blow)	
1687:	NY	(Blow)	
1688:	NY	(Blow)	
1689:	B	(H.Purcell)	

			1683:	W
	(H.Purcell)	

1684:	W
	(H.Purcell)	

1685:	W
	(H.Purcell)	

1686:	W
	(H.Purcell)	

1687:	W
	(H.Purcell)	

	1681:	NY	(Blow)	
			1685:	NY	(Blow)	
1686:	NY	(Blow)	
1687:	NY	(Blow)	
1688:	NY	(Blow)	
1689:	B	(H.Purcell)	

1680s:	W
	(H.Purcell	/	

Blow?)	
1682:	W

#2	(H.Purcell)	
			1686:	W

	(H.Purcell)	
1687:	W

	(H.Purcell)	
		

	1681:	NY	(Blow)		
1682:	W

#1&#2	(H.Purcell)	
		1685:	NY	(Blow)	
	1687:	NY	(Blow)	

1690s	
		1693:	B	(H.Purcell)	
1694:B	(H.Purcell)	
1695:	B	(Gloucester)	(H.Purcell)	
			1699:	B	(D.Purcell)	

			1694:	B	(H.Purcell)	
				[1699:	B	(Leveridge)]	

	1692:	B	(H.Purcell)	
1693:	B	(H.Purcell)	
1694:	B	(H.Purcell)	
1695:	B	(Gloucester)	
(H.Purcell)	
		1699:	B	(D.Purcell)	
	

								[1699:	B	(Leveridge)]	

	1692:	B	(H.Purcell)	

1700s	
	

	
1700:	B	(Blow)	
[1701:	B	(Leveridge)]	
1702/03:	B	(Eccles)	
1703:	NY	(Eccles)	
	

1700:	NY	(Blow)	
	1702:	NY	(Eccles)	

		1702/03:	B	(Eccles)	

1710s	
	

	
1713:	B	(Handel)	
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Example	3.1a:	Pelham	Humfrey,	‘When	from	his	throne’	from	
When	from	his	throne	(1672),	bb.	18–32.	
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Example	3.1b:	Pelham	Humfrey,	‘Then	may	great	Caesar’	from	
When	from	his	throne	(1672).			
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Example	3.2:	John	Blow,	‘Blest	be	that	sun’	from	Arise	great	
monarch	(1681–82).	
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The	spectacularly	low	notes	in	this	solo	illustrate	the	inglorious	nature	of	

‘lagging	behind’	(also	afforded	an	elaborate	scalic	and	melismatic	treatment),	as	

well	as	the	setting	of	the	sun.		The	second	phrase	(‘Or	the	hard	fortune…’)	offers	

not	only	Blow’s	use	of	lombardic	rhythm	to	emphasise	‘hard’,	but	also	the	more	

interesting	harmony	of	the	example	in	the	descending	chromaticism	in	the	

continuo	bass	and	the	rising	chromaticism	of	‘ignobly’.	The	phrase	culminates	in	

the	cadence	point	with	its	gently	illustrative	semitone	lift	on	‘rise’	and	plunge	to	

low	E	on	‘set’.	

The	theme	of	regal	divinity	in	the	years	following	the	Restoration	was	a	

strong	hand	played	by	the	monarchy	as	an	institution,	but	it	was	a	hand	that	was	

not	played	without	an	element	of	risk.	To	a	degree,	Charles	II	was	building	on	the	

divine	right	of	kings	that	had	been	a	hallmark	of	Charles	I’s	reign.		Such	‘official’	

musical	portrayals	could	be	viewed	as	an	attempt	to	capitalise	on	the	

sanctification	that	had	quickly	grown	in	the	pro-Royalist	imagination	following	

his	father’s	execution	in	1649.39	Charles	II	undoubtedly	saw	that	an	outcome	of	

the	austere	years	of	the	Commonwealth	had	been	a	desire	from	those	keen	not	to	

see	the	return	of	the	civil	war	and	republicanism	for	a	revival	of	the	mysteries	of	

monarchy.40	Such	a	revival	was	tempered,	however,	with	the	knowledge	that	the	

aura	of	divinity	and	mystification	had	done	little	to	save	the	life	of	the	King	in	the	

late	1640s,	and	that	his	successors	would	reign	under	ever-increasing	scrutiny	

																																																								
39	The	success,	for	instance,	of	J.	Gauden	and	Charles	I,	Eikon	Basilike,	the	Pourtrature	of	His	
Sacred	Majestie	in	His	Solitudes	and	Sufferings	(The	Hague:	Samuel	Broun,	1649),	published	
shortly	after	Charles	I’s	execution	and	which	claimed	to	be	the	King’s	own	account	of	his	
experiences	prior	to	and	during	his	imprisonment,	resulted	in	some	forty-nine	editions.	The	
popularity	of	the	Eikon	resulted	in	the	rapid	publication	of	John	Milton,	Eikonoklastes,	in	Answer	
to	the	Book	Intitl’d	Eikon	Basilike	(London:	Matthew	Simmons,	1649),	which	was	effectively	the	
Commonwealth	government’s	closely	argued	rebuttal	of	the	points	made	in	the	earlier	book.		
40	Kevin	Sharpe,	‘Sacralization	and	Demystification.	The	Publicization	of	Monarchy	in	Early	
Modern	England’,	in	Mystifying	the	Monarch,	ed.	by	Jeroen	Deploige	and	Gita	Deneckere	
(Amsterdam:	Amsterdam	University	Press,	2006),	p.	113.	
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not	only	in	the	political	arena	but	also	in	the	published	word	and	the	theatre.	If	

the	King	were	to	promote	the	body	divine,	then	he	would	also	need	to	balance	

this,	if	not	outweigh	it,	with	a	projection	of	the	body	public.41		Tempering	one	

‘body’	with	the	other	was	almost,	by	definition,	contradictory,	but	one	that	

Charles	II	played	extremely	well.	His	father	promoted	sacred	authority	in	his	

kingship,	but	because	of	political	events	in	England	in	the	1640s,	the	younger	

Charles	had	been	forced	into	a	refugee’s	existence	in	which	all	aspects	of	the	

heir-apparent’s	existence,	including	hitherto	deeply-held	beliefs	and	convictions	

were	displaced	and	subject	to	negotiation.42		

Like	a	Greek	actor,	Charles	II	became	adept	at	assuming	the	appropriate	

mask	for	different	circumstances	and	it	was	this,	allied	to	an	affability	of	

character,	which	suited	him	for	the	evolving	role	of	King	in	the	restored	

monarchy	after	1660.	His	was	a	reign	that	retained	many	of	the	trappings	of	

sacred	and	regal	authority,	but	also	afforded	unprecedented	access	and	attempts	

on	the	part	of	the	monarch	to	develop	a	familiarity	or	a	relevancy	in	the	eyes	of	

his	subjects	depending	on	demands	dictated	by	circumstance.	A	great	part	of	

Charles’s	success	as	a	King	was	the	ability	to	mobilise	public	opinion	despite	the	

reality	that	his	public	persona	was	little	more	than	a	masquerade.	His	outwardly	

easy-going	sociability	masked	a	recklessness	that	had	left	England	effectively	

paralysed	in	its	relations	with	European	affairs,	unresolved	internal	tensions	and	

issues	with	Scotland	and	Ireland,	and	a	difficult	relationship	with	parliament.43	

That	mobilisation	of	opinion,	and	the	ability	to	play	a	range	of	characters	

																																																								
41	Ibid.,	p.	112.	
42	Keay	(2008),	op.cit.,	p.208	argues	that	the	experience	of	being	a	prince	in	exile	and	therefore	
cut	off	from	the	institutions	and	authority	that	defined	his	position	and	title,	gave	Charles	an	

acute	understanding	of	how	much	ritual	and	ceremony	expressed	and	embodied	power.		

43	Tim	Harris,	Restoration:	Charles	II	and	his	Kingdoms,	1660–1685	(London:	Allen	Lane	/	Penguin	
Books,	2005),	pp.	409–419.	
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convincingly	on	the	public	stage,	was	to	prove	to	be	a	key	factor	in	the	on-going	

success	or	failure	of	monarchs	throughout	the	remainder	of	the	seventeenth	

century	and	beyond.	

	 A	part	of	the	reconciliation	of	the	body	public	and	the	body	divine	for	the	

king	came	through	the	written	word,	and	not	least	in	recourse	to	holy	scripture	

and	the	exercise	of	certain	personal	qualities	attributed	to	God	in,	for	example,	

the	book	of	Psalms.44	Wisdom,	righteousness,	judgement	and	mercy	are	familiar	

tropes	in	the	psalmist’s	terms	of	address	to	the	divinity,	and	these	themes	

continue	to	appear	individually	or	collectively	in	the	person	or	actions	

attributable	to	the	monarch	in	odes	and	other	genres	such	as	church	music	(see	

Chapter	4	below),	especially	when	voiced	by	bass	singers.		

Henry	Purcell’s	welcome	ode	Fly	bold	rebellion	was	probably	composed	

sometime	between	July	and	September	1683,	as	a	musical	contribution	to	the	

response	from	the	royal	propaganda	machine	to	the	Rye	House	Plot	which	had	

been	discovered	shortly	before.45	The	short	bass	solos	(‘The	plot	is	display’d’,	

and	‘If	then	we’ve	found	the	wont	of	his	rayes’)	encapsulate	both	a	sense	of	

mortal	justice	and	condemnation	of	the	treacherous	acts	of	the	plotters	in	the	

																																																								
44	Psalms	5:8	(‘Lead	me,	O	Lord,	in	thy	righteousness	because	of	mine	enemies’);	7:17	(‘I	will	
praise	the	Lord	according	to	his	righteousness’);	33:5	(‘He	loveth	righteousness	and	judgement’);	
72:1	(‘Give	the	king	thy	judgements,	O	God,	and	thy	righteousness	unto	the	king’s	son’);	86:15	
(‘But	thou,	O	Lord,	art	a	God	full	of	compassion,	and	gracious,	longsuffering,	and	plenteous	in	
mercy	and	truth);	104:24	(‘O	Lord,	how	manifold	are	thy	works!	In	wisdom	hast	thou	made	them	
all:	the	earth	is	full	of	thy	riches’).		
45	It	is	likely	that	Fly,	bold	rebellion	was	first	performed	in	September	1683	–	see	Robert	Shay	and	
Robert	Thompson,	Purcell	Manuscripts:	The	Principal	Sources	(Cambridge:	Cambridge	University	
Press,	2000),	p.	31.	Rye	House	was	a	fortified	medieval	mansion	in	Hertfordshire	that	became	the	
base	for	an	attempt	by	a	group	of	extremist	Whig	plotters	to	kidnap	and	murder	King	Charles	II	
and	the	Duke	of	York	(the	future	James	II)	as	they	passed	on	their	return	to	London	from	the	
races	at	Newmarket	on	1	April	1683.	In	the	event,	Newmarket	was	cancelled	due	to	a	serious	fire	
in	the	town,	and	the	royal	party	returned	home	early.	The	plot	was	subsequently	uncovered	and	
a	number	of	the	conspirators	were	executed	including	Sir	Thomas	Armstrong,	MP	for	Stafford,	
Lord	William	Russell,	MP	for	Bedfordshire,	and	Henry	Cornish,	Sheriff	of	the	City	of	London.	The	
King’s	illegitimate	son	James	Scott,	The	Duke	of	Monmouth,	was	implicated	in	the	plot	and	
withdrew	into	self-imposed	exile	in	the	Dutch	Republic.	He	was	later	executed	for	treason	for	his	
part	in	the	Monmouth	Rebellion	of	May–July	1685.		
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first	(‘..and	the	traytors	some	flown	&	some	to	Avernus	by	justice	thrown	down’),	

and	a	reminder	of	the	cosmic	power	kingship	in	the	second	(Examples	3.3a	and	

3.3b).46		

Example	3.3a:		Henry	Purcell,	‘The	plot	is	display’d’	from	Fly,	bold	
rebellion	(1683).		

	
	
The	exploitation	of	Gostling’s	lower	register	(including	a	trademark	low	D)	

underlines	and	illustrates	‘Justice	thrown	down’	with	characteristic	theatrical	

flair.47		‘If	then	we’ve	found	the	wont	of	his	rayes’,	which	forms	the	first	part	of	a	

short	dialogue	with	the	tenor,	introduces	the	concept	of	the	king’s	absence	as	

																																																								
46	James	A.	Winn,	‘Creativity	on	Several	Occasions’,	in	Concepts	of	Creativity	in	Seventeenth-
Century	England,	ed.	by	Rebecca	Herissone	and	Alan	Howard	(Woodbridge:	Boydell	Press,	2013),	
pp.	50–53	examines	Henry	Purcell’s	dramatic	setting	of	From	hardy	climes	and	dangerous	toils	of	
war,	an	ode	in	celebration	of	the	marriage	of	Prince	George	of	Denmark	to	Princess	Anne,	the	
future	Queen	in	July	1683.	The	opening	stanza	of	the	ode	with	all	of	its	military	and	war	
associations	alongside	gentler	references	to	victory	in	love,	exploits	the	upper	and	lower	reaches	
of	Gostling’s	range.		Winn	argues	that	Purcell’s	mastery	of	text-setting	went	far	beyond	the	
rhetoric	of	the	verse	itself	(p.50),	and	its	musical	quality	as	a	recognition	that	the	occasion	for	
which	it	was	composed	was	of	broader	political	significance. 
47	Wood	(1995),	op.cit.,	pp.	215,	219–220	points	out	similar	approaches	and	sentiments	made	in	
the	bass	solo	(‘The	sons	of	the	earth’)	in	John	Blow’s	1683	New	Year	Ode	Dread	Sir,	Father	Janus.	
Winn	(2013),	op.cit.,	pp.	53–55	examines	Hear	my	Voice,	O	God—John	Blow’s	substantial	anthem	
setting	of	verses	from	Psalm	64.	Blow’s	anthem	was	another	contribution	to	the	thanksgiving	
celebrations	following	the	guilty	verdicts	against	the	Rye	House	Plotters	on	12	July,	and	again	
contains	a	similarly	condemnatory	and	solemn	solo	for	Gostling	(‘They	encourage	themselves	in	
mischief’)	whose	low	Ds	provided	a	vivid	auditory	illustration	of	the	depths	to	which	the	plotters	
had	sunk.			 
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akin	to	the	sun’s	absence,	as	well	as	maintaining	the	judgmental	voice	of	the	

earlier	bass	solo	section.	

Example	3.3b:	Henry	Purcell,	‘If	then	we’ve	found’	from	Fly,	bold	rebellion	
(1683).		

	
	
	
Both	Purcell	and	Blow	solos	were	clearly	written	for	the	bass	John	Gostling	

whose	clerical	status	would	have	been	widely	known	at	court,	thus	to	hear	such	

condemnatory	words	would	have	possessed	implied	ecclesiastical	authority	

aside	from	the	musical	impact	of	the	phrases.48		

‘Behold	the	indulgent	prince’	from	Henry	Purcell’s	1684	Welcome	ode	

From	those	serene	and	rapturous	joys,	is	a	rather	more	substantial	bass	solo	with	

more	extensive	displays	of	melismatic	vocal	show	than	the	1683	welcome	ode	

(Example	3.4a).		

																																																								
48	The	relationship	between	royal	and	ecclesiastical	authority	is	discussed	further	in	relation	to	
anthem	settings	later	in	Chapter	4	below.	



Chapter	3:	Kings	(1)	

	108	

Example	3.4a:	Henry	Purcell,	‘Behold	th’indulgent	Prince’	in	From	
those	serene	and	rapturous	joys	(1684),	bb.	110–122.	
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Here	the	bass	setting	of	Thomas	Flatman’s	text	is	the	authoritative	voice	of	

mercy	(‘behold	he’s	come	to	view	the	conquests	of	his	mercy	shown	to	the	new	

pros’lytes	of	his	mighty	town,	and	men	and	angels	bid	him	welcome’).	The	King’s	

summer	progress	had	diverted	to	Winchester	where	the	King	was	engaged	in	a	

plan	to	construct	his	own	countryside	retreat	along	the	lines	of	Louis	XIV’s	

Versailles.49		The	inegale	rhythms	of	Purcell’s	melismas	for	the	bass	emphasising	

the	words	‘welcome’	and	‘mighty’	could	well	have	resonance	with	this	

connection.	

The	relative	serenity	of	the	last	years	of	Charles	II’s	reign	following	the	

failure	of	the	Exclusion	Bill	to	be	passed	by	parliament,	is	reflected	in	the	second	

bass	solo	of	the	1684	welcome	ode,	‘Welcome	as	soft	refreshing	show’rs’	(see	

Example	3.4b).	Purcell’s	use	of	anapaestic	rhythmic	devices	is	a	striking	feature	

which	adds	emphasis	to	certain	words	(‘welcome’,	‘sickly’,	‘refreshing’,	‘raise’),	

but	also	vitality	to	melismas	on	less	important	words	such	as	‘are’.			

	

	
	

	
																																																								
49	Jonathan	Keates,	Purcell:	A	Biography	(London:	Chatto	&	Windus,	1995),	pp.	116–117.	See	also	
Keay	(2008),	op.cit.,	pp.	200,	203–204.		
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Example	3.4b:	Henry	Purcell,	‘Welcome	as	soft	refreshing	show’rs’	from	
From	those	serene	and	rapturous	joys	(1684),	bb.	258–298.		
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The	‘drooping	flowers’	and	the	gentle	rain	are	expressed	in	Purcell’s	music	in	

highly	ornamented	melodic	gestures,	exploiting	the	technical	capabilities	of	the	

bass	singer	(the	presence	again	of	low	D	would	imply	that	this	was	a	vehicle	

intended	for	Gostling).50	Again,	a	reference	to	the	sun’s	‘early	beames	of	light’	

stands	alongside	the	bass’s	paternal	and	authoritative	tone,	as	a	reassurance	and	

a	guide	to	‘the	benighted	traveller	when	he	descryes’.51		

	 Purcell’s	first	welcome	ode	for	James	II,	Why	are	all	the	muses	mute?	

marked	the	new	monarch’s	return	to	Whitehall	in	October	1685,	and	within	

weeks	of	the	putting	down	of	Monmouth’s	rebellion	at	the	Battle	of	Sedgemoor	

on	6	July.	The	bass	solo	material	in	this	ode	continues	to	promote	the	divine	take	

on	kingship,	but	also	in	the	face	of	yet	more	rebellion,	the	militaristic	character	is	

also	discernable.		‘Accurs’d	rebellion	reared	her	head’	(Example	3.5a)	occupies	a	

central	position	in	the	ode	and	picks	up	on	the	image	of	James	as	a	godlike	

Caesar	that	has	been	introduced	in	earlier	sections	of	the	ode.	The	effective	

imagery	contained	within	the	bass	solo,	however,	is	of	Caesar	taking	action,	

letting	his	‘revenging	thunder	flye’	and	sending	the	‘threatening	monster’	back	

down	to	hell.	Hell	is	portrayed	musically	in	sepulchral	low	notes	approached	by	

strong	intervals	of	an	octave	and	a	fifth	(see	Example	3.5a).		This	is	therefore	a	

dramatic	solo	in	two	sections,	accompanied	by	continuo	and	two	violins	playing	

in	close	imitation	of	the	singer.	The	duple	time	first	section	in	G	minor	depicts	

the	anger	and	rage	of	the	rebels	‘and	all	the	powers	of	hell’	in	long	ascending	and	

then	descending	phrases	designed	to	represent	the	abyss	from	which	the	rebels	

emerged,	and	to	which	they	are	ultimately	returned.		

																																																								
50	Wood,	op.cit.,	p.	221	cites	Westrup’s	scathing	dismissal	of	this	solo	as	‘of	small	interest’.		
51	‘Benighted’	could	be	a	pun	for	a	‘be-knighted’	member	of	the	royal	household.	
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Example	3.5a:	Henry	Purcell,	‘Accurs’d	rebellion’	from	Why	are	all	
the	muses	mute?	(1685),	bb.	269–277.		
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The	opening	phrase,	rising	up	from	below,	is	a	hellish	reference	that	really	only	

works	in	the	bass	voice.	Key	words	and	images	such	as	a	high	point	on	‘proud’	

and	a	short	melismas	on	‘spread’	and	‘rage’,	and	of	course	a	low	E	flat	on	‘Hell’	

paints	a	picture	reminiscent	of	some	of	the	witches	music	seen	increasingly	in	

theatrical	music	of	the	period.52		The	triple-time	second	half	of	the	solo	(‘But	

when	Caesar	from	on	high’)	is	no-less	pictorial	in	its	writing	for	the	bass,	with	its	

dotted	rhythm	runs	on	‘thunder’,	especially	the	sepulchral	last	version	which	is	

nearly	all	below	the	bass	stave	followed	by	repeated	‘down,	down,	down’	that	

could	only	have	been	tailor-made	for	Gostling.53		

The	power	of	the	king’s	judgment	to	affect	balance	of	power	in	Europe	is	

articulated	in	‘In	the	equal	balance	laid’	for	bass	duet	(Example	3.5b)	and	

continuo	that	precedes	the	final	tenor	solo,	ritornello	and	chorus.	The	concept	of	

balance	is	expressed	in	the	deployment	of	the	two	bass	singers	(the	lower	was	

almost	definitely	Gostling,	and	the	upper	probably	John	Bowman)	in	real	and	

free	imitative	entries	at	varying	intervals	and	distances	according	to	the	needs	of	

the	harmony.	54	The	octave	E	on	‘weighed’	that	closes	the	first	section	of	the	duet,	

and	the	long	winding	melismas	on	‘turn’	in	the	second	section	constitute	the	

most	compelling	musical	effects	beyond	the	texture.		

	 	

																																																								
52	See	Chapter	7	(‘Witches	and	Sorcerers’)	below.	
53	Spink	(1995),	op.cit.,	p.	169,	notes	that	the	only	singer	named	in	the	autograph	manuscript	(GB-
Lbl.	R.M.	Ms.	20.h.8)	is	the	high	tenor	Turner.		
54	Bowman	had	become	a	member	of	the	royal	Private	Musick	in	November	1684	and	has	been	
named	in	a	number	of	other	odes	around	this	time	including	Purcell’s	Sound	the	trumpet	beat	the	
drum	(1687)	and	John	Blow’s	Ye	Sons	of	Phoebus	(1688).	For	more	information	on	Bowman,	see	
Appendix	B	below,	p.	752.	
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Example	3.5b:		Henry	Purcell,	‘In	the	equal	balance	laid’	from	Why	are	all	
the	muses	mute?	(1685),	bb.	466–490.	
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The	two-bass	duet	was	clearly	to	the	taste	of	composer	and	court	in	the	

mid-1680s	for	the	same	texture	re-occurs	following	the	opening	symphony	of	

composer’s	1686	ode	Ye	Tuneful	Muses,	written	possibly	for	the	King’s	birthday	

on	14	October,	but	more	likely	to	have	marked	the	return	to	Whitehall	from	

Windsor	of	the	monarch	a	fortnight	earlier	on	1	October.55	If	the	BB	texture	was	

experimental	or	formulaic	in	1685,	in	Ye	Tuneful	Muses	Purcell	gives	full	rein	to	a	

musical	creativity	at	the	height	of	its	powers	(Example	3.6a).	All	the	elements	of	

divine	or	supernatural	authority	and	character	are	implied	in	the	text	of	the	duet	

(references	to	the	muses,	Phoebus	as	the	god	of	music	and	the	sun,	and	to	Caesar	

as	the	bringer	of	relief).	The	vocal	writing	retains	the	intensity	of	freely	imitative	

entries,	but	which	is	executed	here	with	a	greater	degree	of	mastery	over	the	

pace	and	handling	of	the	more	intricate	demands	of	the	text.	Purcell	lets	no	

illustrative	opportunity	in	the	text	pass.	The	first	ten	bars,	for	example,	witness	

rising	melismas	on	‘raise’,	the	falling	gesture	on	‘droop’,	the	contrast	between	the	

setting	of	‘mourn’,	‘shake’	and	‘lethargy’,	the	falling	tritone	in	bass	I	on	

‘enfeebled’,	the	unsettled	setting	of	‘all	the	nervous’	and	dramatic	use	of	high	

tessitura	and	octave	leap	for	‘Raptures	of	heroic	song’.			

	 	

																																																								
55	The	text	of	the	bass	duet,	for	example,	includes	a	similar	reference	to	mourning	the	light	of	the	
sun	(‘Again	the	God,	bereft	of	whose	kind	light,	so	long	you	mourned	the	comforts	of	the	day,’)	as	
that	found	in	the	welcome	ode	Fly	Bold	Rebellion	(1683)	commented	upon	above.	
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Example	3.6a:	Henry	Purcell,	‘Ye	tuneful	muses’	from	Ye	tuneful	
muses	(1686),	bb.	25–36.		
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In	addition	to	divine	references,	Ye	Tuneful	Muses	promotes	also	another	

aspect	of	the	image	of	kingship	that	comes	to	dominate	the	bass	solo	material	in	

the	court	ode	in	the	1690s	and	the	early	eighteenth	century,	that	of	the	military	

hero.	‘In	his	just	praise’	(Example	3.6b),	another	solo	crafted	for	the	extreme	

range	of	Gostling,	immortality,	heroism,	battle	victory	meet	in	the	King’s	name	

‘colasting	with	the	sun’.56	The	lombardic	snaps,	echoed	in	the	violins,	and	other	

dotted	gestures	give	the	solo	rhythmic	life	and	energy.	

	 	

																																																								
56	Wood,	op.cit.,	pp.	226–228.		
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Example	3.6b:	Henry	Purcell,	‘In	his	just	praise’	from	Ye	tuneful	
muses	(1686),	bb.	132–144.		
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Having	considered	examples	of	how	the	bass	voice	was	deployed	to	

project	and	reinforce	the	divine	aspects	of	anointed	kingship	in	England,	we	

must	now	turn	to	the	militaristic	aspects	of	monarchy.	Whatever	sacerdotal	

mystique	surrounded	the	monarch	in	the	eyes	of	himself,	his	advisors,	and	of	his	

own	people,	relations	with	foreign	powers	were	invariably	dictated	by	more	

terrestrial	concerns,	and	the	portrayal	of	the	warrior	king	in	royal	odes	was	to	

become	more	of	a	priority	in	the	last	decades	of	the	seventeenth	century	and	the	

early	years	of	the	eighteenth.	

	

The	Warrior	King	in	Royal	Odes	
	
The	warrior	or	military	hero	was	by	no	means	a	new	concept	in	the	portrayal	of	

kingship	by	the	second	half	of	the	seventeenth	century.	The	proliferation	of	

warfare	in	ancient	Greece	and	Rome	ensured	that	classical	literature	was	amply	

populated	with	fighting	rulers.	The	influence	of	classical	literature	on	the	

beginnings	of	Italian	opera,	moreover,	ensured	that	a	number	of	historical	

warrior	princes,	kings	and	emperors	appeared	in	early	libretti.	In	the	operas	of	

Francesco	Cavalli	(1602–76)	alone,	for	example,	can	be	found	Cyrus	of	Persia	

(Ciro,	1654),	Xerses	I	of	Persia	(Xerse,	1654),	Darius	III	of	Persia	(Statira	
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principessa	di	Persia,	1656),	Julius	Caesar,	Mithridates	VI	and	Pharnaces	II	of	

Pontus	(Pompeo	Magno,	1666),	and	Emperor	Eliogabalo	(Eliogabalo,	1668).	Of	

these	examples,	bass	singers	portray	only	Julius	Caesar	and	Darius.		Also,	neither	

of	Monteverdi’s	surviving	operatic	kings:	Ulysses	of	Ithica	(Il	ritorno	d’Ulisse	in	

patria,	1639)	and	Emperor	Nerone	(L’incoronazione	di	Poppea,	1643)	are	basses,	

and	both	are	characters	in	love	rather	than	warriors	in	battle.	Therefore,	English	

composers	casting	basses	in	warrior	king	roles	were	not	necessarily	looking	to	

the	continental	operatic	canon	for	a	consistent	precedent.	Neither	could	they	

look	to	the	recent	English	masque	tradition.	By	the	end	of	the	first	decade	of	the	

seventeenth	century,	English	audiences	had	become	familiar	with	Shakespeare’s	

domestic	warrior	kings—Richard	III	(c.1593),	Henry	V	(c.1599),	and	Macbeth	

(c.1606)—as	well	as	more	exotically-located	monarchs	in	the	plays	of	

Christopher	Marlowe—for	example,	the	Kings	of	Algier,	Fez,	Morocco,	Arabia	and	

Persia	in	Tamburlaine	(1587/88),	and	the	King	of	Hungary	in	Dr.	Faustus	(c.1589	

or	c.1593).	However,	the	canon	of	Jacobean	and	Caroline	masques	contains	

remarkably	few	explicit	references	to	militaristic	kingship.	The	masque	was	a	

royal	propaganda	tool	of	the	pre-Commonwealth	monarchy,	in	the	same	way	

that	the	courtly	ode	played	a	similar	role	for	the	post-Restoration	crown.	In	

Oberon,	The	Fairy	Prince	(1	Jan.	1611),	the	role	of	the	supernatural	Oberon	was	

danced	by	the	sixteen	year	old	heir	apparent	to	the	English	throne,	Prince	Henry,	

who	is	first	encountered	from	afar	in	a	chariot	‘drawn	by	two	white	bears	and	on	

either	side	guarded	by	three	Sylvans’.57	King	Ulysses,	a	central	character	in	The	

Masque	of	the	Inner	Temple	–Ulysses	and	Circe	(Jan.	1613/14),	like	Monteverdi’s	

																																																								
57	Ben	Jonson,	‘Oberon,	the	Fairy	Prince’,	in	A	Book	of	Masques:	In	Honour	of	Allardyce	Nicoll,	ed.	
by	Richard	Hosley	(Cambridge,	London	&	New	York:	Cambridge	University	Press,	1967),	pp.	43–
70.	
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later	representation,	is	more	concerned	with	affairs	of	the	heart	than	military	

conquest,	though	this	masque	was,	strictly	speaking,	not	for	court,	forming	part	

of	the	celebrations	surrounding	the	marriage	of	the	Earl	of	Somerset.	58	The	

qualities	of	Kingship	exhibited	by	the	character	Philogenes	in	the	last	of	the	

Caroline	Court	masques	Salmacida	Spolia	(Whitehall,	21	January	1639/40)	are	

those	of	patience	and	wisdom,	rather	than	violent	confrontation.59	Salmacida	

Spolia	was	a	masque	of	immense	splendour,	and	staged	almost	in	defiance	of	the	

considerable	political	tension	breaking	out	in	England	at	the	time.	The	end	game	

of	that	political	unrest,	the	beheading	of	Charles	I	in	Whitehall	on	30	January	

1649,	effectively	drove	existing	perceptions	of	kingship	underground	during	the	

Protectorate.	As	the	ode	rather	than	the	masque	emerged	as	a	musical	vehicle	for	

the	promotion	of	the	initially	divine	qualities	of	kingship	(discussed	above)	after	

the	Restoration,	bass	solo	material	of	odes	composed	in	the	later	reign	of	Charles	

II	and	under	James	II	increasingly	became	concerned	with	militaristic	themes.	

Under	the	subsequent	reigns	of	William	III	and	Mary	II,	and	Queen	Anne,	they	

came	to	dominate.		

																																																								
58	William	Browne,	‘The	Masque	of	the	Inner	Temple	–	Ulysses	and	Circe’,	in	A	Book	of	Masques:	
In	Honour	of	Allardyce	Nicoll,	ed.	by	R.	F.	Hill	(Cambridge,	London	&	New	York:	Cambridge	
University	Press,	1967),	p.	198:		
‘Shake	off	sleep	ye	worthy	knights	
Though	ye	dream	of	all	delights;	
Show	that	Venus	doth	resort	
To	the	camp	as	well	as	court…’	
59	Inigo	Jones	and	William	Davenant,	‘Salmacida	Spolia’,	in	A	Book	of	Masques:	In	Honour	of	
Allardyce	Nicoll,	ed.	by	T.	J.	B.	Spencer	(Cambridge,	London	&	New	York:	Cambridge	University	
Press,	1967),	p.	358:	
‘Nor	would	your	valour,	when	it	might	subdue,	
Be	hinder’d	of	the	pleasure	to	forgive.	
Th’are	worse	than	overcome,	your	wisdom	knew,	
That	needed	mercy	to	have	leave	to	live.	
Since	strength	of	virtues	gain’d	you	Honour’s	throne,	
Accept	our	wonder	and	enjoy	your	praise;	
He’s	fit	to	govern	there	and	rule	alone	
Whom	inward	helps,	not	outward	force,	doth	raise.’	
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	 The	political	context	for	this	body	of	bass	solo	material	illuminates	the	

shift	in	emphasis	in	the	late	1670s.	Domestic	crises	dominated	the	late	1670s	

and	early	1680s	in	the	so-called	‘Popish	Plot’	of	1678–81,	a	fictitious	Jesuit	

scheme	to	assassinate	Charles	II	and	replace	him	with	the	Catholic	James,	Duke	

of	York.	The	resulting	anti-Catholic	hysteria	ended	in	the	executions	of	over	

thirty-five	people	including	William	Howard,	1st	Viscount	Stafford,	and	the	

Roman	Catholic	Archbishop	of	Armagh,	Oliver	Plunket.60	The	Popish	Plot,	

however	falsified,	served	to	expose	a	culture	of	religious	tension	and	suspicion	

that	perpetuated	the	Exclusion	Crisis	(1679–81),	and	provided	the	motivation	

for	the	genuine	threat	of	the	1683	Rye	House	Plot.	The	period	also	saw	

deterioration	in	relations	between	crown	and	politicians	with	three	

parliamentary	dissolutions	and	elections	in	1679,	1680	and	1681,	which	

progressively	reduced	Charles	II’s	support	base	in	the	House	of	Commons	and	

further	destabilised	his	domestic	authority.	Such	disharmony	also	compromised	

Britain’s	position	in	relation	to	foreign	powers,	and	especially	with	the	France	of	

Louis	XIV,	which	dominated	European	politics	at	the	time	and	represented	the	

greatest	military	threat	to	the	nation.	How	the	institution	of	the	monarchy	

presented	itself	at	this	time,	therefore,	was	to	be	crucial.	The	continued	

projection	of	kingship	born	of	sacred	authority	was	insufficient	for	a	people,	in	

an	increasingly	rational	age,	emerging	from	a	period	of	very	real	crisis.	The	

image	of	the	warrior	king,	voiced	in	the	strong	sonorities	of	the	bass	voice,	would	

have	provided	at	least	a	veneer	of	reassurance,	and	set	in	motion	the	shift	we	see	

																																																								
60	Sir	George	Clark,	The	Later	Stuarts	(Oxford:	The	Clarendon	Press,	2nd	Edition,	1955),	pp.	92–
95.	
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in	the	odes	as	successive	monarchs	sought	to	establish	their	own	reigns	and	face	

their	own	domestic	and	foreign	issues.		

The	militaristic	bass	solos	in	courtly	odes	covering	the	1680s	through	to	

the	early	years	of	the	eighteenth	century	encompass	a	range	of	contexts,	

composers,	authors	and	performers,	as	will	be	demonstrated	by	the	examples	

that	follow.	A	number	of	common	features	are	discernable	in	the	instances	of	

bass	militaristic	solos,	which	are	discussed	below,	but	it	must	be	made	clear	that	

bass	voice	was	not	the	only	one	that	carried	military	or	warlike	associations	and	

thus	some	of	the	following	musical	and	textual	characteristics	can	also	be	seen	in	

material	for	other	voice-types.61	The	metre	of	the	bass	solos	is	nearly	always	

duple	at	first—perhaps	for	its	march-like	qualities—though	some	move	

subsequently	into	a	more	dance-like	triple	metre.	Tonality	is	often	focused	

around	C	major	or	A	minor,	especially	in	the	earlier	part	of	the	period.62	As	the	

tonal	palette	diversifies	later	in	the	period,	D	major,	for	example,	occurs	more	as	

trumpets	and	sometime	timpani	are	added.63	The	most	common	texture	is	

simply	the	bass	soloist(s)	with	continuo	accompaniment,	but	more	expanded	

textures	also	occur.	Many	of	these	include	strings	–	always	two	violin	parts,	and	

sometimes	viola	too.	Some	add	trumpets	and	timpani	for	their	obvious	military	

																																																								
61	The	first	solo	movement	that	included	a	trumpet	was	‘The	trumpets’	loud	clangour’,	a	duet	for	

countertenor	and	bass	in	Draghi’s	Cecilian	ode	From	Harmony,	from	heavenly	harmony	(1687),	
and	the	most	prominent	militaristic	solo	(‘Sound	the	trumpet’)	in	Henry	Purcell’s	1695	ode	for	

the	Birthday	of	the	Duke	of	Gloucester,	Who	can	from	joy	remain,	is	for	high	tenor	/	countertenor,	
trumpet	and	continuo.		
62	Matthew	Gardner,	Handel	and	Maurice	Greene’s	Circle	At	the	Apollo	Academy:	The	Music	and	
Intellectual	Contexts	of	Oratorios,	Odes	and	Masques.	(Göttingen:	Vandenhoeck	&	Ruprecht,	2008),	
p.	299:	Gardner’s	Appendix	A	lists	the	characteristics	of	keys,	based	on	the	research	of	Steblin	

and	Auhagen.	C	major	is	cited	as	‘Gay	and	militant,	sometimes	with	a	rude	and	imprudent	

character	but	also	used	for	rejoicing	and	where	joy	is	present;	more	experienced	composers	can	

use	it	to	charm;	used	for	tender	moments	as	well	as	to	rouse	an	army.’	The	key	of	A	minor	is	

characterised	as	for	‘serious	subjects,	tender,	plaintive,	calm	and	honourable;	invites	sleep,	but	is	

not	unpleasant’.		
63	Ibid.,	p.	299:	D	major	is	described	as:	‘Shrill	and	stubborn,	best	for	noisy,	warlike	and	rousing	
things;	it	can	also	be	delicate	with	a	flute	and	a	violin,	heroic	effect.’	
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associations.	There	is	at	least	one	instance	of	an	oboe	obbligato.	Ode	texts	are	

furnished	by	a	range	of	poets	(where	known),	and	composers	in	the	militaristic	

bass	solos	lay	emphasis	on	a	number	of	common	images	and	concepts.	Some	

combination	of	the	tools	of	the	military—arms,	swords,	shields,	helmets,	

plumes—appear	in	nearly	all	examples.	Emotions	associated	with	the	battle—

clangour,	awe,	anger	and	triumph—are	often	juxtaposed	with	calm,	peace	and	

even	joy	as	outcomes	of	the	fighting.	Personal	qualities—valour,	heroism,	fear,	

daring,	might,	worthiness,	nobility,	virtue,	courage,	majesty—receive	a	high	

profile	as	conveying	for	the	propagandists	the	key	aspects	of	martial	kingship.	A	

range	of	musical	devices	are	employed	across	the	repertory	to	add	emphasis	to	

these	textual	features,	as	the	numerous	examples	that	follow	demonstrate.		

For	Samuel	Pepys,	the	New	Year	provided	an	opportunity	to	take	account	

of	personal	circumstances	such	as	health,	accommodation	and	financial	

matters.64	The	notion	of	taking	stock,	and	re-affirmation	of	core	principals	might	

similarly	have	been	what	lay	behind	the	presentation	of	New	Year	odes	at	court	

throughout	the	late-seventeenth	and	early-eighteenth	centuries.		

John	Blow	took	responsibility	for	the	composition	of	many	of	the	New	Year	

odes.65	His	Great	Sir	the	joy	of	all	our	hearts	for	the	1681	New	Year	celebration,	

contains	the	short	bass	solo	‘The	British	legion	through	the	world	was	fam’d’	

(Example	3.7).66	The	simple	texture	of	bass	soloist	and	continuo	stands	in	

contrast	to	the	string	ritornello	(emphasising	French	idiom	dotted	rhythms)	that	

																																																								
64	See,	for	example,	the	entry	for	December	31,	1664.		The	Diary	of	Samuel	Pepys:	Vol	5	–	1664,	ed.	
by	Robert	Latham	and	William	Matthews	(London:	Bell	&	Hyman,	1971),	pp.	359–360:	Similar	
accounting	is	recorded	in	entries		
65	Blow	is	known	to	have	provided	a	New	Year	ode	for	every	year	between	1678	and	1688,	and	
then	1690,	1691	(lost),	1692	(music	lost),	1693,	1694,	1697(?),	1698	(music	lost)	and	1700.		
66	The	ode	receives	further	comment	in	Martin	Adams,	‘Purcell,	Blow	and	the	English	Court	Ode’,	
in	Purcell	Studies,	ed.	by	Curtis	Price	(Cambridge:	Cambridge	University	Press,	1995),	p.	182.	
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precedes	it,	and	the	three-voiced	verse	(‘Our	Caesar’s	more	than	conqueror,	

more	than	king’)	that	follows.	The	solo	is	declamatory	in	nature,	and	all	of	the	

phrases	in	the	solo	have	rising	opening	figures	exuding	positivity	and	strength.		

	
Example	3.7:	John	Blow,	‘The	British	legion	through	the	world	was	fam’d’	
from	Great	Sir	the	joy	of	all	our	hearts	(New	Year	Ode,	1681).	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Strength	is	also	projected	in	the	contrasting	use	of	short-long	rhythms,	the	

triadic	writing	and	the	fluidity	in	style	overall.	The	appeal	to	historic	precedent	

in	reference	to	the	British	legion	of	Roman	times	sends	out	a	message	regarding	

the	innately	warlike	character	of	the	British	soldiery.	The	king	as	a	modern-day	

Caesar	is	emphasised	in	the	melismatic	treatments	of	‘triumph’.	

	 John	Blow	continued	to	compose	New	Year	odes	for	each	January	of	James	

II’s	short	reign,	which	had	begun	on	the	death	of	Charles	II	in	February	1685.	
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Hail	Monarch,	sprung	of	race	divine	was	the	first	of	these	odes	for	January	1686.67	

The	opening	bass	solo	is	a	reveille—literally	a	wake-up	call	for	the	nation—and	

proclaims	the	divine	credentials	of	the	new	monarchy	thus	reinforcing	the	

message	that	James	represented	a	continuation	of	Charles	II’s	view	of	kingship,	

at	least	at	first	(Example	3.8a).	The	first	phrase—with	its	high	tessitura,	melodic	

contour	based	on	the	tonic	triad,	and	its	rhythmic	vitality	towards	the	close—is	

trumpet-like	in	its	proclamation	of	the	King.		The	whole	solo	continues	in	a	

similar	vein,	seen	for	example	in	the	triadic	climb	from	low	G	on	‘awake,	awake’.		

The	high	e’	on	‘up’	contrasts	with	the	low	E	on	‘glory’	later	(the	presence	of	

sustained	phrases	around	low	E,	combined	with	material	above	the	stave	and	

largely	conjunct	semiquaver	runs,	would	imply	that	the	intended	singer	was	John	

Gostling).	We	can	only	speculate	as	to	the	actual	power	of	Gostling’s	voice	in	the	

lower	regions,	but	however	loudly	he	was	able	to	deliver	those	sepulchral	notes,	

it	is	unlikely	that	they	would	outmatch	his	higher	range,	and	thus	the	‘softer	

hours’	would	be	given	a	tangibility	as	well	as	adding	to	the	drama	and	

theatricality	of	the	solo	as	a	curtain-raiser	to	the	ode.		

	 But	it	is	in	the	bass	duet	that	comes	later	(‘Till	then	make	bright	your	

warrior	shield’,	GB-Lcm,	Ms.	1097,	ff.	145r–146v)	that	the	full	splendour	of	

heroic	military	might	replete	with	its	arms,	shields,	helm	and	plumes	is	put	on	

full	display	(Example	3.8b).	Blow’s	use	of	the	bass	duet	effect	here	was	surely	

inspired	by	its	use	by	his	former	pupil	Henry	Purcell,	in	Why	are	all	the	muses	

mute?	(October,	1685).68		The	bass	voices	are	treated	in	generously-spaced	

																																																								
67	The	ode	is	included	in	a	late-seventeenth	and	early-eighteenth	century	collection	of	cantatas,	
odes	and	anthems	in	the	possession	of	the	Royal	College	of	Music,	London	(GB-Lcm,	Ms.	1097,	f.	
137r)	that	also	includes	works	by	Pepusch,	Galliard,	Draghi	and	Humfrey.		
68	Though	Blow	had	also	used	a	bass	duet	texture	in	his	setting	of	O	Lord	thou	hast	searched	me	
out	(Psalm	139)	in	the	mid-1670s.	Bruce	Wood,	‘Only	Purcell	E’re	Shall	Equal	Blow’,	in	Purcell	
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imitation,	enabling	clarity	as	well	as	richness	in	the	texture.	Quite	apart	from	the	

stereotypically	masculine	sonorities,	there	is	a	sense	of	military	discipline	in	how	

the	two	basses	work	together	—	almost	like	a	reiteration	of	orders	passed	down	

the	ranks.	

Example	3.8a:	John	Blow,	‘Hail	monarch,	sprung	of	race	divine’	
from	Hail	monarch,	sprung	of	race	divine	(1685).		

	
	 	

																																																																																																																																																															
Studies,	ed.	by	Curtis	Price	(Cambridge:	Cambridge	University	Press,	1995),	pp.	106–144,	
explores	cross	influences	between	Blow	and	Purcell,	including	several	examples	for	bass	singers	
–	chiefly	John	Gostling	(pp.	117–126).		
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The	rising	triadic	contour	of	the	melodies	in	the	first	phrases	of	the	duet	again	

evokes	battle	trumpets,	as	well	as	conveying	an	heroic	spirit	that	is	common	to	

many	of	the	militaristic	solos	and	duets	in	the	odes.	The	entire	duet	has	an	

unashamed	swagger	and	confidence,	emphasising	at	first	the	instruments	of	

soldiery	(shining	helms,	warrior	shields	and	plumes	of	war),	and	then	the	

qualities	of	the	hero	(‘and	bid	his	amulous	virtue’).		

A	very	similar	spirit	drives	‘Armes	he	delights	in’,	the	last	of	three	bass	

solo	sections	in	Blow’s	New	Year	ode	for	1687,	Is	it	a	dreame.69	Late-seventeenth	

century	contrasts	between	manuscript	and	print	cultures	are	exposed	in	the	

slightly	adapted	version	of	the	solo	included	in	Blow’s	published	collection,	

Amphion	Anglicus	in	1700	(which	ends	at	‘or	the	thunder	of	a	frown’).	The	

manuscript	version	in	the	collection	of	the	Royal	College	of	Music	is	in	the	

context	of	the	entire	ode	and	includes	the	final	triple	time	section	linking	to	the	

following	chorus	(Example	3.9).70			

																																																								
69	Is	it	a	dreame	is	included	in	GB-Lcm,	Ms.	1097.	The	bass	solos	are	‘Or	does	this	New	Year's	sun	
strive’	(ff.	153v–154v);	‘Others	put	on	but	borrow'd	beams’	(ff.	156v–157r),	and	‘Armes	he	
delights	in’	(ff.	160v–161r).	
70	The	printed	version	is	in	John	Blow,	Amphion	Anglicus:	A	Work	of	Many	Compositons	for	One,	
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Example	3.8b:	John	Blow,	‘Till	then	make	bright	your	warrior	shield’	from	

Hail	monarch,	sprung	of	race	divine	(1685).		

	 	

																																																																																																																																																															

Two,	Three	and	Four	Voices:	With	Several	Accompagnements	of	Instrumental	Musick;	and	a	Throw-

Bass	to	Each	Song	(London:	Printed	by	William	Pearson	for	the	Author,	1700),	pp.	89–90.	
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The	rising	triadic	opening	again	possesses	an	heroic	quality,	and	the	repetition	of	

‘armes’	at	several	points	in	the	opening	section,	underpinned	by	timpani-like	

tonic-dominant	figures	in	the	basso	continuo,	leave	the	listener	in	no	doubt	as	to	

the	militaristic	connotations	of	the	bass	solo.71	The	overriding	musical	interest	

throughout	the	movement,	however,	is	on	the	numerous	and	increasingly	florid	

settings	of	the	word	‘thunder’	eventually	extending	down	to	low	E	towards	the	

close	of	the	section,	suggesting	that	the	solo	is	another	written	specifically	for	

John	Gostling.	The	references	to	violent	natural	phenomena	(‘thunder’,	

‘lightning’)	alongside	mention	of	a	mythological	deity	(‘he	imitates	Jove’)	places	

this	solo,	in	its	giant	leaps	and	all-encompassing	range,	as	a	projection	of	a	deific	

as	well	as	a	militaristic	kingship.		The	final	triple	time	section	(‘Hold	feeble	song,	

thou	art	to	much	opprest’),	however,	draws	the	listeners’	attention	back	to	

matters	militaristic	and	musical	(‘Lett	Drumms	and	Trumpets’).72		

	 	

																																																								
71	The	tonic-dominant	bass	figure	is	similar	to	the	later	‘Trommelbass’	(or	‘drum	bass’)	which	
was	a	mannerism	found	frequently	in	German	music	of	the	mid-eighteenth	century.	See	David	
Fuller,	‘Trommelbass’,	Grove	Music	Online	(2001)	<http://www.oxfordmusiconline.com>	
[accessed	2	January	2020].	
72	Rosamond	McGuinness,	‘The	Chronology	of	John	Blow’s	Court	Odes’,	Music	&	Letters,	Vol.	46,	
No.	2	(1965),	p.	109	agrees	with	the	dating	of	the	ode	in	GB-Lcm,	Ms.	1097	for	January	1687,	and	
regards	Is	it	a	dreame	as	‘much	more	interesting	and	imaginative’	than	Hail	Monarch,	sprung	of	
race	divine,	written	for	the	preceding	January	of	1686.	
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Example	3.9:		John	Blow,	‘Arms	he	delights	in’	from	Is	it	a	dream	(1687).	
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Despite	his	shortcomings	as	a	ruler,	James	II	had	enjoyed	considerable	success	as	

a	soldier	when	Duke	of	York	and	therefore	the	imagery	of	‘Armes	he	delights	in’	

would	have	been	both	flattering	to	the	monarch	and	a	clear	message	sent	out	to	

the	people.	James’s	reign	was	by	no	means	universally	acclaimed	in	Britain,	but	

his	transition	to	the	throne	on	the	death	of	his	brother	in	1685	had	been	smooth,	

with	a	rapid	coronation	in	April	1685,	and	the	support	of	the	‘Loyal	Parliament’,	

which	had	assembled	in	May.	The	Argyll	Uprising	(June	1685)	in	Scotland	and	

Monmouth’s	Rebellion	(June–July	1685)	in	the	West	Country	had	been	defeated	

easily,	and	the	dissenters	dealt	with	harshly.	However,	James	had	begun	to	push	

for	freedom	to	appoint	Roman	Catholics	to	civil	and	military	positions	by	the	last	

quarter	of	1685	and	had,	in	proroguing	parliament	in	November	1685,	eased	the	

implementation	of	his	policy.	Throughout	1686,	many	of	James’	Catholic	

supporters	and	favourites	were	promoted	to	influential	positions	at	court	and	

elsewhere	and	a	number	of	notable	conversions	to	Roman	Catholicism	are	

known	to	have	occurred.73	The	implementation	of	James’	policy	did	come	at	the	

cost	of	increasing	animosity	amongst	the	Anglican	majority,	though	by	January	

1687,	the	situation	did	not	seem	to	have	yet	reached	a	crisis	point.	James	was	

still	technically	able	to	exercise	a	degree	of	military	control	and	magisterial	

authority,	and	thus	‘Armes	he	delights	in’	as	voiced	by	the	mighty	tones	of	

Gostling,	would	have	been	perceived	as	a	reinforcement	of	the	king’s	power	as	

well	as	a	warning	to	detractors.		

	

	 	
																																																								
73	See	Dillon	(2006),	op.cit.,	pp.	72–74.	James	II	also	expelled	the	Fellows	of	Magdalen	College,	
Oxford	in	1687,	intending	to	replace	them	with	Catholics.	The	fellows	were	reinstated	in	1688,	an	
event	that	is	still	marked	every	year	with	a	dinner	on	‘Restoration	Day’	(the	papers	on	this	are	
retained	by	the	college:	GB-Omc,	P261/MS1–15).		
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The	king’s	continuing	high-handed	approach	ensured,	however,	that	the	

political	and	religious	situation	continued	to	deteriorate	throughout	1687.	The	

militarism	in	the	bass	solo	‘In	Caesar	all	the	joint	perfections	meet’	in	John	Blow’s	

New	Year	Ode	for	January	1688,	Ye	sons	of	Phoebus,	is	an	altogether	more	muted	

affair	(Examples	3.10a	and	3.10b).	The	allusion	to	Caesar	as	a	great	general	but	

someone	who	is	also	virtuous	and	a	peacemaker	(‘Each	virtue	does	his	sister	

virtue	greet	and	peacefully	adorn	his	mind’)	dominates	the	first	half	of	the	solo	

(Example	3.10a).		Scored	for	singer	and	continuo,	the	melismatic	flourishes	and	

scales	on	‘Caesar’	and	‘featur’d’	employs	many	of	the	musical	expressive	tools	of	

‘Armes	he	delights	in’	of	a	year	earlier,	but	here	projecting	a	king	applying	his	

military	discipline	to	less	violent	and	vengeful	acts.	There	is	no	heroic	rising	

triadic	opening.	Rather	than	thunder	falling	down	on	dissenters,	here	are	hopeful	

rising	scales	on	‘featur’d’.	There	is	a	searching	quality	in	Blow’s	setting	of	‘here	

and	there	we	find’.	Perhaps,	like	Caesar,	James	was	becoming	increasingly	aware	

of	his	mortality	and	vulnerability—a	weakness	that	was	to	be	exposed	all	too	

starkly	in	the	events	of	1688	leading	to	his	deposition	and	banishment.		

The	triple-time	second	half	of	‘In	Caesar	all	the	joint	perfections	meet’	

(‘His	well-known	valour’,	Example	3.10b)	receives	a	more	expansive	but	softer-

edged	accompaniment	of	violins	added	to	the	pre-existing	combination	of	bass	

soloist	(undoubtedly	Gostling	again)	and	continuo.		
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Example		3.10a:	John	Blow,	‘In	Caesar	all	the	joint	perfections	meet’	from	
Ye	sons	of	Phoebus	(1688).	

	

	

‘Valour’	and	‘heroic	heat’	are	here	‘allayed’	with	‘softest	pity’,	and	the	effrontery	

felt	by	the	king	in	his	‘offended	goodness’	is	set	against	the	timely	reminder	that	

he	twice	(Monmouth	and	Argyll)	put	down	rebellions	against	the	crown	(‘he	

overcomes	his	foes’).	Nobility,	justice,	mercy	and	virtue	dominate	the	end	of	the	

solo	in	a	stately	and	dignified	use	of	the	triple-metre.74	The	warmer	lower	range	

of	the	bass	voice	is	emphasised	throughout	the	section,	the	frequent	low	Ds	

adding	literal	resonance	to	the	‘nobler	way’	and	‘virtue’.		Any	militarism	implicit	

in	the	opening	of	both	halves	of	this	solo	is	therefore	dissipated	into	self-

examination	and	appeal	to	a	higher	rationale	than	brute	force.		

	

																																																								
74	The	music	examples	provided	retain	the	irregular	bar	lengths	in	GB-Lcm,	Ms.	1097,	ff.	181v–
182r.	
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Example	3.10b:	John	Blow,	‘In	Caesar	all	the	joint	perfections	meet’	(2nd	
half)	from	Ye	sons	of	Phoebus	(1688).	
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The	inclusion	of	violins	adds	breadth	to	the	texture,	thereby	enhancing	the	quiet	

authority	being	projected	by	the	singer.	‘In	Caesar	all	the	joint	perfections	meet’	

can	be	read	as	the	reasoned	response	of	a	kingship	under	pressure	in	a	crisis	

situation	fast	approaching	its	dénouement.	That	conclusion	came	in	December	

1688	when	William	of	Orange	took	over	responsibility	for	government	following	

the	flight	of	King	James	II	to	France	on	23	December.	That	no	New	Year	ode	

survives	for	January	1689	should	come	as	no	surprise	given	the	political	

volatility	and	trauma	of	the	times.	The	next	opportunity	in	the	programme	of	

ode-writing	would	be	30	April,	the	birthday	of	the	newly-crowned	Queen	Mary	

II.	Henry	Purcell’s	response	in	his	setting	of	Thomas	Shadwell’s	text,	Now	does	

the	glorious	day	appear	(Z.332),	is	unequivocally	optimistic	and	enthusiastic	

following	a	period	of	instability	and	anxiety.	

Purcell’s	1689	birthday	ode	sets	another	text	by	Thomas	Shadwell,	and	

after	the	opening	symphony	and	chorus,	a	tenor/bass	duet	(‘Not	any	one	such	

joy	could	bring’)	expresses	feelings	of	joy	and	hope	for	the	new	reign.	The	

following	tenor	solo	(‘This	does	our	fertile	isle	with	glory	crown’)	sings	of	the	

restoration	of	the	nation,	and	a	reprise	of	the	opening	chorus	which	runs	into	

first	of	the	two	bass	solo	items,	‘It	was	a	work	of	full	as	great	a	weight’	(Example	

3.11a).	This	declamatory	first	bass	solo	describes	the	Queen’s	birth	as	an	act	of	

God	(‘And	did	require	the	self-same	power,	Which	did	frail	humankind	create,	

When	they	were	lost	them	to	restore’)	but	which	provides	melismatic	effects	on	

‘triumph’	and	‘joy’	reminiscent	of	Blow’s	‘The	British	legion	through	the	world	

was	fam’d’	from	the	1681	New	Year	ode.		 	
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Example	3.11a:	Henry	Purcell,	‘It	was	a	work	of	full	as	great	a	weight’	
from	Now	does	the	glorious	day	appear	(1689),	bb.	249–272.	
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The	exquisite	alto	ground	bass	(‘By	beauteous	softness	mixed	with	majesty’)	

which	follows,	combines	magisterial	power	with	feminine	softness	(‘She	with	

such	sweetness	and	such	justice	reigns’)	and	proves	a	dramatic	contrast	with	the	

militaristic	bass	duet	‘Her	Hero,	to	whose	conduct	and	whose	arms’	that	comes	

after	(Example	3.11b).		

As	seen	in	previous	examples,	the	bass	duet	had	already	been	deployed	by	

Purcell	in	both	Why	are	all	the	muses	mute?	(1685)	and	Ye	tuneful	muses	(1686).	

The	texture	is	also	employed	by	Blow	in	Hail	monarch	sprung	of	race	divine	

(1686),	here	brought	into	action	against	the	‘trembling	Papal	world’—as	clear	a	

statement	of	a	change	in	religious	emphasis	compared	to	the	previous	regime	as	

one	could	imagine.75		But	even	in	the	face	of	arms,	victory,	and	trophies,	it	is	to	

the	Queen’s	‘charms’	that	the	enemy	forces	bend,	not	military	might.	Mary’s	

popularity	with	her	subjects	may	well	have	rested	on	the	continuity	that	she	

represented	as	the	daughter	of	James	II,	as	well	as	her	English	origins	in	contrast	

to	her	husband	and	co-regnant	William	of	Orange.	The	genuine	affection	in	

Purcell’s	music	in	Now	does	the	glorious	day	appear	continues	to	manifest	itself	in	

further	birthday	odes	composed	up	to	the	Queen’s	death	in	1694.76		

	 	

																																																								
75	An	example	of	a	similar	militaristic	bass	duet	texture	in	theatrical	music	can	be	found	in	
Gottfried	Finger’s	Act	4	music	for	the	anonymous	adaptation	of	Nathaniel	Lee’s	The	Rival	Queens	
or	The	Death	of	Alexander	the	Great	(1701).	‘Swift	as	the	sun’	for	bass	duet	and	continuo,	
preceded	by	a	symphony	for	two	oboes,	appears	on	pp.	146–147	of	the	manuscript	in	the	
Fitzwilliam	Museum,	Cambridge	(GB-Cfm,	Ms.	87),	and	a	transcription	is	included	herewith	in	
Appendix	A	below,	No.	3.		
76	Richard	Price,	‘An	Incomparable	Lady:	Queen	Mary	II’s	Share	in	the	Government	of	England,	
1689–94.’,	Huntington	Library	Quarterly,	Vol.	75,	No.3	(2012),	p.	323.	
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Example	3.11b:	Henry	Purcell,	‘Her	Hero,	to	whose	conduct	and	whose	
arms’	from	Now	does	the	glorious	day	appear	(1689),	bb.	320–335.	

	 	



Chapter	3:	Kings	(1)	

	147	

	 ‘Those	eyes,	that	form’	is	the	second	solo	section	of	the	birthday	ode	

Love’s	goddess	sure	was	blind,	composed	by	Purcell	for	the	Queen	in	1692	

(Example	3.12).	Many	of	the	typical	militaristic	devices	already	seen	in	earlier	

solos	(for	example,	triadic	heroic	rising	opening	phrase,	and	textual	references	to	

‘defensive	arms’)	are	again	present	but	the	solo	is	describing	the	‘virtue’s	camp’	

where	‘no	sharp’	or	‘pointed	weapons	shine’.	Purcell	employs	the	same	sort	of	

melismatic	and	scalic	gestures	hitherto	used	for	words	like	‘triumph’	and	

‘warrior’,	but	here	they	emphasise	a	negative	–	a	reiterative	‘no’,	the	tension	of	

which	is	further	emphasised	in	the	use	of	the	high	register.	The	off-beat	chordal	

string	accompaniment	is	a	light	touch,	but	one	that	also	adds	an	unsettled	feel	to	

the	bass	solo.	William	and	Mary’s	reign,	though	a	welcome	change	after	the	reign	

of	James	II,	was	not	without	its	own	problems.	William	was	often	away	fighting	–	

against	Jacobite	resisters	in	Ireland	(in	1689–91)	and	in	Europe	against	France	

(the	Nine	Years	War,	1688–97).	Mary	would	exercise	firm	rule	in	her	own	right,	

but	also	in	his	place	during	those	long	periods	of	absence.	Indeed,	there	are	

frequent	references	to	her	hero	(i.e.	William)	‘in	the	field’	in	Love’s	goddess	sure	

was	blind	and	other	odes	in	the	1690s.	The	deposed	James	II,	living	in	exile	in	

France,	never	gave	up	the	hope	that	he	might	one	day	return	to	the	throne	and	

was	thus	a	constant	irritation.	Mary	had	taken	the	unpopular	step	of	dismissing	

the	soldier	and	statesman	John	Churchill,	1st	Earl	of	Marlborough	in	January	

1692	under	persistent	charges	of	Jacobitism.77	It	is	possible	that	the	references	

in	the	birthday	ode	of	a	few	months	later	may	well	have	been	an	attempt	by	royal	

propagandists	to	restore	face	(‘Defensive	arms’	not	‘pointed	weapons’,	and	as	the	

later	soprano	solo	states:	‘May	her	blest	example	chase	/	Vice	in	troops	out	of	the	

																																																								
77	Clark	(1955),	op.cit.,	p.	183.	
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land’	–	Example	3.12).		The	slower-moving	harmony	of	this	example	does	seem	

to	convey	a	greater	degree	of	dignity	and	poise,	compared	to	the	more	agitated	

earlier	examples.	The	portrayal	of	Mary	II	as	William’s	virtuous	shield	or	

protector	at	home	whilst	he	was	away	fighting	is	what	lies	behind	Love’s	goddess	

sure	was	blind,	as	it	does	in	the	Purcell’s	final	birthday	ode	for	the	Queen	in	1694,	

Come	ye	sons	of	Art.	

	
	
Example	3.12:		Henry	Purcell,	‘Those	eyes,	that	form’	from	Love’s	goddess	
sure	was	blind	(1692),	bb.	158–176.	
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	‘These	are	the	sacred	charms’	is	the	last	individual	solo	section	of	Come	

ye	sons	of	Art	before	the	joyful	final	duet	and	chorus,	and	is	preceded	by	the	

declamatory	soprano	solo	(‘Bid	the	virtues’)	with	its	unusual	yet	emotionally	

intense	echoing	oboe	obbligato.78	The	song	is	considered	a	stand-out	movement	

in	the	last	three	Purcell	birthday	odes,	partly	because	of	its	energy	and	drive	and	

in	the	way	it	unifies	the	musical	forces	through	shared	thematic	material.	‘These	

are	the	sacred	charms’	is	also	noteworthy	as	the	only	ground	bass	song	for	a	bass	

soloist	in	Purcell’s	odes	–	the	counter-tenor	being	the	most	associated	voice-type	

with	the	style.79	In	this	solo,	the	pious	actions	of	Queen	Mary	(‘Maria’s	royal	zeal	

best	instructs	you	how	to	pray’)	are	laid	out	as	the	support	for	the	‘righteous	

cause’	of	her	husband	William	(‘her	daring	hero	in	the	field’),	sentiments	that	are	

further	elevated	in	the	following	bass	solo.		Mary	had	taken	a	keen	interest	in	

promoting	the	campaign	for	the	Reformation	of	Manners,	which	had	sought	since	

1690	to	shift	the	socially	liberal	attitudes	of	the	reigns	of	Charles	II	and	James	II,	

towards	a	greater	degree	of	respectability	and	seriousness.80	‘These	are	the	

sacred	charms’	is	not	therefore	a	direct	appeal	to	arms	in	any	militaristic	sense,	

but	the	solo	exudes	militarism	by	association.	Thus,	the	coloratura	effects	on	

‘daring’		(Example	3.13a)	are	matched	by	similar	treatments	of	‘supports’	

																																																								
78	Holman	(1994),	op.cit.,	p.	185.	
79	‘To	lofty	strains	her	tuneful	lyre	she	strung’	from	Welcome,	welcome,	glorious	morn	(Ode	for	the	
birthday	of	Queen	Mary,	Z.338,	1691)	is	also	allocated	as	a	bass	song	over	a	ground	bass	in	The	
Works	of	Henry	Purcell:	Volume	11,	Birthday	Odes	for	Queen	Mary,	Part	I,	ed.	by	Bruce	Wood	
(Borough	Green:	Novello,	1993).	However,	Holman	(1994),	op.cit.,	p.	181	allocates	the	solo	to	
tenor,	which	is	the	voice	type	used	in	the	performance	included	in	the	King’s	Consort	recording	
on	Complete	Odes	and	Welcome	Songs,	Volume	3	(Hyperion,	CDA66412,	1990).	Rosamond	
McGuinness,	‘The	Ground-Bass	in	the	English	Court	Ode	I’,	Music	&	Letters,	Vol.	51,	No.	2	(1970),	
pp.	118–140,	and	‘The	Ground-Bass	in	the	English	Court	Ode	II’,	Music	&	Letters,	Vol.	51,	No.	3	
(1970),	pp.	265–278	offer	an	interesting	survey	and	study,	and	include	in	appendices	to	both	
articles	a	comprehensive	collection	of	ground	bass	songs	in	the	Odes	of	Henry	Purcell,	John	Blow,	
John	Eccles,	Daniel	Purcell	and	George	Frederick	Handel.	 
80	Dillon	(2006),	op.cit.,	pp.	348–364.	
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(Example	3.13b)	and	‘immortal’	(Example	3.13c)	towards	the	end	of	the	

movement.		

	
Example	3.13a:	Henry	Purcell,	‘These	are	the	sacred	charms’	(opening)	
from	Come	ye	sons	of	art	(1694),	bb.	425–430.	
	

	
	
	
Example	3.13b:	Henry	Purcell,	‘These	are	the	sacred	charms’	(bars	16–19)	
from	Come	ye	sons	of	art	(1694),	bb.	438–441.	

	
	

	
	
	
Example	3.13c:	Henry	Purcell,	‘These	are	the	sacred	charms’	(bars	27–31)	
from	Come	ye	sons	of	art	(1694),	bb.	449–453.	
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Sandwiched	between	Love’s	goddess	sure	was	blind	and	Come	ye	sons	of	

Art	is	Purcell’s	1693	birthday	ode,	Celebrate	this	Festival	which	includes	the	

militaristic	‘While	for	a	righteous	cause	he	arms’.	First	sung	by	Leonard	

Woodson,	the	focus	of	the	movement	is	unequivocally	King	William,	who	in	1693	

was	engaged	in	fighting	the	French.81	The	previous	ATB	trio	ends	with	the	

words:	‘Caesar	bears	thy	[Britain’s]	toil	of	war,	Maria	thy	domestic	care,	Their’s	

the	trouble,	thine	the	blessing’.	‘While	for	a	righteous	cause	he	arms’	is	a	lengthy	

da	capo	aria	scored	for	bass	soloist,	continuo	and	trumpet	obbligato,	and	bears	

all	the	characteristics	expected	of	a	militaristic	projection	of	warrior	kingship.82	

The	trumpet	playing	in	free	imitation	of	the	vocal	entries	throughout,	has	

obvious	militaristic	associations,	and,	as	Holman	has	commented,	includes	

techniques	of	composition	that	link	to	established	practice	by	Austrian	

composers,	which	had	probably	been	introduced	to	England	by	Gottfried	Finger	

(who	had	been	in	London	since	the	mid-1680s).83	The	implied	trumpet-call	

nature	of	the	rising	triadic	opening	vocal	lines	of	many	of	these	militaristic	bass	

solos	is	immediately	confirmed	in	‘While	for	a	righteous	cause	he	arms’	by	the	

actual	trumpet’s	free	imitation	two	octaves	higher	of	the	opening	line	of	this	

duple	metre	first	section.	The	bass	soloist’s	declamation	over	a	simple	sustained	

chord	in	the	continuo,	and	the	trumpet’s	responding	echo,	has	an	elegiac	quality	

at	first,	but	this	is	soon	dissipated	by	the	energy	of	the	semiquaver	runs	which	

sometimes	overlap	and	sometimes	alternate	with	the	trumpet	response	

(Example	3.14a).		

																																																								
81	William	would	be	defeated	twice	by	the	French	that	summer:	in	the	Battle	of	Lagos,	at	sea	off	
Portugal	in	June,	and	the	Battle	of	Landen	in	Flanders	in	July.		
82	Holman	(1994),	op.cit.,	p.183	describes	the	solo	as	‘long	and	flashy’.		
83	Ibid.	p.	184.	
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Example	3.14a:	Henry	Purcell,	‘While	for	a	righteous	cause	he	arms’	from	
Celebrate	this	Festival	(1693),	bb.	561–571.	
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Example	3.14b:	Henry	Purcell,	‘While	for	a	righteous	cause	he	arms’	from	
Celebrate	this	Festival	(1693),	bb.	577–587.	
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Example	3.14c:	Henry	Purcell,	‘While	for	a	righteous	cause	he	arms’	from	
Celebrate	this	Festival	(1693),	bb.	596–615.	

	
	

	 	



Chapter	3:	Kings	(1)	

	156	

By	such	means,	Purcell	is	able	to	apply	differing	shades	of	intensity	to	the	word	

setting.	For	example,	in	setting	‘From	death	in	thousand	shapes’,	more	space	is	

afforded	in	the	first	phrase	than	in	the	second,	so	that	the	sense	of	the	thousands	

overwhelms	the	listener	on	the	repeat	having	already	heard	the	first	declamation	

clearly	(Example	3.14b).		The	use	of	a	duple	meter	for	the	first	section	of	the	solo	

is	typical	of	the	militaristic	bass	solos,	and	here	conveys	the	same	bravado	and	

themes	that	are	seen	in	other	typical	examples	(righteousness,	military	

terminology,	death,	alarms	and	heroics).	The	triple-time	middle	section	contrasts	

in	its	emphasis	on	the	piety	of	the	prince,	and	the	guilt	of	monarchs	who	avoid	

fighting.	Purcell	employs	a	heavy	sarabande-like	rhythmic	approach	to	the	triple	

time	in	the	opening	eleven	bars	of	the	middle	section	to	add	to	the	weight	of	guilt	

felt	by	monarchs,	which	contrasts	with	the	more	conventional	and	spirited	three-

time	of	‘The	active	part	to	others	yield’	that	follows	(Example	3.14c).		

After	Mary’s	death	in	1694,	William	III	continued	to	rule	alone	until	his	

own	death	on	8	March	1702.84	John	Blow’s	New	Year	ode,	Appear	in	all	thy	Pomp	

for	January	1700,	in	celebrating	the	onset	of	a	new	year	and	a	new	century	takes	

stock	of	the	passing	century	with	the	alto	soloist	singing	of	‘The	century	should	

thus	conclude,	that	such	amazing	scenes	has	view’d’.	In	Europe’s	‘wayling,	

groning,	gasping’	and	dying’,	the	alto	soloist	relates	that	it	is	the	figure	of	King	

William	(‘her	noble	champion’)	that	provides	liberty.	The	following	bass	solo,	

‘For	when	no	rival	could	afford	relief’	further	amplifies	William’s	role	(in	the	

guise	of	mythological	hero	‘Perseus’)	in	bringing	a	fragile	peace	to	Europe	

(Example	3.15).	

																																																								
84	William’s	right	to	continue	as	monarch	after	Mary’s	death	was	included	in	the	Bill	of	Rights	

[1688]	–	see:	Act	of	the	English	Parliament,	‘Bill	of	Rights’	(1688)	

<http://www.legislation.gov.uk/aep/WillandMarSess2/1/2/introduction>	[accessed	30	Sept	

2019].	
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Example	3.15:	John	Blow,	‘For	when	no	rival	could	afford	relief’	
from	Appear	in	all	thy	Pomp	(1700),	bb.	258–274.	
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William	had,	in	September	1697,	secured	the	Treaty	of	Ryswick,	thus	bringing	to	

an	end	the	Nine	Years	War.	The	bass	solo	is	set	in	cantering	6/8	metre	with	

violins	providing	interjections	between	the	vocal	phrases.85	The	heroism	of	the	

king	is	conveyed	almost	in	casual,	matter-of-fact	terms	(‘The	cause	grew	worthy	

of	his	sword’).	The	musical	setting	lacks	any	of	the	grand	displays	of	virtuosity,	

and	testosterone	that	fuelled	earlier	militaristic	bass	solos.	Here,	the	almost	

ballad-like	solo	line	morphs	into	the	following	string	ritornello	before	the	final	

chorus	sings	of	‘This	iron	age	conclude	with	peace	and	mirth,	and	all	that	can	

presage	the	next	to	be	the	Golden	age	/	Reserve	a	Monarch’s	reign	to	grace,	the	

Greatest	hero	of	the	greatest	race.’	

Though	not	strictly	composed	for	the	use	of	the	court	in	London,	two	odes	

marking	the	4	November	birthday	of	William	III	(Welcome	Happy	Day,	1699	and	

Welcome	Genial	Day,	1701)	recently	attributed	to	the	English	bass	singer	and	

composer,	Richard	Leveridge,	and	probably	first	performed	in	Dublin	Castle,	

offer	further	examples	of	militaristic	bass	solos	that	fit	with	the	sort	of	

conventional	models	that	have	already	been	discussed	in	this	study.86	‘Call	all	ye	

sons	of	warr’	from	Welcome	Happy	Day,	is	scored	for	bass	soloist	(probably	

Leveridge	himself),	continuo,	and	presumably	timpani	and	trumpet	(Example	

																																																								
85	GB-Lcm,	Ms.	776,	ff.	10r–11r	includes	the	violin	parts	as	marginalia	or	added	onto	the	solo	

voice	line.		

86	Estelle	Murphy,	‘‘Liveridge	is	in	Ireland’:	Richard	Leveridge	and	the	Earliest	Surviving	Dublin	

Birthday	Odes.’,	Music	&	Letters,	Vol.	98,	Issue	1	(2017),	pp.	32–73,	which	makes	a	very	
convincing	argument	not	only	for	Leveridge	as	the	composer	of	the	two	odes	in	question,	but	in	

doing	so	establishes	that	the	tradition	of	setting	birthday	odes	in	the	Irish	capital	started	as	early	

as	the	late-seventeenth	century,	somewhat	earlier	than	the	previously-thought	earliest	date	of	

1707	with	Hail	happy	day	by	Charles	Ximenes.	Richard	Leveridge	was	certainly	resident	in	Dublin	
between	1699	and	1702,	where	he	is	known	to	have	performed	regularly	at	Smock	Alley	Theatre.	

Both	manuscript	scores	of	Welcome	Happy	Day	and	Welcome	Genial	Day	are	to	be	found	in	GB-
Lbl,	Add.	MS.	31457	(which	also	includes	pieces	by	John	Blow	and	Thomas	Tudway).	At	the	time	

of	writing,	both	RISM	and	the	British	Library	catalogue	still	attribute	both	odes	to	John	Blow.	

White	(2019),	op.	cit.	pp.	281–297:	in	commenting	on	provincial	observances	of	St.	Cecilia,	
outlines	the	political	and	cultural	importance	that	odes	of	various	types	played	in	Dublin,	at	the	

time	the	second	biggest	city	in	the	British	Isles.		
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3.16).	William,	raised	up	by	the	sons	of	war,	is	compared	with	Caesar	(‘Sound	in	

lofty	aires	his	God-like	praise’).	The	next	line	(‘William,	like	Caesar,	has	through	

ten	thousand	dangers	run’)	has	echoes	in	its	text	of	‘From	death	in	thousand	

shapes’	set	by	Purcell	in	‘While	for	a	righteous	cause	he	arms’	of	1693	discussed	

above,	but	musically	there	is	little	to	compare	between	the	two.	The	military	bass	

solo	in	the	1701	ode	is	‘Sound	aloud	the	brazen	voice	of	warr’,	and	promotes	a	

similarly	heroic	theme	(‘This	day	a	hero	came	of	mighty	fame,	Born	to	give	our	

arms	success’).	Both	solos	are	in	D	major,	and	appear	to	be	scored	for	similar	

resources.87	The	openings	of	both	solos	share	similar	approaches	to	the	melodic	

archictecture	in	the	opening	phrases	and	each	preceded	by	militaristic	

introductory	fanfares.		

‘Sound	aloud	the	brazen	voice	of	warr’	(Example	3.17)	is	a	more	extensive	

solo,	but	maintains	a	duple	metre	throughout,	whereas	‘Call	all	ye	sons	of	warr’	

quickly	slips	into	a	triple	metre	second	section	(‘This	day	a	hero	came’)	which	at	

first	lauds	the	coming	of	the	hero,	but	soon	turns	towards	the	restoration	of	

peace	(‘Peace	to	restore	and	rage	suppress’).	The	trumpet	is	replaced	by	a	violin	

obbligato	in	this	section,	and	the	complexity	of	the	music	reduces	considerably.	

The	trumpet	is	not	heard	at	the	beginning	of	the	middle	section	of	‘Call	all	ye	

sons	of	warr’	(‘William	like	Caesar’),	but	appears	to	soon	return	with	the	timpani	

part	for	‘Behold,	what	blessings	flow	from	his	success’.	Unlike	the	more	reflective	

end	to	the	1701	solo,	‘Call	all	ye	sons	of	warr’	ends	with	a	spirited	evocation	of	

the	‘jarring	crowns’	bound	in	‘lasting	treaties’.88		

																																																								
87	The	score	of	the	1699	ode	in	GB-Lbl,	Add.	Ms.	31457	(ff.	26v–44r)	is	incomplete	in	a	number	of	
movements,	though	‘Call	all	ye	Sons	of	War’	(ff.	35r–38r)	is	one	of	the	more	complete	sections	of	
the	work.		The	score	for	the	1701	ode	(ff.	11r–25v)	is	much	more	complete	throughout.		
88	This	presumably	refers	to	the	treaties	that	concluded	the	Nine	Years	War:	the	Peace	of	Ryswick	
(1697),	the	Treaty	of	The	Hague	(1698)	and	the	Treaty	of	London	(1700).	
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Example	3.16:	Richard	Leveridge	(attrib.),	‘Call	all	ye	sons	of	war’	
(opening)	from	Welcome	Happy	Day		(Dublin,	1699),	bb.	211–221.	
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Example	3.17:	Richard	Leveridge	(attrib.	),	‘Sound	aloud	the	brazen	voice	
of	warr’	(complete)	from	Welcome	Genial	Day	(Dublin,	1701),	bb.	129–
185.	
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One	reason	for	the	enthusiasm	that	greeted	the	Treaty	of	Ryswick,	apart	

from	the	opportunity	for	peace,	was	the	recognition	by	Louis	XIV	of	the	

legitimacy	of	William	III	as	King	of	England	and	Scotland	rather	than	supporting	

the	claims	of	the	deposed	James	II.		The	subtext	to	this	was	a	strengthening	of	the	

protestant	succession	to	the	throne,	which	became	increasingly	focused	on	

Prince	William,	Duke	of	Gloucester	(1689–1700),	the	son	of	Princess	Anne	and	

Prince	George	of	Denmark.	William	III	and	Mary	II	had	no	children,	so	Anne	was	

designated	the	heir	presumptive	according	to	the	terms	of	the	Bill	of	Rights	

(1689)	which	served	to	assert	parliamentary	and	individual	rights	and	to	ensure	

a	Protestant	political	supremacy.	That	she	had	a	male	heir	in	direct	line	of	

succession	in	order	to	cement	the	Protestant	hold	on	the	crown	was	the	source	
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of	some	excitement	amongst	those	within	the	English	Establishment	who	were	

supporters	of	the	Glorious	Revolution.89	The	eleven-year-old	Gloucester	was	

being	set	up	as	the	future	‘hero	in	the	field’	to	Anne’s	‘protective	shield’,	a	

protestant	champion	and	future	monarch	who	is	referenced	in	military	style	bass	

solos	composed	around	the	turn	of	the	new	century.90		

	 Who	from	Joy	can	Refrain	was	composed	by	Henry	Purcell	for	the	sixth	

birthday	of	Prince	William	on	24	July	1695.	Whether	the	first	performance	

actually	took	place	on	the	birthday	itself	is	not	known,	but	it	was	likely	to	have	

been	a	private	performance	at	the	family	home,	Camden	House,	Kensington.	Four	

out	of	five	of	the	soloists	were	Chapel	Royal	singers,	including	the	bass	Leonard	

Woodson,	and	it	is	perfectly	reasonable	to	presume	that	the	instrumentalists	

(strings,	two	oboes,	one	trumpet	and	continuo)	were	also	drawn	from	the	court	

musicians.91	The	anonymous	sycophantic	text	receives	at	Purcell’s	hands	a	far	

better	musical	setting	than	it	really	deserves,	and	even	then	it	seems	that	Purcell	

was	probably	pressed	for	time	and	had	to	rush	the	work.92	The	bass	solo	‘The	

Father	brave	as	e’er	was	Dane’	is	the	second	of	three	central	movements	in	the	

ode	that	focus	firstly	on	Prince	William	(‘A	Prince	of	glorious	race	descended’),	

secondly	on	his	father	Prince	George	of	Denmark	(‘The	Father	brave	as	e’er	was	

Dane’)	and	finally	on	his	mother	Princess	Anne	(‘The	Graces	in	his	Mother	

																																																								
89	Hester	Chapman,	Queen	Anne’s	Son:	A	Memoir	of	William	Henry,	Duke	of	Gloucester	(London:	
Andre	Deutsch,	1955),	p.	46.	
90	Bryan	White,	‘Music	for	a	‘Brave	Livlylike	Boy’:	The	Duke	of	Gloucester,	Purcell	and	‘The	Noise	
of	Foreign	Wars’’,	The	Musical	Times,	Vol.	148,	No.	1901	(2007),	pp.	75–83.	
91	In	addition	to	Woodson,	there	were	four	countertenors	/	high	tenors:	Alexander	Damascene,	
John	Freeman,	John	Howell	and	Anthony	Robert.	GB-Lbl,	Add.	Ms.	30934,	ff.	79r–93v	includes	the	
names	of	the	countertenors.	GB-Ob,	Ms.	Mus.	c.27	ff.	27r–32v,	GB-Cfm,	Mu.	Ms.	684,	and	GB-Lbl,	
Royal	Ms.	24.e.5	all	list	Woodson	among	the	singers.	
92	The	overture,	for	example,	is	reused	(transposed	down	to	C	Major,	the	prevailing	key	of	the	
whole	ode)	from	The	History	of	Timon	of	Athens,	the	Man-Hater	for	which	Purcell	provided	music	
in	May/June	1695.	See	Robert	King,	Henry	Purcell	(London:	Thames	&	Hudson,	1994),	p.	221. 
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shine’).93	Scored	for	vocalist,	two	violins	(marked	‘soft’)	and	continuo,	‘The	

Father	brave	as	e’er	was	Dane’	is	essentially	a	bass-doubling-continuo	song,	a	

technique	with	strong	links	to	French	opera	and	used	by	Grabu	in	a	number	of	

bass	solos	in	Albion	and	Albanius	(1685).94	Because	the	vocal	and	continuo	lines	

are	shared—though	the	bass	vocalist	is	given	some	liberty	to	enliven	rhythms	

and	add	illustrative	embellishments	on	words	like	‘thund’ring’	and	‘thousands’—

the	melodic	contours	tend	to	emphasise	principal	harmonic	tones	of	tonic,	fourth	

and	fifth	which	lends	a	sense	of	solidity	and	predictability	and	effectively	a	

compositional	shortcut	to	the	projection	of	authority.	Set	in	the	key	of	C	Minor,	

and	covering	the	vocal	range	of	F–e-flat’,	the	triple	metre	and	lively	tempo	

emphasise	both	the	militaristic	as	well	as	playful	qualities	of	the	text	(Example	

3.18).		The	young	Duke	of	Gloucester,	despite	suffering	from	significant	health	

issues	(hydrocephalus	or	water	accumulation	in	the	brain	causing	enlargement	

of	the	head	and	leading	possibly	to	brain	damage	and	mobility	issues)	displayed	

an	enthusiasm	for	soldiering—‘playing	with	soldiers’	for	the	boy	prince	meant	

drilling	his	private	regiment	consisting	of	twenty	two	other	boys.95	Such	playful	

militarism	is	heard	in	addition	in	the	prominent	trumpet	solo	in	the	borrowed	

‘Timon’	overture,	as	well	as	in	‘Sound	the	Trumpet’	for	high	tenor,	trumpet	and	

continuo,	with	the	exquisite	‘A	Prince	of	glorious	race’,	the	best	passages	of	

music	in	the	ode	and	a	reminder	that	successful	and	memorable	militarily-

associated	music	was	not	reserved	exclusively	to	bass	soloists.		

	 	

																																																								
93	The	first	and	second	songs	listed	here,	along	with	three	other	section	of	the	ode	(‘Who	can	
from	joy	refrain’,	‘For	tho’	the	sun	has	all	His	summer’s	glories	on’)	were	included	in	Orpheus	
Britannicus….The	Second	Book	(London,	Printed	by	William	Person,	for	Henry	Playford….1702),	
pp.	66–75.	
94	See	discussion	of	Albion	and	Albanius	in	the	‘Pluto’	section	of	Chapter	5	below.	
95	Holman	(1994),	op.cit.,	p.	186;	King	(1994),	op.cit.,	p.	220.	
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Example	3.18:	Henry	Purcell	–	‘The	Father	brave’	from	Who	from	Joy	can	
Refrain	(1695),	bb.	1–29.		
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The	implication	of	the	bass	voice’s	use	to	distinguish	it	from	‘Sound	the	trumpet’	

must	therefore	lie	more	in	the	particular	characterisation	of	the	father,	though	

any	loving,	soothing	paternalism	implicit	in	the	musical	setting	at	first	soon	gives	

way	to	the	escapism	of	military	conquest	(‘Whose	thund’ring	sword’),	wherein	

may	lie	the	truth	of	the	Dane	as	the	aggressive	and	impersonal	parent	that	he	

was.		

	 ‘Next	the	younger	William’		(Example	3.19)	appears	in	Daniel	Purcell’s	

ode	for	the	birthday	of	Princess	Anne,	Again	the	welcome	morn	(6	February	

1699/1700).	The	manuscript	does	not	record	the	name	of	the	intended	singer	of	

the	solo,	but	artist,	bass	singer	and	future	soldier	Marcellus	Laroon	(1679–1772)	

is	named	in	the	preceding	trio.96		The	solo	diplomatically	looks	forward	to	the	

new	William	(‘…future	wonders	there	behold’)	whilst	continuing	to	flatter	the	

reigning	William	with	his	military	successes	(‘…such	as	of	the	third	are	told	

fighting	for	the	world	and	you’).	Again,	the	expected	C	tonality,	duple	metre,	

triadic	and	declamatory	opening	phrase	and	bravura	melismas	throughout	

illuminating	key	textual	points	are	all	present	in	this	short	solo	section.	The	

heavy	use	of	dotted	rhythms	may	also	have	been	a	deliberately	employed	French	

idiom	to	drive	the	triumphal	point	further	home.	Laroon	knew	Daniel	Purcell	

well	and	was	a	singer	at	Drury	Lane.	His	bearing	and	voice	must	have	been	

considered	appropriate	for	the	portrayal	of	the	warrior	king	archetype,	and	he	

did	go	on	to	become	a	soldier	for	real	from	1704,	retiring	from	military	service	as	

a	full	Captain	in	1732	at	the	age	of	53.	

	 	

																																																								
96	Again	the	welcome	morn	is	included	in	GB-Lbl,	Add.	Ms.	30934,	ff.	36r–57r.	Laroon	is	named	on	
f.	51r	and	the	bass	solo	‘Next	the	younger	William’	is	on	ff.	51v–52r.		
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Example	3.19:	Daniel	Purcell,	‘Next	the	younger	William’	from	Again	the	
welcome	morn	(February	1699/1700).	
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The	bass	solo	‘That	noble	Roman’	is	included	in	John	Blow’s	Come	bring	

the	song,	or	‘A	song	for	the	Princes	birthday’	(Princess	Anne)	of	1700	(Example	

3.20).97	This	is	another	bass	solo	with	overtly	military	themes,	emphasising	

nobility,	bravery,	arms	and	army,	virtue,	and	storms	of	darts	falling	on	his	shield.	

It	is	not	clear	if	the	subject	of	the	solo	is	meant	to	be	the	present	or	the	future	

king,	but	the	following	alto	solo	and	chorus	sings	of	the	‘glorious	morn…in	which	

the	royal	stem	put	forth	a	branch’.		
																																																								
97	It	is	not	clear	if	1700	refers	to	1700/01	as	Anne’s	birthday	(6	February)	fell	before	Lady	Day	in	
the	Julian	calendar.		
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Example	3.20:		John	Blow,	‘That	noble	Roman’	from		
Come	bring	the	song	(1700).	
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The	implication	would	be	that	the	young	Duke	of	Gloucester	was	again	being	

drawn	into	all	the	military	successes	and	expectations	of	his	royal	uncle,	and	

Blow’s	music	similarly	draws	in	no	small	measure	on	what	were,	by	1700,	well-

established	conventions	and	devices	to	project	the	warrior	king	archetype	to	its	

maximum	effect	in	the	court	ode.	Those	expectations	were	soon	to	be	dashed,	

however,	with	the	death	of	Prince	William	on	30	July	1700,	shortly	after	his	

eleventh	birthday.	The	death	of	the	future	king	plunged	England	into	yet	another	

succession	crisis.	Anne,	who	became	Queen	in	1702,	reigned	until	1714	without	

a	surviving	heir,	and	on	her	death	the	throne	passed	from	the	House	of	Stuart	to	

that	of	Hanover.	

As	with	the	promotion	of	sacerdotal	monarchy,	the	bass	voice	therefore	

retained	also	a	key	role	in	the	promotion	of	the	warrior	king	image,	especially	in	

royal	odes	which	emphasised	more	militaristic	associations	from	the	1680s	

onwards.	The	shift	in	emphasis	was	easily	accommodated	in	bass	solo	material	

because,	in	a	sense,	there	are	two	archetypes	at	play—the	divine	and	the	

warrior—which	enabled	the	voice	type	to	be	an	effective	tool	in	royal	

propaganda.	In	ecclesiastical	music,	however,	the	crown	was	to	exercise	less	

control	and	the	authoritative	bass	voice	was	to	play	often	a	different	role	in	

relation	to	kingship.	
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CHAPTER	4:		
KINGS	(2):	ANTHEMS	-	A	CROWN	UNDER	SCRUTINY	

	

If	the	texts	and	music	of	the	English	court	odes	of	the	later-seventeenth	and	

early-eighteenth	centuries	can	be	viewed	as	vehicles	of	the	royal	propaganda	

machine,	then	the	present	chapter	explores	the	extent	to	which	this	can	be	said	

of	the	church	music	composed	for	the	use	of	the	Chapel	Royal	in	the	same	period.	

The	composers	and	performers	of	the	odes	were	often	one	and	the	same	

individuals	who	were	producing	material	for	the	Chapel.	The	answer	to	the	

question	should	therefore,	in	theory,	be	a	simple	yes,	but	the	situation	in	the	late-

seventeenth	century	was	complicated	by	what	amounts	to,	at	best,	an	awkward	

relationship	between	the	representatives	of	the	church	and	the	royal	court.	To	

view	the	relationship	between	the	king	and	the	church	in	England	in	the	post-

Restoration	period,	as	one	of	ecclesiastical	sycophancy	towards	a	dominant	royal	

will	is	erroneous.	Monarchs	have	always	relied	on	counsel	in	steering	a	course	

through	the	politics	of	the	day,	whether	that	came	from	close	advisors	or	from	

institutions	such	as	parliament.1	By	the	Early	Modern	period,	England	was	in	the	

almost	unique	situation	of	being	under	the	rule	of	a	monarch	who	was	also	head	

of	the	established	church,	a	status	which	added	legitimacy	to	the	divine	right	of	

kings	as	claimed	by	Charles	I	and	his	successors.2	Unlike	lay	politicians	and	

advisors	drawn	from	the	ranks	of	the	nobility,	ecclesiastical	advisors	were,	by	

their	nature,	in	an	unassailable	position	with	their	claim	to	sacred	authority.	The	

church	therefore	occupied	a	unique	place	in	the	royal	household	compared	to	

other	advisory	institutions.	It	could	also	claim	considerable	historical	precedent	

																																																								
1	Jacqueline	Rose,	‘Kingship	and	Counsel	in	Early	Modern	England’,	The	Historical	Journal,	Vol.	54,	
No.	1	(2011),	pp.	47–71.	
2	The	only	other	European	prince	with	a	similar	status	was	the	Pope.	
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as	the	church	had	been	in	close	proximity	to	centres	of	political	power	and	

influence	across	Europe	ever	since	the	legitimisation	of	Christianity	in	the	fourth	

century.	Robust	ecclesiastical	counsel	had	been	established	at	least	as	early	as	

Aurelius	Ambrosius	(St	Ambrose,	c.340–397CE)	and	continued	to	be	practised	in	

royal	courts,	including	that	of	the	English	crown,	throughout	the	succeeding	

centuries.	By	the	seventeenth	century,	representatives	of	the	church	drawing	on	

over	a	thousand	years	of	precedent,	were	in	a	powerful	and	privileged	position.3	

Any	influence	that	was	brought	to	bear	on	the	crown	was	primarily	through	the	

agency	of	the	word.	This	was	seen	in	recourse	to	scripture,	reason	and	tradition;	

but	most	prominently	and	publically	in	what	was	preached	from	the	pulpit.4	

Samuel	Pepys	makes	reference	to	preaching	hundreds	of	times	in	his	diaries,	an	

indication	of	the	extent	to	which	preaching	was	a	core	aspect	of	privileged	

society	and	also	the	worship	life	of	court.	Over	one	hundred	sermons	preached	at	

court	in	the	period	1660–1700	were	subsequently	authorised	by	the	Crown	for	

publication.5	Preaching	was	the	most	public	means	by	which	the	Anglican	Church	

could	advance	its	claims	to	scriptural	and	theological	authority	over	its	Roman	

Catholic	and	non-conformist	rivals.	It	could	be	a	vehicle	for	the	projection	of	

royal	power	and	majesty,	but	also	the	apparatus	of	attack	on	the	morality	of	the	

king	and	the	court,	the	shortcomings	of	whom	have	been	well	documented	in	

																																																								
3	Jacqueline	Rose	(2011),	op.cit.,	pp.	50–51.	
4	Matt	Jenkinson,	‘Preaching	At	the	Court	of	Charles	the	Second:	“Sermons	and	the	Restoration	
Chapel	Royal’,	in	The	Oxford	Handbook	of	the	Early	Modern	Sermon,	ed.	by	Hugh	Adlington,	Peter	
McCullough,	and	Emma	Rhatigan	(Oxford	&	New	York:	Oxford	University	Press,	2011),	pp.	442–
459,	shows	how	sermons	were	used	to	offer	moral	and	godly	counsel	to	the	King,	the	court	and	
the	nation,	often	in	the	face	of	stinging	attack	by	wits	such	as	Buckingham	and	Rochester.		
5	Jenkinson	(2011),	op.cit.,	pp.	444	and	455,	argues	that	Charles	II	authorised	these	sermons	
(representing	less	than	10%	of	those	who	are	known	to	have	preached	at	court)	for	publication	
to	demonstrate	publically	that	he	was	receiving	counsel	in	the	godly	way	of	living,	even	if	he	had	
no	intention	of	reforming	his	own	morals.	
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recently	published	works.6	To	take	a	moral	stance	from	the	pulpit	was	often	

courageous,	and	court	preachers	were	frequently	ridiculed	by	the	more	libertine	

element	of	their	congregation.7	But	regardless	of	how	the	exhortations	of	clerics	

were	received	by	the	court,	the	point	remains	that	the	ecclesiastical	

establishment,	however	diplomatically,	levelled	criticism	at	the	ways	in	which	

the	actions	and	attitudes	of	the	king	and	courtiers	were	falling	short	of	the	ideal	

of	kingship.	But	there	is	also	a	musical	perspective	to	consider	here.	Of	the	thirty-

two	Gentlemen-in-Ordinary	of	the	post-Restoration	Chapel	Royal,	a	sizable	

proportion	of	places	at	any	one	time	were	occupied	by	clerics	(including,	for	

example,	bass	singers	John	Abbot,	John	Gostling,	Blaze	White,	James	Hart	and	

Leonard	Woodson).8	Gostling	was	known	to	be	an	intimate	of	King	Charles	II	and	

the	Duke	of	York,	and	one	of	the	Gentlemen	held	the	position	of	‘Confessor’	to	the	

royal	household.9	With	such	a	level	of	clerical	involvement	in	Chapel	Royal	

																																																								
6	For	example:	Graham	Hopkins,	Constant	Delights	-	Rakes,	Rogues	and	Scandal	in	Restoration	
England	(London:	Robson	Books,	2002);	Don	Jordan	and	Michael	Walsh,	The	King’s	Bed:	Ambition	
and	Intimacy	in	the	Court	of	Charles	II	(New	York:	Pegasus	Books,	2016);	R.	E.	Pritchard,	
Scandalous	Liaisons:	Charles	II	and	His	Court	(Stroud:	Amberley	Publishing,	2018);	Linda	Porter,	
‘Mistresses:	Sex	and	Scandal	At	the	Court	of	Charles	II’	(London,	Pan	Macmillan	2020).	
7	Keay	(2008),	op.cit.,	p.	157.		Also,	The	Diary	of	Samuel	Pepys:	Vol	3	–	1662,	ed.	by	Robert	Latham	
and	William	Matthews,	(London:	Bell	&	Hyman,	1970),	pp.	292–293:	‘By	and	by	down	to	
the	chappell	again	where	Bishop	Morly	[George	Morley,	1597–1684,	Bishop	of	Winchester	and	
Dean	of	the	Chapel	Royal]	preached	upon	the	song	of	the	Angels,	“Glory	to	God	on	high,	on	earth	
peace,	and	good	will	towards	men.”	Methought	he	made	but	a	poor	sermon,	but	long,	and	
reprehending	the	mistaken	jollity	of	the	Court	for	the	true	joy	that	shall	and	ought	to	be	on	these	
days,	he	particularized	concerning	their	excess	in	plays	and	gaming,	saying	that	he	whose	office	it	
is	to	keep	the	gamesters	in	order	and	within	bounds,	serves	but	for	a	second	rather	in	a	duell,	
meaning	the	groom-porter.	Upon	which	it	was	worth	observing	how	far	they	are	come	from	
taking	the	reprehensions	of	a	bishopp	seriously,	that	they	all	laugh	in	the	chappell	when	he	
reflected	on	their	ill	actions	and	courses.	He	did	much	press	us	to	joy	in	these	publique	days	of	
joy,	and	to	hospitality.	But	one	that	stood	by	whispered	in	my	ear	that	the	Bishopp	himself	do	not	
spend	one	groat	to	the	poor	himself.’	
8	Edward	F.	Rimbault,	The	Old	Cheque-Book	or	Book	of	Remembrance	of	the	Chapel	Royal	From	
1561–1744	(London:	The	Camden	Society,	1872),	pp.	127–130	lists	the	‘Names	of	the	Subdeans,	
Priests,	and	Gentlemen	at	Various	Coronations’	from	James	I	(1603)	to	William	III	and	Mary	II	
(1689).	In	addition	to	the	Sub-Dean,	the	numbers	of	‘Ministers’	listed	are	seven	in	1603	(James	I),	
[Charles	I	information	not	listed],	eight	in	1661	(Charles	II),	twelve	in	1685	(James	II)	and	eight	
in	1689	(William	and	Mary).	See	also	Keay	(2008),	op.cit.,	pp.	147–148;	and	Peter	Holman,	Before	
the	Baton:	Musical	Direction	and	Conducting	in	Stuart	and	Georgian	Britain.	(Woodbridge:	The	
Boydell	Press,	2020),	p.	46. 
9	Rimbault	(1872),	op.cit.,	p.	129,	names	Stephen	Crespion	as	Confessor	at	the	1685	coronation.			
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music,	there	are	legitimate	questions	about	the	extent	to	which	the	anthems	

composed	and	performed	at	court	reinforced	the	key	tropes	of	kingship	

promoted	by	the	royal	propaganda	machine,	and	to	what	extent	they	promoted	

the	aims	and	objectives	of	ecclesiastical	counsel.	The	aim	of	this	chapter,	

therefore,	will	be	to	explore	how	a	defined	body	of	anthems	composed	for	the	

Chapel	Royal	answer	those	questions.		

The	Gostling	Manuscript	(US-AUS,	Pre-1700	85)	provides	an	excellent	

focus	for	this	study	for	a	number	of	reasons.10	Firstly,	Gostling	was	himself	a	

celebrated	bass	singer	of	the	Chapel	Royal	and	must	stand	as	a	significant	

participant	at	the	heart	of	one	of	the	most	important	musical	establishments	in	

England	of	the	period.	Secondly,	the	material	included	in	the	manuscript	draws	

on	some	of	the	finest	music	written	by	major	composers	connected	with	the	

Chapel	Royal	including	Henry	Purcell,	John	Blow,	William	Turner,	Jeremiah	

Clarke	and	others	covering	a	chronological	span	from	about	c.1670	to	1706.11	

Gostling’s	compilation	itself	may	have	been	motivated	by	a	desire	to	preserve,	as	

a	personal	legacy,	much	of	the	music	that	was	written	for	himself	to	perform.12	It	

also	provides	key	evidence	of	the	transmission	of	much	fine	repertoire	in	the	

late-seventeenth	and	early-eighteenth	centuries.	Whatever	the	motivation	for	

compiling	the	source,	the	Gostling	Manuscript	contains	a	considerable	body	of	

interesting	bass	solo	material	by	leading	composers,	which	conveys,	as	with	

																																																								
10	The	Gostling	Manuscript	[Facsimile],	ed.	by	John	Gostling.	Foreword	by	F.	B.	Zimmerman	
(Austin	TX:	University	of	Texas	Press,	1977).	See	also	Robert	Shay	and	Robert	Thompson,	Purcell	
Manuscripts:	The	Principal	Sources	(Cambridge:	Cambridge	University	Press,	2000),	pp.	64–78.	
11	The	earliest	work	contained	in	US-AUS,	Pre-1700	85	appears	to	be	Pelham	Humfrey’s	Like	as	
the	Hart	(c.1670–74),	and	the	latest	is	Jeremiah	Clarke’s	setting	of	Psalm	103,	Praise	the	Lord,	O	
my	Soul	(1706).	
12	Zimmerman,	in	his	foreword	to	The	Gostling	Manuscript	(1977),	op.cit.,	pp.	v–vi	comments	on	
Gostling’s	role	as	an	assiduous	collector	and	copyist.	Further	manuscript	collections	compiled	by	

Gostling	survive	in	a	number	of	UK	archives,	including	those	at	Canterbury	Cathedral	(GB–CCA,	

MusicMS.	12),	York	Minster	(GB-Y,	M.1.S)	)	and	St	Paul’s	Cathedral	(GB-Lsp,	Ms.		Alto	3,	Tenor	4,	

Bass	3).		
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similar	material	for	the	voice	type	in	music	for	court	and	the	stage,	additional	

meaning	and	significance	by	association.13		

The	earliest	anthems	in	the	Gostling	collection	with	significant	bass	solo	

material	(O	Lord	thou	hast	searched	me	out	by	John	Blow,	and	Hear,	O	heav’ns	and	

O	Lord	my	God,	why	hast	thou	forsaken	me	by	Pelham	Humfrey)	are	settings	of	

texts	that	could	certainly	be	interpreted	as	expressing	something	of	criticism	

towards	the	moral	shortcomings	of	court.	Blow’s	O	Lord	thou	hast	searched	me	

out	sets	verses	from	Psalm	139,	and	dates	from	the	mid-1670s.	The	opening	bass	

solo,	as	with	most	of	the	solos	in	the	collection,	is	the	voice	of	the	psalmist	but	

could	equally	be	that	of	a	prophet	or	a	priest	(Example	4.1a).	Psalm	139	is	a	

pious	reaffirmation	of	the	doctrine	of	God’s	omnipotence,	and	Blow’s	setting	of	

the	opening	verses	for	bass	is	an	evocative,	yet	personal	recounting	of	the	text.	

Quite	apart	from	the	obvious	touches	of	word	painting	such	as	the	falling	and	

rising	phrases	for	‘down-sitting’	and	‘uprising’,	and	the	melismatic	setting	of	

‘long	before’,	the	solo	as	a	whole	has	a	sense	of	pace	and	almost	urgent	

excitement.	A	second	bass	joins	for	‘If	I	climb	up	into	heav’n’,	with	pictorial	scalic	

phrases	rising	up	to	heaven,	and	answered	by	a	corresponding	descending	scale	

from	the	original	bass	soloist	going	down	to	hell.	It	is	noteworthy	that	the	bass	

duet	texture	was	exploited	by	both	Blow	and	Henry	Purcell	in	setting	militaristic	

texts	in	some	of	the	court	odes	of	the	1680s,	but	its	use	here	has	more	of	a	sense	

of	priestly	authority,	and	reconciles	an	acknowledgement	of	the	ways	in	which	

man	distances	himself	from	God	with	an	affirmation	that	God	knew	all	along	and	

for	all	time	(Example	4.1b).	The	following	chorus	enunciates	the	thankful	yet	

fearful	response	of	the	people.		Could	a	double	interpretation	be	possible	of	these	

																																																								
13	For	a	list	of	contents	of	US-AUS,	Pre-1700	85,	see	Appendix	C	below.		
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verses	selected	from	Psalm	139?	An	omnipotent	and	mighty	God	in	whose	

shadow	the	anointed	king	resides	in	a	form	of	reflected	glory;	or	a	stark	

reminder	to	the	monarch	from	the	church	that	God	is	above	the	king	and	is	

sitting	in	judgment.		

	
Example	4.1a:	John	Blow,	O	Lord	thou	hast	searched	me	out	(mid-1670s),	
US-AUS,	Pre-1700	85,	p.	38	INV,	bb.	1–21.	
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Example	4.1b:	John	Blow,	‘Whither	shall	I	go	then’	(bass	duet)	from	O	Lord	
thou	hast	searched	me	out	(mid-1670s),	US-AUS,	Pre-1700	85,	p.	39	INV,	
bb.	38–56.	
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The	verse	anthem	Hear	O	heav’ns,	by	Pelham	Humfrey	(Example	4.2)	

opens	straight	into	a	solo	bass	voice	but	here	in	Italianate	declamatory	fashion	

(‘Hear	O	heav’ns	and	give	ear	O	Earth,	for	the	Lord	hath	spoken’),	and	including	

an	interesting	attention-grabbing	shift	to	the	parallel	major	in	the	third	bar	(‘give	

ear	O	earth’).		The	line	sits	high	in	the	voice	at	first	to	increase	the	dramatic	

tension	(‘I	have	nourished	and	brought	up	children	and	they	have	rebelled	

against	me’)	as	well	as	to	evoke	the	metaphorical	moral	high	ground.		A	tenor	

interjects	(‘Ah	sinful	nation’)	but	the	bass	solo	continues	(‘a	seed	of	evildoers,	

children	that	are	corruptors’),	rises	with	sinister	chromatic	colour	back	to	the	

opening	high	tessitura	(‘they	have	forsaken	the	Lord’).		The	tenor	interjects	again	

and	the	texture	develops	into	an	ATB	verse	section.	This	is	not	a	substantial	solo	

compared	to	other	works	in	the	Gostling	collection,	but	it	is	a	prominent	and	

dramatic	one.	The	bass	voicing	the	words	of	God	has	the	dramatic	effect	of	a	

zealous	preacher,	but	with	the	additional	dimension	of	a	musical	setting.	Such	

theatricality	would	have	resonated	with	its	audience	at	court	in	the	early	1670s.		

	 A	similar	air	of	penitence	and	acknowledgement	of	wrongdoing	pervades	

the	text	of	Psalm	22,	verses	of	which	are	set	by	Humfrey	as	a	symphony	anthem.	

The	symphony	anthem	genre	came	to	prominence	almost	exclusively	at	the	

Whitehall	chapel	in	the	1670s	and	1680s	as	an	exuberant	and	energetic	

reflection	of	the	tastes	of	King	Charles	II	and	court	culture.14	The	string	scoring,	

more	expansive	than	that	of	the	continuo	anthem,	was	reserved	for	when	the	

King	himself	was	present	in	the	chapel,	so	it	is	almost	certain	that	Humfrey’s	

setting	of	Psalm	22	reached	the	ears	of	the	sovereign.			

																																																								
14	Holman	(1994),	op.cit.,	pp.	124–126;	Andrew	Gant,	O	Sing	Unto	the	Lord:	A	History	of	English	
Church	Music	(London:	Profile	Books,	2015),	pp.	203–204.		
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Example	4.2:	Pelham	Humfrey,	Hear	O	heav’ns,	mid-1670s,	[US-AUS,	Pre-
1700	85],	p.	48	INV,	bb.	1–12.	
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O	Lord	my	God,	why	hast	thou	forsaken	me?	begins	with	a	more	lengthy	bass	solo,	

uninterrupted	by	other	voice	parts	and	framed	with	instrumental	symphonies.	

Inégale	rhythms	in	the	opening	symphony	and	the	bass	solo	itself,	hint	at	the	

French	idioms	that	Humfrey	would	have	experienced	first	hand	in	Paris	in	the	

1660s.	The	drama	in	the	vocal	part	of	the	opening	solo	is	largely	limited	to	the	

use	of	high	and	low	tessituras	for	emphasis	and	impact.	Its	syllabic	setting	is	

otherwise	functional	(Example	4.3a).		A	second	prominent	but	short	bass	solo	in	

a	more	declamatory	style	appears	mid-way	through	the	anthem	(‘For	many	dogs	

are	come	about	me,	and	the	council	of	the	wicked	layeth	siege	against	me’),	

which	acts	as	the	prelude	to	the	more	extended	ATB	verse	section	that	follows.	

The	bass	declamation	has	an	urgent	tone	and	its	position	following	a	reprise	of	

the	opening	symphony	links	the	two	bass	solo	sections	in	the	anthem	(Example	

4.3b).	If	the	bass	voice	is	archetypically	associated	with	spiritual	or	terrestrial	

power	or	authority,	then	the	solo	material	for	the	voice	type	in	this	anthem	could	

be	read	as	a	commentary	on	how	far	those	who	were	in	authority	had	strayed	

from	the	moral	path.	All	three	of	these	earlier	anthems	in	the	Gostling	collection	

do	not	just	offer	the	condemnatory	and	judgmental	tone	of	a	moralising	

preacher.	All	share	the	olive	branch	of	redemption	as	the	pieces	reach	their	

respective	conclusions.	
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Example	4.3a:	Pelham	Humfrey,	O	Lord	my	God,	why	hast	thou	forsaken	
me?			US-AUS,	Pre-1700	85,	p.	6,	bb.	11–24.	
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Example	4.3b:	Pelham	Humfrey,	‘For	many	dogs	are	come	about	me’	from	
O	Lord	my	God,	why	hast	thou	forsaken	me,	[US-AUS,	Pre-1700	85],	p.	9,	bb.	
86–91.	
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	 By	far	the	largest	group	of	material	contained	in	US-AUS,	Pre-1700	85	

dates	from	the	1680s,	a	decade	that	saw	three	English	monarchical	regimes	each	

with	their	own	political,	religious	and	moral	emphasis.	At	least	fifteen	of	the	

twenty-nine	anthems	with	prominent	bass	solo	material,	including	the	five	most	

extensive	bass	solos	in	the	collection	come	from	this	decade.	Gostling,	who	

would	have	been	at	the	height	of	his	vocal	powers	in	the	1680s,	had	been	a	

member	of	the	Chapel	Royal	since	1679.15	As	an	ordained	clergyman,	he	was	one	

of	the	group	of	gentleman	ministers	who	formed	part	of	the	Chapel	Royal	and	so	

occupied	a	dual	role	as	a	royal	servant	but	also	a	representative	of	the	

ecclesiastical	establishment.	

The	most	celebrated	anthem	connected	with,	indeed	commissioned	by,	

Gostling	in	the	1680s	is	Henry	Purcell’s	They	that	go	down	to	the	sea	in	ships	

which	sets	verses	from	Psalm	107.16	Hawkins	comments	on	the	purported	

circumstances	surrounding	Gostling’s	commission	of	the	piece:	

“The	King	had	given	orders	for	building	a	yacht,	which,	as	soon	as	it	was	
finished,	he	named	the	Fubbs,	in	honour	of	the	duchess	of	Portsmouth	[Louise	de	
Kérrouaille	–	Mistress	of	Charles	II],	who	we	may	suppose	was	in	her	person	
rather	full	and	plump…..Soon	after	the	vessel	was	launched	the	king	made	a	
party	to	sail	in	this	yacht	down	the	river,	and	round	the	Kentish	coast;	and	to	
keep	up	the	mirth	and	good	humour	of	the	company,	Mr	Gostling	was	requested	
to	be	of	the	number.	They	had	got	as	low	as	the	North	Foreland	[the	Eastern	
extremity	of	the	Isle	of	Thanet	–	near	Broadstairs],	when	a	violent	storm	arose,	
in	which	the	king	and	the	duke	of	York	were	necessitated,	in	order	to	preserve	
the	vessel,	to	hand	the	sails,	and	work	like	common	seamen;	by	good	providence	
however	they	escaped	to	land:	but	the	distress	they	were	in	made	an	impression	
on	the	mind	of	Mr	Gostling,	which	was	never	effaced.	Struck	with	a	just	sense	of	
the	deliverance,	and	the	horror	of	the	scene	which	he	had	but	lately	viewed,	
upon	his	return	to	London	he	selected	from	the	psalms	those	passages	which	
declare	the	wonders	and	terrors	of	the	deep,	and	gave	them	to	Purcell	to	
compose	as	an	anthem,	which	he	did,	adapting	it	so	peculiarly	to	the	compass	of	

																																																								
15	For	more	information	on	John	Gostling,	see	Appendix	B	below,	p.	776.	
16	The	works	list	in	Grove	dates	the	anthem	as	c.1682–83,	but	Holman	(1994),	op.cit.,	p.	132–134	
and	The	Works	of	Henry	Purcell:	Volume	13,	Sacred	Music	Part	I:	Nine	Anthems	With	Strings,	ed.	by	
Margaret	Laurie	Lionel	Pike	and	Bruce	Wood	(London:	Stainer	&	Bell,	2016),	pp.	x–xi,	suggest	
that	it	was	probably	composed	shortly	before	the	Charles	II	‘s	death	in	February	1685	and	that	
the	King	did	not	live	to	hear	the	work	performed.	
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Mr	Gostling’s	voice,	which	was	a	deep	bass,	that	hardly	any	person	but	himself	
was	then,	or	has	since	been	able	to	sing	it…”17	

	

Despite	the	lapse	of	some	ninety	years	between	the	purported	events	

surrounding	the	commissioning	of	the	anthem	and	Hawkin’s	account,	the	

creation	of	They	that	go	down	to	the	sea	in	ships	is	a	clear	instance	of	a	singer	

being	an	active	rather	than	a	passive	role	in	the	creative	process.	Gostling	was	a	

person	to	whom	Purcell	and	others	were	willing	to	listen,	and	whose	active	role	

in	commissioning,	performing	and	preserving	the	best	church	music	of	his	age	

and	music	for	solo	bass	in	particular,	was	helping	to	shape	the	use	of	the	voice	

type	for	his	own	time	as	well	as	for	future	composers.	Also,	if	the	Hawkins	

account	is	accurate,	then	Gostling’s	presence	on	the	Fubbs	says	something	not	

only	of	his	royal	connections	but	also	something	of	his	character:	his	“…mirth	

and	good	humour…”	perhaps	pointing	towards	a	well-known	and	reliably	jovial	

and	gregarious	personality.	In	a	true	sense	we	are	beginning	to	see	a	multi-

dimensional	picture	of	Gostling.		

The	anthem,	which	is	in	fact	a	dialogue	for	bass	and	alto	soloists	with	a	

concluding	chorus	section,	is	primarily	a	bespoke	vocal	spectacular	for	Gostling	

and	marks	out	Purcell’s	writing	as	far	more	accomplished	and	engaging	than	the	

examples	already	seen	from	Humfrey.	They	that	go	down	to	the	sea	in	ships	is	also	

a	subtle,	skilful	and	opportunistic	piece	of	ecclesiastical	counsel	which	reaffirms	

the	power	and	might	of	God,	but	also	the	vulnerability	of	the	king.		
																																																								
17	John	Hawkins:	A	General	History	of	the	Science	and	Practice	of	Music	in	Five	Volumes	(London,	T.	
Payne	&	Son,	1776),	Vol	4,	pp.	359–360.	The	Works	of	Henry	Purcell:	Volume	13,	Sacred	Music	Part	
I:	Nine	Anthems	With	Strings,	ed.	by	Margaret	Laurie,	Lionel	Pike	and	Bruce	Wood	(London:	
Stainer	&	Bell	for	the	Purcell	Society,	2016),	pp.	x–xi,	claims	that	this	story	is,	in	fact,	a	somewhat	
exaggerated	account	linked	either	to	damage	to	the	yacht	in	the	summer	of	1682,	soon	after	its	
launch,	or	to	the	loss	of	the	frigate	Gloucester	the	same	year,	and	that	the	passage	of	time	
between	the	events	and	Hawkins’	retelling	of	them	had	confused	the	events.		
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Example	4.4:	Henry	Purcell,	opening	solo	(bass	part	only)	from	They	that	
go	down	to	the	sea	in	ships	(?1685),	US-AUS,	Pre-1700	85,	pp.	77–79,	bb.	
27–59.	
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The	violence	of	the	storm	in	which	the	king,	the	Duke	of	York	and	Gostling	

received	a	stark	reminder	of	their	mortality,	is	vividly	captured	by	Purcell	in	its	

exploitation	of	the	extremes	of	the	singer’s	impressive	range.	The	music	of	the	

opening	bass	solo	vividly	evokes	the	rise	and	fall	of	the	waves	to	heaven	and	the	

deep;	the	tonal	and	rhythmic	wandering	of	‘their	soul	melteth	away’,	and	the	

disjunct	staggering	‘like	a	drunken	man’—the	last	being	perhaps	a	reference	that	

extended	beyond	the	sailing	incident	to	courtly	life	(Example	4.4).			

They	that	go	down	to	the	sea	in	ships	is	a	substantial	bass	solo,	but	is,	by	no	

means	the	most	extensive	in	Gostling’s	collection.	The	presence	of	five	anthems	

by	the	two	leading	composers	of	the	day	(Purcell	and	Blow)	which	are	effectively	

extended	bass	solos,	complete	with	similar	vocal	extremes	of	pitch	alongside	full	

choir	chorus	interjections,	also	point	directly	to	the	compiler	and	copyist	for	

whose	remarkable	range	the	works	were	clearly	created.18	

	 The	Lord	e’vn	the	most	mighty	God	by	John	Blow	is	one	of	the	dated	

anthems	that	marks	out	the	importance	of	the	Gostling	Manuscript	(‘Dr	Blow.	

Comp:	1687’,	p.	124	INV)	for	the	chronology	of	the	orchestral	and	choral	anthem	

in	this	period.19	The	drama	of	this	and	the	other	substantial	solos	of	the	1680s	

display	the	narrowing	gap	between	theatrical	and	ecclesiastical	music,	as	well	as	

the	considerable	facility	of	the	intended	soloist.	Gostling,	as	a	cleric	of	the	Royal	

Household,	would	have	been	precluded	from	participation	in	theatre	
																																																								
18	Such	large-scale	bass	solos	cast	in	the	format	of	an	anthem	with	chorus	refrains	persisted	well	
into	the	eighteenth	century.	An	example	of	such	a	work,	O	let	my	mouth	be	filled	with	thy	praise	
(Psalm	71,	v.7),	in	a	setting	by	James	Hesletine	(c.1692–1763)	can	be	found	in	a	Durham	
Cathedral	manuscript	(GB–Drc,	MS.	M206,	pp.	1–20).	A	complete	transcription	is	included	in	
Appendix	A	below,	No.	6.	Hesletine	was	organist	of	Durham	Cathedral	from	1711,	and	was	said	to	
have	destroyed	many	of	his	compositions	during	a	disagreement	with	the	Dean	and	Chapter	–	see	
Brian	Crosby,	A	Catalogue	of	Durham	Cathedral	Music	Manuscripts	(Oxford:	Oxford	University	
Press	for	the	Dean	and	Chapter	of	Durham,	1986),	p.	92;	Watkins	Shaw	(revised	Brian	Crosby),	
‘Hesletine,	James’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	26	August	2019].		
19	A	complete	transcription	of	John	Blow’s	The	Lord	e’vn	the	most	mighty	God	by	is	included	in	
Appendix	A	below,	No.	4.	
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performance,	so	the	anthems	were	amongst	the	closest	opportunities	he	would	

have	had	to	perform	such	material	in	the	period	before	the	development	of	the	

oratorio	in	England	under	Handel	and	his	generation.	The	anthem	makes	

mention	of	a	number	of	the	qualities	shared	between	God	and	the	received	

perception	of	kingship	at	the	time	—might,	judgment,	and	righteousness—which	

are	common	to	many	of	the	bass	solo	sequences	in	these	and	other	anthems	in	

the	Gostling	collection.	As	with	Pelham	Humfrey’s	Hear	O	heav’ns,	the	bass	soloist	

opens	the	work	and,	as	is	customary	with	verse	anthems,	there	is	no	preliminary	

symphony.	The	accented	passing	note	appoggiaturas	on	‘Lord’	add	weight	and	

emphasis	in	the	opening	phrases,	as	do	the	falling	figures	on	‘mighty.	Blow	does	

not	waste	the	pictorial	opportunities	afforded	by	the	rising	and	going	down	of	

the	sun,	with	the	vocal	part	reaching	new	lows	on	a	bottom	C	as	the	metre	moves	

from	duple	to	triple	time.	The	appearance	of	God	is	an	occasion	for	lively	dance	

in	Blow’s	setting,	though	the	‘mighty	tempest’	has	to	be	content	with	a	falling	

phrase	with	nothing	more	than	a	tritone	to	unsettle	the	atmosphere.	The	shorter	

second	solo	section	(‘He	shall	call	the	heavens	from	above’)	returns	to	duple	

metre	initially	in	the	relative	key	of	D	minor.	The	subject	matters	turns	to	

judgment	and	righteousness	with	an	authoritative	vocal	line	constructed	around	

the	tonic	and	dominant	triads.	The	second	half	of	the	section	(‘Gather	my	saints	

unto	me’)	is	more	declamatory	in	style	but	returns	to	a	more	metrical	feel	as	the	

divine	qualities	are	at	first	stated	by	the	bass,	then	repeated	by	the	ensuing	

chorus.	The	third	solo	section	(‘Hear	O	my	people	and	I	will	speak’)	is	essentially	

a	statement	of	the	might	and	omnipotence	of	God	(‘for	I	am	God’)	and	condemns	

Israel	for	making	superficial	sacrifices	and	burnt	offerings	rather	than	placing	

the	emphasis	on	inner	devotion	(‘Offer	unto	God	thanksgiving….and	pay	thy	
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vows	unto	the	most	high,	and	call	upon	me	in	the	time	of	trouble,	so	will	I	hear	

thee’).			

	 Sing	unto	God	by	Henry	Purcell	is	dated	to	the	same	year	(1687)	as	Blow’s	

The	Lord	e’vn	the	most	mighty	God,	and	provides	another	showcase	for	the	

‘stupendous	base’	of	Gostling	reflected	in	the	text	drawn	from	Psalm	68	(‘Lo	he	

doth	send	out	his	voice,	yea	and	that	a	mighty	voice’).20	The	opening	solo	is	an	

elaborate	paean	of	praise	to	God	rendered	in	lively	dotted	rhythms	within	a	

dance-like	triple	metre	(Example	4.5a).	The	musical	emphases	on	‘sing’	in	the	

upper	register	contrasting	with	the	obligatory	low	D	at	the	close	of	the	section	

leading	into	the	first	chorus	‘Halleluia’	marks	out	the	work	as	a	likely	vehicle	for	

Gostling.	The	anthem	as	a	whole	is	an	affirmation	of	the	might	of	God,	and	as	

such	could	be	read	as	a	loyal	endorsement	of	the	king	(James	II),	who	in	1687	

was	engaged	with	promoting	religious	toleration	especially	towards	Catholics.21	

But	as	a	reminder	of	the	over-riding	strength,	power	and	might	of	God,	the	

anthem	might	also	be	interpreted	as	polemic	on	behalf	of	the	ecclesiastical	

authorities.	The	final	solo	section	emphasizes	in	its	repetition	that	God	‘will	give	

strength	and	power	unto	his	people’	and	the	conclusion	to	the	anthem	(‘Blessed	

be	God’)	is	a	terse	and	unequivocal	choral	‘Amen’	(Example	4.5b).		

	 	

																																																								
20	The	Diary	of	John	Evelyn:	Volume	3,	ed.	by	Austin	Dobson	(London:	Macmillan	&	Co.,	1906),		
p.	137	(entry	for	28	January,	1685).	
21	King	James	issued	his	Declaration	of	Indulgence	on	4	April,	1687.	The	text	of	the	Declaration	
can	be	found	in	English	Historical	Documents,	1660–1714,	ed.	by	Andrew	Browning	(London:	Eyre	
&	Spottiswoode,	1953),	pp.	399–400,	and	online	at	‘Declaration	of	Indulgence	of	King	James	II,	
April	4,	1687’	(25	October	2003)	<www.jacobite.ca/documents/16870404.htm>	[accessed	16	
October	2019].	
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Example	4.5a:	Henry	Purcell,	opening	solo	of	Sing	unto	God	(1687),	US-
AUS,	Pre-1700	85,	p.	122	INV,	bb.	1–32.	
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Example	4.5b:	Henry	Purcell,	‘He	will	give	strength	and	power’	
from	Sing	unto	God	(1687),	US-AUS,	Pre-1700	85,	p.	124	INV,	bb.	
107–125.	
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The	approaching	political	crisis	that	brought	James	II’s	reign	to	its	

conclusion	is	reflected	in	John	Blow’s	O	Lord	thou	art	my	God.22	In	April	of	1688,	

James	had	come	into	conflict	with	the	church	over	the	implementation	of	his	re-

issued	Declaration	of	Indulgence.	He	had	ordered	that	the	Declaration	should	be	

read	from	every	pulpit,	but	the	so-called	‘Seven	Bishops’	had	objected,	been	

arrested	and	charged	with	seditious	libel.23	The	collapse	of	the	case	against	the	

bishops	on	30	June	1688	played	a	significant	part	in	destroying	the	king’s	

political	authority	in	the	last	months	before	his	deposition.		Any	thought	that	

James’s	pro-Catholic	policies	were	temporary	in	Anglican	minds,	were	thrown	

into	doubt	with	the	birth	of	a	legitimate	Catholic	male	heir	to	the	throne	(James	

Francis	Edward	Stuart	–	the	future	‘Old	Pretender’)	on	10	June.		John	Blow’s	O	

Lord	thou	art	my	God	is	dated	‘June	19	1688’	in	the	Gostling	Manuscript	[p.	134	

INV],	and	along	with	Blow’s	setting	of	Psalm	144,	Blessed	be	the	Lord	my	

Strength,	which	also	appears	in	the	Gostling	Manuscript	[pp.	52–57,	dated	30	

June	1688],	there	can	be	little	doubt	that	the	tensions	between	the	crown	and	the	

chapel	were	being	played	out	in	an	incendiary	meeting	of	music	and	text.24	

Exhortations	of	praise	for	divine	strength	and	might	in	the	opening	phrases	of	

the	first	solo	section	of	O	Lord	thou	art	my	God	elicit	as	athletic	a	vocal	part	as	

had	ever	been	composed	for	Gostling,	though	this	and	other	solos	do	tend	to	

favour	conjunct	and	scalic	figures	at	the	extremes	of	the	singer’s	range.	After	the	

elation	of	this	opening,	the	second	half	of	the	first	solo	section	and	the	following	
																																																								
22	A	complete	transcription	of	John	Blow’s	O	Lord	thou	art	my	God	is	included	in	Appendix	A	
below,	No.	5.	
23	The	seven	bishops	were	William	Sancroft,	Archbishop	of	Canterbury;	Thomas	White,	Bishop	of	
Peterborough;	Francis	Turner,	Bishop	of	Ely;	John	Lake,	Bishop	of	Chichester;	Thomas	Ken,	
Bishop	of	Bath	and	Wells;	William	Lloyd,	Bishop	of	St	Asaph;	and	Jonathan	Trelawny,	Bishop	of	
Bristol.	See	Clark	(1955),	op.cit.,	p.	126;	William	Gibson,	James	II	and	the	Trial	of	the	Seven	Bishops	
(Basingstoke:	Palgrave	Macmillan,	2009).	
24	Bruce	Wood,	Purcell:	An	Extraordinary	Life	(London:	ABRSM	Publishing	Ltd,	2009),	pp.	113–
116;	Watkins	Shaw,	‘The	Gostling	Manuscript’,	Music	and	Letters,	Vol.	60,	Issue	4	(1979),	p.	489. 
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chorus	soon	turn	to	darker	forces	(‘For	thou	hast	been	a	strength	to	the	poor….	a	

refuge	from	the	storm’,	and	‘A	shadow	from	the	heat,	when	the	blast	of	the	

terrible	ones	is	as	a	great	storm	against	the	wall’).	The	second	solo	section	(‘He	

shall	bring	down	the	noise	of	strangers’)	is	even	more	lengthy	than	the	first,	and	

fully	theatrical	in	its	depiction	of	the	‘branch	of	the	terrible	ones’	being	‘brought	

low’	(extending	down	to	low	C),	and	the	swallowing	up	of	death	in	victory	which	

dominates	the	beginning	of	the	central	triple	metre	section	of	the	solo.	The	first	

section	of	the	duple	time	return	(‘And	it	shall	be	said	in	that	day’)	is	initially	

slower.	The	use	of	the	mid	range	of	the	bass	voice	has	a	warm	and	soothing	

quality	that	reassures	rather	than	condemns.	This	substantial	second	solo	

section	(‘we	will	be	glad	and	rejoice’)	ends	as	the	anthem	began,	with	virtuosic	

coloratura	scales	and	runs	(marked	‘quicker’)	as	the	notion	of	divine	salvation	is	

given	life	in	the	vitality	of	music.		The	closing	chorus	is	delivered	in	alternatim	

with	the	bass	soloist’s	final	reiterations	of	‘rejoice’.	O	Lord	thou	art	my	God	

therefore	follows	a	similar	pattern	to	the	earlier	examples	in	that	condemnation	

and	despair	can	be	tempered,	if	not	redeemed	by	divine	grace.	Given	the	

ecclesiological	context	to	this	work,	however,	the	inferences	of	the	anthem	seem	

to	point	towards	the	impending	victory	of	the	established	church	rather	than	

bolstering	up	the	king’s	rapidly	decaying	power	structure.		

	 The	next	item	in	the	Gostling	Manuscript	after	Blow’s	O	Lord	thou	art	my	

God	is	Henry	Purcell’s	setting	of	The	Lord	is	King,	the	Earth	may	be	glad	thereof	

based	on	verses	from	Psalm	97.	It	is	known	that	Purcell’s	anthem	also	emerged	

in	1688,	but	the	exact	date	of	composition	is	not	clear.25	The	generally	(though	

																																																								
25	Robert	King,	Henry	Purcell	(London:	Thames	&	Hudson,	1994),	p.	154	mentions	the	copy	in	
William	Flackton’s	manuscript	(GB-Lbl,	Add.	MS.	30931)	being	taken	from	‘a	MS	in	the	Revd.	Mr	
Jon.	Gostling’s	possession	&	of	Mr.	Purcell’s	handwriting’.	William	Flackton	(bap.	1709–1798)	
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admittedly	not	totally)	sequential	arrangement	of	the	Gostling	Manuscript	might	

imply	that	the	Purcell	came	later	than	Blow’s	anthem	and	therefore	may	have	

postdated	the	trial	and	vindication	of	the	Archbishop	Sancroft	and	the	other	

imprisoned	prelates.	The	title	itself	might	be	taken	to	be	a	ringing	endorsement	

of	James	II,	but	there	is	the	question	of	whether	the	choice	of	text	for	this	anthem	

is	a	wholehearted	defence	of	the	reigning	monarch,	or	if	there	is	another	level	of	

subtle	ambiguity	contained	therein.	Purcell’s	setting	of	the	opening	lines,	again	

clearly	for	Gostling,	does	not	show	any	sign	of	restraint	in	its	projection	of	

gladness.	The	main	musical	features	in	the	opening	section	are	the	energetic	

runs	on	‘gladness’,	each	one	varying	in	style	from	the	tightly	dotted	but	quite	

disjunct	line	of	the	first;	the	still	dotted	but	more	conjunct	second;	the	mixed	

dotted	and	straight	semiquavers	of	the	third;	the	straight	semiquavers	of	the	

fourth	and	the	rhythmic	snaps	which	enliven	the	fifth	(Example	4.6a).	The	

continuation	of	the	opening	solo	turns	more	towards	the	qualities	of	

righteousness	and	judgement,	which	are	heard	so	frequently	in	bass	solos	that	

deal	with	kingship.	Here,	however,	the	qualities	are	contextualised	by	the	‘clouds	

and	darkness’	that	surround	the	Lord.	The	solo	goes	on	to	portray	the	

‘consuming	fire’	that	goes	out	before	him	to	‘burn	up	his	enemies	on	every	side’	

(Example	4.6b).		

	 	

																																																																																																																																																															
was	a	bookseller,	publisher	and	musician	based	in	Canterbury	and	who	would	have	certainly	
known	Gostling	in	his	later	years	—	see	Sarah	Gray,	‘William	Flackton,	1709–1798,	Canterbury	
Bookseller	and	Musician’,	in	The	Mighty	Engine:	The	Printing	Press	and	its	Impact,	ed.	by	Peter	
Isaac	and	Barry	McKay	(New	Castle,	DE:	Oak	Knoll	Press,	2000),	pp.	121–130.	
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Example	4.6a:	Henry	Purcell,	opening	bass	solo	of	The	Lord	is	King,	the	
Earth	may	be	glad	thereof	(1688),	US-AUS,	Pre-1700	85,	p.	135	INV,	bb.	1–
26.	
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Example	4.6b:	Henry	Purcell,	‘There	shall	go	before	him	a	consuming	fire’	

from	The	Lord	is	King,	the	Earth	may	be	glad	thereof	(1688),	US-AUS,	Pre-
1700	85,	p.	136	INV,	bb.	56–71.	
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Purcell’s	setting	for	Gostling	makes	much	use	of	the	lower	range,	to	contrast	with	

the	upper	voice	for	‘the	lightnings	gave	shine	unto	the	world’	that	follows	

immediately,	and	also	to	facilitate	a	strident	delivery	of	emotive	words	like	‘fire’	

(bb.	58	and	60),	with	its	associations	with	power	and	hell.	The	melting	hills	in	

the	next	section	is	an	exquisite	piece	of	writing	as	the	voice	part	and	the	continuo	

bass	work	together	in	descending	sequences	forming	dressed-up	4–3	and	then	

7–6	suspensions	on	the	repeat	of	text.	The	second	set	of	solo	sections	begins	with	

a	setting	of	the	text	‘O	ye	that	love	the	Lord	see	that	you	hate	the	thing	which	is	

evil,	the	Lord	preserveth	the	souls	of	his	saints	and	delivereth	them	from	the	

hands	of	the	ungodly’.	Purcell’s	setting	is	purposeful	with	a	quaver	bass	line	over	

which	the	bass	soloist	delivers	the	words	in	increasingly	elaborate	melismas	

before	the	final	‘ungodly’	lands	in	the	abyss	of	a	final	G	major	perfect	cadence	

prepared	from	the	signature	low	D.	The	final	two	sections	of	the	second	solo	

offer	the	customary	redemptive	solution	for	the	righteous	(‘There	is	sprung	up	a	

light	for	the	righteous	and	a	joyful	gladness	for	such	as	are	true-hearted’),	which	

Purcell	sets	in	a	sprightly	3/2	metre	beginning	with	a	vivid	rising	tonic	arpeggio	

for	the	springing	first	phrase.	Lengthening	quaver-based	runs	on	the	two	

occurrences	of	‘joyful’	set	up	the	virtuosic	final	‘rejoice’	section	which,	like	the	

Blow	before	it,	interleaves	with	the	closing	chorus	‘Alleluias’.	Here,	however,	the	

solo	bass	continues	to	propound	the	‘remembrance	of	his	holiness’,	which	might	

suggest	that	the	anthem	is	a	promotion	of	sacred	authority	over	the	declining	

powerbase	of	the	temporal	rule	of	James.		

	 The	last	of	the	major	bass	solo	anthems	in	the	Gostling	Manuscript	is	

Henry	Purcell’s	My	Song	shall	be	always	of	the	loving	kindness	of	the	Lord	(Psalm	

89,	vv.	1,	5–10,	14–15).	The	work	is	dated	to	1690	in	Francis	Withy’s	scorebook	
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(GB-Ob,	Ms	Mus.	Sch.	C.61),	but	is	now	thought	to	have	been	composed	as	early	

as	1688	(Example	4.7).26	It	is	suggested	that	the	string	parts	were	added	to	an	

existing	work	in	Chorus	anthem	format	(i.e.	the	version	that	appears	in	the	

Gostling	Manuscript),	possibly	for	an	Oxford	performance	in	1690.27	The	version	

in	US-AUS,	Pre-1700	85	is	undated,	but	is	positioned	before	the	Blow	and	Purcell	

anthems	known	to	date	from	1688.	Again,	the	positioning	in	Gostling’s	collection	

needs	to	be	treated	with	caution,	but	if	there	is	a	chronology	to	those	positions	

then	this	would	certainly	lend	credence	to	the	earlier	dating	claim.28	The	version	

of	My	Song	shall	be	always	of	the	loving	kindness	of	the	Lord	in	US-AUS,	Pre-1700	

85	voices	standard	tropes	of	kingship	such	as	truth	(‘O	Lord	the	very	heavens	

shall	praise	thy	wondrous	works,	and	thy	truth	in	the	congregations	of	the	

saints’);	fear	and	reverence	(‘God	is	very	greatly	to	be	feared	in	the	council	of	the	

saints,	and	to	be	had	in	reverence	of	all	them	that	are	round	about	him’);	might	

(‘Thy	truth	most	mighty	Lord	is	on	every	side’);	military	associations	(‘Thou	has	

a	mighty	arm,	strong	is	thy	hand	and	high	is	thy	right	hand’);	righteousness	

(‘righteousness	and	equity	are	the	habitation	of	thy	seat’);	and	mercy	(‘Mercy	

and	truth	shall	go	before	thy	face’).	

	 	

																																																								
26	Shay	and	Thompson	(2000),	op.cit.,	pp.	73,	76	and	221;	The	Works	of	Henry	Purcell:	Volume	13,	
Sacred	Music	Part	I:	Nine	Anthems	With	Strings,	ed.	by	Margaret	Laurie	Lionel	Pike	and	Bruce	
Wood,	under	the	supervision	of	the	Purcell	Society	(London:	Stainer	&	Bell,	2016),	p.	xii.	
27	Robert	King,	‘CD	Liner	Notes	to	Henry	Purcell:	The	Complete	Anthems	and	Services,	Vol	2’,	
Hyperion	CDA66609	(1992),	pp.	10–11,	notes	that	the	dating	appears	in	the	‘most	authoritative	
early	manuscript’,	which	is	in	the	hand	of	Francis	Withy	(c.1645–1727)	in	the	Bodleian	library	
collection	(GB-Ob,	MS.	Mus.	Sch.	C.61,	pp.	63–73).	The	manuscript	mainly	dates	from	1688–97,	
with	some	pieces	possibly	copied	earlier	[RISM].			
28	The	orchestrated	version	of	the	anthem	has	an	opening	symphony	(which	is	repeated	after	the	
first	choral	‘Alleluia’	midway	through	the	anthem)	as	well	as	short	instrumental	cadential	
phrases	which	come	before	the	final	section	of	the	first	solo	(‘God	is	very	greatly	to	be	feared’)	
and	the	triple-metre	section	of	the	second	solo	sequence	(‘Thou	has	a	mighty	arm’).	This	is	the	
version	included	on	Hyperion	CDA66609	(track	12).		
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Example	4.7:	Henry	Purcell,	opening	bass	solo	of	My	song	shall	be	always	
of	the	loving	kindness	(c.1688–90),	US-AUS,	Pre-1700	85,	p.	125	INV,	bb.	
1–44.	
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The	closes	to	the	two	halves	of	the	anthem	are	marked	with	short	choral	

‘Alleluia’	refrains,	otherwise	the	piece	is	entirely	a	vehicle	for	the	solo	bass	voice	

and	continuo.29	The	writing	for	the	voice	part	is	generally	high	in	the	range	and	

largely	free	of	ostentatious	and	colourful	plunges	to	notes	below	the	bass	stave	

(there	are	only	two	instances	of	low	G	in	the	entire	anthem).	It	is	not	certain	if	

Purcell	intended	a	bass	or	a	soprano	soloist,	though	Hawkins	seems	to	be	quite	

clear	that	the	piece	was	‘composed	on	purpose	for	Mr.	Gostling.’30	The	range	of	

																																																								
29	Holman	(1994),	op.cit.,	p.	140	points	towards	the	symmetrical	diptych-like	structure	of	the	
anthem	as	a	characteristic	of	the	English	Baroque.		
30	John	Hawkins,	A	General	History	of	the	Science	and	Practice	of	Music:	Volume	IV	(London:	T.	
Payne	&	Son,	1776),	p.	522.	Robert	F.	Ford,	‘Minor	Canons	at	Canterbury	Cathedral:	The	Gostlings	
and	their	Colleagues’	(unpublished	doctoral	thesis,	University	of	California,	1984),	pp.	230–231	
adds	that	Hawkins’	assured	assertion	may	have	been	based	on	information	from	William	
Gostling,	son	of	the	celebrated	bass.		
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the	voice	part	may	imply	that	Purcell	intended	a	bass	singer	at	the	Chapel	Royal	

other	than	Gostling	(James	Hart,	Blase	White	and	Leonard	Woodson	were	all	

serving	in	the	Chapel	Royal	in	the	period	1688–90;	Daniell	Williams	was	a	young	

adult	singer	known	to	be	involved	with	court	performances	and	John	Bowman	

was	a	member	of	the	Private	Musick	from	1684).	On	the	evidence	of	range	and	

technical	difficulty,	it	is	likely	that	Williams	or	Woodson	would	have	been	the	

most	likely	alternatives	to	Gostling.	It	is	true	to	say	that	Purcell	in	this	anthem,	

compared	to	the	other	major	bass	solo	material	discussed	above,	deals	with	

rather	general	themes	which	can	be	related	to	contemporary	perceptions	of	

kingship,	and	the	anthem	comes	over	as	a	more	neutral	projection	of	the	virtues	

with	which	courtly	music	was	associated.		

An	analysis	of	the	subject	matter	of	all	the	prominent	bass	solos	covering	

twenty-nine	of	the	anthems	in	the	Gostling	Manuscript	reveals	that	the	largest	

proportion	of	the	use	of	the	bass	solo	voice	is	in	references	to	might	(35%);	to	

judgment/wisdom	(19%);	and	then	in	more	equal	measure	to	the	trappings	of	

kingship	(15%),	militaristic	references	(13%),	references	to	protectionism	

(11%),	and	fewer	references	to	negative	feelings	of	despair	(7%).31		These	

statistics	not	only	highlight	the	range	of	archetypical	roles	that	bass	solo	singers	

assume	in	Chapel	Royal	repertoire	in	the	1670s	to	1690s,	but	also	serves	to	

demonstrate	the	extent	to	which	strength,	might	and	power	are	projected	by	the	

bass	sonority,	and	how	composers	and	those	whose	responsibility	it	was	to	

select	the	texts	to	be	set	for	such	repertoire	might	have	manipulated	such	forces	

both	in	praise	and	in	condemnation	of	the	regime.			

																																																								
31	For	more	information	see	Appendix	C	below.	
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	 Taking	in,	therefore,	the	sacerdotal,	the	militaristic	and	ecclesiastical	

aspects	of	the	music	surrounding	kingship	in	the	1680s	to	the	early-1700s,	it	is	

clear	that	the	authoritative	bass	voice	had	a	prominent	role	in	both	the	

promotion	of,	and	in	placing	checks	upon,	monarchical	power.	As	the	

archetypical	voice	of	authority,	whether	that	be	kingly	or	ecclesiastical,	the	bass	

solo	voice	was	able	to	shift	with	ease	between	the	political	forces.	The	kingly	

material	added	to	a	rich	and	engaging	repertoire	of	bespoke	bass	solo	music	that	

exudes	largely	positive	qualities	of	strength,	power,	righteousness,	wisdom	and	

judgement.	Returning	to	the	stage,	however,	the	bass	voice	was	also	heard	in	a	

variety	of	supernatural	roles,	the	significance	of	which	are	explored	in	the	

following	chapters.	
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THE	BASS	VOICE	AND	THE	SUPERNATURAL	

The	increasing	use	of	music	in	English	theatrical	productions	of	various	types	

presented	a	series	of	challenges	for	composers,	playwrights	and	audiences.		

Attempts	to	establish	ways	in	which	songs	and	speech	could	be	presented	

musically	by	characters	on	stage	and	not	to	appear	inappropriate	or	outlandish	

to	contemporary	audiences	often	found	their	solution	in	the	reservation	of	

musical	outpourings	to	supernatural	characters.	

The	suppos'd	Persons	of	this	musical	Drama,	are	generally	supernatural,	as	Gods	
and	Goddesses,	and	Heroes,	which	at	least	are	descended	from	them,	and	are	in	
due	time,	to	be	adopted	into	their	Number.	The	Subject	therefore	being	extended	
beyond	the	Limits	of	Humane	Nature,	admits	of	that	sort	of	marvellous	and	
surprising	conduct,	which	is	rejected	in	other	Plays.1	

	
Such	‘suppos’d	persons’	in	addition	to	‘Gods	and	Goddesses,	and	Heroes’	could—

as	delineated	by	Amanda	Eubanks	Winkler—include	a	plethora	of	other	

character	types	including	spirits	and	devils.	Winkler	breaks	down	this	more	

exotic	body	of	figures	into	those	who	attempted	communication	with	the	

supernatural,	for	example,	witches	and	priests;	those	who	lived	in	some	kind	of	

pastoral	fantasy	world,	such	as	shepherds	and	shepherdesses;	or	those	who	have	

succumbed	to,	or	seek	to	encourage	in	the	listener	some	level	of	irrational	

behavior,	such	as	drinkers,	demons,	those	lost	in	love	or	melancholy,	and	the	

mad.2		It	should	be	noted	that	in	most	dramatic	scenarios,	these	more	exotic	

																																																								
1	From	the	‘Preface’	to	John	Dryden,	Albion	and	Albanius	an	Opera.	/	Written	by	Mr.	Dryden.	
(London:	Printed	for	Jacob	Tonson,	at	the	Judge’s	Head	in	Chancery-lane,	near	Fleet-street,	1685).	
2	Amanda	Eubanks	Winkler,	‘Sexless	Spirits?:	Gender	Ideology	and	Dryden’s	Musical	Magic’,	The	
Musical	Quarterly,	93,	No.	2	(2010),	p.	298.		Tim	Carter,	‘‘The	Seventeenth	Century’’,	in	The	Oxford	
Illustrated	History	of	Opera,	ed.	by	Roger	Parker	(Oxford:	OUP,	1994),	p.	25	comments	that	‘Gods	
and	allegorical	figures	can	sing	rather	than	speak	by	virtue	of	their	superhuman	
powers….Shepherds	can	sing	by	virtue	of	the	pastoral	convention,	as	can	‘low’	characters	such	as	
nurses	and	servants:	their	social	status	is	not	an	issue,	and	for	that	matter	such	characters	were	
often	heard	singing	in	contemporary	comic	theatre.	Arias	are	acceptable	for	noble	characters	in	
disguise	(where	the	constraints	are	loosened	and	indeed	the	deception	enhanced).’	See	also	
Steven	E.	Plank,	‘’And	Now	About	the	Cauldron	Sing’:	Music	and	the	Supernatural	on	the	
Restoration	Stage’,	Early	Music,	Vol.	18,	No.	3	(1990),	pp.	393	and	395–396.		
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character	types	tended	to	be	peripheral,	rarely	inhabiting	the	main	roles,	but	

nevertheless	imbued	with	some	degree	of	power	over	others	and	therefore	in	a	

position	to	exact	a	potent	influence	on	the	course	of	the	action	in	the	play.	That	

influence	might	be	exacted	in	the	short-term,	or	act—as	is	the	case	with	the	

Sorceress	in	Dido	and	Aeneas—as	a	key	element	in	the	dramatic	resolution	of	the	

plot.	By	examining	some	of	the	key	categories	of	supernaturally	connected	

characters	(gods,	devils	and	demons,	witches	and	sorcerers,	and	spirits)	the	

following	set	of	chapters	will	profile	how	the	writing	of	solo	music	developed	for	

the	bass	voice	through	these	archetypes,	but	also	demonstrate	how	the	lower	

male	voice	types	featured	prominently	and	influentially	albeit	often	in	the	

outlying	parts	of	plots	more	so	than	inhabiting	the	main	roles.3	

	

	 	

																																																								
3	Richard	Wistreich,	‘Vocal	Performance	in	the	Seventeenth	Century’,	in	The	Cambridge	History	of	
Musical	Performance,	ed.	by	Colin	Lawson	and	Robin	Stowell	(Cambridge:	Cambridge	University	
Press,	2012),	p.	417.	
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CHAPTER	3:	GODS	

	
	
The	prominent	inclusion	of	deities	in	spoken	and,	eventually,	musical	works	for	

the	English	stage	opened	up	fertile	ground	for	the	creative	imaginations	of	

playwrights	and	composers.	Italian	opera	was	reliant,	from	the	first,	on	

characters	and	plots	drawn	from	Classical	mythology.	To	educated	opera	

audiences,	the	rich	panoply	of	mythological	deities	would	have	been	increasingly	

familiar	through	collective	knowledge	of	classical	literature	such	that	deeper	

meanings	and	significances	would	become	apparent	in	the	deployment	of	

Classical	deities	as	characters	in	plots.	Such	commonality	of	knowledge	also	

facilitated	the	flourishing	of	god	archetypes,	which	informed	their	manifestation	

in	musical	depictions	on	stage	and	in	other	musical	contexts	in	the	seventeenth	

and	eighteenth	centuries.	This	was	also,	however,	a	period	of	considerable	

development	and	shift	in	the	perceived	reception	of	mythological	subjects	in	

England—and	especially	that	of	the	gods.	The	potential	for	a	more	liquid	

interpretation	of	character	was,	in	a	sense,	built	into	musical	representations	of	

deities—a	possibility	identified	as	early	as	1685	by	John	Dryden:	

If	the	Persons	represented	were	to	speak	upon	the	Stage,	it	wou'd	follow	of	
necessity,	That	the	Expressions	should	be	lofty,	figurative	and	majestical:	but	the	
nature	of	an	Opera	denies	the	frequent	use	of	those	poetical	Ornaments:	for	
Vocal	Musick,	though	it	often	admits	a	loftiness	of	sound:	yet	always	exacts	an	
harmonious	sweetness;	or	to	distinguish	yet	more	justly,	The	recitative	part	of	
the	Opera	requires	a	more	masculine	Beauty	of	expression	and	sound:	the	other	
which	(for	want	of	a	proper	English	Word)	I	must	call,	The	Songish	Part,	must	
abound	in	the	softness	and	variety	of	Numbers:	its	principal	Intention,	being	to	
please	the	Hearing,	rather	than	to	gratify	the	understanding.4	

	
During	this	period,	the	portrayal	of	gods	altered	considerably—especially	in	the	

last	quarter	of	the	seventeenth	century.		The	mighty	and	distant	authoritarian	
																																																								
4	From	the	‘Preface’	to	John	Dryden,	Albion	and	Albanius	an	Opera.	/	Written	by	Mr.	Dryden.	
(London:	Printed	for	Jacob	Tonson,	at	the	Judge’s	Head	in	Chancery-lane,	near	Fleet-street,	1685).	
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deity	typical	of	early	Italian	opera	at	the	start	of	the	seventeenth	century—seen,	

for	example,	in	the	works	of	Monteverdi,	Caccini	and	Cavalli,	and	referred	to	by	

Dryden—was	increasingly	transformed	into	more	human-sized	figures	

displaying	everyday	and	familiar	failings,	quirks	and	contradictions	by	its	end.5	

Perceptions	of	divinities	ranged	from	the	Euhemerist	belief	in	a	degree	of	

historical	actuality	in	the	stories	of	Greek	and	Roman	gods	(and,	by	extension,	

biblical	and	other	scriptural	content),	to	a	more	allegorical	approach	which	

permitted	audiences	to	read	meaning	into	myths	or	scripture	without	recourse	

to	literal	truth.6		Both	extremes	were	in	evidence	in	England	by	the	late	sixteenth	

century.	Katherine	Butler	sees	these	two	polarities	as	being	increasingly	

intertwined	as	the	Early	Modern	period	in	England	progressed.	Music	apologists	

drew	on	ancient	mythology	as	proof	of	the	power	of	music	in	itself	as	well	as	of	

its	ethical	power.7		Yet	they	also	permitted	latitude	for	scepticism	or	some	other	

insight	growing	from	the	tastes	of	contemporary	society.8	The	rising	tide	of	

empiricism,	scepticism	and	curiosity—seen	for	example	in	the	field	of	Natural	

Philosophy,	which	gradually	gained	momentum	throughout	the	seventeenth	

century—questioned	the	fabled	powers	of	music.	The	resulting	transformation	

of	musical	interpretation	seems	to	have	shifted	‘from	wondrous	marvels	into	

																																																								
5	Dryden,	‘Preface’	(1685),	op.cit:	‘Humane	Impossibilities,	are	to	be	receiv'd,	as	they	are	in	Faith;	
because	where	Gods	are	introduc'd,	a	Supreme	Power	is	to	be	understood;	and	second	Causes	are	
out	of	doors.	Yet	propriety	is	to	be	observ'd	even	here.	The	Gods	are	all	to	manage	their	peculiar	
Provinces:	and	what	was	attributed	by	the	Heathens	to	one	Power,	ought	not	to	be	perform'd	by	
any	other.	Phoebus	must	foretel,	Mercury	must	charm	with	his	Caduceus,	and	Juno	must	
reconcile	the	Quarrels	of	the	Marriage-bed.	To	conclude,	they	must	all	act	according	to	their	
distinct	and	peculiar	Characters.’	
6	"Euhemerism,	n."	OED	Online,	Oxford	University	Press,	www.oed.com/view/Entry/64968.	
Accessed	20	June	2019	defines	the	term	as	‘The	method	of	mythological	interpretation	which	
regards	myths	as	traditional	accounts	of	real	incidents	in	human	history.’	
7	Katherine	Butler,	‘Changing	Attitudes	Towards	Classical	Mythology	and	Their	Impact	on	
Notions	of	the	Powers	of	Music	in	Early	Modern	England’,	Music	and	Letters,	Vol.	97,	No.	1	(2016),	
pp.	44–48.	
8	Butler	(2016),	op.cit.,	p.	48.		Also	Atoms,	Pneuma,	and	Tranquillity:	Epicurean	and	Stoic	Themes	in	
European	Thought,	ed.	by	Margaret	J.	Osler	(Cambridge:	Cambridge	University	Press,	1991).	
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exemplars	of	everyday	phenomena.’9	In	theory,	musical	elements	could	be	

employed	for	their	intellectual	pleasure,	rather	than	requiring	them	to	exhibit	

mythological	powers	such	as	controlling	nature,	or	providing	the	inspiration	for	

acts	of	valour	or	devotion.	By	the	dawn	of	the	eighteenth	century,	music—valued	

for	its	aesthetic	qualities	rather	than	for	its	practical	use—was	becoming	the	

dominant	force.10	

	 This	intention	of	this	chapter	therefore,	will	be	to	extract	examples	of	

specific	deity	characters	(Pluto,	the	Gods	of	Sleep	and	Apollo)	who	appear,	in	

varying	rates	of	frequency,	as	bass	roles	in	the	period,	and	to	ask	how	the	

paradigm	shift	described	above	may	have	affected	the	ways	in	which	these	

characters	were	projected	to	audiences.	The	chapter	will	probe	the	extent	to	

which	the	use	and	associations	inherent	in	the	voice	type	were	retained,	and	to	

what	extent	it	adapted	to	a	changing	intellectual	discourse.	

	
Pluto	
	

In	Roman	mythology,	Pluto	was	the	god	of	the	Underworld	who	with	his	wife	

Proserpine	(‘Persephone’)	accepted	souls	into	the	afterlife.	Later	Classical	

literature	portrays	Pluto	in	a	more	positive	light	than	his	early	Greek	equivalent,	

Hades,	though	some	elements	of	that	earlier	more	dark	portrayal	(for	example	in	

																																																								
9	Butler	(2016),	op.cit.,	p.	48.		For	further	discourse	on	the	growth	of	curiosity	in	the	context	of	
Natural	Philosophy	in	the	seventeenth	century,	see:	Peter	Harrison,	‘Curiosity,	Forbidden	

Knowledge,	and	the	Reformation	of	Natural	Philosophy	in	Early	Modern	England’,	Isis,	Vol.	92,	
No.	2	(2001),	pp.	265–290.	The	significance	of	the	Greek	modes	and	their	associations	with	the	

passions	are	explored	in	Matthew	Shirlaw,	‘The	Music	and	Tone-Systems	of	Ancient	Greece’,	

Music	&	Letters,	Vol.	32,	No.	2	(1951),	pp.	131–139.	Susan	James,	Passion	and	Action:	The	
Emotions	in	Seventeenth-Century	Philosophy	(Oxford:	Oxford	University	Press,	1999)	offers	a	
more	recent	study	of	the	role	that	passions	were	held	to	play	in	thought	and	action	in	the	

seventeenth	century.	
10	Ideas	of	beauty	and	virtue	in	music,	especially	in	the	context	of	England	and	France,	are	

explored	further	in:	Georgia	J.	Cowart,	‘Sense	and	Sensibility	in	Eighteenth-Century	Musical	

Thought’,	Acta	Musicologica,	Vol.	56,	Fasc.	2	(1984),	pp.	251–266.		
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emphasising	that	the	deity	took	his	wife	against	her	will	after	petitioning	his	

brother	Zeus)	does	persist	into	later	mythology.11	The	name	‘Pluto’	is	a	Latinised	

form	of	the	Greek	Plouton,	meaning	‘wealth’.	The	notion	that	mineral	wealth	

derived	from	underground	meant	that	Pluto	was	also	conflated	with	the	Greek	

God	of	wealth,	though	it	is	not	always	clear	if	the	God	of	Wealth	and	the	God	of	

the	Underworld	are	always	one	and	the	same	figure.	The	figure	of	Pluto	is	to	be	

found	across	Classical	literature,	and	in	Western	Christianised	art	and	literature	

he	retained	his	potency	as	an	infernal	deity,	becoming	identified	with	the	notion	

of	the	devil	or	Lucifer.12	Ovid’s	Metamorphoses,	which	includes	in	Book	V	an	

account	of	the	abduction	of	Proserpine	by	Pluto,	and	other	writings,	were	to	be	

highly	influential	on	Shakespeare,	Marlowe	and	Spenser.13	

The	operatic	fascination	with	mythology	and	the	supernatural,	and	with	

the	tale	of	the	descent	of	Orpheus	to	the	Underworld	in	particular,	had	from	its	

earliest	works,	ensured	in	libretti	a	presence	of	the	court	of	Pluto	and	

Proserpine.	For	composers	in	the	Continental	operatic	tradition,	the	notion	of	the	

Underworld	suggested	depth	and	the	weight	of	despair	at	the	possibility	of	

																																																								
11	Plato	Laws	8.828d:	[Of	Pluto]	‘…this	god	should	not	be	disliked	by	men	who	are	warriors,	but	
honoured	as	one	who	is	always	most	good	to	the	human	race’.		
12	Pluto’s	infernal	and	wealth	associations	may	come	together	in	Canto	VII	of	Dante	Alighieri’s	
narrative	poem	The	Divine	Comedy	(c.1308–1320)	where	‘Plutus’,	the	god	of	Wealth,	guards	the	
Fourth	Circle	of	Hell	(Greed).	It	is	not	clear	if	‘Pluto’,	the	Lord	of	the	Underworld	(‘Dis’)	is	
intended	here.	Chaucer’s	‘The	Merchant’s	Tale’	from	The	Canterbury	Tales	(c.1387–1400)	sees	
Pluto	and	Persephone	(‘Proserpina’	is	the	Latin	form)	as	the	rulers	of	‘Fayerye’	(Fairyland)	
effectively	transforming	the	god	into	a	figure	of	supernatural	folklore.	
13	M.	L.	Stapleton,	Marlowe’s	Ovid:	The	Elegies	in	the	Marlowe	Canon	(Farnham:	Ashgate,	2014);	
Jonathan	Bate,	Shakespeare	and	Ovid	(Oxford:	Clarendon	Press,	1994);	A	Handbook	to	the	
Reception	of	Ovid,	ed.	by	John	F.	Miller	and	Carole	E.	Newlands	(Hoboken,	NJ,	USA:	John	Wiley	&	
Sons,	Inc.,	2014),	especially	Chapter	13	(‘Ovid	in	Chaucer	and	Gower’,	pp.	187–201),	Chapter	16	
(‘Shakespeare	and	Ovid’,	pp.	232–245)	and	Chapter	20	(‘Spenser	and	Ovid,	pp.	291–305).	Virginia	
Mason	Vaughan,	Shakespeare	and	the	Gods	(London:	Bloomsbury	Publishing,	2019),	p.	214,	
makes	the	point	that	Pluto	only	appears	seven	times	in	Shakespeare,	and	each	time	in	connection	
with	hell.	Ovid	was	one	of	the	‘profane’	classical	authors	quoted	in	Jeremy	Collier,	A	Short	View	of	
the	Immorality,	and	Profaneness	of	the	English	Stage	Together	With	the	Sense	of	Antiquity	Upon	
This	Argument….the	Fourth	Edition	(London:	Printed	for	S.	Keble	at	the	Turk’s-Head	in	
Fleetstreet,	R.	Sare	at	Gray’s-Inn-Gate	in	Holborn.,	1699),	pp.	237–239.	
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eternal	damnation.14	This	inevitably	saw	a	tradition	established,	from	the	

earliest	stages	of	operatic	development	on	the	continent,	of	the	bass	voice	being	

used	for	Pluto,	and	English	theatrical	music	in	the	later-seventeenth	century	

certainly	remained	in	step	with	that	pattern.	15		

	

Mathhew	Locke:	The	Empress	of	Morocco	(1673)	and	Psyche	(1675)	
	
The	fact	that	Matthew	Locke	included	a	bass	Pluto	in	both	of	his	most	important	

theatrical	works	in	the	1670s:	The	Empress	of	Morocco	(1673)	and	Psyche	(1675),	

is	an	early	indication	of	the	popularity	and	taste	for	the	character	in	the	

emerging	theatrical	music	identity	in	England.	The	lawyer,	amateur	musician	

and	cultural	commentator	Roger	North	identifies	The	Empress	of	Morocco	as	‘the	

first	proffer’	of	the	‘publick	theaters’	towards	‘this	promiscuous	tendency	to	

musick’.16		North,	continuing	in	dismissive	vein,	refers	to	the	author	of	The	

Empress	as	‘the	thick-sculd-poetaster	Elkanah	Setle’	and	describes	the	play	and	

its	musical	setting	as	‘a	sort	of	masque	poem	of	Orfeus	and	Euridice,	set	by	Mr	M.	

Lock,	but	scandalously	[badly]	performed.’17	Settle	himself,	in	his	dedicatory	

																																																								
14	The	appropriation	of	the	Orpheus	myth	by	western	Christianity	goes	back	to	the	very	earliest	
days	of	the	church.	A	depiction	of	Orpheus	with	his	lyre	survives	in	the	fourth	century	catacombs	
of	Saints	Peter	and	Marcellinus	in	Rome.	Orpheus’s	entry	into	the	underworld	in	pursuit	of	his	
wife,	Euridice,	is	expressed	as	a	parallel	to	Christ’s	similar	action	before	the	Resurrection	to	save	
all	the	faithful.	The	image	of	Orpheus	charming	the	animals	can	also	be	interpreted	as	a	reference	
to	the	Good	Shepherd.	See	William	Keith	Chambers	Guthrie,	Orpheus	and	Greek	Religion:	A	Study	
of	the	Orphic	Movement	(Princeton,	NJ:	Princeton	University	Press,	1993),	p.	264.		
15	Pluto	appears	as	a	bass	in	Jacopo	Peri:	Euridice	(1600,	Act	2),	Giulio	Caccini:	Euridice	(1602);	
Rossi:	Orfeo	(1647,	Act	3);	Cesti:	Il	pomo	d’oro	(1668);	Antonio	Satorio:	Orfeo	(1672,	Act	3,	Sc.	
13);	Lully:	Alceste	(1674,	Act	4);	Lully:	Proserpine	(1680);	Grabu:	Albion	and	Albanius	(1685);	
Charpentier:	La	Descente	d’Orphee	aux	enfers	(1686,	Act	2);	Telemann:	Orpheus	(1726,	Act	2)	and	
Rameau:	Hippolyte	et	Aricie	(1733,	Act	2).		
16	Roger	North	on	Music:	Being	a	Selection	From	His	Essays	Written	During	the	Years	c.1695–1728,	
ed.	by	John	Wilson	(London:	Novello	&	Co.,	1959),	p.	306.	
17	Ibid.		The	earliest	performances	recorded	in	The	London	Stage	is	at	the	Duke’s	Theatre,	Dorset	
Garden	on	3	July	1673	[The	London	Stage,	Part	I	(1660–1700),	p.	206]	but	Eleanore	Boswell,	The	
Restoration	Court	Stage	1660–1702:	With	a	Particular	Account	of	the	Production	of	Calisto	
(London:	George	Allen	&	Unwin	Ltd,	1966,	but	copyright	1932),	pp.	131–134	proposes	a	date	as	
early	as	the	winter	of	1671/72	with	a	court	performance	taking	place	‘a	few	months	before	the	
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letter	to	the	Earl	of	Norwich,	refers	to	the	‘worse	Acting	of	the	Players’	as	well	as	

‘the	factions	of	Critiques’	and	‘the	Ill	time	of	the	Year’	as	the	causes	of	his	play	

being	prejudiced	against.18	Pluto’s	appearance	in	the	masque	integrated	into	Act	

4,	Sc.	3	is	based	on	the	interaction	between	Orpheus,	Pluto	and	Proserpine	in	

Hell.19	The	Dowager	Empress	Laula	has	plotted	the	murder	of	her	son,	the	new	

Emperor,	to	take	place	as	part	of	the	masque.	Through	a	convoluted	process,	the	

new	Empress,	Queen	Morena	(playing	the	role	of	Euridice	in	the	masque)	is	

persuaded	by	the	Dowager	to	slay	for	real	the	actor	playing	the	character	of	

Orpheus	(unknown	to	Morena,	acted	by	the	Emperor	himself).	Morena	therefore	

unknowingly	succeeds	in	killing	her	husband	in	full	view	of	the	court.	The	

masque	itself	begins	with	Orpheus,	enraged	at	the	loss	of	Euridice,	

remonstrating	with	the	unsuspecting	Pluto	whose	declamatory	‘Whence	Mortal	

does	thy	Courage	grow,	to	dare	to	take	a	Walk	so	low?’—the	low	C	in	the	

instrumental	bass	adding	pictorial	depth	here	even	if	the	written	vocal	part	does	

not—is	answered	by	Orpheus’	accusing	the	god	of	being	a	‘Ravisher’	(Example	

5.1).		Pluto,	now	affronted,	sings	a	dramatic	rising	line	(‘Dares	a	weak	Animal	of	

Mortal	Race,	Affront	a	God	t’his	Face;	And	of	a	Crime	impeach	a	Deity?’)	that	

comes	up	through	the	strong	mid-range	of	the	voice,	and	condemns	Orpheus	in	a	

vivid	falling	cadential	phrase	(‘Thy	breath	has	Damn’d	Thee,	thou	shalt	Die’).	

Pluto	having	regained	the	upper	ground,	transitions	into	a	majestic	6/4	(‘For	

your	God	and	Honour’s	sakes…’),	but	Proserpine’s	initially	declamatory	

																																																																																																																																																															
public	production’.		
18	Elkanah	Settle,	The	Empress	of	Morocco	a	Tragedy,	With	Sculpture	/	Written	By	Elkanah	Settle	
(London:	Printed	for	William	Cademan…,	1673).	[Masque	pp.	47–49.]	
19	Matthew	Locke’s	music	is	published	in	Matthew	Locke:	Dramatic	Music,	Musica	Britannica,	Vol.	
51,	edited	by	Michael	Tilmouth	(London:	Stainer	and	Bell	Ltd	for	the	Musica	Britannica	Trust,	
1986).	
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intervention	on	Orpheus’s	behalf	soon	adopts	the	same	6/4	metre	(‘Let	not	such	

noble	worth	your	victim	fall:	Be	kind…’)	and	ascertains	the	reason	for	the	

musician’s	anger	and	grief.	Pluto	is	initially	unmoved	by	his	wife’s	appeal	(‘No,	

fond	Man,	no,	who	comes	within	my	Power,	From	Death	and	Hell	returns	no	

more’),	but	eventually	he	is	persuaded	in	a	‘Chorus	of	Two	Voices’	(‘Revoke	her	

angry	Doom,	That	when	on	Earth	they	come;	To	th’wondring	World	he	in	soft	

Aires	may	tell,	Mercy	as	well	as	Justice	Rules	in	Hell’),	sung	by	Proserpine	and	an	

attendant,	to	release	Euridice	(‘Your	love	does	with	Success	implore’).	Following	

a	closing	chorus	and	a	dance	by	‘several	infernal	spirits’,	Proserpine	enters	with	

Euridice,	and	it	is	whilst	attempting	to	snatch	his	love	from	the	scene	that	

Orpheus	is	tragically	slain	by	the	unwitting	young	Queen.	Tilmouth	considers	

Locke’s	music	for	the	‘Mask	of	Orpheus’	as	far	superior	to	the	play	that	

surrounds	it.20		This	can	be	seen	in	the	realism	and	immediacy	of	its	

characterisations	such	as	Pluto	who	is	built	on	an	established	archetype	and	

voice	type.	Locke’s	skilful	use	of	declamation	and	recitative	as	the	prevailing	

style	for	Pluto’s	utterances	is	an	elevated	mode	of	writing	that	enhances	the	

authority	and	dignity	of	the	character	as	well	as	provides	welcome	pace	in	

contrast	to	the	rather	laboured	and	cumbersome	nature	of	the	Settle	play	that	

surrounds	it.		

	 	

																																																								
20	Matthew	Locke:	Dramatic	Music,	Musica	Britannica,	Vol.	51,	edited	by	Michael	Tilmouth	
(London:	Stainer	and	Bell	Ltd	for	the	Musica	Britannica	Trust,	1986).	
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Example	5.1:	Matthew	Locke,	‘Whence	Mortal	does	thy	Courage	grow?’	
from	The	Empress	of	Morocco	(1673),	Act	4,	Sc.	3,	bb.	21–45.	
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Locke’s	vocal	music	for	Psyche,	which	came	two	years	later	in	1675,	is	on	

an	altogether	different	scale,	with	a	series	of	musical	sequences	designed	to	be	

interpolated	into	all	five	acts	of	Shadwell’s	play,	the	last	of	which	is	again	set	in	

Hades.21	Psyche,	who	has	fallen	in	Love	with	Cupid,	has	angered	Venus	and	has	

been	cast	into	the	Underworld	as	a	punishment.	Following	Locke’s	atmospheric	

music	for	‘Devils	and	Furies’,	Psyche’s	lamenting	speech	(‘Does	my	too	criminal	

Love	deserve	this	pain?’)	giving	a	vivid	description	of	Hell,	ends	with	an	appeal	to	

Venus	(‘Oh	cruel	Venus!	Wilt	thou	ne’r	relent[…]	Can	Love	deserve	such	

punishment?’).	Unlike	Pluto’s	intervention	in	The	Empress,	he	and	Proserpine	are	

here	already	resolved	to	release	Psyche	from	Hell.	Proserpine	offers	a	present—

the	classical	story	of	Cupid	and	Psyche	refers	to	a	pyxis	containing	a	dose	of	the	

beauty	of	Proserpine—intended	to	please	Venus.	Pluto,	here	heard	as	a	higher	

bass	than	his	counterpart	in	The	Empress,	reasserts	the	fearful	side	of	his	

																																																								
21	Locke’s	instrumental	interludes	and	vocal	music	for	Psyche,	along	with	the	instrumental	music	
for	The	Tempest	were	published	contemporaneously	in:	The	English	Opera	or	the	Vocal	Musick	in	
Psyche	With	the	Instrumental	Therein	Intermix’d	(London:	Printed	by	T.	Ratcliff,	and	N.	Thompson	
for	the	Author,	1675).	 
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character	by	condemning	to	hell	Psyche’s	envious	and	wicked	sisters.	Pluto	and	

Proserpine’s	sung	intervention	is	cast	here	as	a	dialogue	(Example	5.2).	Pluto	

begins	in	a	focused	and	mannered	triple	time	(‘Refrain	your	tears’)	before	

lapsing	into	a	more	flexible	declamatory	section	(of	the	type	employed	in	The	

Empress)	as,	in	authoritative	mode,	he	tells	Psyche	that	‘A	God	must	you	

embrace;	from	Hell	to	Heav’n	you	must	translated	be,	where	you	shall	live	and	

love’.	As	with	the	Orpheus	myth,	this	is	a	projection	of	a	Christianised	take	on	the	

Greek	model	whereby	the	punishment	and	reward	scenario	fits	into	the	mores	of	

the	time	and	place.	It	is	to	this	manner	of	delivery	that	Pluto	returns	following	

Proserpine’s	more	sustained	section	in	triple	time	before	they	join	in	a	duet	(‘Be	

gone	fair	Psyche’),	which	is	then	repeated	by	the	chorus.	The	merciful	Pluto	we	

find	in	Psyche,	therefore,	is	a	continuation	of	the	character	that	Locke	set	in	The	

Empress	a	few	years	previously.	In	both	instances,	to	understand	the	character	of	

Pluto	we	have	to	understand	also	his	complementarity	with	Proserpine,	whose	

persuasive	nature	is	on	show	in	The	Empress,	but	might	be	assumed	by	the	

contemporary	audience	to	have	already	exerted	an	influence	on	Pluto	outside	of	

the	visible	action	in	Psyche.	Despite	the	revealed	notion	that	an	all-too-human	

change	of	mind	can	be	evinced	from	a	powerful	deity	through	persuasion,	Pluto	

remains	a	patriarchal,	impersonal	figure	in	both	excerpts	expressed	in	the	

assured	clarity	and	elevated	mode	of	the	musical	lines.		
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Example	5.2:	Matthew	Locke,	‘Pluto	&	Proserpine’	from	Psyche	
(1675),	Act	5,	bb.	1–82.	
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Louis	Grabu:	Albion	and	Albanius	(Dorset	Garden,	1685)	
	
A	key	focus	of	Chapter	1	was	the	Italianate	influence	on	English	bass	solo	vocal	

music	in	the	seventeenth	century.	Albion	and	Albanius—the	earliest	English	

through-composed	opera	for	which	the	music	survives—presents,	however,	an	

insight	into	the	influence	of	French	practice	in	England	in	the	1670s	and	80s.22	

Albion	and	Albanius,	with	its	plethora	of	bass	characters	(including	Pluto),	was	

staged	by	Betterton	at	Dorset	Garden	theatre	in	1685,	and	was,	by	all	accounts,	

an	expensive	but	spectacular	event.23	Indeed,	it	was	a	piece	of	theatre	that	would	

have	undoubtedly	been	reminiscent	to	some	of	the	Caroline	masques,	but	would	

also	prove	to	be	a	marker	for	the	type	of	staging	and	personnel	resources	that	

would	be	required	for	future	productions	of	this	type	in	London	in	the	1690s	and	

early	eighteenth	century.24	The	music	for	Albion	and	Albanius	was	by	Louis	

Grabu;	the	wordbook	written	by	the	dominant	literary	figure	of	the	age,	John	

Dryden.	Both	played	key	roles	in	the	cultural	life	of	London	and	neither	were	

averse	to	attracting	controversy:	the	former	in	the	exercise	of	his	authority	as	

Master	of	the	King’s	Musick	to	displace	John	Bannister	as	convener	of	the	Select	

Band	in	March	1667;	the	latter	in	his	feuds	with	other	writers	(including	Andrew	

Marvell,	Thomas	Rymar,	Robert	Howard	and	especially	Thomas	Shadwell)	and	
																																																								
22	A	modern	critical	edition	is	available,	and	all	bar	and	page	numbers	mentioned	in	connection	
with	this	work	refer	to	this	edition:	Louis	Grabu	-	Albion	and	Albanius,	Purcell	Society,	Companion	
Series,	edited	by	Bryan	White	(London:	Stainer	&	Bell	Ltd,	2007).	Bryan	White’s	scholarship	in	
connection	with	this	opera	has	done	much	to	establish	a	revised	understanding	of	a	hitherto	
much	misunderstood	and	dismissed	work.	See	also	Bryan	White,	‘Louis	Grabu	and	His	Opera	
Albion	and	Albanius’	(unpublished	doctoral	thesis,	University	of	Wales,	Bangor,	1999);	Bryan	
White,	‘Grabu’s	“Albion	and	Albanius”	and	the	Operas	of	Lully:	‘Acquainted	with	all	the	
Performances	of	the	French	Opera’s’’,	Early	Music,	Vol.	30,	No.	3	(August	2002),	pp.	410–427;	
Bryan	White,	‘Lost	in	Translation?	Louis	Grabu	and	John	Dryden’s	Albion	and	Albanius’,	in	Musical	
Exchange	Between	Britain	and	Europe	1500–1800:	Essays	in	Honour	of	Peter	Holman,	ed.	by	John	
Cunningham	and	Bryan	White	(Woodbridge:	The	Boydell	Press,	2020),	pp.	187–206. 
23	 Roscius	Anglicanus,	or	an	Historical	Review	of	the	Stage	–1708,	ed.	by	J.	Milhous	and	R.	D.	Hume	
(London:	The	Society	for	Theatre	Research,	1987),	p.	84. 
24	White	(1999),	op.cit.,	pp.	221–222.	
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his	opportunistic	conversion	to	Catholicism	more-or-less	simultaneously	with	

the	accession	of	the	Roman	Catholic	King	James	II,	which	also	coincided	with	the	

staging	of	the	Albion	and	Albanius	in	1685.25	Despite	Grabu’s	unpopularity	in	

some	quarters,	he	was	seen	as	one	of	the	foremost	representatives	and	

promoters	of	French	cultural	practice	in	Restoration	England	in	the	1660s,	70s	

and	80s.	His	appointment	at	court	had	improved	standards	in	the	Twenty	Four	

Violins—itself	based	on	the	Les	Vingt-quatre	Violons	du	Roi,	which	had	been	a	

feature	of	the	French	court	since	1626—and	he	had	played	an	active	role	with	

fellow	composer	Robert	Cambert	in	attempts	to	establish	a	French	operatic	

tradition	in	London	in	the	1670s.26	

	 Albion	and	Albanius,	is	unusual	in	that	the	opera	includes	sung	

representations	of	‘real’	persons	albeit	in	the	guise	of	allegorical	or	mythological	

figures—the	plausibility	of	characters	breaking	into	song	on	stage	had	long	been	

a	concern	not	only	to	English	audiences,	but	it	had	also	previously	occupied	the	

thoughts	of	continental	commentators	on	Italian	opera.27	The	plot	of	the	opera	is	

constructed	around	some	of	the	most	dramatic	and	confrontational	events	of	the	

reign	of	the	recently-deceased	Charles	II—including	the	Restoration	of	1660,	the	

																																																								
25	Peter	Holman,	Four	and	Twenty	Fiddlers	-	the	Violin	at	the	English	Court	1540–1690	(Oxford:	
Oxford	University	Press,	1993,	reprinted	2002),	p.	294. 
26	Louis	Grabu	(fl.	1665–95),	a	Catalan	violinist	and	composer,	became	Master	of	the	Music	in	the	

English	court	in	succession	to	Nicholas	Lanier	from	June	1666	to	1673	when	the	enforcement	of	

the	Test	Act	precluded	Catholics	from	holding	office	at	court	–	see	Holman	(1993),	op.cit.,	pp.	
298–299.	Grabu’s	interests	then	turned	to	theatrical	matters	and	his	attempts	to	establish	a	

French	opera	company	in	London	(the	‘Royal	Academy	of	Music’)	saw	his	involvement	in	the	

composition	of	extra	music	for	the	expanded	production	of	Robert	Cambert’s	Ariane	(words	by	
Pierre	Perrin)	at	the	Theatre	Royal,	Drury	Lane,	on	30	March	1674	–	see	The	London	Stage,	Part	1	
(1660-1700),	p.	215;	White	(2020),	op.cit.,	pp.	188–189;	Eleanore	Boswell,	The	Restoration	Court	
Stage	1660-1702	(London:	George	Allen	&	Unwin	Ltd,	1966,	but	copyright	1932),	pp.	111–112.	
The	failure	of	the	Royal	Academy	of	Music	is	discussed	further	in	Holman	(1993),	op.cit.,	pp.	298–
299.	

27	The	anonymous	author	of	Il	Corago	(c.1630)	writes:	‘If	we	take	as	characters	people	close	to	
our	times,	and	of	manners	more	obviously	similar	to	ours,	all	too	clearly	this	manner	of	sung	

speech	soon	presents	itself	to	us	as	improbable	and	not	lifelike’.	Quoted	in	Tim	Carter,	‘The	

Seventeenth	Century’,	in	The	Oxford	Illustrated	History	of	Opera,	ed.	by	Roger	Parker	(Oxford:	
Oxford	University	Press,	1994),	p.	24.		
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Exclusion	Crisis	of	1679–81,	and	the	Rye	House	Plot	of	1683—and	serves	

thereby	to	glorify	Charles	II	(‘Albion’)	and	the	Duke	of	York	(‘Albanius’,	later	

James	II).	In	that	sense,	Albion	and	Albanius	can	be	understood	as	sharing	the	

same	intent	as	contemporaneous	court-controlled	opera	in	Paris,	and	could	be	

viewed	as	an	attempt	to	recruit	music	(and	theatre)	into	the	same	sort	of	

exercise	in	royal	propaganda	that	had	driven	the	masque	tradition	in	the	reigns	

of	the	earlier	Stuarts,	and	which	continued	to	guide	the	creation	of	the	odes	in	

the	reigns	of	the	later	Stuarts.
28
	The	post-Restoration	commercial	theatres	in	

London,	whilst	catering	for	the	tastes	of	their	aristocratic	patrons	and	audiences	

in	the	1660s	and	early	1670s,	were,	by	the	mid-1680s,	providing	for	a	wider	

audience	inclined	more	towards	social	satire	and	the	reflection	of	political	

turmoil	in	plots	that	inverted	wealth,	property,	class	and	gender.
29
		

	 The	extent	to	which	Albion	and	Albanius—whilst	embodying	political	

topicality	however	cloaked	in	allegory	and	the	supernatural—was	in	step	with	

the	tastes	of	the	United	Company’s	audience	of	the	time,	cannot	be	measured	

because	that	same	topicality	served	all-too-soon	as	the	primary	instrument	of	

the	opera’s	demise.	Production	was	delayed	firstly	by	the	closure	of	the	theatres	

for	a	discrete	period	of	mourning	following	death	of	King	Charles	II	on	6	

February	1685.
30
	Dorset	Garden	reopened	in	April	1685,	but	Albion	and	Albanius	

was	kept	back	by	the	United	Company	in	favour	of	Crowne’s	Sir	Courtly	Nice,	a	

production	that	had	also	been	in	rehearsal	prior	to	the	King’s	death.	White	

																																																								

28
	See	Chapter	3	above	for	a	further	discussion	of	bass	solo	music	in	royal	odes,	and	their	role	in	

court	propaganda.	 
29
	Restoration	Plays,	ed.	by	Robert	G.	Lawrence	(London:	Everyman	/	J.	M.	Dent,	1994),	pp.	xvii–

xix;	Harold	Love,	‘Who	Were	the	Restoration	Audience?’	The	Yearbook	of	English	Studies,	Vol.	10,	
Literature	and	its	Audience	(1980),	p.	44.	

30
	The	order	to	close	the	theatres	was	not,	in	fact,	issued	until	20

	
February	but	acting	had	

probably	ceased	on	5	February	–	see	The	London	Stage,	Part	1	(1660–1700)	p.	335.	
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observes	that	the	opera	may	have	also	been	further	delayed	in	order	for	it	to	

coincide	with	the	first	meeting	of	James	II’s	new	parliament	(19	May–2	July),	

which	would	have	afforded	the	glorifications	and	warnings	embedded	in	

Dryden’s	words	to	exact	maximum	political	impact.31	The	opera,	eventually	

opening	at	Dorset	Garden	probably	on	3	June,	ran	for	only	six	performances,	a	

curtailment	being	imposed	after	only	ten	days.	News	reached	London	on	June	13	

of	the	invasion	by	James	Scott,	Duke	of	Monmouth	in	the	West	of	England,	which	

resulted	in	the	immediate	closure	of	the	theatres	in	London.	The	prohibitive	cost	

of	reviving	the	production,	the	subsequent	failure	of	James	II’s	reign	and	his	

replacement	with	William	III	and	Mary	II	in	1689,	guaranteed	that	Albion	and	

Albanius	would	not	appear	again	on	the	London	stage	in	the	lifetimes	of	its	

original	creators.32		

The	present	study	is	concerned	with	how	the	music	written	for	bass	roles,	

and	specifically	the	character	of	Pluto	in	Albion	and	Albanius	chimed	with	French	

models.	French	operas	of	the	late	seventeenth	century	tend	to	be	liberally	

populated	with	far	more	bass	or	baritone	principal	roles	compared	to	those,	for	

example,	for	the	tenor	voice.33	The	comment	on	French	operatic	bass	roles	made	

by	the	magistrate	and	musicographer	Jean-Laurant	Le	Cerf	de	la	Viéville	(1674–

1707)	provides	an	insight	which	would	have	most	likely	resonated	with	

contemporary	English	perceptions:	‘our	basses	normally	sing	[the	parts	of]	kings,	
																																																								
31	White	(2007),	op.cit.,	p.	xiii.	
32	White	(1999),	op.cit.,	pp.	40–43	comments	in	more	detail	on	the	circumstances	of	the	end	of	
the	project,	and	the	implications	for	the	United	Company.	The	first	modern-day	performance	of	
Albion	and	Albanius	was	given	at	the	Dartington	International	Summer	School	on	7	August	1997	
directed	by	Anthony	Rooley	–	see	White	(2007),	op.cit.,	p.	xx.	
33	In	Lully’s	operas	dating	from	the	mid	1670s,	for	example,	Alceste	(1674)	allocates	six	bass	or	
baritone	roles	(Alcide,	Licomède,	Straton,	Charon,	Pluton	and	Eole)	compared	to	two	tenors;	
Thésée	(1675)	allocates	four	basses	(Un	Jeu,	Mars,	Arcas,	and	Égée)	compared	two	two	tenors;	
Atys	(1676)	allocates	five	basses	(Le	Temps,	Celænus,	Idas,	Phobétor	and	Sangar)	compared	to	
one	tenor;		and	Isis	(1677)	allocates	six	(Neptune,	Hierax,	Jupiter,	Argus,	Pan	and	Third	Fate)	
compared	to	one	taille	(or	baritenor)	role.	
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secondary	and	scorned	lovers,	solemn	and	rather	elderly	heroes,	etc.’34	This	is	a	

revealing	assessment	insofar	as	Le	Cerf	de	la	Viéville	acknowledges	that	the	bass	

voice	was	seen	in	France,	as	in	England	and	Italy,	as	an	appropriate	vehicle	for	

defined	character-types.	Patricia	Howard’s	further	study	of	the	bass	voice	in	

French	operatic	repertoire	argues,	however,	that	basses	are	more	frequently	

found	in	principal	roles	(the	title	role	in	Roland—first	performed	at	Versailles	in	

January	1685—for	example,	is	Lully’s	most	extensive	and	important	bass	

operatic	role)	and	were	consequently	afforded	much	wider	dramatic	scope	

compared	to	Italian	opera	(and	English	theatrical	music)	of	the	same	period.35	

Howard	points	also	towards	evidence	that	basse-taille	soloists	tended	to	be	paid	

on	a	higher	salary	point	than	other	voice	types	which	is	indicative	of	the	elevated	

regard	in	which	the	bass	voice	was	held	at	least	in	cultured	circles	in	France	at	

the	time,	though	sadly,	no	similar	convention	is	known	to	have	existed	in	

England,	even	to	the	present	day.36	The	Abbé	François	Raguenot	(1660–?1722)	

was	a	detractor	of	Lully	and	an	opposer	of	Le	Cerf	de	la	Viéville	in	the	spirited	

debate	he	ignited	on	the	subject	of	opera	that	took	place	in	print	in	artistic	and	

literary	circles	in	France	with	the	publication	of	his	Paralele	des	Italiens	et	des	

Français	en	ce	qui	regarde	la	musique	at	les	operas	in	1702.37	In	extolling	

ultimately	the	Italian	operatic	form	over	the	French,	Rageunot	concedes	in	an	

analytical	and	illuminating	paragraph,	that	one	area	in	which	the	French	did	

triumph	over	the	Italian	was	in	the	particular	dramatic	qualities	that	the	bass	
																																																								
34	Jean-Louis	Le	Cerf	de	la	Viéville,	Comparaison	de	la	Musique	Italienne	et	de	la	Musique	
Française,	Où,	en	Examinant	en	detail	les	Avantages	des	Spectacles	et	le	Mérite	des	Deux	Nations,	on	
Montre	Quelles	sont	les	Vraies	Beautés	de	la	Musique	(Brussels:	chez	F.	Poppens,	1704),	p.	122.	
35	Patricia	Howard,	‘Lully	and	the	Ironic	Convention’,	Cambridge	Opera	Journal,	Vol.	1,	no.	2	
(1989),	pp.	141–142. 
36	Ibid.	p.	140.		
37	François	Raguenet,	Paralele	Des	Italiens	et	Des	François,	En	Ce	Qui	Regarde	La	Musique	et	Les	
Opéra	(Paris:	Chez	Jean	Moreau,	rue	S.	Jacques,	à	la	Troison	d’or,	vis-à-vis	S.	Yves….Avec	
Approbation	&	Privilege	du	Roy,	1702).	
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voice	was	able	to	bring	to	roles	in	French	opera.	It	is	an	analysis	that	seems	as	

relevant	to	English	bass	vocal	music	as	to	any	other	national	context:	

…our	operas	have	a	farther	advantage	over	the	Italian	in	respect	of	the	voice,	
and	that	is	the	bass,	which	is	so	frequent	among	us	and	so	rarely	to	be	met	with	
in	Italy.	For	every	man	that	has	an	ear	will	witness	with	me	that	nothing	can	be	
more	charming	than	a	good	bass;	the	simple	sound	of	these	basses,	which	
sometimes	seems	to	sing	into	a	profound	abyss,	has	something	wonderfully	
charming	in	it.	The	air	receives	a	stronger	concussion	from	these	deep	voices	
than	it	doth	from	those	that	are	higher	and	is	consequently	filled	with	a	more	
agreeable	and	extensive	harmony.	When	the	persons	of	gods	or	kings,	a	Jupiter,	
Neptune,	Priam	or	Agamemnon,	are	brought	on	the	stage,	our	actors,	with	their	
deep	voices,	give	‘em	an	air	of	majesty,	quite	different	from	that	of	the	feigned	
basses	among	the	Italians,	which	have	neither	depth	nor	strength.	Besides,	the	
interfering	of	the	basses	with	the	upper	parts	forms	an	agreeable	contrast	and	
makes	us	perceive	the	beauties	of	the	one	from	the	opposition	they	meet	with	
from	the	other,	a	pleasure	to	which	the	Italians	are	perfect	strangers,	the	voices	
of	their	singers,	who	are	for	the	most	part	castrati,	being	perfectly	like	those	of	
their	women.38		

	

That	Albion	and	Albanius	allocates	one	principal	role,	six	secondary	roles	of	

varying	substance	and	one	named	principal	chorus	ensemble	role	to	basses	is	

emulative	of	French	practice	and	which	reflects	both	Raguenot’s	1704	comments	

on	the	voice	type,	as	well	as	Le	Cerf	de	la	Viéville’s	assertions	of	the	same	year.39		

Pluto	is	always	a	bass	in	the	operas	of	Lully	(Proserpine	1680,	Alceste	

1674),	and	Marc-Antoine	Charpentier	(La	descente	d'Orphée	aux	enfers	H.488,	

?1686)	and	was	still	being	cast	as	such	in	operas	by	French	composers	of	the	

following	generation:	for	example	in	Jean-Philippe	Rameau’s	Hippolyte	et	Aricie	

(1733).	Olivia	Bloechl’s	study	of	the	role	of	Pluton	in	‘Old	Regime’	French	operas	

in	the	seventeenth	and	eighteenth	centuries	argues	that	the	character	and	his	

confrontations	with	heroic	figures	was	central	to	French	dramaturgy	in	the	

																																																								
38	Ibid.	Translation	in	Oliver	Strunk,	Source	Readings	in	Music	History:	Volume	II	–	The	Baroque	
Era	(New	York:	1965),	p.	115,	quoted	in	Howard	(1989),	op.cit.	p.	140.	
39	The	principal	role	is	Albion	–	representing	King	Charles	II.	The	secondary	roles	are	[1]	
Thamesis	–	representing	the	River	Thames;	[2]	Pluto	–	God	of	the	Underworld;	[3]	Archon	–	in	
Greek	history,	a	prominent	individual	to	whom	the	king	devolved	a	measure	of	power,	and	here	
represents	the	soldier	George	Monck,	Duke	of	Abermarle;	[4]	Alecto	–	one	of	the	furies	in	Greek	
mythology;	[5]	Tyranny	–	a	plotter	and	antagonist;	and	[6]	Neptune	–	God	of	the	Sea.	The	
principal	chorus	role	is	Triton	–	in	Greek	mythology	a	god	of	the	sea.		
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earlier	part	of	the	period.	Pluto	was	thus	a	role	which	could	either	stand	as	

representative	of	the	king,	or	conversely	as	a	check	on	excessive	exercise	of	

power	by	a	monarch.40	Bloechl	also	claims	that	Pluto’s	ultimate	disappearance	

from	the	French	stage	in	the	later	eighteenth	century	reflected	a	shift	away	from	

personal	monarchical	rule	towards	an	‘administered	monarchical	state’,	which	

may	at	least	partly	explain	a	similar	decline	in	the	stage	presence	of	the	

character	on	the	English	stage	also.41		

The	infernal	scene	at	the	beginning	of	Act	2	of	Albion	and	Albanius	is	in	

stark	contrast	to	the	preceding	triumphal	reception	of	the	principal	protagonists	

on	stage	by	Augusta	(representing	the	City	of	London),	Thamesis	(representing	

the	River	Thames)	and	the	Chorus—a	loyal	recollection	of	the	Restoration	of	the	

Monarchy	in	1660—that	provides	the	finale	to	Act	1.	Now	the	action	makes	a	

dramatic	and	‘total’	shift	to	‘Poetical	Hell’.42	Pluto	is	cast	in	the	scene	as	the	

demonic	master	antagonist,	and	thereby	fits	to	Bloechl’s	characterisation	of	the	

deity	as	a	vehicle	of	opposition	to	perceived	despotic	monarchical	power.	Pluto’s	

expressions	of	satisfaction	at	the	disunity	that	has	come	to	the	world	above	(a	

reference	to	the	Civil	War	and	period	of	the	Commonwealth)	made	in	his	

opening	phrases,	are	presented	in	the	fluid	measured	recitative	delivery	typical	

of	authority	characters	in	French	opera,	and	which	had	already	been	seen	on	the	

English	stage	in	Locke’s	use	of	the	character	in	The	Empress	and	Psyche.	

																																																								
40	Olivia	Bloechl,	Opera	and	the	Political	Imaginary	in	Old	Regime	France	(Chicago:	University	of	
Chicago	Press,	2017),	p.	175.	
41	Ibid.	p.	192.	
42	John	Dryden,	Albion	and	Albanius	an	Opera.	/	Written	By	Mr.	Dryden.	(London:	Printed	for	Jacob	
Tonson,	at	the	Judge’s	Head	in	Chancery-lane,	near	Fleet-street.,	1685),	p.	10:	‘The	Scene	is	a	
Poetical	Hell.	The	Change	is	Total.	The	Upper	part	of	the	House,	as	well	as	the	Side	Scenes.	There	
is	the	Figure	of	Prometheus	chain'd	to	a	Rock,	the	Vulture	gnawing	his	Liver.	Sisiphus	rowling	the	
Stone,	the	Belides,	&c.	beyond,	abundance	of	Figures	in	various	Torments.	Then	a	great	Arch	of	
Fire.	Behind	this	Three	Pyramids	of	Flames	in	perpetual	agitation.	Beyond	this,	glowing	Fire	
which	terminates	the	Prospect.’	Also	reproduced	in	White	(2007),	op.cit.,	p.	79.	 
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Recitative	is	used	for	all	of	Pluto’s	remaining	conversational	phrases	in	this	

scene,	and	its	employment	in	this	opening	section	is	especially	effective	in	

establishing	and	projecting	the	dark	persona	and	grim	intent	of	the	God	of	the	

Underworld.43	The	mostly	syllabic	delivery	in	this	opening	section,	accompanied	

by	an	independent	continuo,	is	relieved	by	notable	moments	of	melodic	colour	in	

the	rising	conjunct	melisma	on	‘chain’	and	the	shorter	falling	melismas	on	

‘groans’	combining	with	sophisticated	and	sinister	falling	chromaticisms	in	the	

continuo	line	(Example	5.3).		Zelota	and	Democracy	(representing	the	religious	

and	democratic	factions	of	the	Commonwealth	authorities)	bring	the	news	that	

all	that	they	had	achieved	has	been	overturned	with	Albion’s	return	to	the	throne	

(‘We	both	in	triumph	sate,	Usurpers	of	the	Crown;	But	oh	prodigious	turn	of	fate!	

Heav’n	controlling,	sent	us	rolling	down.’)	Pluto	follows	this	with	the	first	of	

three	bass-doubling-continuo	songs	involving	the	character	in	Act	2,	Sc.	1:	‘I	

wonder’d	how	of	late	our	Acherontic	shore	grew	thin’	(no.	28,	p.85)	in	which	he	

recognises	that	Albion’s	restoration	has	reduced	the	flow	of	souls	to	hell	(‘Death	

has	no	business,	nor	the	vengeful	sword’).	The	melodic	material	is	generally	

unremarkable	(see	Examples	5.4a	and	5.4b),	enlivened	by	a	shift	to	triple	metre	

and	the	insertion	of	melismas,	rising	on	the	irrelevant	‘all’	(bb.	132–135)	and	

falling	more	appositely	on	‘hurl’d’	(bb.	157–158).	

	 	

																																																								
43	For	a	more	extensive	discussion	of	the	use	of	recitative	in	Albion	and	Albanius,	see	White	
(1999),	op.cit.,	pp.	77–97.	
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Example	5.3:	Louis	Grabu,	Excerpt	from	Pluto’s	recitative,	Act	2,	Sc.	1	
Albion	and	Albanius	(1685),	bb.	23–34.	

	 	

	
	

Grabu’s	inclusion	of	bass-doubling-continuo	songs	in	Albion	and	Albanius	is	one	

of	the	strongest	stylistic	links	to	the	operas	of	Lully,	where	such	songs	appear	

frequently.44	The	bass	vocalist	and	the	continuo	share	the	same	material	to	

which	are	added	two	treble	instruments,	typically,	as	here,	two	violins.	The	

union	of	the	bass	vocal	line	to	an	essentially	harmonic	bass	(emphasising	tonics,	

dominants	and	subdominants),	as	seen	in	‘I	wonder’d	how	of	late	our	Acherontic	

shore	grew	thin’,	imposes	on	the	former	a	reinforced	solidity	and	predictability	

which	in	any	other	voice	type	might	sound	unsophisticated.	

	 	
																																																								
44	Howard	(1989),	op.cit.,	pp.	145–146.	
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Example	5.4a:	Louis	Grabu,	‘I	wonder’d	how	of	late	our	Acherontic	shore’,	
Act	2,	Sc.	1,	Albion	and	Albanius	(1685),	bb.	121–135.	
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Example	5.4b:	Louis	Grabu,	‘’Tis	too	much’,	Act	2,	Sc.	1,	Albion	and	
Albanius	(1685),	bb.	145–158.	

	
	
There	is	much	to	justify	Howard’s	assertion	that	such	an	approach	can	really	

only	really	succeed	as	a	dramatic	device	with	a	bass	vocal	sonority.45	It	is	an	

effective	means	of	promoting	the	sort	of	authority	statements	made	by	gods	and	

kings,	and	is	consequently	ideally	suited	not	only	to	the	pronouncements	of	Pluto	

here,	but	also	to	other	instances	of	bass-doubling-continuo-song	texture	

employed	elsewhere	in	the	opera	(see	Table	5.1).	Whereas	reinforcement	by	the	

continuo	in	other	English	theatrical	music	might	have	implied	a	lack	of	

confidence	or	limitation	in	the	performance	abilities	on	the	part	of	the	singer,	the	

Plutonian	passages	in	recitative	style	in	this	scene	do	not	require	continuo	

doubling,	which	would	imply	that	the	doublings	in	the	continuo	songs	are	

primarily	stylistic,	a	dramatic	device,	and	that	the	intended—and	unknown—

																																																								
45	Howard	(1989),	op.cit.,	p.	150.	
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singer	was	most	likely	a	confident	vocalist	possessed	of	some	musical	ability	as	

well	as	acting	experience	to	be	able	to	carry	off	a	character	projecting	such	

authority	and	gravitas.46	

Whilst	bass-doubling-continuo	songs	appear	regularly	in	Italian	opera	in	

a	variety	of	dramatic	contexts	in	the	mid-seventeenth	century,	in	Lullian	models	

the	texture	tends	to	be	employed	as	an	ironic	convention,	to	denote	an	unhappy	

lover	at	the	moment	in	the	action	when	he	is	most	deceived.47	It	should	be	noted	

that	this	convention	does	not	provide	the	context	for	the	bass-doubling-continuo	

songs	in	Albion	and	Albanius,	although	the	use	of	the	texture	is	reserved	to	Pluto,	

Thamesis,	and	Alecto,	all	authority	figures,	and	characters	that	are,	or	have	at	

some	point	in	the	past	conspired	against	Albion.	All	three	of	Pluto’s	bass-

doubling-continuo	songs	([3],	[4]	and	[5]	in	Table	5.1)	share	the	tonic	key	of	F	

major,	a	tonal	centre	which	often	carried	gravitas	and	majestic,	as	well	as	suavity	

associations.48	It	should	also	be	noted	that	all	of	these	examples	make	reference	

																																																								
46	The	identity	of	any	cast	including	the	bass	vocalist	who	played	Pluto	in	the	1685	production	of	

Albion	and	Albanius	is	not	known.	Bryan	White	suggests,	however,	that	Pluto’s	range	of	F–e	flat’	
would	have	suited,	in	particular,	the	range	of	John	Reading	(see	Appendix	B	below,	p.	799),	who	

is	listed	as	a	singer	associated	with	the	United	Company	in	the	1684–85	season	–	see	White	

(1999),	op.cit.,	pp.	176–178.	The	scale	of	the	Albion	and	Albanius	project	would	have	almost	
certainly	necessitated	an	expansion	of	the	resources	Betterton	would	have	had	to	devote	to	the	

production	compared	to	previous	United	Company	endeavours,	and	given	the	royal	interest	in	

the	opera,	it	is	feasible	that	Betterton	could	have	drawn	on	the	pool	of	competent	singers	serving	

the	royal	household	–	see	White	(1999),	pp.	175–176.	See	also	Matthew	A.	Roberson,	‘Of	Priests,	

Fiends,	Fops,	and	Fools:	John	Bowman’s	Song	Performances	on	the	London	Stage,	1677-1701’	

(unpublished	doctoral	thesis,	The	Florida	State	University,	2006),	pp.	155–159	who	proposes	

that	John	Bowman	could	have	played	either	Thamesis	or	Albion.	
47	Howard	(1989),	op.cit.,	pp.	145–146.	
48	Based	on	the	work	of	Rita	Steblin	and	Wolfgang	Auhagen,	quoted	in	Matthew	Gardner,	Handel	
and	Maurice	Greene’s	Circle	At	the	Apollo	Academy:	The	Music	and	Intellectual	Contexts	of	
Oratorios,	Odes	and	Masques	(Göttingen:	Vandenhoeck	&	Ruprecht,	2008),	pp.	299–300.	The	
German	theorist,	Johann	Mattheson	(1681–1764)	viewed	F	major	as	‘capable	of	expressing	the	

most	beautiful	sentiments,	whether	these	be	generosity,	steadfastness,	love,	or	whatever	else	

may	be	high	on	the	list	of	virtues.	It	is	natural	and	unforced	when	used	to	express	such	affects!'	to	

which	the	editor	adds	that	‘He	compares	it	to	a	handsome	person	who	looks	good	whatever	he	

may	do	and	who	has,	“as	the	French	say,	bonne	grace!”—quoted	in	Johann	Mattheson	and	Hans	

Lenneberg,	‘Johann	Mattheson	on	Affect	and	Rhetoric	in	Music	(II)’,	Journal	of	Music	Theory,	Vol.	
2,	No.	2	(1958),	p.	235. 
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to	acts	of	rebellion	which	have,	or	will	ultimately	fail,	wherein	may	lay	at	least	

some	sense	of	irony.49		

Table	5.1:	Bass-doubling-continuo	songs	in	Albion	and	Albanius	(1685)		
Title	 Character	 Act	/	Sc	 Score	No.	/	Page	 Comments	
[1]	‘From	the	
Caledonian	Shore’	

Archon	 Act	1.	 No.11,	p.	37	 	+	Two	Violins.	
Archon	(who	initially	
appears	to	side	with	
the	antagonists,	but	
here	comes	to	
Augusta’s	aid	to	
restore	Albion	/	irony	
of	defeat?)	

[2]	‘Medway	and	Isis,	
you	that	augment	me’	

Thamesis	 Act	1	 No.	15b,	p.	51	 +	Violins.	
[Positive	/	dancelike]	

[3]	‘I	wonder’d	how	
of	late	our	Acherontic	
shore	grew	thin’	

Pluto	 Act	2,	Sc.	1	 No.	28,	p.	85	 +	Violins.	

[4]	‘Take	him,	Make	
him	What	you	please’	

Pluto	&	Alecto	
(Duet)	

Act	2,	Sc.	1	 No.	30,	p.	90	 +	Violins	which	play	
unison	when	Alecto	
and	Pluto	sing	
together,	thus	
preserving	trio	texture.	
[Irony?]	

[5]	‘Let	us	laugh’	 Pluto	 Act	2,	Sc.	1	 No.	31b,	p.	93	 +	Violins.	Also	
punctuated	by	
preludes	and	
interludes	for	5-part	
strings.	Provides	a	final	
majestic	flourish	to	a	
rich	and	colourful	
infernal	scene,	and	
which	leads	into	a	
devils’	dance	and	a	full	
chorus	and	tutti	
rendition	of	Pluto’s	
song.	[Scheming	/	
Ironic]	

[6]	‘Old	Father	Ocean	
calls’	

Thamesis	 Act	2,	Sc.	2	 No.42,	p.	129	 +	Recorders.	
Followed	by	a	Ayre	(or	
dance)	for	the	Gods	of	
the	Rivers,	leading	
into….	

[7]	‘See	the	God	of	
Seas	attends	thee’	

Thamesis	 Act	2,	Sc.	2	 No.	44,	p.	132	 +	Violins.	Balances	[4]	
by	insertion	of	five-
part	string	interludes.	

	

																																																								
49	The	only	other	employment	of	the	same	violin,	violin,	bass	vocalist	and	continuo	
instrumentation	is	Albion’s	‘Behold,	ye	pow’rs!’	the	first	vocal	item	of	Act	3	(no.	49,	p.	168).	Here,	
however,	the	vocal	and	continuo	basses	are	independent	of	each	other	(all	of	Albion’s	entries	
throughout	the	opera	are	similarly	independent)	thus	creating	a	more	complex	four-part	texture.	
Bryan	White	draws	attention	to	the	more	elevated	atmosphere	in	this	song,	as	well	as	Grabu’s	
recourse	to	a	more	recitative	melodic	style	as	an	expression	of	Albion’s	majestic	role	in	the	opera	
–	see	White	(1999),	op.cit.,	pp.	103–104.	
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Pluto’s	final	bass-doubling-continuo	song	‘Let	us	laugh’	(bb.	278–371)	is	the	

role’s	most	expansive	item,	augmented	structurally	by	preludes	and	interludes	

for	five-part	strings.	The	lyrical	and	mirthful	melismas	on	each	occurrence	of	

‘laugh’	(the	obvious	opportunities,	one	assumes,	for	additional	‘ha-ha’	aspirants	

being	resisted)	set	dance-like	in	triple	metre	(bb.	304–317)	reveals	a	less	

awesome	character	than	in	previous	interactions.	The	return	to	more	mundane	

harmonic	formulae	in	duple	time	from	b.	317	(‘The	wretch	that	is	damn’d	has	

nothing	to	lose’),	however,	soon	re-establishes	the	menace	and	portent	central	to	

Pluto’s	representation.	A	first	dance	for	twelve	devils	(played	by	the	five-part	

strings)	which	follows	straight	on	adds	more	spectacle	and	drama,	as	well	as	

enhances	the	sense	of	‘jubilee	here	when	the	world	is	in	trouble’.	Pluto’s	shared	

melody	with	the	continuo	then	forms	the	bass	line	of	the	climactic	chorus	and	

tutti	ensemble	repetition	that	brings	the	scene	to	its	close	(a	second	dance	or	

‘Ayre’	for	devils	follows	as	a	postlude,	and	presumably	for	the	practical	reason	of	

covering	the	scene	change	to	the	River	Thames).		

Despite	its	short	run	and	limited	political	shelf-life,	the	influence	that	

Albion	and	Albanius	may	have	had	on	later	music	in	England,	and	especially	on	

that	of	Henry	Purcell	has	been	explored	by	both	Bryan	White	and	Curtis	Price.50	

Price	points	towards	the	possible	political	nature	of	the	choice	of	Grabu	over	

Purcell	as	the	composer,	but	both	scholars	are	at	pains	to	state	that	the	failure	of	

the	opera	was	due	to	political	circumstances	and	not	because	of	the	music	which	

is	at	least	competent,	and	some	places	comparable	to	Purcell’s	own	writing.	The	

synthesis	of	music	and	drama	in	Act	2,	Sc.	2	where	Albion	in	dialogue	with	

																																																								
50	White	(1999),	op.cit.,		pp.	222–241;	Curtis	Price,	Henry	Purcell	and	the	London	Stage	
(Cambridge:	Cambridge	University	Press,	1984),	pp.	265–270.	



Chapter	5:	Gods	

	239	

Hermes	has	to	decide	about	the	banishment	of	his	brother	into	exile	and	the	

sophistication	of	Grabu’s	use	of	instrumental	writing,	draws	attention	back	to	the	

way	in	which	textures	are	deployed	for	dramatic	ends	in	the	bass	songs	of	Pluto	

discussed	here.51	Grabu,	like	every	other	English-based	composer	of	the	period,	

was	always	going	to	lose	out	in	a	direct	comparison	with	Purcell,	but	the	

Catalan’s	dramatic	intelligence	must	have	been	of	interest	to	an	emerging	

theatrical	composer	who	is	known,	particularly	in	his	relationship	with	his	

erstwhile	teacher	John	Blow,	to	have	derived	motivation	and	inspiration	from	

the	work	of	others.52	Unfortunately,	Purcell	does	not	set	the	character	of	Pluto	to	

music	in	any	of	his	own	theatrical	works	so	a	direct	comparison	with	Grabu’s	

representation	sadly	eludes	us.	The	nearest	Purcell	gets	is	the	conjuration	of	the	

God	of	the	Underworld	in	Act	1,	Sc.	4	of	Circe	by	the	priest	/	sorcerer	with	the	

song	‘Pluto	arise’,	and	which	is	discussed	further	in	Chapter	7	below.	Grabu’s	

realisation	of	a	dark,	authoritative	Pluto	in	Albion	and	Albanius	is	certainly	in	line	

with	French	convention	and	taste,	in	terms	of	the	nature	of	the	character	and	the	

manner	in	which	it	is	set,	but	which	also,	compared	to	Matthew	Locke’s	setting,	

aligns	with	contemporary	English	taste	and	moral	expectations.	The	impersonal	

and	authoritative	Pluto	had	proved	to	be	flawed	in	the	failure	of	his	attempts	to	

destabilise	both	Albion	and	Albanius,	and	perhaps	that	recent	portrayal	had	

enabled	Purcell	to	sidestep	setting	the	character	in	Circe.	Indeed,	it	would	be	

some	time	before	the	flawed	Pluto	manifested	himself	again	musically	in	the	

vernacular,	and	in	the	context	of	the	shifted	priorities	of	the	eighteenth-century	

London	stage.			

																																																								
51	Price,	Ibid.,	pp.	268–269.	
52	Bruce	Wood,	‘‘Only	Purcell	E’re	Shall	Equal	Blow’’,	in	Purcell	Studies,	ed.	by	Curtis	Price	
(Cambridge:	Cambridge	University	Press,	1995),	pp.	106–144.	
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John	Galliard:	The	Rape	of	Proserpine	(Lincoln’s	Inn	Fields,	1727)	
	
	
The	first	performance	of	Lewis	Theobald’s	pantomime	The	Rape	of	Proserpine	

was	due	to	have	been	7	February	1727	at	Lincoln’s	Inn	Fields,	but	was	deferred	

‘till	farther	Notice	on	Account	of	the	sudden	Indisposition	of	Mr	Rich.’53	The	

delay	was	reasonably	short	and	Proserpine	was	staged	as	an	afterpiece	to	

Thomas	Otway’s	three-act	farce	The	Cheats	of	Scalpin	on	13	February	(thirty	two	

further	performances	followed	in	the	1726–27	season	alone)	with	bass	Richard	

Leveridge	in	the	role	of	Pluto.54	This	was	a	role	that	had	clearly	become	one	of	

Leveridge’s	stock	characters,	as	Hawkins	comments:	

When	the	opera	came	to	be	entirely	Italian,	the	bass	parts	were	sung	by	singers	
of	that	country,	of	whom	Boschi	was	one	of	the	first;	and	Leveridge	became	a	
singer	at	Lincoln’s	Inn	Fields	playhouse,	under	Rich,	where	he	made	himself	very	
useful	by	performing	such	characters	as	Pluto,	Faustus,	Merlin,	or,	in	short	any	
part	in	which	a	long	beard	was	necessary,	in	the	pantomimes	and	other	
exhibitions	of	that	kind,	of	which	Rich	was	the	contrivor.55	

	
Leveridge	had	also	played	Pluto	in	Theobald’s	Harlequin	Sorcerer:	with	The	Loves	

of	Pluto	and	Prosperine,	which	premiered	on	21	January	1724–25	as	a	rival	

production	to	Drury	Lane’s	‘Grotesque	Entertainment’	Harlequin	Doctor	

Faustus.56	The	music	of	The	Loves	of	Pluto	and	Proserpine	is	presumed	to	have	

been	by	Galliard	though	none	is	known	to	have	survived.57	The	characters	of	

																																																								
53	Quoted	in	The	London	Stage,	Part	II,	Vol.	2	(1717–29),	p.	907.	See	also	Clive	Chapman,	‘A	1727	
Pantomime:	The	Rape	of	Proserpine’,	The	Musical	Times,	Vol.	122,	No.	1666	(1981),	pp.	807–811.	
54	The	London	Stage,	Part	II,	Vol.	2	(1717–29),	p.	908.	Theobald’s	legacy	to	English	literature	was	
more	as	a	Shakespearian	scholar	and	as	an	author	of	poems.	His	collaborations	with	Galliard	in	
the	pantomime	genre	for	Rich	seem	to	have	been	to	feed	audience	tastes	of	the	time,	and	in	his	
dedicatory	letter	he	expressed	the	wish	that	‘Whenever	the	Public	Taste	shall	be	disposed	to	
return	to	the	Works	of	Drama,	no	one	shall	rejoice	more	sincerely	than	myself’	–	quoted	in	Fiske	
(1973),	op.cit.,	p.	78.			
55	John	Hawkins,	A	General	History	of	the	Science	and	Practice	of	Music	in	Five	Volumes:	Vol.	5	
(London:	T.	Payne	&	Son,	1776),	pp.	182–183.	
56	The	London	Stage,	Part	2,	Vol.	2	(1717–1729),	p.	809.	There	are	over	thirty	separate	listings	of	
Leveridge	in	the	role	of	Pluto	in	The	London	Stage	between	1704	and	1745.	
57	Fiske	(1973),	op.cit.,	p.	81.			
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Pluto	and	Proserpine	appear	in	the	final	scene	of	the	play,	descending	on	a	

machine.	The	libretto	(which	does	survive)	implies	that	both	characters’	parts	

would	have	included	recitative	and	airs.	The	scene	is	thoroughly	positive	and	

jolly,	to	contrast	with	the	dismal	previous	scenes	involving	witches,	a	barren	

desert	and	Harlequin	being	carried	off	by	demons.	Any	gloominess	associated	

with	the	once	feared	Lord	of	the	Underworld,	is	here	quickly	dissipated	(‘Put	on	

thy	Smiles	of	Joy	again,	Such	Smiles	as	once	bless’d	Enna’s	Plain’)	and	it	is	clear	

that	for	the	London	pantomime	audience	at	least,	Pluto	had	become	a	jovial	

figure	of	light	relief.			

	 The	music	for	The	Rape	of	Proserpine	was	also	composed	by	John	Galliard,	

and	the	two	songs	performed	by	Leveridge	(‘Flights	of	Cupids	hover	round	me’	

and	‘Let	Torture	cease’)	are	included	in	the	printed	collection	of	songs	(which	

employ	transposing	clefs)	published	around	1727.58	The	first,	‘Flights	of	Cupids’,	

a	da	capo	aria	(Example	5.5),	is	set	in	G	minor,	a	key	for	which	contemporary	

theorists	held	associations	of	tenderness,	longing	and	happiness—qualities	

amply	embodied	in	the	words	of	this	aria.59	The	vocal	part	sits	low	in	the	voice	

and	obviously	favours	a	bass	(its	publication	in	G2	clef	was	presumably	a	

commercial	strategy	to	extend	the	appeal	of	the	song	to	as	wide	a	range	of	

subscribers	as	possible).60	

																																																								
58	John	Galliard,	The	Songs	in	the	New	Entertainment	Call’d	the	Rape	of	Proserpine	Compos’d	By	Mr	
Galliard	&	Perform’d	By	Mr.	Leveridge,	Mr	Legar	Mrs	Barbier	&	Mrs	Chambers	(London:	Sold	by	
Mickepher	Rawlins,	1727?),	a	copy	of	which	is	bound	into	GB-Lbl,	Add.	Ms.	31588	along	with	

similar	volumes	of	songs	from	other	entertainments,	although	many	other	copies	survive,	

indicating	how	popular	such	volumes	were	with	audiences,	amateur	musicians	&c.		
59	See	Gardner	(2008),	op.cit.,	pp.	299–300.	Mattheson	viewed	G	minor	as	‘suitable	for	tender	as	
well	as	refreshing	things,	for	yearning	as	well	as	happy	ones.	In	short,	it	lends	itself	well	and	

flexibly	to	moderate	plaintiveness	and	tempered	gaiety’—quoted	in	Mattheson	and	Lenneberg,	

(1958),	op.cit.,	p.	235.	
60	The	printed	score	of	c.1727	includes	the	un-named	instrumental	interludes	on	the	same	line	as	
the	voice	part,	and	it	is	assumed	from	range	and	style	that	these	sections	were	intended	for	one	
or	two	violins.		
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Example	5.5:	John	Galliard,	‘Flights	of	Cupids’	from	The	Rape	of	
Proserpine	(1727),	bb.	1–64.	
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The	song	is	clearly	not	of	particularly	good	quality	and	its	lack	of	complexity	and	

sophistication	was	probably	indicative	of	audience	taste	and	expectations	of	this	

sort	of	production	by	the	late	1720s.	It	may	also	point	towards	the	aging	

Leveridge’s	technical	limitations	as	a	singer	by	this	stage	in	his	long	career.	

Indeed,	it	may	well	stand	as	an	acknowledgement	that	Leveridge’s	acting	and	

stage	presence,	and	not	his	singing	voice,	may	well	have	always	represented	his	

greatest	value.			

Pluto’s	second	aria,	‘Let	Torture	cease’	offers	more	musical	interest	and	is	

set	in	the	cheerful	and	persuasive	key	of	G	major	(Example	5.6).61	There	are	

some	delicious	harmonic	moments,	such	as	the	series	of	various	suspensions	in	

bars	20–21	and	35–36.		Dotted	semiquaver	rhythms,	unisons	and	falling	and	

rising	scalic	phrases	enliven	this	short	air,	though	there	is	little	more	in	terms	of	

sophistication.	The	continuo	bass	shadows	the	vocal	bass	for	much	of	the	time,	a	

technique	reminiscent	of	the	earlier	use	of	bass-doubling-continuo	songs	for	

example	in	Albion	and	Albanius	(discussed	above),	and	the	song	has	a	brevity	

which	may	have	made	sense	in	the	context	of	the	drama,	but	feels	under-

developed	as	a	musical	unit.	

	 The	role	of	Pluto,	with	all	of	its	integral	associations	with	the	Underworld	

‘down	there’,	is	a	character	therefore	ideally	suited	to	the	bass	voice,	and	proves	

to	be	the	most	consistently	set	for	that	sonority	in	English	theatrical	music	of	the	

seventeenth	and	eighteenth	centuries.	This	can	also	be	seen	to	be	the	case	in	

operatic	music	in	general,	and	in	that	sense	Pluto	provides	one	point	of	

intersection	between	English	and	continental	operatic	traditions.	

																																																								
61	Mattheson	and	Lenneberg	(1958)	op.cit.,	p.	235,	refers	to	G	major	as	‘insinuating	and	
persuasive.	It	is,	besides,	somewhat	brilliant	and	suited	to	the	expression	of	serious	as	well	as	gay	
effects.’	
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Example	5.6:	John	Galliard,	‘Let	torture	cease’	from	The	Rape	of	Proserpine	
(1727),	bb.	1–38.	
	
	 	



Chapter	5:	Gods	

	246	

	

	 	



Chapter	5:	Gods	

	247	

	

	 	



Chapter	5:	Gods	

	248	

	 	



Chapter	5:	Gods	

	249	

This	also	points,	therefore,	toward	universality	in	the	perception	and	reception	

of	the	Pluto	figure	related	to	voice-type.	Even	with	the	shift	in	nature	of	the	role	

on	the	English	stage	seen	in	the	early	decades	of	the	eighteenth	century,	the	once	

awesome	and	terrifying	Pluto	continues	to	survive	with	a	bass	voice,	a	claim	that	

can	be	challenged	more	when	considering	the	bass	in	relation	to	other	deity	

roles.	

	
The	Gods	of	Sleep	
	
Sleep	and	dreams	have	played	significant	roles	as	dramatic	and	literary	devices	

as	far	back	as	the	earliest	works	of	fiction.	From	the	Epic	of	Gilgamesh	(twenty-

first	century	BCE);	Homer’s	The	Iliad	and	Odyssey	(eighth	or	seventh	century	BCE);	

Aeschylus’	tragedies	(c.525–c.456	BCE);	Virgil’s	Aeneid	(70–19	BCE)	and	its	

establishment	as	a	motif	in	Roman	tragedy	and	comedy,	the	dream	was	firmly	

rooted	as	a	dramatic	device	by	the	time	of	the	Christianisation	of	the	West	from	

the	fifth	century	onwards.		

Greek	and	Roman	mythology	make	reference	to	a	number	of	nocturnal	

deities,	including	Artemis	(goddess	often	associated	with	the	moon,	Roman	

equivalent:	Diana	Trivia),	Asteria	(goddess	of	the	stars,	Roman	equivalent:	

Latona),	Erebus	(god	of	darkness,	Roman	equivalent:	Scotus),	Nyx	(goddess	of	

the	night,	Roman	equivalent:	Nox),	and	Selene	(goddess	of	the	moon,	Roman	

equivalent:	Luna).	The	Greek	god	of	sleep	was	Hypnos,	the	son	of	Nyx	and	

Erebus,	who	featured	in	the	Iliad.	Hypnos’s	Roman	equivalent	was	Somnus,	who	

was	said	by	Ovid	(Metamorphoses	Book	XI)	to	have	a	thousand	sons,	including	

Morpheus	(meaning	‘form’	or	‘shape’)	who	was	described	as:	
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…	a	master	craftsman	and	simulator	of	human	forms.	No	one	else	is	as	clever	at	
expressing	the	movement,	the	features,	and	the	sound	of	speech.	He	depicts	the	
clothes	and	the	usual	accents.	He	alone	imitates	human	beings.62	

	
Morpheus,	known	as	the	god	of	dreams,	was	therefore	invariably	used	as	the	

communicator	of	messages	from	the	gods	to	sleeping	mortals.		

Medieval	drama	continued	to	feature	dreams	and	sleep,	though	themes	in	

this	era	were	limited,	at	least	initially,	by	the	centrality	of	biblical	scripture.	As	

mystery	cycles	developed	in	the	later	medieval	period,	a	more	imaginative	

elaboration	of	biblical	stories	incorporating	examples	of	sleep	and	dreams	

emerged,	for	example	when	the	Devil	whispers	of	Jesus’	innocence	in	the	ear	of	

Pilate’s	Wife	whilst	she	is	asleep	in	the	York	cycle	(mid-fourteenth	century).63	

The	genre	of	Dream-Poetry	was	also	seen	to	develop	in	secular	and	spiritual	

forms	in	England	in	the	fourteenth	century	(for	example,	William	Langland’s	

Piers	Plowman),	so	that	by	the	time	of	the	early	modern	period	there	were	

already	a	range	of	usages	and	motifs	around	sleep	and	dreams	with	deep	roots	in	

preceding	literary	forms	that	would	provide	the	basis	for	further	elaboration	in	

the	works	of	Shakespeare,	his	contemporaries	and	successors.64		

As	the	musical	inheritor	of	dramatic	tropes,	European	opera	in	the	

seventeenth	century	continued	to	use	the	dreaming	or	sleeping	state	as	a	

																																																								
62	Ovid	(tr.	Anthony	S.	Kline),	‘Metamorphoses’	(2000)	
<www.ovid.lib.virginia.edu/trans/Ovhome.htm#askline>	[accessed	18	August	2019].	
63	See	York	play	No.	30	(‘The	Tapiteres	and	Couchers’,	lines	167–175)	in	The	York	Corpus	Christi	
Plays,	ed.	by	Clifford	Davidson	(Kalamazoo,	MI:	Medieval	Institute	Publications,	2011):	
‘O	woman,	be	wise	and	ware,	and	wonne	in	thi	witte	
Ther	schall	a	gentilman,	Jesu,	unjustely	be	juged	
Byfore	thy	husband	in	haste,	and	with	harlottis	be	hytte;	
And	that	doughty	today	to	deth	thus	be	dyghted,	
Sir	Pilate,	for	his	prechyng,	and	thou	
With	nede	schalle	ye	namely	be	noyed:	
Youre	striffe	and	youre	strenghe	schal	be	stroyed,	
Youre	richesse	schal	be	refte	you	that	is	rude	
With	vengeaunce,	and	that	dare	I	avowe.’	
64	All	of	these	historical	antecedents	and	examples	are	explored	further	in	Filip	Krajnik,	‘In	the	
Shadow	of	Night:	Sleeping	and	Dreaming	and	Their	Technical	Roles	in	Shakespearian	Drama’	
(unpublished	doctoral	thesis,	University	of	Durham,	2013),	pp.	9–63.	
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dramatic	device.65	On	an	abstract	level,	the	sleeping	or	dreaming	state	opened	up	

a	portal	to	a	supernatural	world	of	fantasy;	it	facilitated	the	suspension	of	the	

conscience	and	its	disbelief,	and	in	opera	that	opened	up	to	the	librettist	a	range	

of	imaginative	opportunities,	and	to	the	composer	a	broad	avenue	of	musical	

expression.	On	a	practical	level,	for	the	purposes	of	plot	development,	a	sleeping	

character	was	open	to	attack,	discovery	and	disclosure	(albeit	involuntarily).	As	

a	result,	murders	were	often	attempted	or	achieved	as	victims	slept	(for	

example,	Ottone’s	attempt	on	the	life	of	Poppea	in	Monteverdi:	L’Incoronazione	

di	Poppea	of	1643;	and	Egeo’s	attempt	on	Giasone	in	Sacrati’s	La	Finta	Passa	of	

1641).	In	Act	3,	Sc.	4	of	L’Orfeo	by	Antonio	Sartorio		(1672,	libretto	by	Aurelio	

Aureli)	sleep	is	used	as	a	means	of	furthering	the	plot	as	Orfeo,	who	has	sung	

himself	to	sleep,	is	visited	by	the	spirit	of	the	recently	deceased	Euridice,	as	a	

result	of	which	he	resolves	to	‘test	the	pity	of	cruel	hell’.66	Lully’s	introduction	of	

the	sommeil	or	slumber	scene,	to	the	French	lyric	stage	(for	example,	Third	

intermède	of	the	comédie–ballet	Les	amants	magnifiques,	1670;	Act	3,	Sc.	4	of	

Atys,	1676;	and	the	famous	sleep	scene	in	Act	2,	Sc.	3	in	Armide,	1686),	became	a	

common	feature	of	French	theatrical	music	in	the	seventeenth	and	eighteenth	

centuries,	often	making	use	of	strings,	recorders	(or	flutes)	and	frequently	

including	conjunct	quaver	figures	slurred	in	pairs	–	the	influence	of	which	can	be	

clearly	seen	in	sleep	scene	music	in	England	(for	example,	‘The	Cave	of	Proteus’	

in	Act	3,	Sc.	1	of	Grabu’s	Albion	and	Albanius,	and	in	the	vocal	line	of	Mystery’s	‘I	

																																																								
65	Many	of	these	are	explored	further	in	Ellen	Rosand,	Opera	in	Seventeenth-Century	Venice:	The	
Creation	of	a	Genre	(Berkeley:	University	of	California	Press,	1991),	pp.	338–342.	
66	Virginia	McGill,	‘L’Orfeo	by	Aureli	and	Sartorio,	1672–1706’	(unpublished	doctoral	thesis,	

University	of	New	South	Wales,	2001),	pp.	83–85.	



Chapter	5:	Gods	

	252	

am	come	to	lock	all	fast’,	and	the	string	ritornelli	of	Secrecy’s	‘One	charming	

night’	in	Act	2	of	Purcell’s	The	Fairy	Queen).67	

Recent	studies	of	the	significance	of	sleep	in	early	modern	England	point	

towards	the	activity	as	dependent	on	cultural	as	well	as	physical	(internal	and	

external)	factors.68	In	the	seventeenth	century	and	earlier,	before	the	scientific	

revolution,	humoral	theories	dominated	medical	thought	that	today	read	more	

like	superstition	and	folklore.	For	example,	William	Vaughan	(1577–1641),	who	

styled	himself	‘Master	of	Artes,	and	student	in	the	civill	law’,	wrote	of	the	effects	

of	sleeping	in	the	middle	of	the	day:	

Sleeping	at	noone	is	very	daungerous.	But	if	you	judge	it	good	by	reason	of	

custome,	then	do	off	your	shooes,	while	you	sleepe:	for	when	the	body	and	the	

members	be	heauie	with	deepe	sleepe,	the	thicknesse	of	the	leather	at	the	soles	

doth	returne	the	hurtfull	vapoures	of	the	feet	(that	else	should	vanish	away)	into	

the	head	&	eyes.	Also,	you	must	(if	you	can	possibly)	sleepe	in	your	chaire,	and	

let	your	head	be	meanely	couered	according	to	the	time.	For	as	too	much	cold,	so	

too	much	heate	doth	astonish	the	minde	and	spirits.69	

	

Religion	also	had	a	significant	influence	on	people’s	cultural	lives	through	both	

public	and	domestic	devotion,	and	it	was	a	commonly-held	belief	that	once	in	the	

sleeping	state	humans	were	at	the	mercy	of	agents	of	the	supernatural.	William	

Vaughan	again,	in	his	1612	revision	of	the	1600	volume	(Approved	directions	for	

health,	both	natural	and	artificiall),	on	the	nature	of	dreams,	states:	‘There	are	

three	sorts	of	Dreames.	To	wit,	diuine,	supernaturall,	and	natural.’70		To	an	extent	

																																																								
67	James	R.	Anthony,	‘Sommeil	(Fr.:	‘Sleep’)’	(2001)	<http://www.oxfordmusiconline.com>	

[accessed	20	August	2019].		

68	Sasha	Handley,	Sleep	in	Early	Modern	England	(New	Haven,	CT:	Yale	University	Press,	2016);	
Jessica	Carter,	‘Sleep	and	Dreams	in	Early	Modern	England’	(unpublished	doctoral	thesis,	

Imperial	College	London,	2008).	

69	William	Vaughan,	‘Of	Sleepe,	and	Early	Rising’,	in	Naturall	and	artificial	directions	for	health	
deriued	from	the	best	philosophers,	as	well	moderne,	as	auncient	(London:	Printed	by	Richard	
Bradocke,	1660),	pp.	30–31.	

70	William	Vaughan,	‘Of	Dreames’,	in	Approved	directions	for	health,	both	naturall	and	artificiall	
deriued	from	the	best	physitians	as	well	moderne	as	auncient,	Printed	by	T.S[nodham]	for	Roger	
Iackson,	and	are	to	be	solde	at	his	shop	neere	the	Conduit	in	Fleetestreete,	1612),	pp.	61–62.		

‘Divine	dreames,	are	they	which	were	sent	by	inspiration	from	God	to	his	Prophets,	and	faithfull	

servants,	and	as	God	is	the	Author	of	trueth,	so	are	they	true	and	certaine.	Supernaturall	dreames	
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some	of	those	beliefs	continue	in	today’s	ecclesiastical	liturgy,	as	the	words	from	

the	ancient	office	of	compline,	still	in	use,	attest:	

From	all	ill	dreams	defend	our	eyes,	
From	nightly	fears	and	fantasies.	
Tread	underfoot	our	ghostly	foes	
That	no	pollution	we	may	know.71	

	
Such	beliefs	were	increasingly	challenged	after	the	Restoration	in	England	with	

developments	in	medical	knowledge.	Set	in	the	broader	aesthetical	context	of	the	

increasingly	pleasure-seeking	early-eighteenth	century,	it	is	no	surprise	to	find	

that	once-feared	deities	of	the	night	were	treated	in	very	different	ways	to	their	

appearances	in	earlier	literature	and	art.		

	 The	musical	examples	that	follow	explore	various	sleep	scenes	and	

deities,	which	appear	in	English	theatrical	music	in	this	period.	Some	characters	

are	named,	others	more	nebulous,	and	show	that	whilst	there	is	a	broad	pattern	

to	the	employment	of	the	bass	voice	in	the	depiction	of	the	Gods	of	Sleep	

themselves,	it	is	less	consistent	than	the	practice	of	setting	Pluto	as	we	have	

seen.	However,	composers	saw	the	inherent	qualities	of	the	bass	voice	for	

																																																																																																																																																															
are	placed	in	the	middest,	betweene	the	divine	dreames	and	the	naturall,	for	they	may	happen	
without	being	precisely	sent	from	God,	and	their	cause	comes	not	onely	by	the	sole	depravation	
of	humours,	as	naturall	dreames	doe,	but	by	the	ravishment	of	the	spirit,	which	wakes,	while	the	
body	reposeth,	and	which	being	oftentimes	holpen	by	the	inspiration	of	some	good	Angel	or	
Genius,	doth	represent	by	such	Dreames,	things	which	commonly	come	to	passe.	These	kind	of	
dreames	chance	in	the	morning,	when	the	braine	is	more	free	from	the	vapours	of	the	meate,	
which	before	had	dulled	it:	Among	many	examples	which	I	have	read	of,	this	one	seemes	most	
strange	unto	me[…]Naturall	dreames	are	they	which	represent	the	passions	of	the	soule	and	
body,	the	imaginations	of	such	dreames	come	to	passe,	either	by	reason	of	outward	causes,	or	
inward;	the	outward,	are	vaporous	meates,	which	ingender	corrupt	and	burnt	bloud:	For	the	use	
of	Coleworts,	Beanes,	Pease,	and	Pottage,	causeth	sorrowfull	and	troublesome	dreames,	like	as	
Garlick	and	Onions,	being	eaten	at	supper,	doth	make	a	man	to	dreame	of	terrible	things.	The	
inward	causes	of	which	dreames,	are	evill	humours,	specially	melancholicke,	which	through	the	
blacknesse	thereof,	doth	darken	the	light	of	the	understanding	(which	is	seated	in	the	braine,	and	
there-hence	as	a	candle	imparts	light	unto	the	whole	body)	and	there	they	imprint	troublesome	
dreames.’	
71	From	the	seventh-century	Ambrosian	hymn	for	the	office	of	compline,	‘Te	lucis	ante	terminum’.	
This	translation	is	from	the	nineteenth	century.	
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inducing	a	sense	of	rest	and	sleep,	and	as	a	result,	even	if	the	God	himself	is	

another	sonority,	the	bass	voice	type	is	seldom	far	away.	

	

Henry	Purcell:	The	Fairy	Queen	(1692).	

The	character	Sleep,	who	sings	the	exquisite	‘Hush,	no	more,	be	silent	all’,	

appears	as	the	culminating	item	in	the	Night	and	Sleep	masque	in	Act	2	of	

Purcell’s	semi-opera	The	Fairy	Queen.	The	work	was	first	performed	on	2	May	

1692,	and	designed	as	masques	inserted	into	the	acts	of	an	anonymous	

reworking—Roger	Savage	suggests	that	it	was	probably	by	a	committee	led	by	

Betterton—of	Shakespeare’s	A	Mid-Summer	Night’s	Dream.72	That	adaptation,	in	

the	lead-up	to	the	Act	2	masque,	finds	Puck	returning	to	Oberon	with	the	magical	

‘love-in-idleness’	flower,	the	potent	and	magical	juice	of	which	Oberon,	in	the	

famous	speech	‘I	know	there	is	a	bank	where	wild	Thyme	blows’,	states	his	

intention	to	streak	his	estranged	wife	Titania’s	eyes	in	an	attempt	to	resolve	

their	marital	difficulties.	He	instructs	Puck	to	take	some	of	the	juice	to	charm	also	

the	eyes	of	the	sleeping	and	lovelorn	Demetrius	(‘A	most	unhappy	Nymph’).	This	

is	followed	by	the	entry	of	Titania	and	her	attendants	(‘Take	Hands,	and	trip	it	in	

a	round,	While	I	Consecrate	the	ground’)	who	engage	in	a	series	of	energetic	

revels,	both	vocal	and	instrumental,	ending	in	Titania’s	request	to	‘Sing	me	now	

to	Sleep;	And	let	the	Sentinels	their	Watches	keep’,	as	first	Night	(‘See,	even	Night	

herself	is	here’),	Mystery	(‘I	am	come	to	lock	all	fast’),	Secrecy	(‘One	charming	

night	gives	more	delight’)	and	finally	the	sonorous	and	soothing	bass	voice	of	

																																																								
72	Roger	Savage,	‘The	Theatre	Music’,	in	The	Purcell	Companion,	ed.	by	Michael	Burden	(London:	
Faber	&	Faber,	1995),	p.	369.	See	also	Curtis	Price,	‘Fairy-Queen,	the’,	Grove	Music	Online	(2002)	
<https://www.oxfordmusiconline.com>	[accessed	20	December	2019].	Henry	Purcell,	Elkanah	
Settle,	William	Shakespeare,	The	Fairy-Queen	an	Opera:	Represented	At	the	Queen’s-Theatre	By	
Their	Majesties	Servants	(London:	Printed	for	Jacob	Tonson…,	1692),	pp.	14–18.		
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Sleep	(‘Hush,	no	more,	be	silent	all’),	sing	their	lullabies	as	Titania	sinks	into	her	

slumbers.	We	are	drawn	into	the	world	of	Shakespeare’s	Henry	IV,	‘Under	the	

canopies	of	costly	state,	And	lull’d	with	sound	of	sweetest	melody’	(2	Henry	IV,	

Act	3,	Sc.	1,	lines	15–16).73			

The	special	enchantment	in	Sleep’s	bass	air	‘Hush,	no	more,	be	silent	all’	

seems	to	come	from	the	clever	rhetorical	use	of	silence	as	much	as	for	Purcell’s	

skilful	and	conscious	exploitation	of	harmony	and	the	middle	and	lower	ranges	

of	the	bass	voice	(Example	5.7).	Roger	North	commented	on	this	particular	air	in	

his	discussion	‘Of	Soft	and	Lowd’:	

Your	fancy	carrys	the	ratle	of	the	instruments	into	those	vacant	spaces,	and	
moreover,	the	subject	and	efficacy	of	the	representation	takes	hold	of	your	
passion.	And	the	equall	measure	of	the	pauses	answers	your	expectation,	that	
nothing	can	be	greater	and	nobler	than	this	was.74	
	

There	is,	in	this	scene,	a	range	of	associations	to	make	with	the	bass	voice	not	

only	as	a	god	or	spirit	in	the	supernatural	plane,	but	also	in	the	corporeal	as	the	

comforting	voice	of	a	father,	seen	for	example	in	the	descending	sequences	on	

‘softly,	softly’	and	‘no	noise’.	The	scene	becomes	a	powerful	exercise	in	realm-

crossing	where	the	celestial	intersects	with	the	terrestrial.		Therefore,	as	the	

procession	of	airs	in	the	masque	culminates	with	Sleep’s	bass	voice	and	Purcell’s	

sublime	music,	the	audience	is	lulled	too.		

	 	

																																																								
73	Sleep	and	dreams	pervades	Shakespeare’s	entire	dramatic	canon,	including	significant	
references	or	representation	in	over	half	of	the	plays.	For	a	recent	study	see:	Filip	Krajnik,	‘In	the	
Shadow	of	Night’	(2013),	op.cit.	
74	Roger	North	on	Music:	Being	a	Selection	From	His	Essays	Written	During	the	Years	c.1695–1728,	
ed.	by	J	Wilson	(London:	Novello	&	Co.,	1959),	p.	221,	quoted	in	Holman	(1994),	op.cit.,	p.	211.	
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Example	5.7:	Henry	Purcell,	‘Hush	no	more’	from	The	Fairy	Queen	(1692),	
Act	2,	bb.	1–22.	
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Purcell’s	muse	and	former	teacher,	John	Blow	had	previously	harnessed	the	

soothing	low	bass	voice	to	great	effect	as	an	agent	of	somnolent	calm	in	the	first	

section	of	‘Music’s	the	cordial	of	the	troubled	breast’	(Example	5.8)	sung	by	John	

Gostling	in	the	Cecilian	ode	Begin	the	Song	(1684).75Gostling’s	low	range	is	

exploited	to	the	full	in	this	solo,	with	every	phrase	following	a	falling	contour,	

and	no	fewer	than	thirteen	Gostling	trademark	low	Es	or	Ds	occurring	in	the	

opening	section	alone.		

																																																								
75	Begin	the	song	sets	words	by	John	Oldham,	and	is	included	in	a	contemporaneous	collection	of	
cantatas	and	odes,	GB-Lbl,	Add.	Ms.	33287,	f.	103r–111v.	‘Music’s	the	cordial	of	the	troubled	
breast’	can	be	found	on	f.	109v–110v.	The	solo	was	also	included	by	Blow	in	Amphion	Anglicus	
(1700),	pp.	117–122. 
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Example	5.8:	John	Blow:	‘Music’s	the	cordial	of	the	troubled	breast’	from	
Begin	the	Song	(1684),	GB-Lbl,	Add.	Ms.	33287,	bb.	19–30.	
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Blow’s	scoring	of	two	violins	and	continuo	is	the	same	as	that	employed	later	by	

Purcell	in	‘Hush	no	more’	whilst	the	earlier	piece	generally	adopts	a	more	

flowing	style	in	both	the	vocal	and	violin	obbligato	lines,	Blow’s	reiterations	of	

‘calm’	articulated	by	rests	(only	in	the	voice	part)	perhaps	suggested	an	effect	

that	Purcell	was	able	to	extend	to	the	entire	ensemble	in	‘Hush	no	more’.		

The	Fairy	Queen	came	at	a	crossroads	in	the	revolution	in	science,	but	also	

of	a	change	in	how	the	theatre	related	to	the	world	around	it.	The	fact	that	

Shakespeare’s	play	had	been	adapted	(as	it	happens,	retaining	the	integrity	and	

purpose	of	the	original,)	is	perhaps	an	indication	of	attempts	by	the	theatre	in	

the	1690s,	firstly	to	realise	the	suitability	of	Shakespeare’s	work	for	repackaging	

as	a	dramatic	or	semi-opera;	and	secondly	to	make	the	play	and	musical	

additions	comprehensible	to	a	late-seventeenth	century	audience.76	As	Holman	

points	out,	The	Fairy	Queen	was	revived	in	February	1693	but	this	revised	score	

then	disappeared	until	its	rediscovery	in	the	collection	of	the	Royal	Academy	of	

Music	at	the	beginning	of	the	twentieth	century.77	Possibly	due	to	the	sheer	cost	

																																																								
76	Price	(1984),	op.cit.,	p.	322–323.	
77	Holman	(1994),	op.cit.,	p.	211.	The	original	1692	manuscript	score	does	not	survive.	For	a	
detailed	study	of	the	sources	of	The	Fairy	Queen,	see	Curtis	Price,	Henry	Purcell	and	the	London	
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of	staging	the	multi-sensory	spectaculars	at	Dorset	Garden	(seen	earlier	in	the	

failure	to	revive	Albion	and	Albanius	after	the	Monmouth	rebellion),	and	with	

both	the	original	and	revised	scores	missing,	performances	of	The	Fairy	Queen	in	

its	entirety	effectively	disappeared	from	the	money-conscious	London	stage	with	

Purcell’s	death	in	1695.	Excerpts	from	the	work	did	continue	to	be	included	in	

concert	programmes,	however,	well	into	the	eighteenth	century.78		

	

Henry	Purcell:	The	Indian	Queen	(1695)	

Henry	Purcell’s	music	for	the	Prologue,	and	Acts	2	and	3	of	Robert	Howard	and	

John	Dryden’s	exotic	play	The	Indian	Queen	is	a	demonstration	that	the	

composer,	in	the	last	months	of	his	life,	retained	an	interest	in	the	tragédie-

lyrique	style	that	had	provided	the	framework	for	Grabu’s	Albion	and	Albanius	a	

decade	previously.79	In	Act	3,	Sc.	2,	the	sorcerer	Ismeron	sings	his	celebrated	

conjuration	song	‘You	twice	ten	hundred	deities’	in	response	to	Queen	

Zempoalla’s	demand	that	he	raise	up	the	God	of	Dreams.	With	the	allocation	of	

the	God	of	Dreams	role	to	a	markedly	different	voice	type,	it	is	significant	that	the	

chief	agent	in	setting	up	the	somnolent	atmosphere	falls	to	the	bass	Ismeron.	The	

last	section	of	the	conjuration	(‘While	bubbling	springs	their	music	keep’),	a	

gentle	lilting	dance	in	slow	triple	time	‘to	lull	thee	in	thy	sleep’	(Example	5.9)	

effectively	forms,	with	the	following	instrumental	interlude	for	oboes	and	

																																																																																																																																																															
Stage	(Cambridge:	Cambridge	University	Press,	1984),	pp.	329–336,	and	Robert	Shay	and	Robert	
Thompson,	Purcell	Manuscripts:	The	Principal	Sources	(Cambridge:	Cambridge	University	Press,	
2000),	pp.	234–240.	The	most	authoritative	modern	edition	is	The	Works	of	Henry	Purcell:	
Volume	12	-	the	Fairy	Queen,	ed.	by	Bruce	Wood	and	Andrew	Pinnock	(London:	Stainer	&	Bell	for	
the	Purcell	Society,	2010).	See	also	Robert	Shay,	‘‘No,	Nothing	Offend	Our	Fairy	Queen’:	A	
Majestic	New	Edition’,	Early	Music,	Vol.	39,	No.	2	(2011),	pp.	279–280.	
78	See	Michael	Tilmouth,	‘Calendar	of	References	to	Music	in	Newspapers	Published	in	London	
and	the	Provinces	(1660–1719)’,	R.M.A.	Research	Chronicle,	No.	1	(1961),	pp.	47,	53,	55,	78	and	
79.	
79	The	circumstances	of	the	production	and	the	earlier	sections	of	Ismeron’s	aria	‘You	twice	ten	
hundred	deities’	are	explored	further	in	Chapter	7:	Witches	and	Sorcerers	below.		
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continuo,	elements	of	the	sommeil	device	found	earlier	in	the	tragédie	en	musique	

and	comédie-ballet	of	Jean-Baptiste	Lully.	The	preceding	transitional	rising	

chromatic	phrase	(‘from	thy	sleeping	mansions	rise’)	should	be	included	in	the	

sleep-inducing	process	not	only	for	the	text	it	sets,	but	also	because	it	provides	

both	the	most	intense	harmonic	progressions	and	the	dramatic	point	of	climax	in	

Ismeron’s	aria	(‘and	open	thy	unwilling	eyes’),	allied	undoubtedly	to	a	suitably	

spectacular	machine	effect	as	the	God	of	Dreams	makes	his	entrance.	The	

cascading	and	gently	rocking	repetitive	phrases	that	characterise	the	final	

section	and	the	interlude	for	oboes	form	hypnotic	waves	that	lull	the	Queen	to	

sleep	(see	Example	5.9).		

The	courtly	song	of	the	God	of	Dreams	(‘Seek	not	to	know’)	that	follows	is,	

at	best,	mundane	when	compared	to	Ismeron’s	great	air.	Scored	for	treble,	

continuo	and	a	single	obbligato	oboe	that	has	lingered	from	the	interlude	(the	

use	of	woodwind	instruments	is	itself	a	signifier	of	the	French	influence).		

Holman	opines	on	the	inevitability	of	a	sense	of	anti-climax	in	the	God	of	Dreams’	

air,	and	Purcell’s	adoption	of	a	contemporary	style	akin	to	the	generation	of	

composers	(Croft,	Eccles,	Galliard)	might	have	been	a	deliberate	ploy	to	

emphasise	the	polite	diplomacy	of	a	character	who	ultimately	fails	to	provide	the	

information	or	relief	that	the	Queen	has	demanded.80	That	the	God	of	Dreams	

here	is	a	treble	further	emphasises	the	auditory	contrast	to	Ismeron’s	more	

elevated	and	commanding	character	in	this	scene,	as	well	as	the	vital	part	that	

the	low	voice	type	plays	in	establishing	the	appropriate	atmosphere.	

	

	

																																																								
80	Holman	(1994),	op.cit.,	p.	221.	
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Example	5.9:	Henry	Purcell,	‘You	twice	ten	hundred	deities’	from	
The	Indian	Queen,	bb.	58–102.	
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Gottfried	Finger:	The	Rival	Queens	or	The	Death	of	Alexander	the	Great	
(1701).	
	
The	Moravian	composer	and	viol	player,	Gottfried	Finger	(c.1660–1730)	may	

have	arrived	in	London	as	early	as	1685,	but	there	is	certainly	evidence	to	

suggest	that	he	was	active	musically	in	the	city	by	1686.81	He	had	enjoyed	some	

success	as	a	composer,	and	had	published	accessible	music	to	appeal	to	the	

amateur	market	in	the	early	1690s.	He	was	active	in	theatrical	music	by	1695,	

working	initially	with	Betterton	at	Lincolns	Inn	Fields,	and	latterly	with	Rich’s	

company	at	Drury	Lane	around	the	turn	of	the	new	century.	The	humiliation	that	

Finger	undoubtedly	felt	at	his	fourth	placing	in	the	notorious	competition	to	set	

Congreve’s	The	Judgement	of	Paris	in	1701	evidently	put	an	end	to	his	London	

career.82	Just	prior	to	the	Judgement	of	Paris,	however,	Finger	had	collaborated	

with	Daniel	Purcell	to	provide	music	for	a	now-lost	and	anonymous	adaptation	

of	Nathaniel	Lee’s	The	Rival	Queens	or	The	Death	of	Alexander	the	Great	at	Drury	

Lane	on	20	February	1701.83		Finger’s	music	for	the	opening	of	Act	5	is	a	sleep	

scene.	The	vocal	music	from	pages	150	to	157	of	the	Cambridge	manuscript	is	a	

verbatim	setting	of	Lee’s	words	from	the	1677	original	published	edition	of	The	

Rival	Queens.84	However,	Finger	also	sets	an	exquisite	additional	item	not	in	the	

																																																								
81	Robert	Rawson,	‘From	Olomouc	to	London:	The	Early	Music	of	Gottfried	Finger	(c.1655–1730)’	
(unpublished	doctoral	thesis,	Royal	Holloway,	University	of	London,	2002),	p.	7.		
82	Robert	Rawson,	‘Harmonia	Anglicana	or	Why	Finger	Failed	in	‘the	Prize	Musick’’,	in	The	Lively	
Arts	of	the	London	Stage,	1675–1725,	ed.	by	Kathryn	Lowerre	(Farnham:	Ashgate,	2014),	pp.	28–
46.		
83	The	score	survives	in	a	manuscript	at	the	Fitzwilliam	Museum,	Cambridge	(GB-Cfm,	Ms.	87),	
which	includes	music	by	Daniel	Purcell	for	Act	3	and	sequences	by	Finger	for	Acts	2,	4	and	5.		
There	is	not	much	information	about	the	production	itself.	The	London	Stage,	Part	II,	Vol.	1	
(1700–1707),	p.	8	simply	lists	the	performance	as	having	taken	place	with	no	information	about	
cast	&c.	Timothy	Neufeldt,	‘Music,	Magic,	and	Morality:	Stage	Reform	and	the	Pastoral	Mode’’,	in	
The	Lively	Arts	of	the	London	Stage,	1675–1725,	ed.	by	Kathryn	Lowerre	(Farnham:	Ashgate,	
2014),	p.	134	includes	a	table	in	which	authorship	of	the	1701	production	of	The	Rival	Queens	is	
listed	as	‘Anon	(after	N.	Lee)’.		
84	Nathaniel	Lee,	The	Rival	Queens,	or,	the	Death	of	Alexander	the	Great	Acted	at	the	Theater-Royal	
By	Their	Majesties	Servants	/	By	Nat.	Lee	(London:	Printed	for	James	Magnes	and	Richard	Bentley,	
1677),	p.	53.	
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Lee	original,	and	presumably	the	work	of	the	anonymous	author	of	the	1701	

version.	‘Oh	Morpheus,	gentle	God	who	dwells	in	cottages	and	smokey	cells’	

(pp.157–165	of	GB-Cfm,	Ms.	87)	is	scored—unusually	in	England—for	recorder	

quartet,	continuo,	and	four	solo	singers	(Example	5.10).85	The	bass,	here	in	the	

named	character	of	Morpheus,	makes	only	a	brief	solo	appearance	in	response	to	

the	opening	alto	solo	and	following	the	homophonic	chorus,	which	reappears	as	

a	vocal	ritornello	throughout	the	song.		The	sequential	line	sits	high	in	the	voice	

at	first	but	the	soft	dynamic	implied	by	the	words	and	recorder	accompaniment,	

as	well	as	the	falling	contours	of	the	melody	provide	an	ultimately	gentle	

soothing	quality.	The	steady	soporific	effect	continues	in	the	remainder	of	the	

piece	right	up	to	the	closing	bars	of	the	concluding	‘Grand	Chorus’	where	the	

recorders	drop	out	and	the	texture	consists	of	voices	and	continuo	only.	That	the	

same	sort	of	silences,	as	seen	previously	in	Purcell’s	‘Hush,	no	more,	be	silent	all’,	

are	used	as	articulations	is	indicative	of	how	hard	it	was	for	composers	after	

Purcell	to	avoid	his	influence	in	such	noteworthy	idioms.	

	

	 	

																																																								
85	The	section	is	marked	‘Symphony	for	Flutes‘	(GB-Cfm,	Ms.	87,	p.	157).	‘Oh	Morpheus,	gentle	
God’	has	been	recorded	as	the	closing	track	of	The	Harmonious	Society	of	Tickle-Fiddle	
Gentlemen	dir.	Robert	Rawson,	‘Gottfried	Finger:	Music	for	European	Courts	and	Concerts’,	
Ramée	RAM	1802	(2019).	Rawson,	writing	in	the	programme	notes	of	the	recording,	as	well	as	in	
Lowerre	(ed)	(2014),	op.cit.,	p.	32,	attributes	such	colourful	instrumentation	to	the	opportunities	
afforded	to	Finger	by	his	work	in	theatrical	contexts,	as	well	as	pointing	towards	the	composer’s	
central	European	roots.	I	am	grateful	to	Professor	Rawson	for	his	transcription	used	as	Example	
5.10.		
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Example	5.10:	Gottfried	Finger,	‘Oh	Morpheus,	gentle	God	who	dwells	in	cottages	
and	smokey	cells’	from	The	Rival	Queens	or	the	Death	of	Alexander	the	Great	
(1701),	bb.	20–40.	
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John	Galliard:	Apollo	and	Daphne:	or	The	Burgomaster	Trick’d	(1726)	

Mystery—already	encountered	in	The	Fairy	Queen—reappears	with	Morpheus	

named,	along	with	the	character	Silence	in	Sc.	2	of	the	afterpiece	Apollo	and	

Daphne:	or	The	Burgomaster	Trick’d	(music	by	John	Galliard,	words	by	Lewis	

Theobald)	that	received	its	first	performance	at	Lincoln’s	Inn	Theatre	on	14	

January	1726	(Example	5.11).86		The	1726	published	wordbook	includes	stage	

directions	that	describe	the	entry	of	Morpheus,	played	in	the	first	performance	

by	bass	Richard	Leveridge:	

The	Stage	darken’d	with	Clouds	to	represent	the	Night.	MORPHEUS	descends	in	
a	black	Robe,	spangled	with	Stars,	his	Head	crown’d	with	Poppies,	and	a	Leaden	
Mace	in	his	Hand.87	
	

The	grandeur	of	Morpheus’s	visual	entry	finds	its	corollary	in	Galliard’s	music	set	

in	the	key	of	B-flat	major,	a	key	which	has	been	characterised	in	the	context	of	

eighteenth-century	music	as	‘magnificent,	joyful,	diverting	and	sumptuous,	yet	

also	modest	and	can	be	dainty;	masculine	energy.’88	The	dotted	rhythms,	along	

with	the	falling	tenths	in	the	upper	strings	of	the	‘Grave’	and	(presumably	forte)	

opening	of	the	orchestral	introduction,	convey	an	air	of	dignity	and	majesty	in	

the	opening	to	the	scene.	The	cadential	final	phrase	is	marked	piano,	partly	to	

dissipate	the	dynamic	energy	of	the	opening,	and	also	to	anticipate	and	establish	

the	atmosphere	of	Morpheus’	opening	accompagnato	(‘Now	sable-vested	

Clouds’),	which	is	marked	piano	in	the	strings.		

																																																								
86	The	London	Stage,	Part	II,	Vol.	2	(1717–29),	p.	850.	A	word	book	of	the	songs	was	also	
produced	in	1726:	John	Galliard,	The	Vocal	Parts	of	an	Entertainment	Called	Apollo	and	Daphne	or,	
the	Burgo-Master	Trick’d.	As	Perform’d	At	the	Theatre	Royal	in	Lincoln’s-Inn-fields	(London:	
Printed	for	T.Wood,	and	Sold	at	the	Theatre	Royal	in	Lincoln’s-Inn-Fields,	1726).	The	manuscript	
of	the	work	is	at	Durham	Cathedral:	GB-Drc,	Ms.	E30.	See	also	Brian	Crosby,	A	Catalogue	of	
Durham	Cathedral	Music	Manuscripts	(Oxford:	Oxford	University	Press	for	the	Dean	and	Chapter	
of	Durham,	1986),	p.	74.	
87	Galliard	(1726),	op.cit.,	p.	3.	
88	Gardner	(2008),	op.cit.,	p.	299:	Appendix	A	–	based	on	the	work	of	Rita	Steblin	and	Wolfgang	
Auhagen.		
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Example	5.11:	John	Galliard,	‘Now	sable-vested	clouds’	from	Apollo	and	
Daphne	(1726),	bb.	1–63.	
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A	short	reprise	of	the	opening	dotted	rhythms	and	falling	tenths	heralds	the	

entry	of	Mystery	(played	by	bass	Jean	Laguerre).	The	manuscript,	in	the	

collection	at	Durham	Cathedral	(GB-Drc,	Ms	E30)	contains	several	alterations	to	

Mystery’s	part	(‘Behold!	Mystery,	thy	faithful	Slave	attends’)	in	the	primary	hand	

which	seem	to	have	been	decisions	based	on	melodic	architecture	rather	than	

any	compromises	for	a	singer.		This	would	suggest	that	the	Durham	manuscript	

is	the	original	score	rather	than	a	fair	copy	and	then	altered	in	process	of	

performance.	Another	brief	reference	back	to	the	opening	punctuates	the	

entrance	of	Silence	(named	Slumber	in	the	1726	wordbook,	played	by	tenor	Mr	

Thomas	Salway)	for	whose	‘Soft!	A	dead	stillness	o’er	the	world	prevails’,	the	

strings	reduce	to	pizzicato	chordal	punctuations	before	Morpheus’s	re-entry	(‘Tis	

well;	together	wrapp’d	in	shade’)	re-establishes	the	con	l’arco	sustained	

chordings	in	the	accompanying	strings.	Morpheus’s	lengthier	second	entry	

remains	piano	but	with	a	now	more	purposeful	accompaniment	incorporating	

pulsating	quavers	in	bass	and	viola	and	the	dotted	rhythms	of	the	opening	in	the	

violins.	These	give	way	to	cascading	scalic	semiquavers	which	also	appear	
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momentarily	in	the	bass	vocal	part	to	colour	‘scarce	murmur	as	they	glide’.	The	

entry	of	a	bassoon	adds	instrumental	depth	to	the	most	vividly	colourful	words	

that	Morpheus	has	in	the	scene:	‘Only	the	midnight	schreech-owl’s	voice,	and	

howl	of	wolves	presume	to	break	the	solemn	silence	of	our	Reign.’		The	last	

phrase	(‘Ev’n	man,	unquiet	Man’s	at	rest’)	is	accompanied	by	the	thin	texture	of	

basso	continuo	alone,	which	allows	for	a	more	impactful	entry	of	the	concluding	

vocal	trio	(‘Mortals,	whom	anxious	passions	sway’)	in	which	the	accompanying	

instruments	either	shadow	the	vocal	lines	or	provide	harmonisations	based	on	

repeating	hypnotic	quavers.	The	musical	sequence	closes	with	a	string	ritornello	

based	on	the	vocal	trio’s	entrances	at	‘Mortals’.	

Galliard’s	gentle	treatment	of	Morpheus	seems	consistent	with	the	

paternal	and	authoritative	representation	of	earlier	and	later	sleep-related	gods,	

seen	in	the	limpid	consolation	and	comforting	setting	of	phrases	such	as	‘Inviting	

to	repose’	(bb.	11–12),	and	‘brooks	scarce	murmer	as	they	glide’	(bb.	31–32).	

The	popularity	of	Apollo	and	Daphne,	as	well	as	Leveridge’s	repeated	

performances	in	the	role	(in	addition	to	appearing	as	the	bacchanalian	Silenus	in	

the	concluding	Scene	4)	as	late	as	December	1750,	ensured	that	Galliard	and	

Theobald’s	Morpheus	continued	to	be	seen	and	held	currency	as	an	archetype	for	

the	London	theatrical	audience,	by	implication,	for	at	least	the	first	half	of	the	

eighteenth	century.		

	

John	Eccles:	Semele	(1705)	

The	libretto	for	Semele	was	written	by	William	Congreve	(1670–1729)	initially	

for	a	collaboration	of	1705	with	John	Eccles	(1668–1735),	the	leading	theatre	

composer	in	London	in	the	years	following	the	premature	death	of	Henry	Purcell.	
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Due	to	reasons	explained	elsewhere	(see	‘Apollo’	section	below),	Eccles’s	music	

for	Semele	did	not	come	to	the	stage	in	his	lifetime	(Congreve’s	words	were	later	

set	by	Handel	in	1743).	It	is	still	useful,	however,	to	set	the	creation	of	Eccles’	

Semele	within	its	political	context.	The	theme	of	failed	relationships	resonated	

with	concerns	in	England	in	the	first	decade	of	the	new	century	over	the	royal	

succession,	coming	between	the	Act	of	Settlement	(1701)	and	the	Act	of	Union	

(1707).89		The	play’s	sexual	content	would	certainly	have	conflicted	with	recent	

calls	for	moral	reform	of	the	stage	from	Collier	and	others,	and	aspects	of	its	

characterisation	reflected	the	sensibility	and	emphasis	on	compassion	as	a	

desirable	character	trait	that	was	beginning	to	appeal	to	the	middle	class	

emerging	at	this	time.	The	theatre,	unlike	its	counterpart	in	France,	had	not	been	

subject	to	monarchical	control	since	the	Restoration,	and	had	been	effectively	

left	to	its	own	devices	under	William	and	Mary	and	latterly	Queen	Anne.	The	

stage	was	thus	afforded	a	greater	degree	of	liberty	to	act	as	a	mirror	to	society—

despite	the	best	attempts	of	the	office	of	the	Lord	Chamberlain	to	act	as	a	censor.	

The	result	in	Semele	was	the	creation	of	engaging	characters	and	stories	to	which	

audiences,	composers	and	performers	could	readily	relate.		

Eccles’s	Somnus	is	found	in	‘The	Cave	of	Sleep,	the	God	of	Sleep	lying	on	

his	bed’	at	the	opening	of	Act	3.90	The	goddess	Juno,	Jupiter’s	wife	is	angered	at	

her	husband’s	adulterous	behaviour	with	the	mortal	Semele	and	swears	to	get	

her	revenge.	Amidst	a	remarkable	pizzicato	evocation	of	the	cave,	after	which	the	

instruments	switch	to	a	scurrying	and	purposeful	3/4	section,	Juno	and	her	

messenger	Iris	arrive	to	gain	Somnus’s	help	(Example	5.12).	Juno	orders	Somnus	

																																																								
89	A	detailed	survey	of	the	political	context	is	included	in	John	K.	Andrews,	‘The	Historical	Context	

of	Handel’s	Semele’	(unpublished	doctoral	thesis,	University	of	Cambridge,	2007),	pp.	19–24.		
90	GB-Lcm,	Ms.	183,	ff.	48r–54v.	A	modern	published	edition	is	also	available:	John	Eccles:	Semele	

–	an	Opera,	Musica	Britannica,	Vol.	76,	edited	by	Richard	Platt	(London:	Stainer	and	Bell,	2000).	
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awake	in	a	flourish	of	coloratura	recitative,	reinforced	by	Iris’s	almost	indignant	

‘Thyself	forsake…’			

	 	

Example	5.12:	John	Eccles,	‘The	Cave	of	Sleep’	(opening)	from	Semele	
(1705),	bb.	1–19.	
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The	music	of	Somnus’s	first	vocal	entry	(‘Leave	me	loathsome	light’)	that	follows	

is	a	clear	reference	to	the	Cold	Genius	(‘What	power	art	thou’)	in	Dryden	and	

Purcell’s	King	Arthur	(Examples	5.13	a	&	b).91	The	Eccles	manuscript	score	

includes	wavy	line	indications	over	groups	of	repeated	quavers	with	the	marking		

‘Leads	upon	the	instruments’	(these	are	reproduced	exactly	in	Example	5.13b),	a	

musical	gesture	used	by	Eccles,	perhaps,	to	amuse	the	audience	and	in	its	

parallelism	to	Purcell,	to	establish	Somnus	quickly	as	a	similar	malleable	and	

comic	character	as	that	revealed	in	King	Arthur	a	decade	and	a	half	earlier.	The	

rousing	of	Somnus	is	surely	a	parallel	dramatic	action	to	the	rousing	of	the	Cold	

																																																								
91	Platt	(2000),	op.cit.,	p.	xxxiii,	suggests	that	the	wavy	lines	in	the	score	may	‘represent	a	gentle	
drowsiness,	with	the	sign	itself	implying	something	like	a	slurred	tremolo:	i.e.	a	legato	repeated	
note	on	the	same	string.’		
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Genius,	but	whereas	in	the	latter	the	wavy	line	instrumental	effect	would	have	

signified	shivering	in	the	cold,	in	the	former	it	seems	to	imply	something	more	

somnolent.	Both	pieces	were	conceived	in	politically	uncertain	times:	King	

Arthur	never	fully	shaking	off	its	allegorical	links	to	the	recent	Exclusion	Crisis	

and	the	Glorious	Revolution,	and	Semele,	had	it	been	premiered	as	intended	in	

1705,	would	have	come	at	a	time	of	similar	concern	over	the	royal	succession.	

The	reference	in	Somnus’s	music	to	Purcell’s	Cold	Genius	may	well,	therefore,	

stand	as	a	deliberate	musical	gesture.		What	is	certain	is	that	these	twenty-one	

bars	of	Semele	constitute	the	best	music	that	Somnus	receives,	and	arguably	the	

most	interesting	and	atmospheric	of	the	surviving	opera.		And,	just	as	the	Cold	

Genius	is	immediately	put	in	his	place	by	Cupid,	here	Iris	is	on	hand	to	curtail	his	

sleepy	indifference	(‘Dull	god	canst	thou	attend…’)	but	Juno	knows	that	only	the	

name	of	his	favourite	nymph	Parsithea	will	gain	his	attention.	Iris	and	Juno	then	

sing	a	dreamy	and	flattering	duet	(‘Only	love	on	sleep	has	pow’r	o’re	Gods’),	

accompanied	just	by	upper	strings	doubling	the	vocal	parts.		They	gradually	

succeed	in	rousing	Somnus,	for	whose	‘Pleasure	with	pleasure	repose	I’ll	forsake’	

only	the	basso	continuo	re-enters	first	in	accompaniment,	and	then	in	antiphony	

with	the	full	strings	as	he	is	soothed	awake.	In	a	lengthy	section	of	recitative,	

Juno	orders	Somnus	to	send	Morpheus	(who	is	not	encountered	in	the	opera)	to	

plant	an	erotic	dream	that	will	‘agitate	his	[Jupiter’s]	kindling	fire’	and	that	he	

will	wake	up	‘furious	in	desire’	for	his	lover.	The	god	of	sleep	is	initially	reticent	

about	agreeing	to	Juno’s	wishes	(‘I	tremble	to	comply’),	but,	she	lays	out	her	plan	

to	use	Somnus’s	lead	rod	to	charm	the	savage	dragons	that	guard	the	palace	on	

Mount	Cithaeron,	and	subsequently	to	disguise	herself	as	Ino	(Semele’s	sister),	

so	that	she	can	trick	Semele	into	resisting	Jupiter	thus	inflaming	him	more.		
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Example	5.13a:	Henry	Purcell,	‘What	power	art	thou’,	Act	3,	King	Arthur	
(1691),	bb.	9–13.	
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Somnus’s	reward	for	agreeing	to	all	of	this	will	be	the	hand	of	Pasithea.	A	lively	

6/8	trio	for	the	three	conspirators	follows	(‘All	I	must	grant’)	as	Somnus	

surrenders	his	rod	and	Juno	and	Iris	haste	away	to	set	the	trap.	

	 Eccles,	in	this	music,	offers	a	decidedly	more	Italianate	take	on	the	sleep	

scene	than	most	of	the	previous	examples.	It	could	be	that	the	composer	is	

seeking	to	move	away	from	the	Purcellian	Idiom,	and	being	more	conspicuously	

Italian	in	order	to	keep	his	sails	in	the	wind.	Eccles’s	Semele	ultimately	failed	to	

find	a	safe	haven,	but	the	story	was	to	re-emerge	in	a	musical	setting	by	the	

leading	exponent	of	the	Italianate	style	in	England	in	the	following	generation	of	

composers.			
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Example	5.13b:	John	Eccles,	‘Leave	me,	loathsome	light’	from	the	sleep	
scene	in	Semele	(1705),	bb.	36–58.	
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George	Frederick	Handel:	Semele	(1743).	

A	gradual	process	of	Italianisation	can	be	discerned	in	the	sleep	scene	examples	

by	Finger,	Eccles	and	Galliard	already	discussed	above,	and	ultimately	it	is	

Handel	who	completed	the	transition,	as	seen	in	his	own	oratorio	setting	of	

Congreve’s	version	of	Semele	in	1743.	Indeed,	the	oratorio	provides	a	direct	and	

interesting	comparison	to	the	Eccles.	Handel	was	at	a	point	in	his	professional	

career	where	he	was	exercising	considerably	more	artistic	and	commercial	

freedom.	By	the	time	he	returned	from	the	celebrated	series	of	oratorio	and	

other	concert	works	performed	in	Dublin	between	December	1741	and	June	

1742,	he	had	moved	out	from	under	the	control	of	the	aristocratic	opera	

managers	and	was	keeping	position	as	the	pre-eminent	composer	in	England	

through	oratorio-based	concert	works.	In	turning	to	oratorio,	Handel	was	able	to	

offer	something	new	to	the	same	elite	audience	that	consumed	his	operas,	and	

was	not	slow	in	attempting	to	provide	repertory	based	on	sacred	or	secular	

themes.	Secular	oratorios,	in	particular,	drew	on	plots	and	character-types	that	

would	be	familiar	and	appeal	to	patrons.92	The	gentle	ironic	wit	and	concision	of	

Congreve’s	English	text	of	Semele	offered	Handel,	as	a	highly	experienced	

operatic	composer,	an	excellent	vehicle	for	shades	of	dramatic	suggestion.93	The	

‘Cave	of	Sleep’	scene	(which	like	the	Eccles	version	opens	Act	3)	finally	gave	the	

London	audience	the	bass	Somnus	that	failed	to	be	heard	in	Eccles’	unperformed	

setting	of	1705.	There	are	many	similarities	between	the	two	versions,	but	

																																																								
92	David	Hunter,	The	Lives	of	George	Frederic	Handel	(Woodbridge:	The	Boydell	Press,	2015),	pp.	
17–19;	Donald	Burrows,	Handel	(Oxford:	Oxford	University	Press,	1994),	p.	274. 
93	Jonathan	Keates,	Handel:	The	Man	&	His	Music	(London:	The	Bodley	Head,	2008),	p.	293.	For	
more	detailed	comment	on	the	adaptations	to	Congreve’s	libretto,	see	Christopher	Hogwood,	

Handel	(London:	Thames	&	Hudson,	1984),	p.184,	and	Brian	Trowell,	‘Congreve	and	the	1744	
Semele	Libretto’,	The	Musical	Times,	Vol.	111,	No.	1532	(1970),	pp.	993–994.	
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Handel	does	also	employ	some	alterations	to	the	shape	of	the	scene.94	Eccles’s	

pizzicato	opening	becomes	a	gently	lilting	lullaby	for	strings,	bassoons	and	

continuo	in	Handel’s	setting	(c.f.	Lully’s	sommeil	device	discussed	above),	but	the	

allegro	entry	of	Juno	and	Iris	is	a	common	feature,	though	in	Handel	this	morphs	

into	an	accompagnato	treatment	of	what	Eccles	sets	as	straight	recitative.		

Somnus’s	opening	air	(‘Leave	me’)	sets	the	same	text	as	Eccles,	but	gone	is	the	

Cold	Genius	reference	and	instead	is	a	soporific	6/4	for	Henry	Reinhold	(who	

also	played	the	other	bass	roles	of	Cadmus	and	the	High	Priest	in	the	premiere	

on	10	February	1744)	singing	in	a	medium	to	low	range	(A–d’,	see	Example	

5.14).95	The	low	tessitura	of	Handel’s	aria	emphasises	the	somnolence	of	the	

character	to	almost	comic	effect,	especially	as	juxtaposition	to	the	more	urgent	

writing	for	Juno	and	Iris	that	surrounds	it.	The	recitative	that	follows	for	Juno	

and	Iris	adds	an	extra	line	(‘Somnus	arise,	disclose	thy	tender	eyes…’)	and	the	

opening	section	of	Somnus’s	da	capo	aria	that	follows	(‘More	sweet	is	that	

name’),	replaces	Eccles’s	duet	for	Juno	and	Iris	(ff.	51r–51v).	‘Pleasure	with	

pleasure	repose’,	which	formed	in	Eccles	the	continuation	of	Juno	and	Iris’s	duet,	

becomes	the	middle	section	of	Handel’s	clearly	Italianate	da	capo.	The	lengthy	

recitative	section	(‘My	will	obey’)	is	also	employed	in	Handel’s	setting,	though	

the	last	line	of	Juno’s	pitch	to	Somnus	(‘Obey	my	will	thy	rod	resign	and	Pasithea	

shall	be	thine’),	which	in	Eccles’	setting	is	recitative,	becomes	the	entire	basis	of	

Juno’s	duet	with	the	god	of	sleep.	

	
	 	

																																																								
94	There	is	no	evidence	that	Handel	ever	saw	the	manuscript	of	Eccles	unperformed	version,	but	
it	is	tempting	to	speculate	that	he	might	have	done	so.	
95	The	London	Stage,	Part	III,	Vol.	2	(1736–47),	p.	1088.	
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Example	5.14:	G.	F.	Handel,	‘Leave	me,	loathsome	light’	from	Semele	
(1744),	Act	3,	Sc.1,	bb.	1–15.		
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The	duet	forms	a	final	ensemble	of	the	scene	from	which,	also	omitting	all	of	the	

‘Away	let	us	haste’	and	‘Til	of	vengeance	possess’d’	lyrics	that	are	included	by	

Eccles	(ff.	54r–54v),	Juno	and	Iris	are	able	to	make	their	exit	under	the	closing	

instrumental	bars.		

Overall,	Handel’s	setting	of	the	Cave	scene	is	emphatically	the	work	of	a	

master	of	subtlety	in	the	dramatic	art,	and	the	beneficiary	of	decades	of	musical,	

stylistic	and	aesthetic	development	over	Eccles’s	setting.		Eccles	captures	the	

comic	elements	of	the	scene	most	effectively,	and	as	a	whole	the	pace	of	the	

action	inherent	in	Congreve’s	libretto	is	realised	as	successfully,	if	not	more	so,	

than	in	the	Handel	version..		

Where	the	bass	voice	is	used,	therefore,	in	representations	of	the	Gods	of	

Sleep	over	the	period,	there	are	a	number	of	common	features:	the	exploitation	

of	middle	to	low	ranges;	the	use	of	textual	and	melodic	repetition	(or	sequence)	

as	a	calming	device;	often	mesmeric	regular	quaver	(or	metrical	equivalent)	

patterns;	the	use	of	silence	either	in	the	entire	ensemble	or	the	voice	part	alone	

for	the	same	effect;	and	often	the	use	of	piano	strings	in	accompaniment.		In	this	

sense,	there	is	a	level	of	consistency	where	the	bass	voice	is	used	in	such	roles,	or	

in	proximity	to	them.	The	sleep	scene	device	had	deep	roots	in	English	literature	

as	well	as	imported	operatic	traditions	from	France	and	Italy,	and	provided	a	

useful	dramatic	tool	for	composers	and	librettists	that	was	popular	with	

audiences.	Depictions	of	other	gods	which	could	be	said	to	accord	more	with	the	

traditional	stereotype	of	mighty	and	distant	deities,	and	which	suffered	from	the	

shift	in	English	culture	that	occurred	around	the	turn	of	the	eighteenth	century,	

seems	not	to	have	applied	to	the	gods	of	sleep.	Indeed,	such	mighty	and	distant	

deities,	such	as	Pluto,	could	be	said	to	assimilate	the	more	sensitive	and	
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personable	character	traits	displayed	by	their	somnolent	brethren	in	sleep	

scenes.		

	

	

Apollo	
	

The	nature	of	the	god	Apollo,	the	son	of	Zeus	and	Leto,	is	regarded	as	one	of	the	

more	complex	of	the	pantheon	of	the	deities	of	classical	mythology.		In	the	canon	

of	ancient	Greek	mythological	literature,	Apollo	features	prominently	in	the	

work	of	nearly	every	writer	from	Homer	to	Pindar,	Sophocles	to	Plato,	and	

Aristotle	to	Plutarch.96	Apollo	is	certainly	one	of	the	more	unpredictable	in	

nature	of	the	ancient	Greek	deities,	and	thereby	one	of	the	gods	with	whom	

classical	humanity,	and	audiences	subsequently,	most	universally	identified.	That	

unpredictability	may	well	explain	why	Apollo	was	so	well	suited	to	the	musical	

and	dramatic	sensibilities	of	the	Baroque	era,	and	may	explain	why	bass	voice	

settings	of	the	character	are	considerably	less	ubiquitous	compared	to	settings	of	

Pluto,	the	God	of	the	Underworld,	and	the	Gods	of	Sleep	discussed	above.	Plato	

was	especially	devoted	to	Apollo,	who	is	accorded	a	central	place,	for	example,	in	

a	number	of	the	Dialogues.97	There	are	many	meanings	associated	with	Apollo.	

He	is	the	god	of	music,	and	patron	more	generally	of	fine	arts.98		He	is	associated	

with	the	protection	of	flocks	and	crops,	an	outcome	of	his	banishment	to	a	year’s	

																																																								
96	David	Silverman,	‘Outline	of	Homer’s	Iliad’	(Undated.)	

<https://www.reed.edu/humanities/110Tech/Iliad.Outline.html>	[accessed	15	June	2019]:	The	

many	facets	of	Apollo	are	manifested	in	Homer’s	The	Iliad	(c.1260–1180	BCE),	where	he	is	
revealed	in	Book	1	as	a	god	of	anger	by	sending	a	plague	on	Agamemnon	and	the	Achaian	camp	

in	defence	of	his	priest	Chryses;	in	Book	5	as	the	protector	of	Aineias	from	the	rampaging	

Diomedes;	in	Book	15	as	obedient	to	Zeus’s	command	to	discourage	the	Achaians	and	revive	the	

wounded	Hektor,	and	thereby	facilitating	the	military	advantage	of	the	Trojans	over	their	enemy;	

in	Book	16	as	the	healer	of	Glaukos’s	wounds	whilst	also	attacking	and	wounding		Patroklos,	who	

is	subsequently	slain	by	Euphorbos	and	Hektor;	and	in	Book	20	as	the	persuader	of	Aineias		to	

take	on	Achilleus.	
97	Gustav	E.	Mueller,	‘Plato	and	the	Gods’,	The	Philosophical	Review,	Vol.	45,	No.	5	(1936),	p.	463.	
98	Warren	Anderson	and	Thomas	J.	Mathiesoen,	‘Apollo	(I)’	(2001)	

<http://www.oxfordmusiconline.com>	[accessed	15	June	2019].	
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hard	labour	as	a	shepherd	in	the	fields	of	King	Admetus	of	Therae	in	punishment	

for	his	conspiring	to	dethrone	Zeus.99		Apollo	is	also	the	Greek	sun	god	with	the	

appellation	Phoebus	(meaning	‘shining,	radiant’).		Burney	noted:	

As	Apollo	is	almost	always	confounded	by	the	Greeks	with	the	sun,	it	is	no	
wonder	that	he	should	be	dignified	with	so	many	attributes.	It	was	natural	for	
the	most	glorious	visible	object	in	the	universe,	whose	influence	is	felt	by	all	
creation,	and	seen	by	every	animated	part	of	it,	to	be	adored	as	the	fountain	of	
light,	heat,	and	life.100	
	

The	solar	association	was	certainly	exploited	in	full	by	the	15-year-old	French	

King	Louis	XIV	(‘The	Sun	King’)	in	his	debut	as	‘Apollo’	in	the	Ballet	Royal	de	la	

Nuit,	which	premiered	at	the	Salle	du	Petit-Bourbon	in	Paris	on	23	February	

1653.101		Apollo,	thus	embodying	the	functions	of	a	musician,	a	shepherd,	a	

healer,	and	prophet,	is	often	associated	with	the	heavenly	qualities	of	measure	

and	harmony.	But,	given	his	aforementioned	unpredictability,	he	projects	also	a	

terrestrial	violent	and	vengeful	side.102	It	is	perhaps	unsurprising	that	the	

popular	periodical,	The	British	Apollo,	which	flourished	from	1708–1711,	was	so	

named	for	its	wide-ranging	content	drawing	on	law,	mathematics,	religion,	

etymology,	literature,	science,	metaphysics,	natural	history	and	human	romantic	

relationships.103	The	more	rebellious	and	unpredictable	side	of	the	god’s	nature	

would	undoubtedly	have	found	resonance	in	the	satirical	nature	of	the	

																																																								
99	See	Robert	Graves,	The	Greek	Myths:	Vol	1	(Harmondsworth:	Penguin	Books,	1960),	p.	79.	
100	Charles	Burney,	A	General	History	of	Music,	From	the	Earliest	Ages	to	the	Present	Period	(1789):	
Volume	the	First	(New	York:	Dover,	1957),	p.	226.	
101	Fiona	Garlick,	‘Dances	to	Evoke	the	King:	The	Majestic	Genre	Chez	Louis	XIV’,	Dance	Research:	
The	Journal	of	the	Society	for	Dance	Research,	Vol.	15,	No.	2,	Papers	from	the	Dance	to	Honour	
Kings	Conference	(1997),	pp.	10–34.	
102	Claire	Bardelman,	‘Apollo.’	(2010)	<http://www.shakmyth.org/myth/28/apollo>	[accessed	
16	June	2019]	notes	that	in	the	guise	of	‘Apollyon’,	he	is	‘the	destroyer’,	though	other	sources	
seem	to	suggest	that	the	name	‘Apollo’	is	still	not	properly	understood:	see	‘‘Apollo:	Greek	God	of	
the	Sun	and	Light’’,	<https://www.greekmythology.com/Olympians/Apollo/apollo.html>	
[accessed	16	June	2019].	This	source	notes	that	Apollo	is	the	only	major	god	who	appears	by	the	
same	name	in	both	Greek	and	Roman	mythology.		
103	See	Florence	Ford	McCann,	‘The	British	Apollo:	Indicative	of	Early	Eighteenth	Century	Interest	
in	Natural	Philosophy	1708–1711’	(unpublished	Master	of	Arts	dissertation,	Duke	University,	
1942).	Also	William	Francis	Belcher,	‘A	Study	of	the	British	Apollo	(1708–1711)’	(unpublished	
doctoral	thesis,	University	of	North	Carolina	at	Chapel	Hill,	1950).	
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periodical.		Apollo’s	name,	as	the	God	of	Music,	is	added	with	some	inevitability	

to	a	number	of	published	musical	collections	in	the	late-seventeenth	to	mid-

eighteenth	century	—Apollo’s	Banquet	(the	first	volume	appeared	in	1691)	and	

Apollo’s	Feast	(1726	onwards)—but	which	continued	in	their	collections	the	

element	of	serendipitous	variety	that	expressed	something	of	the	perceived	and	

received	nature	of	the	god,	and	indicative	of	the	taste	of	the	amateur	music-

maker	and	opera-going	market	at	the	time.104	The	Apollo	Academy	was	an	

important	musical	club	formed	in	London	by	Maurice	Greene	(1696–1755)	and	

Michael	Festing	(1705–1752)	in	1731	in	opposition	to	the	Academy	of	Ancient	

Music,	and	in	whose	meetings	at	the	Devil	Tavern	in	Fleet	Street	were	performed	

odes,	masques	and	oratorios	written	by	composers	associated	with	Greene,	

including	Handel.105	

There	had	been	many	references	to,	and	uses	of,	Apollo	in	English	and	

Scottish	Literature	up	to	the	early	seventeenth	century,	and	the	god	appeared	

prominently	in	Chaucer’s	The	Franklin’s	Tale	(c.1386–1396)	[1031–35];	John	

Lydgate’s	The	Assembly	of	Gods:	Reason	and	Sensuality	(c.1422);	George	

Buchanan’s	Latin	masque	for	the	Scottish	Court	Apollo	et	Musae	Exules	[Apollo	

and	the	Muses	as	Exiles]	(1561);	an	anonymous	English	court	masque	A	Mask	of	

Apollo,	the	Nine	Muses,	and	Lady	Peace	(1572,	now	lost);	and	John	Beaumont’s	

																																																								
104	See	William	C.	Smith,	and	Charles	Humphries,	A	Bibliography	of	the	Musical	Works	Published	
By	the	Firm	of	John	Walsh	During	the	Years	1721–1766	(London:	Bibliographical	Society,	1968),	p.	
11,	which	lists	[1]	Apollo’s	Banquet.	A	Collection	of	Favourite	Song	Tunes	Comic	Dances	&c.	
Perform’d	at	the	Theatres.	Collected	for	the	Improvement	of	Young	Practitioners	on	the	German	
Flute,	Violin,	or	Harpsichord.	By	the	best	Masters…;	[2]	2d	Book	Apollo’s	Feast	or	The	Harmony	of	
the	Opera	Stage	a	well-chosen	Collection	of	the	Favourite	&	most	Celebrated	Songs	out	of	the	latest	
Operas	Compos’d	by	Bononcini,	Attilio	&	other	Authors	done	in	a	plain	&	Intelligible	Character…	.	
Smith	and	Humphries	note	that	Walsh	subsequently	produced	a	further	five	books	of	Apollo’s	
Feast	which	consist	entirely	of	songs	by	Handel	as	well	as	a	volume	of	Handel’s	Overtures	which	
was	sometimes	advertised	as	the	sixth	volume	in	the	series.		
105	Matthew	Gardner,	Handel	and	Maurice	Greene’s	Circle	At	the	Apollo	Academy:	The	Music	and	
Intellectual	Contexts	of	Oratorios,	Odes	and	Masques	(Göttingen:	Vandenhoeck	&	Ruprecht,	2008).	
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masque	in	praise	of	Prince	Charles	[soon	to	be	King	Charles	I],	The	Theater	of	

Apollo,	Where	Fires	of	Joy	are	raised:	sacred	to	the	very	happy	and	eternal	memory	

of	our	sovereign	the	Great	Apollo,	and	his	most	Royal	Offspring	(1625).106		

	 The	discussion	below	on	various	English	settings	of	Apollo	in	the	late	

seventeenth	and	early	eighteenth	centuries	serves	not	only	to	explore	some	

examples	of	where	the	bass	is	deployed,	but	also	to	reinforce	the	point	that,	

certainly	as	time	progresses,	it	is	increasingly	difficult	to	pin	down	a	clear	

pattern	for	such	settings	of	this	less	predictable	deity.	

	

Matthew	Locke:	Psyche	(1675)	

The	importance	of	Matthew	Locke’s	musical	setting	of	Psyche	(1675)	for	what	

came	after	him	in	Purcell’s	theatrical	music	is	well-established.107	We	hear	the	

voice	of	Apollo	directly	in	Act	5	of	Locke’s	score,	though	the	printed	version	of	

the	music	sets	Apollo	in	the	countertenor	register,	thus	illustrating	at	an	early	

stage	in	the	period,	that	this	was	not	a	character	reserved,	like	Pluto,	for	the	bass	

voice.108	Pan,	along	with	Pluto	are	gods	clearly	intended	by	Locke	for	a	bass	

register	in	their	use	of	F4	clef,	though	Bacchus	and	Mars	are	both	scored	in	C4	

and	the	former	in	particular	seems	to	occupy	a	baritonal	range.	However,	the	

countertenor	and	bass	voice	in	practical	terms	are	easily	interchangeable	by	

octave	transposition,	and	it	is	interesting	to	note	that	the	bass	Richard	Leveridge	

																																																								
106	An	edition	of	Beaumont’s	masque	is	available	online	at:	www.luminarium.org/renascence-
editions/beaumont1.htm.	All	of	the	listed	references	and	many	more	can	be	sourced	at	
www.shakmyth.org/myth/28/apollo/some+contemporary+references.		
107	See	Rebecca	Herissone,	‘Playford,	Purcell,	and	the	Functions	of	Music	Publishing	in	
Restoration	England’,	Journal	of	the	American	Musicological	Society,	Vol.	63,	No.	2	(2010),	p.	275;	
Murray	Lefkowitz,	‘Shadwell	and	Locke’s	‘Psyche’:	The	French	Connection’,	Proceedings	of	the	
Royal	Musical	Association,	Vol.	106	(1979–1980),	pp.	42–55;	Curtis	Price,	‘Restoration	Theatre	
Music	Restored’,	The	Musical	Times,	Vol.	124,	No.	1684	(1983),	pp.	344–345.	
108	Matthew	Lock,	The	English	Opera	or	the	Vocal	Musick	in	Psyche	With	the	Instrumental	Therein	
Intermix’d	(London:	Printed	by	T.	Ratcliff,	and	N.	Thompson	for	the	Author,	1675),	pp.	53–55.	
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is	found,	not	only	in	the	role	of	Apollo,	but	also	Pan,	Vulcan	and	Pluto	in	a	revival	

of	Locke’s	musical	setting	at	Drury	Lane	on	9	June	1704.109	By	1704,	Leveridge	

was	a	well-established	figure	on	the	London	stage,	so	his	appropriation	of	these	

parts	may	be	explained	simply	by	the	drawing	power	of	celebrity,	but	the	

adoption	of	the	bass	voice	sonority	may	also	be	indicative	of	what	audiences	of	

the	early	eighteenth	century	expected	and	preferred	of	their	stage	deities.	Apollo	

in	Locke’s	music	is	the	first	entrance	of	a	deity	to	be	prefaced	and	framed	with	a	

grand	D	major	‘Simphonie’,	as	well	as	a	repetition	of	the	previous	chorus	with	

which	to	conclude	–	all	most	fitting	for	his	elevated	status	amongst	the	gods	

(Example	5.15a).	Locke’s	Apollo	is	not	untypical	of	subsequent	appearances	of	

the	deity,	often	making	much	of	his	much	anticipated	dramatic	‘descent’	typically	

relatively	late	in	the	action,	but	also	in	the	grandeur	of	his	contribution	to	the	

scene	once	he	is	there,	witnessed	here	in	his	endorsement	of	Cupid	and	Psyche’s	

match,	as	well	as	calling	on	‘Lovers	from	the	Elizian	Groves’,	Bacchus’s	‘jolly	

crew’,	the	‘winged	spirits	of	the	skies,	and	all	your	mighty	Deities’	to	begin	the	

celebrations	that	bring	Locke’s	music	to	its	close	(Example	5.15b).	From	the	

directness	and	clarity	in	its	setting	of	the	words,	Locke’s	music	has	a	formality	

and	detachment	that	exudes	an	impressive	yet	still	distant	deity.	

	
	
	
	
	 	

																																																								
109	The	London	Stage,	Part	II,	Vol.	1	(1700–17),	p.	68:	‘All	the	vocal	and	Instrumental	compos’d	by	
the	Famous	Mr	Matthew	Lock.’	See	also	Charles	Burney,	A	General	History	of	Music,	From	the	
Earliest	Ages	to	the	Present	Period	(1789):	Volume	the	Second	(New	York:	Dover,	1957),	p.	654:		
‘In	June	this	year	[1704],	Matthew	Lock’s	opera	of	Psyche	was	revived.	And	in	July,	Circe,	an	
English	opera,	set	by	Banister	in	Charles	the	Second’s	time.	But	none	of	these	musical	pieces	
seem	to	have	drawn	together	much	company,	as	their	run	was	very	short.’	
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Example	5.15a:	Matthew	Locke,	the	Descent	of	Apollo	in	Psyche	
(1675),	Act	5,	bb.	15–25.	
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Example	5.15b:	Matthew	Locke,	‘Come	lovers	from	the	Elizian	groves’	etc.	
in	Psyche,	Act	5	(1675),	bb.	31–34,	47–50,	51–54,	55–59.	
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Henry	Purcell:	Apollo	associations:	[1]	Celestial	music	did	the	gods	inspire	
(1689)	and	[2]	The	Fairy	Queen	(1692)	
	
Bass	voice	types	continue	to	be	associated	with	Apollo	in	musical	settings	by	

Henry	Purcell.	The	first,	the	opening	bass	solo	of	the	ode	Celestial	music	did	the	

gods	inspire,	commissioned	by	the	cleric	and	teacher	Louis	Maidwell	for	his	

Westminster	school	in	1689,	sings	about	Apollo	rather	than	actually	depicting	

the	deity.110	Even	though	Apollo	is	only	mentioned	in	the	third	person,	Purcell’s	

choice	of	the	bass	to	project	and	emphasise	the	god’s	musical	associations	

(‘Celestial	music	did	the	Gods	inspire	/	When	at	their	feasts	Apollo	touch’d	his	

lyre’)	does	have	resonance	in	the	context	of	the	other	more	direct	bass	settings	

discussed	here.	The	bass	voice,	accompanied	by	imitative	strings,	with	its	rising	

melodic	lines	employing	dotted	rhythms	of	a	French	character,	high	sustained	

notes	on	both	deliveries	of	‘inspire’,	and	light	reiterations	on	‘touch’d’,	provide	

an	engaging	and	finely-crafted	opening	to	the	vocal	content	of	the	ode	(Example	

5.16).	The	work	may	not	have	enjoyed	as	high	a	profile	in	Purcell’s	lifetime,	given	

the	performance	context.	Holman	suggests	that	the	piece	may	have	been	

composed	in	haste	(the	opening	symphony	uncharacteristically,	for	Purcell,	

reuses	the	symphony	from	the	1685	Coronation	Anthem	My	heart	is	inditing),	

and	if	speed	of	creation	is	a	factor,	then	recourse	to	established	tropes	such	as	a	

bass	voice	associating	with	Apollo,	might	well	be	a	possibility.	This	should	not	

obscure,	however,	the	quality	of	this	characteristically	distant	evocation	of	

Apollo,	along	with	the	other	fine	solos	Purcell	has	furnished	in	the	ode.111		

	

	

																																																								
110	Peter	Holman,	Henry	Purcell	(Oxford:	Oxford	University	Press,	1994),	pp.	171–172.	
111	Holman	(1994),	op.cit.,	p.	172.	
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Example	5.16:	Henry	Purcell,	 ‘Celestial	music	did	 the	gods	 inspire’	 from	
Celestial	music	did	the	gods	inspire	(1689),	bb.	70–76.	
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Assigning	the	role	of	Apollo	to	a	bass	is,	in	itself,	not	a	compelling	case	for	an	

archetype,	but	it	is	an	association	that	Purcell	does	return	to	more	vividly	to	the	

in	his	1692	setting	of	The	Fairy	Queen.	

The	entry	of	Phoebus	(the	‘god	of	the	sun’	appellation	of	Apollo)	in	the	

‘Masque	of	the	Seasons’	in	Act	IV	of	Purcell’s	setting	for	the	United	Company	at	

Dorset	Garden	in	early	May,	1692,	acts	as	an	introduction	to	what	Holman	

describes	as	‘an	extended	metaphor	for	the	renewal	of	the	love	between	Titania	

and	Oberon’.112	No	cast	lists	for	the	first	performances	of	The	Fairy	Queen	

survive,	but	Matthew	A.	Roberson	has	made	a	convincing	argument	for	the	role	

of	Phoebus	being	intended	for	a	high	baritone	(the	range	of	‘When	a	cruel	long	

winter’	covers	e–g’),	and	more	specifically	for	John	Bowman,	whose	trademark	

high	baritone	roles	cover	very	similar	ranges	and	tessitura.113	Bowman	had	

played	the	short	but	very	prominent	spoken	role	of	Phoebus	in	Amphitryon,	or	

the	Two	Sosias	(Dryden	/	Purcell,	United	Company,	Drury	Lane,	?October	1690)	

where	he	is	the	first	character	heard	in	Act	1,	Sc.	1,	after	both	he	and	Mercury	

‘descend	on	several	machines’.114	As	has	been	seen	earlier	with	Albion	and	

Albanius,	and	subsequently	with	King	Arthur	and	The	Fairy	Queen,	Betterton	and	

the	United	Company	were	developing	a	reputation	for	providing	audiences	with	

spectacular,	sophisticated	and	costly	productions,	so	Bowman’s	appearance	in	

such	a	prominent	position	in	the	plot	of	Amphitryon	must	at	least	have	been	

visually	memorable,	if	not	an	indication	of	his	stage	presence	and	acting	ability.		

Inasmuch	as	it	is	known	that	the	machinery	and	costumes	created	for	the	short-

																																																								
112	Holman	(1994),	op.cit.,	pp.	211–212.	
113	Roberson	(2006),	op.cit.,	pp.	172–175.	
114	John	Dryden,	Amphitryon,	or,	the	Two	Sosia’s	a	Comedy,	as	it	is	Acted	At	the	Theatre	Royal	/	
Written	By	Mr.	Dryden	;	to	Which	is	Added	the	Musick	of	the	Songs,	Compos’d	By	Mr.	Henry	Purcel.	
(London:	Printed	for	J.	Tonson.	and	M.	Tonson.,	1691),	pp.	1–5.	
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lived	production	of	Albion	and	Albanius	were	‘recycled’	in	subsequent	

productions,	Roberson	speculates	that	whatever	spectacular	Phoebus	costume—

tailored	specifically	to	Bowman’s	frame—existed	for	the	1690	production,	might	

possibly	have	still	been	in	the	possession	of	the	United	Company,	and	could	have	

been	reused	in	The	Fairy	Queen	less	than	two	years	later.115	It	is	known	that	a	

large	part	of	the	£3000	production	costs	of	The	Fairy	Queen	had	been	spent	on	

stage	machinery	and	costumes,	so	an	opportunity	to	save	on	further	lavish	

expenditure,	as	outlined	in	Downes,	might	well	have	been	a	welcome	

economy.116	Audience	(and	composer)	memory	of	Bowman	in	the	role	in	

Amphitryon	in	1690	might	also	have	carried	anticipation	or	the	expectation	that	

he	would	appear	as	the	God	of	the	Sun	yet	again	in	The	Fairy	Queen.	This	is	a	

compelling	if	speculative	case,	but	also	the	possibility	that	Bowman	might	have	

appeared	in	the	same	role	in	two	large-scale	productions	staged	by	the	same	

company,	but	in	a	spoken	version	in	one,	and	a	sung	version	in	the	other,	points	

once	again	towards	a	greater	degree	of	variety	in	manifestations	of	Apollo	/	

Phoebus	than	with	other	deities	depicted	on	stage	throughout	the	period.		

Phoebus’s	entry	in	Act	IV	of	The	Fairy	Queen	is	a	noteworthy	display	of	

trumpets	and	drums	spurred	on	by	the	preceding	alto	duet,	‘Let	the	fifes	and	the	

																																																								
115	Matthew	A.	Roberson,	‘Of	Priests,	Fiends,	Fops,	and	Fools:	John	Bowman’s	Song	Performances	
on	the	London	Stage,	1677–1701’	(unpublished	doctoral	thesis,	The	Florida	State	University,	
2006),	p.	173.		
116	Narcissus	Luttrell,	A	Brief	Historical	Relation	of	State	Affairs…in	Six	Volumes.	Volume	2	(Oxford:	
Oxford	University	Press,	1857),	p.	435:	part	of	entry	for	28	April,	1692	–	‘On	Monday	will	be	
acted	a	new	opera,	called	the	Fairy	Queen:	exceeds	former	playes:	the	clothes,	scenes,	and	musick	
cost	3000l.’	John	Downes:	Roscius	Anglicanus,	or	an	Historical	Review	of	the	Stage	-1708,	ed.	by	J.	
Milhous	and	R.	D.	Hume,	(London:	The	Society	for	Theatre	Research,	1987),	pp.	42–43:	‘The	Fairy	
Queen,	made	into	an	Opera,	from	a	Comedy	of	Mr.	Shakespears:	This	in	Ornaments	was	Superior	
to	the	other	Two	[King	Arthur	and	Dioclesian];	especially	in	Cloaths,	for	all	the	Singers	and	
Dancers,	Scenes,	Machines	and	Decorations,	all	most	profusely	set	off;	and	excellently	perform’d,	
chiefly	the	Instrumental	and	Vocal	part	Compos’d	by	the	said	Mr.	Purcel,	and	Dances	by	Mr.	
Priest.	The	Court	and	Town	were	wonderfully	satisfy’d	with	it;	but	the	Expences	in	setting	out	
being	so	great,	the	Company	got	very	little	by	it.’	
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clarions’.		Such	glittering	entrance	music	is	wholly	typical	of	the	wealth	of	

instrumental	music	provided	by	Purcell	for	this	spectacular	production,	so	the	

contrast	with	the	bleak	opening	and	first	section	of	Phoebus’s	A	minor	air	‘When	

a	cruel	long	winter’,	that	follows	could	not	be	starker.	This	is	Phoebus	in	

reflective	mode	at	first,	the	frozen	earth	and	imprisoned	nature	seeking	‘in	vain	

to	be	free’	summing	up	in	metaphor	all	that	is	at	fault	in	the	relationship	between	

the	leading	supernatural	characters	in	the	play,	Titania	and	Oberon.117	Purcell’s	

vocal	line	for	Phoebus	in	this	first	section	is	a	master	class	in	affective	text	

setting,	including	the	poignant	falling	sixth	on	‘cruel’,	a	winding	arched	melisma	

on	‘long’,	frosty	dotted	rhythms	on	‘frozen’,	and	an	even	lengthier	melismatic	

wandering	in	illustration	of	‘seeks	in	vain’	(Example	5.17).	All	of	this	is	

accompanied	by	a	simple	architecture	of	violins	and	continuo	whose	gentle	

dissonances,	chromatic	colour	and	phrases	ending	in	frequent	imperfect	

cadences	establish	the	frigid	atmosphere	long	before	Phoebus	himself	is	heard	

for	the	first	time.	The	warmth	of	the	Sun	God’s	rays	soon	penetrate	the	ice	of	the	

opening	section,	and	a	more	energetic	and	vigorous	spirit	infuses	the	interlocked	

triple	time	second	section	of	the	air	(‘I	dart	forth	my	beams’)	which	follows	

seamlessly	on.		 	

																																																								
117	Roger	Savage,	‘The	Theatre	Music’,	in	The	Purcell	Companion,	ed.	by	Michael	Burden	(London:	
Faber	&	Faber,	1995),	p.	372.	
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Example	5.17:	Henry	Purcell,	‘When	a	cruel	long	winter’	from	Act	IV,	The	
Fairy	Queen,	bb.	1–36.	
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Whilst	the	first	section	dwells	more	towards	the	lower	end	of	the	pitch	range,	the	

energy	of	the	new	restorative	mood	explores	the	higher	echelons	of	the	vocal	

compass,	with	a	climactic	g’	heard	twice	(with	the	repeated	final	section)	leading	

off	a	cascading	string	of	dotted	rhythms.	Phoebus’s	warning	at	the	close	of	the	air	

that	‘The	world	to	its	chaos	would	return	but	for	me’,	seems	to	have	resonance	

with	a	nation	still	finding	its	equilibrium	under	the	joint	rule	of	William	III	and	

Mary	II.	The	seamless	quality	of	the	music	as	well	as	a	sense	of	growing	warmth	

and	energy	continues	into	the	militaristic	D	major	chorus	‘Hail!	Great	parent	of	

us	all’,	with	its	grand	and	triumphant	return	to	trumpet	and	drum	scoring.	

Whereas	the	speaking	Phoebus	of	Act	I	of	Amphitryon	acts	in	dialogue	with	his	

fellow	protagonist	Mercury,	the	sun	god	in	The	Fairy	Queen	does	not	interact	
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with	another	character,	at	least	in	terms	of	musical	setting.	The	result	for	the	

depiction	of	Phoebus,	therefore,	is	a	formal	impersonal	posture	more	typical	of	

ode	settings.118		

	

John	Eccles:	Semele	(1705–1707)	

It	is	unclear	why	John	Eccles’	setting	of	William	Congreve’s	Semele	was	not	ready	

in	time	for	the	delayed	opening	of	the	new	Queen’s	Theatre	in	the	Haymarket	in	

1705,	but	by	the	time	the	work	was	ready	to	go	into	rehearsal	in	January	1707,	

the	intended	lead	singer,	Anne	Bracegirdle,	was	heading	into	retirement;	

Congreve	had	withdrawn	his	interest	in	the	new	theatre;	and	a	reorganisation	of	

the	theatres	under	the	aegis	of	Lord	Chamberlain	Henry	Grey	(known	as	‘Bug’	on	

account	of	his	fierce	body	odour)	had	awarded	the	performance	of	operas	to	the	

Theatre	Royal	in	Drury	Lane.119	The	failure	of	Semele	to	be	staged	in	London—

even	when	operas	returned	to	Queen’s	under	the	management	of	Vanbrugh	in	

January	1708—until	the	first	performance	given	by	Opera	da	Camera	on	20	April	

1972,	deprived	Eccles	a	hearing	of	what	should	have	been	a	significant	work,	a	

bitter	disappointment	that	undoubtedly	contributed	to	the	composer’s	retreat	to	

a	retirement	of	angling	at	Hampton	Wick,	near	Kingston	upon	Thames.120	Semele	

would	have	been	a	fully	sung	opera	in	English,	an	attempt	to	bridge	between	the	

																																																								
118	Holman	(1994),	op.cit.,	pp.	211–213.	It	is	interesting	to	note	that	a	similar	formality	imbues	
the	opening	vocal	bass	introduction	(for	which	Bowman	is	also	the	named	singer)	and	chorus	of	
Purcell’s	ode	Hail	bright	Cecilia—the	last	of	his	four	St	Cecilia	odes—which	was	first	performed	a	
few	months	later	in	November	1692,	capture	much	of	the	same	spirit	and	even	shares	with	‘Hail!	
Great	parent’	some	features	(for	example,	the	reiterative	homophonic	‘Hail’)	–	see	The	Works	of	
Henry	Purcell:	Volume	8,	Ode	on	St	Cecilia’s	Day	1692,	ed.	by	Peter	Dennison	(under	the	
supervision	of	the	Purcell	Society),	(London:	Novello	&	Co,	1978),	p.	ix.	
119	Michael	Burden,	‘An	Eccles	Opera’,	Early	Music,	Vol.	29,	No.	2	(2001),	pp.	297–298;	Graydon	
Beeks,	‘Semele:	An	Opera	By	John	Eccles’,	Notes,	Second	Series,	Vol.	60,	No.	2	(2003),	pp.	541–
543.	See	also	John	Eccles:	Semele	–	an	Opera,	Musica	Britannica,	Vol.	76,	edited	by	Richard	Platt	
(London:	Stainer	and	Bell,	2000). 
120	Roger	Fiske,	English	Theatre	Music	in	the	Eighteenth	Century	(London:	Oxford	University	
Press,	1973),	p.	38.	
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newly-imported	Italian	opera	and	the	home-grown	semi-operatic	style	that	had	

been	evolving	in	London	theatres	since	Locke’s	Psyche	of	1675.	It	is	tempting	to	

think	of	what	might	have	been	for	the	cause	of	an	indigenous	operatic	style	had	

Semele	been	heard	as	the	intended	high-profile	first	production	at	Queen’s	in	

1705,	but	Michael	Burden	considers	that	it	would	have	been	unlikely	to	have	led	

to	anything	significant	for	that	cause	in	the	face	of	the	lure	of	an	‘exotic’	imported	

genre	with	its	attendant	singers,	language,	and	musical	idiosyncrasies.121		That	

notwithstanding,	Semele	is	considered	one	of	Congreve’s	finest	libretti,	and	

Eccles’s	music	has	a	flexibility	and	pace	appropriate	to	the	action	which	to	

modern	early	music	audience	ears	at	least,	is	pleasing	and	successful	even	if	it	

were	not	necessarily	to	the	taste	of	theatrical	management	and	audiences	of	the	

early-eighteenth	century.		Eccles’	Semele	survives	in	an	incomplete	autograph	

score	(GB-Lcm,	Ms.	183)	with	the	composer’s	revisions.122	What	is	noteworthy	

about	Eccles’s	Semele,	from	the	perspective	of	this	study,	is	the	number	of	

principal	roles	in	the	work	allotted	to	bass	or	baritone	singers.123	These	five	

roles	(Cadmus	–	King	of	Thebes;	The	Chief	Priest;	Somnus	–	the	God	of	Sleep;	

Jupiter	–	King	of	the	Gods;	and	Apollo	–	God	of	Sun	and	Prophecy),	whilst	

showing	a	connectedness	to	contemporary	operatic	practice,	are	indicative	of	the	

continuity	of	archetypes	associated	with	the	bass	voice	remaining	in	demand	

from	English	audiences	into	the	eighteenth	century.	They	also	represent	change	

																																																								
121	Burden	(2001),	op.cit.,	p.	297.	
122	John	Eccles:	Semele	–	an	Opera,	Musica	Britannica,	Vol.	76,	edited	by	Richard	Platt	(London:	
Stainer	and	Bell,	2000)	is	based	on	this	manuscript	as	well	as	the	1710	printed	libretto	and	four	
songs	published	separately.	The	editor	has	provided	appropriate	replacements	for	the	missing	
music	drawn	from	other	pieces	by	Eccles. 
123	It	is	not	clear	for	whom	these	parts	would	have	been	intended	as	there	are	no	names	included	
in	the	manuscript.	The	known	bass	singers	associated	with	Queen’s	in	1705	were	John	Bowman,	
Mr	Cook	and	possibly	Jemmy	Bowen	(i.e.	The	‘Boy’,	whose	voice	may	have	recently	broken	by	
1705).	By	10	January	1708,	Richard	Leveridge	had	joined	the	company	at	Queen’s	from	Drury	
Lane	and	would	remain	there	until	May	1713.	
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in	the	introduction	of	a	more	soft-edged,	sensitive	and	human	type	of	character	

which	was	more	to	the	taste	of	the	increasingly	gentrified	and	morally	re-

oriented	audiences	(an	outcome	of	the	criticisms	of	the	theatrical	community	

levelled	by	Collier	and	others	in	the	1690s)	patronising	the	theatres	of	London	in	

the	early	decades	of	the	new	century.124	The	character	of	Apollo,	as	with	Psyche	

thirty	years	previously,	is	first	heard	towards	the	end	of	the	opera	(Example	

5.18).	His	entrance	is	prefixed	with	a	tutti	orchestral	introduction,	allowing	full	

advantage	to	be	taken	of	the	state-of-the-art	stage	machinery	that	the	Queen’s	

Theatre	would	have	provided:		

‘A	bright	cloud	is	seen	descending	which	rests	on	the	top	of	mount	Cithæron,	

then	opening	discovers	Appollo	[sic.]	seated	in	it.’125	
	

Whilst	the	depiction	of	Apollo	retains	an	air	of	authority	and	even	the	heroic,	at	

the	start	of	the	sequence,	there	is	also	a	degree	of	levity	in	the	dotted	rhythms	of	

the	opening	4/4	and	the	repetition	of	phrases	in	Apollo’s	initial	utterances.	The	

second	section	of	the	air	(‘From	Tyrannous	love	all	your	sorrows	proceed’)	slips	

effortlessly	into	a	6/4	dance	where	a	violin	obbligato	provides	rolling	quaver	

sequences	as	a	countermelody	to	Apollo’s	elaboration	of	the	continuo	bass,	

creating	a	texture	which	has	rustic	charm	and	to	which	is	added	the	chorus	of	

villagers	at	the	end	(‘Then	mortals	be	merry	and	scorn	the	Blind	Boy’).126	

	 	

																																																								
124	The	depictions	of	Jupiter	and	Somnus	are	referred	to	in	other	sections	of	this	chapter.	
125	GB-Lcm,	MS.	183,	f.	84r.	
126	The	Blind	boy	was	a	well-known	reference	to	Cupid.	Shakespeare	(Love’s	Labour’s	Lost,	Act	3,	
Sc.	1.	lines	174–176),	refers	to	Cupid	as:	

‘This	whimpled,	whining,	purblind,	wayward	boy;	

This	senior-junior,	giant-dwarf,	Dan	Cupid…’	
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Example	5.18:	John	Eccles,	‘Apollo	comes	to	relieve	your	care’		
from	Semele	(1705),	bb.	1–28.	
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The	central	story	of	Semele	is	the	relationship	between	the	mortal	Semele	

and	Jupiter,	who	as	the	chief	interlocutor	with	Semele	is	depicted	both	as	the	

traditional	fearsome	deity	(in	which	guise	things	seriously	backfire	for	him	in	

Semele’s	death	in	Act	3),	but	more	prominently	in	the	context	of	the	action	as	a	

despairing	lover.	Similarly,	Somnus,	the	god	of	sleep,	has	already	been	seen	to	be	

a	malleable	and	wholly	human	character.127	Thus	the	depiction	of	Apollo	at	the	

end	of	the	story	is	set	within	a	context	where	the	audience	have	already	found	

much	in	the	divinities	presented	with	which	to	relate,	and	the	manifestation	of	

the	character	encountered	in	Semele	therefore,	is	markedly	less	distant,	

authoritarian	or	patriarchal	than	has	been	seen	in	earlier	English	works.		

	

Apollo	transformed	

Further	representations	of	Apollo	on	stage	in	the	opening	decades	of	the	

eighteenth	century	show,	if	anything,	a	continuing	diversification	in	how	Apollo	

is	presented	on	the	English	stage.	Pepusch’s	Apollo	and	Daphne	premiered	at	

Drury	Lane	on	12	January	1716	is	the	first	English	production	to	cast	a	soprano,	

‘Mrs	Margarita’	[Margherita	De	L’Epine,	c.1680–1746],	in	the	role	of	Apollo.128	

John	Galliard’s	setting	of	Theobald’s	Apollo	and	Daphne:	or	the	Burgo-Master	

Trick’d,	first	performed	as	an	Afterpiece	to	Aesop	at	Lincoln’s	Inn	Fields	on	14	

January	1726,	was	such	an	immediate	success	that	Drury	Lane	followed	suit	on	

11	February	with	its	own	Afterpiece:	Apollo	and	Daphne:	or	Harlequin’s	

Metamorphoses,	written	by	John	Thurmond	(who	also	acted	the	spoken	part	of	

Apollo).	However,	the	roles	of	Apollo	and	Daphne	in	the	Lincoln’s	Inn	Fields	
																																																								
127	See	‘Gods	of	Sleep’	above.		
128	The	London	Stage,	Part	II,	Vol	1	(1700–17),	p.	384.	By	this	time,	Handel	and	Pepusch	were	
both	using	women	in	male	roles	(Mrs	Barbier	had	sung	the	title	role	en	travesti	in	Handel’s	
Rinaldo	as	early	as	1713).		
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version	were	danced	rather	than	sung	or	acted,	being	presented	by	French	

dancers	Francis	Sallé	and	his	sister	Marie.129		

The	Italianate	operas	that	Handel	composed	for	London	tended	to	favour	

plots	drawn	from	ancient	history	rather	than	from	mythology,	so	appearances	of	

deities	are	relatively	rare	compared	to	the	plots	of	earlier	semi-operas	in	

England.130	The	Apollo	character	does	make	an	appearance	in	other	works	by	

Handel,	but	the	association	with	bass	voice	sonority	continues	to	lose	its	grip	in	

favour	of	other	voice-types	and	operatic	traditions.	His	version	of	Apollo	e	

Daphne	(HWV	122),	a	concise	and	dramatic	cantata	in	Italian	for	two	voices,	was	

begun	in	Italy	and	probably	completed	in	Hanover	in	1710.	The	piece	therefore	

predates	Handel’s	London	years,	and	is	one	of	only	two	Handel	works	that	retain	

Apollo	as	a	bass	role.131	Handel	did	provide	three	further	instances	of	Apollo	for	

Handel’s	London	audiences,	only	the	first	of	which	features	a	bass	in	the	role:	(1)	

Admeto,	re	di	Tessaglia	(HWV	22)	is	the	only	Handel	opera	that	features	Apollo	

(in	a	very	minor	role	in	Act	1	Sc.1)	and	was	first	performed	at	the	King’s	Theatre	

on	31	January	1726–27,	though	it	is	not	known	who	sang	the	part.	(2)	The	

serenata	Parnasso	in	Festo	(HWV	73)	first	performed	at	King’s	on	13	March	

1734,	presents	Apollo	in	a	castrato	role.132	(3)	The	oratorio	Semele	(HWV	58),	

first	performed	at	Covent	Garden	on	2	March	1744,	features	tenor	John	Beard	in	

the	role	of	Apollo,	and	used	the	same	Congreve	text	as	Eccles’	opera	of	1707	with	

																																																								
129		BDAAMD,	Vol.	13	(1991),	pp.	179–180,	and	181–184.	
130	Tim	Carter,	‘‘The	Seventeenth	Century’’,	in	The	Oxford	Illustrated	History	of	Opera,	ed.	by	Roger	
Parker	(Oxford:	Oxford	University	Press,	1994),	p.	50;	Jonathan	Keates,	Handel:	The	Man	&	His	
Music	(London:	The	Bodley	Head,	2008),	pp.	29–30.	Handel’s	London	operas	were	attuned	to	the	
Arcadian	literary	reforms	that	were	having	an	impact	on	opera	throughout	Europe.	
131	Olive	Baldwin	and	Thelma	Wilson,	‘Handel,	Eccles	and	the	Birthday	Celebrations	for	Queen	

Anne	in	1711’,	The	Musical	Times,	Vol.	154,	No.	1922	(2013),	p.	83	casts	doubt	on	the		suggestion	
that	Apollo	e	Daphne	was	the	unidentified	Italian	dialogue	performed	before	Queen	Anne	in	
London	as	part	of	her	birthday	celebrations	in	1711,	the	piece	being	not	in	praise	of	the	Queen	

and	thus	seemingly	inappropriate	for	such	an	event.	
132	The	original	Apollo	was	the	mezzo-soprano	castrato,	Giovanni	Carestini	(c.1704–c.1760).	
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additions	drawn	from	Congreve’s	own	poetry	and	that	of	Alexander	Pope.	

Apollo’s	entry	in	Handel’s	version	of	Semele	is	prefixed	with	a	majestic	sinfonia,	

but	the	god’s	words	are	set	entirely	in	accompagnato,	therefore	contrasting	

markedly	from	Eccles’s	rather	more	bucolic	treatment.	

	 The	evidence	of	Apollo’s	appearances	in	English	dramatic	music	over	the	

late-seventeenth	and	first	half	of	the	eighteenth	centuries	seems	to	suggest	

therefore	that	the	way	audiences	received	the	character	shifted	over	the	period	

from	the	formal	and	distanced	in	the	old	century	towards	a	softer-edged	and	

perhaps	more	vulnerable	character	in	the	new.	As	this	shift	occurs,	the	

depictions	of	Apollo	increasingly	move	away	from	the	bass	voice	to	other	

representations	(for	example,	in	the	soprano	voice	as	is	the	case	for	Pepusch’s	

1716	Apollo	and	Daphne).	Both	Handel	and	Pepusch	were	evidently	at	ease	with	

such	gender	fluidity	in	how	the	gods	were	voiced,	and	serves	to	illustrate	a	

difference	in	approach	to	the	portrayal	of	such	characters	between	English	and	

Italianate	practices.	That	other	voice	types	were	now	occupying	territory	

previously-held	by	bass	singers	is,	of	course,	indicative	of	changing	taste,	fashion	

and	opportunity,	but	can	also	serve	to	reinforce	the	once	strong	association	

between	Apollo	with	the	bass	voice.		

This	chapter	has	shown	across	a	number	of	god	roles,	that	the	use	of	the	

bass	voice	was	able	to	maintain	a	strong,	if	adapted,	association	for	some	(Pluto	

and	the	Gods	of	Sleep)	better	than	others	(Apollo).		In	a	period	when	attacks	on	

profanity	and	immorality	of	the	English	stage	forced	a	re-orientation	of	theatrical	

practice,	and	changing	tastes,	where	not	drawn	to	Italian	opera,	favoured	plays	

and	characters	drawn	more	on	real	life.	Supernatural	characters	were	side-lined	

increasingly	into	the	trivial	and	pantomimic,	and	shunted	by	audience	tastes	and	
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market	forces	from	the	impersonal	and	authoritative	to	the	vulnerable,	relatable	

and	accessible.	Where	the	bass	voice	had	maintained	its	hold	on	god	character-

types,	there	was	inevitably	a	degree	of	adaptation	to	reflect	the	paradigm	shift	in	

English	theatrical	culture	in	the	early	eighteenth	century.	But	to	what	extent	

could	the	same	be	said	of	the	bass	as	a	supernatural	voice	in	other	roles?	This	

will	be	the	subject	of	the	chapters	that	follow.		

	



Chapter	6:	Devils	and	Demons	

	316	

CHAPTER	6:	DEVILS	AND	DEMONS	
	
	
Restoration	and	early	Hanoverian	theatre	devils	and	demons	continued	a	stage	

practice	going	back	over	several	centuries,	and	the	presence	of	such	characters	

does	raise	a	number	of	questions	that	cast	light	on	the	association	often	made	

between	the	devils	and	demons,	with	their	deep	roots	in	English	cultural	history,	

and	the	bass	voice	type.	This	chapter	will	ask	what	their	presence	represented	

for	the	audiences	of	the	early	Restoration	compared	to	earlier	periods;	what	

changes,	if	any,	occurred	in	that	reception	as	the	seventeenth	turned	into	the	

eighteenth	century,	and	what	were	the	qualities	of	the	bass	voice	types	that	

resulted	in	so	many	of	the	musical	representations	of	such	characters	to	be	

allocated	to	the	low	male	voice.		

The	appearance	of	demonic	and	devilish	characters	in	literature	of	all	eras	

is	indicative	of	the	universal	popularity	and	fascination	with	such	figures.	In	

Greek	mythology	there	can	be	found	the	stock	character	of	the	Cacodaemon,	an	

evil	spirit	that	was	regarded	as	the	opposite	of	the	Eudaemon,	or	good	spirit.	The	

Roman	belief	system	included	Lemures	or	Larvae,1	malignant	spirits	or	ghosts	

who	were	feared	for	their	connection	with	illness	and	infection,	and	which	are	

referred	to	in	Ovid	and	Horace.2	The	demonology	that	informed	the	English	

seventeenth-century	mind,	however,	was	more	rooted	in	medieval	thought	and	

filtered	down	to	the	early	modern	period	through	the	turbulence	of	sixteenth-

																																																								
1	‘Lemures’	in	Manfred	Lurker,	The	Routledge	Dictionary	of	Gods,	Goddesses,	Devils	&	Demons	
(London:	Routledge	/	Taylor	&	Francis	Group,	1987),	pp.	110–111;	George	Thaniel,	‘Lemures	and	
Larvae’,	The	American	Journal	of	Philology,	Vol.	94,	No.	2	(1973),	pp.	182–187;	Michael	Lipka,	
Roman	Gods:	A	Conceptual	Approach	(Leiden	/	Boston:	Brill,	2009),	p.	43.	
2	Ovid,	Fasti	5.421ff:	“ritus	erit	veteris,	nocturna	Lemuria,	sacri:	inferias	tacitis	manibus	illa	
dabunt.”		“It	will	be	the	ancient	sacred	rites	of	the	Lemuria,	When	we	make	offerings	to	the	
voiceless	spirits.”		Horace,	Epistles	2.2.209:	“nocturnos	lemures	portentaque	Thessala	rides?”		“Do	
you	laugh	at	dreams,	miracles,	magical	terrors,	Witches,	ghosts	in	the	night,	and	Thessalian	
portents?”	
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century	religious	reform.3	In	coming	to	a	fuller	understanding	of	how	the	bass	

voice	was	used	in	connection	with	diabolic	characters	in	the	late-seventeenth	

and	early-eighteenth	centuries,	the	significance	of	such	characters	for	audiences	

and	how	they	emerged	from	the	medieval	period	should	be	considered.		

	

The	Medieval	Devil	

The	idea	of	a	Satan	and	his	demons	as	spiritual	entities,	and	representative	of	

evil	and	persecution	was	much	promoted	by	the	medieval	church,	as	much	as	a	

means	of	social	order	as	a	theological	maxim.	The	depiction	of	the	stage	devil	in	

mystery	plays	and	in	non-cyclic	plays,	such	as	miracle	and	morality	plays,	must	

be	seen	within	the	context	of	a	cultural	system	of	commonly-held	religious	belief	

in	which	all	that	was	wrong	derived	from	the	influence	of	the	Devil.4		This	

concept	sits	within	and	is	reflective	of	the	dualistic	framework	that	underpinned	

the	beliefs	of	medieval	communities—that	angels	and	devils	were	engaged	in	a	

battle	for	the	souls	of	humankind—and	is	a	framework	that	helps	to	illuminate	

the	ideas	of	antithesis	that	are	encountered	not	only	throughout	the	medieval	

period,	but	in	the	early	modern	period	also.	The	medieval	community’s	shared	

belief	and	participation	in	rituals,	both	sacred	(the	liturgy)	and	secular	(for	

example,	in	the	mystery	plays)	had	the	purpose	of	combating	and	defeating	the	

devil.	In	a	very	real	sense	therefore,	the	medieval	devil	was	a	representation	of	

																																																								
3	Watkins,	John.	“Bedevilling	the	Histories	of	Medieval	and	Early	Modern	Drama.”	Modern	
Philology	Vol.	101,	No.	1	(2003):	pp.	68–78	offers	a	useful	oversight	through	reviews	of	three	key	
works	of	modern	scholarship	on	stage	demonology:	see	also	John	D.	Cox,	The	Devil	and	the	Sacred	
in	English	Drama,	1350–1642	(Cambridge:	Cambridge	University	Press,	2000),	p.	209,	the	
appendix	of	which	includes	all	of	the	Devil	plays	in	English.		
4	For	further	information	on	the	devil	and	demonic	roles	in	Miracle	and	Morality	plays,	see	John	

D.	Cox,	‘Devils	and	Vices	in	English	Non-Cycle	Plays:	Sacrament	and	Social	Body’,	Comparative	
Drama,	Vol.	30,	No.	2	(1996),	pp.	188–219.	
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what	the	community	was	not.5	Thus,	demonic	appearances	in	the	mystery	play	

cycles	were	often	associated	with	those	who	might	seek	to	oppress	the	

community,	such	as	the	wealthy	and	influential	in	secular	and	sacred	life,	who	

abused	their	position	of	power.6	The	sense	of	community	in	medieval	society	

was	very	strong,	with	much	invested	in	parochial	identity.	Therefore,	those	who	

sat	outside	of	the	community,	including	the	unbaptised,	and	various	definitions	

of	foreigner	were	immediately	suspect.7	Thus	the	picture	that	emerges	of	stage	

devils	in	medieval	English	plays	is	an	‘other’	who	represents	that	which	is	not	

community;	but	which	in	the	common	mind	was	ever	present	so	that	if	the	

characters	ever	appeared	in	a	comic	role	then	the	reaction	was	likely	to	be	one	of	

Schadenfreude	rather	than	outright	hilarity.8	Narrative	theory	has	opened	up	the	

old	view	that	medieval	culture	was	in	some	way	governed	by	a	clerical	elite,	and	

now	proposes	more	of	a	circular	theory	that	official	teaching	and	theology	was	

not	exclusively	top-down,	but	may	have	been	informed	by	popular	culture.	Many	

priests,	for	example,	were	of	lowly	social	origin	themselves	and	could	

conceivably	have	been	the	conduits	for	popular	belief	that	became	clericalised	

and	passed	up	into	official	clerical	culture.9	In	legalistic	terms,	the	crime	of	

witchcraft	was	a	matter	solely	for	ecclesiastical	courts	throughout	the	medieval	

period,	and	was	not	actually	defined	in	English	civil	law	until	the	Witchcraft	acts	

																																																								
5	John	D.	Cox,	‘The	Devil	and	Society	in	the	English	Mystery	Plays’,	Comparative	Drama,	Vol.	28,	
No.	4	(1994–95),	pp.	408–410	
6	Ibid.,	pp.	414	and	426.	
7	Such	definitions	include	adherents	of	the	Jewish	faith,	and	often	Turks.	This	is	a	fascinating,	if	
rather	complex	and	sensitive	area.	See,	for	example,	Betsy	Halpern	Amaru,	‘Martin	Luther	and	
Jewish	Mirrors’,	Jewish	Social	Studies,	Vol.	46,	No.	2	(1984),	pp.	95–102	which	comments	on	
Luther’s	triad	of	treatises	published	in	1543.	
8	Cox,	‘The	Devil	and	Society…’	(1994–95),	op.cit.,	pp.	414.	
9	For	an	interesting	exploration	of	demonology	with	specific	reference	to	Sermon	Stories,	see	
Valerie	Edden,	‘Devils,	Sermon	Stories,	and	the	Problem	of	Popular	Belief	in	the	Middle	Ages’,	The	
Yearbook	of	English	Studies,	Vol.	22,	Medieval	Narrative	Special	Number	(1992),	pp.	213–225.	
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of	1542	and	1563.10	Even	under	this	legislation,	the	matter	remained	under	the	

jurisdiction	of	the	church	courts	until	a	further	act	under	a	new	monarch	in	the	

early	years	of	the	seventeenth	century.	

	

The	Reformation	Devil	

Alternative	perceptions	leading	to	and	developing	from	the	Reformation	cast	a	

different	light	on	the	impact	of	demonology	in	Western	culture,	and	in	England	in	

particular.11	The	succession	to	the	English	throne	in	1603	of	James	Stuart	was	a	

key	cultural	influence	in	that	his	own	interest	in	the	supernatural	and	his	pre-

occupation	with	the	subversive	nature	of	witchcraft	found	fertile	ground	in	a	

sycophantic	and	subservient	establishment	and	in	a	consensual	political	

climate.12	The	1604	‘Act	against	Conjuration,	Witchcraft	and	dealing	with	evil	

and	wicked	spirits’	broadened	the	Elizabethan	act	of	1563	to	make	it	easier,	

through	removal	of	jurisdiction	from	ecclesiastical	to	ordinary	criminal	courts,	

for	the	application	of	the	death	penalty	to	anyone	who	called	upon	evil	spirits.13	

The	nature	and	impact	of	demonology	in	early	modern	English	culture	has	been	

the	subject	of	much	scholarship	in	recent	years,	but	Nathan	Johnstone	in	

particular	has	provided	a	useful	overview	that	does	much	to	contextualise	the	

discussion	with	regard	to	how	bass	voice	types	were	deployed	in	relation	to	

																																																								
10	The	wording	of	these	acts	have	been	brought	together	in	Witchcraft	in	England,	1558–1618,	ed.	
by	Barbara	Rosen	(Amherst:	The	University	of	Massachusetts	Press,	1991),	pp.	51–58.	
11	See	Darren	Oldridge,	‘Protestant	Conceptions	of	the	Devil	in	Early	Stuart	England’,	History,	Vol.	
85,	No.	278	(2000),	pp.	232–246.	
12	Nathan	Johnstone,	The	Devil	and	Demonism	in	Early	Modern	England	(Cambridge:	Cambridge	
University	Press,	2006),	p.	16	
13	Witchcraft	and	the	Act	of	1604,	ed.	by	John	Newton	and	Jo	Bath	(Leiden	/	Boston:	Brill,	2008).	
For	the	wording	of	the	various	Witchcraft	acts,	see:	Witchcraft	in	England,	1558–1618,	ed.	by	
Barbara	Rosen	(Amherst:	The	University	of	Massachusetts	Press,	1991),	pp.	51–58.	



Chapter	6:	Devils	and	Demons	

	320	

devil	and	demon	roles	in	the	period.14	The	key	shift	in	seventeenth-century	

thought	about	demons	and	devils	is	grounded	in	a	fundamental	move	from	the	

spiritually-based	beliefs	of	medieval	demonology,	to	a	more	human-centred	

perception	internally	focused	on	the	individual.15	To	the	Puritanical	reformer,	

the	ability	of	Satan,	devils	and	demons	to	invade	and	influence	the	thoughts	of	

individual	Christians	through	their	own	actions,	attitudes	and	morality	became	

the	most	pressing	and	insidious	form	of	evil	manifesting	itself	in	contemporary	

society.	Temptation	assumed	a	more	central	position.	To	the	Protestant	zealot,	

all	temptation—and	therefore	all	sin—was	part	of	the	same	continuum,	with	

differentiation	between	offences	being	merely	a	question	of	scale.16	Milton’s	

Paradise	Lost	introduces	a	number	of	characters,	but	the	first	of	these	to	appear	

is	Satan,	who	reappears	throughout	the	poem	in	various	guises	from	a	powerful	

heroic	leader	in	book	one,	to	the	traditional	serpent	image	in	book	ten.17	The	

mind-set	of	the	Protestant	reformer,	which	persists	far	into	the	seventeenth	

century,	was	very	much	that	the	risk	of	temptation	and	sin	was	an	all-pervading	

and	universal	danger,	which	threatened	not	only	the	soul	and	mortality	of	the	

individual	believer,	but	also	the	very	fabric	of	society	and	the	nation.		Alongside	

the	dangers	of	temptation	described	above,	there	was	also	the	belief	that	

diabolism	lurked	beneath	the	surface	of	the	piety	exhibited	by	the	Catholic	

Church.	Modern	scholarship	emphasises	much	more	the	continuities	that	exist	

between	pre-	and	post-Reformation	views	in	that	Protestant	reformers	

																																																								
14	Johnstone	(2006),	op.cit.	
15	Johnstone	(2006),	op.cit.,	p.	11.	Dr	Faustus	is	highlighted	as	a	good	example	of	how	evil	became	
focused	in	the	individual	through	his	own	decisions	and	actions	rather	than	externalised	in	the	
spiritual	dimension.		
16	Johnstone	(2006),	op.cit.,	pp.	2	and	4.	See	also:	Nathan	Johnstone,	‘The	Protestant	Devil:	The	
Experience	of	Temptation	in	Early	Modern	England’,	Journal	of	British	Studies,	Vol.	43,	No.	2	
(2004),	pp.	173–205.	
17	First	version	published	in	1667.	
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promoted	a	new	system	of	belief	that	was	a	mirror	image	of	traditional	beliefs.	In	

other	words,	the	one	could	not	exist	without	the	other.	Thus	the	traditional	idea	

of	Satan	as	the	opponent	of	Christian	community	was	preserved,	but	what	was	

new	was	that	in	the	Protestant	mind,	the	devil	now	became	associated	with	the	

beliefs,	practices	and	rituals	of	traditional	religion	itself.18	At	the	turn	of	the	

seventeenth	century,	these	various	strands	of	thought	coalesced	vividly	in	the	

opening	years	of	James’	English	reign	in	the	prosecution	and	persecution	of	the	

subversive	Gunpowder	plotters	in	1605.19	

	

The	Early	Modern	Devil	

The	Devil	of	the	Early	Modern	era	from	the	late-sixteenth	century	until	well	into	

the	seventeenth	century	retains	much	of	the	currency	of	the	Protestant	

Reformation,	in	moving	its	emphasis	from	a	visible	‘bodily’	to	an	unseen	

‘spiritual’	(yet	still	omnipotent)	Devil.	To	the	Englishman	of	the	early-

seventeenth	century,	the	Devil	was	integral	to	the	provocation	of	sinful	thought,	

and	influencing	through	manipulative	means	the	bodies	and	minds	of	all.20	

This	belief	system,	that	emerged	from	the	Reformation,	persisted	not	least	

because	of	the	close	ties	that	reformers	had	forged	to	the	English	monarchy	from	

Henry	VIII’s	split	with	Rome,	Edward	VI	and	the	English	settlement	under	

Elizabeth	I.21	With	the	accession	to	the	throne	of	James	VI	/	I	in	1603,	and	all	of	

his	personal	interest	in	demonology,	Protestant	views	and	propaganda	which	

																																																								
18	John	D.	Cox,	‘Stage	Devils	in	English	Reformation	Plays’,	Comparative	Drama,	Vol.	32,	No.	1,	
Drama	and	the	English	Reformation	(1998),	pp.	85–116.	Also	see	the	English	Reformation	plays	
of	the	Revd	John	Bale	(1495–1563)	who	was	a	Canon	of	Canterbury	Cathedral	and	is	considered	
to	be	the	first	playwright	to	redefine	the	devil	to	identify	with	traditional	religion.		
19	Johnstone	(2006),	op.cit.,	pp.	1–2	
20	Owen	Davies,	‘‘Talk	of	the	Devil:	Crime	and	Satanic	Inspiration	in	Eighteenth-Century	England’’	
(2007)	<https://www.academia.edu>	[accessed	12	March	2019],	pp.	4–5.	
21	Cox,	‘Stage	Devils…’	(1998),	op.cit.,	p.	90.	
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developed	in	the	1500s	continued	and	infused	the	new	century.	It	is	no	surprise,	

therefore,	that	the	theme	of	temptation	is	a	seam	that	runs	through	much	of	the	

criticism	of	the	theatre	from	clerics	in	the	1690s.	The	physicality	of	devils	and	

demons	that	occurred	in	popular	culture,	for	example	in	the	broadside	ballad,	

and	through	portrayals	on	stage	throughout	the	seventeenth	century	in	the	face	

of	influential	audiences	in	London	theatres	and	in	print,	would	have	promoted	

the	Protestant	agenda.22	But	it	was	in	these	very	places	of	entertainment	and	in	

past-times	such	as	dancing	that	the	corruption	of	temptation	was,	to	the	

Protestant,	most	virulent	and	to	be	condemned.	This	mind-set	is	seen	clearly	in	

the	criticisms	of	the	London	stage	brought	against	playwrights	in	the	1690s	by	

Jeremy	Collier	and	others.	There	are,	indeed,	numerous	references	to	the	devil	in	

the	writings	of	Collier	and	other	critics	of	the	corrupting	influence	of	the	stage	in	

England.23		

‘…one	of	the	fathers	calls	Poetry	Vinum	Dæmonum,	an	intoxicating	Draught,	
made	up	by	the	Devils	Dispensatory.’24	
	
‘What	is	more	frequent	than	their	Wishes	of	Hell	and	Confusion,	Devils	and	
Diseases,	all	the	Plagues	of	this	World,	and	the	next,	to	each	other?’	[on	‘Their	
Cursing	and	Swearing’.25	

	

	 	

																																																								
22	For	example,	‘A	PROPER	/	NEW	BALLAD	/	OF	THE	/	Divels	Arse	a	Peake,	Or	SATANS	Beastly	
place,	/	Or,	In	plain	Terms	/	OF	the	POSTERIORS	and	FAG-END	of	A	Long	PARLIAMENT….	To	be	
said	or	Sung	very	Comfortably	To	the	Tune	of	Cook	Laurell.’	[Date	unknown,	Source:	Luttrell	
Ballads,	GB-Lbl,	C.20.f.4	(57.)].	See	also:	Claude	M.	Simpson,	The	British	Broadside	Ballad	and	Its	
Music	(New	Brunswick,	NJ:	Rutgers	University	Press,	1966),	p.	177	(‘The	Devil	assist	the	Plotting	
Whigs’);	p.	178	(‘De’il	Take	the	War);	pp.	179–180	(‘The	Devil’s	Progress’).		
23	see	David	Manning,	‘The	Devilʹs	Centres	of	Operationʹ:	English	Theatre	and	the		
Charge	of	Blasphemy,	1698–1708’,	in	Negotiating	the	Sacred	II:	Blasphemy	and	Sacrilege	in	the	
Arts,	ed.	by	Elizabeth	Burns	Coleman	and	Maria	Suzette	Fernandes-Dias	(Canberra:	ANU	Press,	
2008),	pp.	23–36.	
24	Jeremy	Collier,	A	Short	View	of	the	Immorality,	and	Profaneness	of	the	English	Stage	Together	
With	the	Sense	of	Antiquity	Upon	This	Argument….the	Fourth	Edition	(London:	Printed	for	S.	Keble	
at	the	Turk’s-Head	in	Fleetstreet,	R.	Sare	at	Gray’s-Inn-Gate	in	Holborn.,	1699),	p.	5	
25	Ibid.,	p.	56.	
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Devils	and	Demons	in	the	Eighteenth	Century.	

By	the	late-seventeenth	and	early-eighteenth	centuries,	the	Devil	in	English	

educated	and	popular	culture—save	for	religious	groups	that	continued	to	

promote	more	traditional	visions	of	demonic	power—had	been	largely	stripped	

of	his	powers.	The	omnipotent	Devil	of	the	early	modern	period	had	become	

increasingly	disenchanted	as	the	abstraction	of	the	divine	from	human	life	had	

grown	partially	as	a	result	of	the	rise	of	Cartesian	thought	and	Natural	Religion.26	

There	was	still	a	fascination	with	the	myth	of	the	Devil	in	this	period,	but	interest	

in	demonology	shifted	decidedly	from	the	social	to	the	more	literary	and	artistic	

imagination.27	Increasingly	in	the	eighteenth	century,	and	especially	in	the	1720s	

and	30s,	the	notion	of	Satan	and	Hell	as	the	internalised	dark	side	of	the	

individual	gained	currency.	This	was	reflected	in	literary	works	where	the	Devil	

remained	a	fearful	figure,	but	his	appearance	was	often	treated	with	an	element	

of	humour	or	irony,	such	as	the	compelling	demonic	and	monster	characters	that	

appear	in	the	pantomime	genre,	which	became	so	popular	especially	in	London	

in	the	first	few	decades	of	the	century.28		The	ability	to	find	humour	in	what	a	few	

years	earlier	was	considered	a	matter	of	terror	reflected	in	reality	more	of	a	shift	

in	popular	opinion	than	years	of	academic	and	theological	debate.29		

Similar	currents	were	reflected	in	concepts	of	demonology	in	the	Western	

part	of	Europe	at	the	same	time,	though	Witch	hunts	and	trials	persisted	in	

places	like	Hungary	and	Poland	until	at	least	the	middle	of	the	eighteenth	

																																																								
26	Davies	(2007),	op.cit.,	pp.	1–2.	
27	Robert	Muchembled,	A	History	of	the	Devil	From	the	Middle	Ages	to	the	Present	(Cambridge:	
Polity	Press,	2003),	pp.	162–164.	
28	Roger	Fiske,	English	Theatre	Music	in	the	Eighteenth	Century	(London:	Oxford	University	Press,	
1973),	pp.	67–87.		
29	Muchembled	(2003),	op.cit.,	p.	169.	
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century.30			The	scientific	advances	of	the	later-seventeenth	century,	such	as	in	

the	medical	exploration	of	how	the	body	works,	saw	a	paradigm	shift	in	thinking	

about	many	aspects	of	belief,	and	through	reasoned	arguments	exacerbated	the	

erosion	of	much	of	the	basic	accepted	understanding	of	phenomena	such	as	

magic	and	the	supernatural.		In	the	light	of	scientific	truth,	the	idea	that	spirits	

and	demons	could	influence	the	way	that	the	world	and	the	universe	functioned,	

encouraged	increasingly	sceptical	views	to	emerge.31	

	

The	Devil’s	Music	

The	musical	examples	discussed	below	offer	evidence	of	how	the	bass	voice	was	

used	to	portray	diabolical	roles	across	the	period	covered	by	this	study.	The	

survey	of	indicative	repertoire	will	help	to	argue	that	such	portrayals	mirror	the	

general	shift	in	societal	attitudes	towards	devils,	demons	and	the	supernatural	

from	the	mid-seventeenth	to	the	early	decades	of	the	eighteenth	century.	The	

preference	for	the	bass	voice	in	representing	such	exotic	characters	would	seem	

to	be	self-evident,	with	the	lower	ranges	being	easily	associated,	as	seen	in	the	

study	of	Pluto	in	Chapter	5	above,	with	the	idea	of	a	hell	‘down	there’.	Yet	also	

the	power	and	darker	tonal	colours	inherent	in	the	bass	voice	types	in	these	

contexts	might	also	be	reflective	of	the	lambent	force	of	evil	and	the	threat	of	

succumbing	to	temptation	in	the	imaginations	of	both	popular	culture	and	

educated	society.	

	
	

																																																								
30	Ibid.,	p.	148.	
31	Johnstone	(2006),	op.cit.,	p.	10	notes	that	philosophers	such	as	Liebnitz	(1646–1716),	Hume	
(1711–76)	and	Voltaire	(1694–1778)	still	write	about	evil	but	the	devil	is	seen	more	as	‘a	telling	
example	of	the	absurdity	of	Christian	belief.’		
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The	Hour	is	Come	in	which	I	must	Resign	(‘Dialogue	between	a	Dying	Man,	
An	Angel	and	the	Devil’),	composed	by	Dr	John	Wilson,	1649(?).32	
	
The	dating	of	the	dialogue	‘The	Hour	is	Come	in	which	I	must	Resign’	by	Dr	John	

Wilson	(1595-1674)	is	not	certain.	GB-Lbl,	Add.	Ms.	29396	(dated	c.1678–

c.1682)	written	in	the	hand	of	Edward	Lowe,	has	the	date	‘1679’	written	at	the	

end	of	the	piece.33	The	British	Library	catalogue	entry,	however,	states	that	this	

is	the	date	of	transcription,	and	that	the	date	has	been	changed	from	1649.34	An	

earlier	source,	GB-Ob,	MS.	Mus.	b.1	(dated	c.1650–c.1655)	places	the	piece	closer	

to	the	proposed	date	of	composition,	at	which	time	Wilson,	a	Royalist	who	had	

moved	with	the	court	to	Oxford	and	from	where	he	graduated	D.Mus	in	March	

1644,	would	have	been	sheltering	in	the	household	of	Sir	William	Walter	of	

Sarsden,	Churchill,	about	three	miles	south	of	Chipping	Norton,	Oxon	where	he	

remained	until	1656.35	The	intended	performers	of	the	piece	are	not	identified,	

but	the	individual	voice	parts	(designated	SSB	in	the	British	Library	catalogue,	

but	clearly	the	dying	man’s	part	would	fit	a	tenor	at	an	octave	lower	

transposition,	a	disposition	of	voices	that	is	used	in	the	Bodleian	source)	are	not	

																																																								
32	A	complete	transcription	of	this	piece	is	included	in	Appendix	A	below,	No.	9.	
33	GB-Lbl,	Add.	Ms.	29396,	f.	89r.	For	more	information	on	this	source,	see:	Mary	Chan,	‘Edward	
Lowe’s	Manuscript	British	Library	Add.	Ms.	29396:	The	Case	for	Redating’,	Music	&	Letters,	Vol.	
59,	No.	4	(1978),	pp.	440–454.	Page	443	suggests	that	the	manuscript,	which	is	a	commonplace	
book	of	Edward	Lowe,	was	accumulative	and	may	have	been	started	as	early	as	the	Christ	Church	
Oxford	plays	of	1636,	and	added	to	by	Lowe	himself	or	others	regularly	up	to	the	end	of	Lowe’s	
life	in	1682.	If	that	is	the	case,	then	GB-Lbl,	Add.	Ms.	29396	‘illuminates	and	provides	supporting	
evidence	for	literary	and	musical	interest,	influences	and	even	dramatic	activity	over	the	period	
1642–60	in	particular.’	
34	Edward	Lowe	c.1610–1682)	was	an	organist	of	the	Chapel	Royal	from	the	Restoration,	and	
from	1661	was	Wilson’s	successor	as	Professor	of	Music	at	Oxford.	A	friend	of	the	composer	as	
well	as	of	William	and	Henry	Lawes,	Lowe	is	considered	an	important	collector	of	English	song	
from	the	mid-seventeenth	century	—	see	Elise	Bickford	Jorgens,	‘‘Introduction’’,	in	British	Library	
Manuscripts,	Part	V:	Add.	Ms.	29396	(Songs	in	the	Hand	of	Edward	Lowe)	(New	York	&	London:	
Garland	Publishing,	Inc.,	1986),	pp.	v–vi.		For	further	information	on	Edward	Lowe,	see	Robert	
Thompson,	‘Lowe,	Edward’,	<http://www.oxfordmusiconline.com>	[accessed	15	March	2019].	
35	For	more	information	on	Dr.	John	Wilson,	see	Ian	Spink,	‘Wilson,	John’,	Oxford	Dictionary	of	
National	Biography	<http://oxforddnb.com>	[accessed	15	March	2019];	Ian	Spink,	‘Wilson,	John’,	
Grove	Music	Online<http://www.oxfordmusiconline.com>	[accessed	15	March	2019].	
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especially	taxing,	save	the	Devil’s	low	E	in	bar	114	on	‘lame’.	This	implies	that	the	

original	performance	circumstances	may	therefore	have	been	domestic	in	

nature,	though	Wilson’s	subsequent	elevation	in	1656	to	the	Professorship	of	

Music	at	Oxford	and	the	formative	/	instructional	air	of	the	work	might	suggest	

that	he	was	also	engaging	with	students.36	In	any	circumstance,	the	bass	singer	of	

the	Devil’s	role	would	have	been	at	least	competent	and	capable	of	covering	the	

range	E–d’.	

The	depiction	of	the	Devil	given	in	this	dialogue	has	much	in	common	

with	traditional	views	of	such	characters,	in	that	the	Devil	himself	as	well	as	the	

Angel	appear	as	a	physical	presence	to	the	audience.	The	depiction	is	also	in	step	

with	the	early	modern	devil	in	that	in	the	dramatic	scene	recreated	in	the	song	

the	dying	man	appears	to	hear	only	the	voices	of	his	two	interlocutors	(‘What	

voice	is	that?	A	sudden	fear	doth	wound	my	trembling	ear.’	Bars	18–22),	making	

this	an	internalised	matter	for	the	dying	man’s	conscience.	Also,	the	Devil	

comments	only	on	the	condemnation	that	the	dying	man	has	brought	on	himself	

by	his	submission	to	temptation.	The	Devil,	whose	interjections	have	an	ironic,	

and	mildly	humorous	flavour,	is	reduced	not	only	to	a	commentator	on	the	sins	

of	the	man,	but	also	the	man’s	ultimate	salvation	reveals	the	ineffectiveness	and	

duplicity	of	the	Devil	in	the	face	of	the	redemptive	act	of	Jesus	in	the	Crucifixion	

and	Resurrection:		

Angel:	‘There	nail	thyself,	be	crucified	with	the	sweet	lamb	that	died.	He	that	was	
priest	and	sacrifice	shall	snatch	thy	parting	soul	to	Paradise….	‘Devil:	‘I	find	my	
malice	struck	[and]	lame.	And	Hell	doth	tremble	at	that	glorious	name.’37	

																																																								
36	Chan	(1978),	op.cit.,	p.	442	and	12n	suggests	that	the	piece	was	one	of	number	of	dialogues	
intended	for	‘some	kind	of	theatrical	or	semi-theatrical	performance.’	
37	See	bars	94–119	of	transcription	in	Appendix	A	below,	No.	9.		
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Whatever	horror	and	terror	the	Devil	character	represents	for	the	dying	man,	

and	by	extension,	the	audience	of	the	piece,	is	soon	undermined	and	the	Devil	is	

shown	ultimately	to	be	the	loser	in	the	scene.	However,	the	message	that	is	being	

promoted	is	still	that	damnation	is	a	threat	for	those	who	countenance	

temptation.	Wilson’s	piece	could	be	said,	therefore,	to	be	instructional	in	that	

sense,	as	well	as	possessing	an	air	of	domestic	piety.		

	
	
‘To	what	great	distresses	proud	Psyche	is	brought’,		
Matthew	Locke,	Psyche	(1675)	

No	such	piety	can	be	attached	to	the	‘Devils	and	Furies’	scene	that	comes	at	the	

beginning	of	Act	5	of	Thomas	Shadwell’s	Psyche.	This	early	example	of	semi-

opera	was	staged	in	1675,	and	was	by	all	accounts	a	spectacular	mix	of	

machinery,	sets,	costumes	and	characters.	The	description	of	the	staging	for	the	

infernal	scene	is	described	in	the	libretto,	which	was	printed	in	the	same	year	as	

the	production:	

The	Scene	represents	Hell,	consisting	of	many	burning	Ruines	of	Buildings	on	

each	side:	In	the	foremost	Pieces	are	the	Figures	of	Prometheus	and	Sisyphus,	
Ixion	and	Tantalus.	Beyond	those	are	a	great	number	of	Furies	and	Devils,	
tormenting	the	Damned.	In	the	middle	arise;	the	Throne	of	Pluto,	consisting	of	
Pillars	of	Fire;	with	him,	Proserpina;	at	their	feet	sit	Minos,	
Aeacus,	and	Rhadamanthus.	With	the	Throne	of	Pluto	arise	a	great	number	of	
Devils	and	Furies,	coming	up	at	every	rising	about	the	House.	Through	the	Pillars	

of	Pluto's	Throne,	at	a	great	distance,	is	seen	the	Gate	of	Hell,	through	which	a	
Lake	of	Fire	is	seen;	and	at	a	huge	distance,	on	the	farther	side	of	that	Lake,	are	

vast	Crowds	of	the	Dead,	waiting	for	Charon's	Boat.38	
	

	

The	devils	and	furies	are	presented	as	traditional	evil	and	mischievous	demons	

and	could	therefore	have	still	been	received	by	audiences	as	figures	of	fear	

																																																								
38	Thomas	Shadwell,	Psyche:	A	Tragedy,	Acted	at	the	Duke’s	Theatre.	Written	by	Tho.	Shadwell	
(London:	Printed	by	T.	N.	for	Henry	Herringman,	at	the	Anchor	in	the	lower	Walk	of	the	New	

Exchange,	1675),	p.	53	–	available	online	at:	https://quod.lib.umich.edu/e/eebo.	
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despite	what	to	modern	ears	sounds	like	cynicism	and	perversity.	Their	

utterances	are	thoroughly	anti-Christian,	but	are	couched	in	overtly	positive	

turns	of	phrase	(Example	6.1).		The	scene	consists	of	short	solo,	duet	and	trio	

phrases	for	various	combinations	of	devils	and	furies,	and	punctuated	by	a	six-

part	chorus,	which	is	heard	three	times	in	all.	The	scene	therefore	has	the	feel	

and	structure	of	a	fast-paced	dialogue	that	is	well-suited	to	the	drama	and	

spectacle.	Only	the	first	set	of	solos	refer	to	the	action	of	the	play	however—the	

second	and	third	are	devoted	to	generalised	description	of	what	awaits	the	

damned	and	the	pleasure	with	which	the	devils	and	furies	will	take	in	exacting	

the	various	tortures	and	cruelties.	The	‘1st	Devil’	and	‘2nd	Devil’	are	both	basses	

and	are	paired	with	soprano-voiced	furies.	Locke	always	sets	the		‘1st	Devil’	to	

take	the	initial	solo	line,	and	the	‘2nd	Devil’,	whose	part	is	lower,	always	seems	to	

express	darker	thoughts	and	intentions	(‘become	the	black	subjects	of	hell…	In	

perpetual	howlings	and	groans	we	take	pleasure…	whilst	for	itself	fools	and	

monsters	preserve’).	Locke’s	music	for	the	devils	in	this	scene	is	in	no	way	

specialized	or	virtuosic,	so	would	have	been	suitable	for	players	whose	acting	

and	character	formation	skills	may	have	been	more	acute	than	their	singing	

abilities.		
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Example	6.1:	Matthew	Locke,	excerpt	from	‘Devils	and	Furies’	

scene,	Psyche,	Act	5,	bb.	65–93.	
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Thomas	Shadwell’s	The	Libertine:	‘The	Devil’s	Song’,	settings	by	William	
Turner	(1675)	and	Henry	Purcell	(c.1695).	
	

The	Devils’	Song	in	Shadwell’s	The	Libertine,	appears	toward	the	end	of	Act	5,	Sc.	

2.	The	thoroughly	unpleasant	trio	of	Don	John,	Don	Lopez	and	Don	Antonio	have	

raped,	murdered	and	swindled	their	way	through	the	preceding	four	acts,	and	

come	in	Act	5	to	the	graveyard	of	a	convent	where	they	are	confronted	by	the	

ghosts	of	their	many	victims.	Don	John	and	his	companions	mock	the	assembled	

company	of	ghosts,	and	demand	wine,	but	are	instead	offered	glasses	of	blood	

(‘Tis	fit	for	such	blood-thirsty	wretches’),	which	they	throw	down,	disgusted	at	

the	affront.	The	chorus	of	devils	then	appear	and	perform	their	masque,	after	

which	Don	Lopez	and	Don	Antonio	are	swallowed	up	into	hell,	leaving	the	most	

diabolical	of	the	trio,	Don	John,	alone	and	defiant	to	the	end.39	Amidst	thunder	

and	lightning,	the	devils	sink	back	to	hell,	taking	Don	John	who	is	‘cover'd	with	a	

Clowd	of	fire	as	he	sinks’. 		

Shadwell’s	tragedy	not	only	includes	actual	devils	as	part	of	the	climax	of	

its	final	scene,	but	the	diabolical	characters	are	also	mentioned	frequently	

throughout	the	text	(the	term	‘devil’	features	nearly	fifty	times).	It	is	clear	that	

devils	and	demons	are	figures	of	terror	and	fear	and	the	fact	that	they	suffuse	the	

entirety	of	The	Libertine	is	no	surprise	given	the	depravity	of	the	central	

																																																								
39	Thomas	Shadwell,	The	Libertine:	A	Tragedy.	Acted	by	His	Royal	Highness’s	Servants.	Written	By	
Tho.	Shadwell	(London:	Printed	by	T.	N.	for	Henry	Herringman,	at	the	Anchor,	in	the	Lower	Walk	
of	the	New	Exchange,	1676),	pp.	84–85:	

‘These	things	I	see	with	wonder,	but	no	fear.	

Were	all	the	Elements	to	be	confounded,	

And	shul'd	all	into	their	former	Chaos;	

Were	Seas	of	Sulphur	flaming	round	about	me,	

And	all	Mankind	roaring	within	those	fires,	

I	could	not	fear	or	feel	the	least	remorse.	

To	the	last	instant	I	would	dare	thy	power.	

Here	I	stand	firm▪	and	all	thy	threats	contemn;	
Thy	Murderer	stands	here,	now	do	thy	worst.’		
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character,	Don	John,	whose	actions	inevitably	lead	to	judgement	and	

retribution.40 

The	music	of	the	Devils’	song	in	the	production	of	12	June	1675	at	Dorset	

Garden	was	provided	by	William	Turner	(1651–1740).41		Turner,	a	counter-

tenor	Gentleman	of	the	Chapel	Royal	from	1669	until	his	death	over	70	years	

later,	had	sung	in	Shadwell’s	production	of	The	Tempest—also	at	Dorset	Garden	

probably	on	Thursday	30	April	1674—which	confirms	an	already	established	

and	on-going	association	between	the	playwright	and	the	composer.42		

Henry	Purcell	provided	the	music	for	a	revival	of	Shadwell’s	play,	the	date	

of	which	is	unknown	but	may	have	been	as	late	as	1695	given	that	the	prelude	

which	comes	before	his	setting	of	the	Devils’	song	was	also	used	in	the	music	for	

the	funeral	of	Queen	Mary	in	March	of	the	same	year.43	Turner’s	setting	of	the	

Devils’	song	in	Act	5	is	clearly	not	as	elaborate	or	possesses	the	solemn	

architecture	of	Purcell’s	later	setting,	but	its	86	bars	(as	opposed	to	Purcell’s	128	

bars)	does	have	a	directness	and	intimacy	that	is	more	proportionate	to	the	

scene.	Turner’s	music	survives	in	a	single	manuscript	(GB-Lbl,	Add.	Ms.	22100,	ff.	

103r–105r),	a	collection	of	sacred	and	secular	compositions	by	various	

composers	dating	from	the	early	1680s,	rather	than	in	a	theatrical	source.	Both	

settings	are	in	the	key	of	C	minor,	a	key	often	associated	with	tragedy,	and	both	

versions	use	a	bass	solo	voice	in	the	role	of	Devil	1.44	Given	the	inevitability	of	

																																																								
40	For	more	on	the	background	to	The	Libertine,	and	its	reception	and	comments	on	the	musical	
settings	by	Turner	and	Purcell,	see	Curtis	Price,	Henry	Purcell	and	the	London	Stage	(Cambridge:	
Cambridge	University	Press,	1984),	pp.	111–117.		
41	The	London	Stage,	Part	I	(1660–1700),	p.	233	records	that	this	may	not	have	been	the	premiere	
performance,	but	that	a	further	performance	on	15	June	may	indicate	that	the	initial	run	of	
performances	was	indeed	in	early	June.		
42	Ibid.,	pp.	215–216.		
43	For	a	further	discussion	on	the	relationship	between	the	two	appearances	of	this	music,	see	
Price	(1984),	op.cit.,	pp.	116–117.	
44	Richard	Taruskin,	The	Oxford	History	of	Western	Music.	Vol.	2:	Music	in	the	Seventeenth	and	
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the	destination	of	the	plot	of	The	Libertine,	and	the	frequency	of	references	to	

such	demonic	beings,	their	eventual	appearance	was	much	anticipated.	The	aural	

impact	of	a	bass	voice	is	immediately	associated	with	both	the	concept	of	hell	

‘down	there’	and	the	solemn	nature	of	what	is	about	to	happen	to	the	three	Dons.	

Both	musical	versions	are	faithful	to	Shadwell’s	libretto	published	in	1676,	

though	one	variant	from	the	libretto	common	to	both	settings	is	‘Kindle	fresh	

flames	of	Sulphur	there’	which	in	the	published	text	is	given	to	Devil	2,	but	in	the	

musical	versions	remains	in	both	cases	with	Devil	1.45	The	deviation	makes	sense	

as	the	borrowed	phrase	is	a	continuation	of	the	same	thought,	and	also	in	the	

Turner	setting,	this	balances	the	two	opening	solos	for	bass	and	tenor	at	twelve	

and	eleven	bars	respectively.	Purcell	does	provide	a	separation	of	this	line	from	

the	preceding	‘And	on	the	brink	of	Hell	appear’	with	chorus	reiterations	of	the	

opening	‘Prepare,	prepare’.	The	similarity	in	textual	reorganisation	is	a	clear	

indication	that	Purcell	was	familiar	with	the	earlier	version.46	

The	identities	of	the	bass	soloists	for	either	setting	are	not	recorded,	but	

the	list	of	personnel	in	the	Duke’s	Company	in	1675	does	include	the	name	of	

Samuel	Sandford	(fl.	1661–1698).47	Sandford	became	known	for	playing	villains	

and	other	sinister	characters	on	account	of	his	physical	appearance,	and	it	is	

probable	that	he	was	also	a	bass	singer.48	He	went	on	to	play	over	sixty-one	

																																																																																																																																																															

Eighteenth	Centuries	(Oxford:	Oxford	University	Press,	2010),	p.	702.	
45	Shadwell	(1676),	op.cit.,	p.	83.	
46	Price	(1984),	op.cit.,	p.	114:	‘Purcell’s	resetting	of	this	scene	owes	much	to	the	original’.		
47	The	London	Stage,	Part	I	(1660–1700),	pp.	219–221.	
48	Curtis	Price	and	Irene	Cholji,	‘Dido’s	Bass	Sorceress’,	The	Musical	Times,	127,	No.	1726	(1986),	
p.	617	traces	the	tradition	of	the	baritone	voice	being	used	in	the	portrayal	of	sorceress	roles,	and	

mentions	Sandford	in	the	role	of	Hecate	in	1673.	Writing	much	later	of	Sandford,	Colley	Cibber	in	

An	Apology	for	the	Life	of	Mr.	Colley	Cibber	(London:	John	C.	Nimmo,	1889),	pp.	130–135,	shows	
much	admiration	for	the	actor:	‘But	poor	Sandford	was	not	the	Stage-Villain	by	Choice,	but	from	

Necessity	;	for	having	a	low	and	crooked	Person,	such	bodily	Defects	were	too	strong	to	be	

admitted	into	great	or	amiable	Characters;	so	that	whenever	in	any	new	or	revived	Play	there	

was	a	hateful	or	mischievous	Person,	Sandford	was	sure	to	have	no	Competitor	for	it	:	Nor	indeed	
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roles,	but	never	rising	beyond	a	supporting	actor,	and	usually	appearing	only	

briefly	but	nevertheless	memorably.
49

	It	is	likely	that	the	role	of	Devil	1	would	

have	been	a	good	fit	for	the	actor,	still	in	the	early	years	of	his	known	association	

with	the	Duke’s	Company.	Turner’s	music	for	Devil	1	is	relatively	simple,	the	

short	phrases	being	based	squarely	on	the	triple	time	that	persists	throughout	

the	scene,	and	with	regular	hemiolic	cross-rhythms	to	add	interest.	The	range	is	

c–e	flat’,	and	would	suit	an	actor	of	modest	singing	abilities,	further	underlined	

by	the	presumed	doubling	of	the	bass	part	in	the	duet	section	(bars	52–60).	

Purcell’s	Devil	1,	however,	would	require	a	bass	singer	of	more	facility	as	

witnessed	by	the	athletic	leaps	of	the	opening	bars	(Example	6.2a)	across	the	

increased	range	(G–e	flat’)	as	well	as	the	touches	of	coloratura	adding	emphasis	

and	demonic	relish	to	the	two	occurrences	of	the	word	‘flames’	in	bars	30	

(Example	6.2b)	and	83	(Example	6.2c).		The	identity	of	a	possible	singer	is	

complicated	by	the	lack	of	a	clear	date	of	the	first	performances.	In	the	1691–92	

season,	three	known	bass	singers	are	listed	on	the	books	of	the	United	Company,	

Sandford,	Bowman	and	Wiltshire.	Sandford	could	well	have	reprised	a	role	he	

might	have	created	in	the	1670s,	but	now	a	more	established	and	experienced	

actor,	he	might	have	expected	more	than	a	minor,	albeit	prominent	role	towards	

the	end	of	Act	5.		John	Bowman	(b.1651)	was	an	established	actor	and	by	the	

1690s	was	well-known	for	portraying	fops	and	kindly	friend	roles.	

  

																																																																																																																																																															

(as	we	are	not	to	suppose	a	Villain	or	Traitor	can	be	shewn	for	our	Imitation,	or	not	for	our	

Abhorrence)	can	it	be	doubted	but	the	less	comely	the	Actor's	Person	the	fitter	he	may	be	to	

perform	them.’	(p.	131)	
49
	Judith	Milhous,	‘Sandford,	Samuel	(Fl.	1661–1698)’	(January	2008)	

<http://www.oxforddnb.com/view/article/24641>	[accessed	December	5,	2016].		
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Example 6.2a: Henry Purcell,	‘Prepare,	prepare,	now	ghosts	draw	near’	
(bb.	1–6),	from	The	Libertine.	
 
	

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Example 6.2b: Henry Purcell,	‘Prepare,	prepare,	now	ghosts	draw	near’	
(bb.	29–31),	from	The	Libertine. 

 

Example	6.2c:	Henry	Purcell,	‘Prepare,	prepare,	now	ghosts	draw	near’	
(bb.	80–84),	from	The	Libertine.	
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It	is	therefore	unlikely	that	he	would	be	associated	with	such	a	minor	role	and	as	

a	devil.	John	Wiltshire’s	involvement	with	the	United	Company	from	the	early	

1690s	is	unclear	but	he	is	likely	to	have	taken	a	number	of	minor	roles	around	

this	time,	which	would	place	him	as	a	possible	strong	candidate	for	the	Devil	1	

part.50	He	appears	to	have	been	a	competent	singer	judging	from	the	pieces	

known	to	have	been	sung	by	him,	and	would	have	easily	suited	the	range	of	the	

part.	Sandford	and	Bowman	remained	on	the	list	of	the	United	Company	until	

Betterton’s	split	in	1695,	when	both	moved	with	the	rebels	to	Lincolns	Inn	

Fields.	John	Reading	is	also	listed	in	the	United	Company	in	1692–94	and	again	

would	have	suited	the	range	of	the	Devil	1	role.51	Reading	is	associated	with	

performances	of	the	mad	dialogue,	‘Behold	the	man	with	gigantick	might’	in	The	

Richmond	Heiress	of	1693,	and	so	was	no	stranger	to	sinister	and	menacing	

characters	on	stage.		

Purcell’s	augmentation	of	the	texture	to	incorporate	obbligato	

instruments,	increased	chorus	involvement	and	expansive	solo	vocal	lines	makes	

for	a	rather	more	monumental	musical	experience	than	Turner’s	less	musically	

developed	interlude.	Neither	setting,	despite	the	differences	in	scale,	are	

intended	for	amusement.	Both	settings	possess	a	musical	seriousness	that	does	

not	distract	from	the	dark	solemnity	of	the	plot	reaching	its	inevitable	conclusion	

a	few	pages	later.	The	devils	in	each	setting	remain	figures	of	terror	and—

bearing	in	mind	the	greater	weight	accorded	to	the	scene	in	the	1690s	revision—

the	sense	of	menace	and	despair	must	have	been	as	apparent	and	resonant	with	

Purcell’s	audience,	if	not	more	so	than	that	of	Turner	in	the	mid-1670s.		

																																																								
50	‘John	Wiltshire’	in	BDAAMD,	Vol.	16	(1993),	pp.	181–182.	
51	‘John	Reading’	in	BDAAMD,	Vol.	12	(1987),	pp.	277–279.	
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John	Weldon:	‘Where	does	the	black	fiend	ambition	reside’	The	Tempest,	
[1712].		
	
The	music	for	the	Davenant	/	Dryden	version	of	Shakespeare’s	The	Tempest	was	

misattributed	to	Henry	Purcell	up	until	Margaret	Laurie’s	1964	article	which	

raised	a	series	of	questions	challenging	the	music’s	authorship.52	The	argument	

that	John	Weldon	was	the	composer,	and	that	the	music	was,	in	fact,	produced	

for	a	Drury	Lane	revival	(from	7	January,	1712)	is	convincing,	if	not	conclusive.53	

The	appearance	of	the	two	devils	and	chorus	towards	the	beginning	of	Act	2,	Sc.	

1	comes	as	Alonzo,	Antonio	and	Gonzalo	re-enter	the	action	having	survived	the	

storm	at	sea	which	begins	the	play.		They	find	themselves	in	a	strange	and	

sinister	place:	

Gonzalo:		 Musick!	And	in	the	air!	Sure	we	are	shipwreck	on	the	Dominions	
of	some	merry	Devil.	

	
Antonio:	 This	Isle’s	inchanted	ground,	for	I	have	heard	
	 Swift	voices	flying	by	my	Ear,	and	groans	
	 Of	lamenting	Ghosts.	
	
Alonzo:	 I	pull’d	a	Tree,	and	Blood	pursu’d	my	hand;		
	 O	Heaven!	Deliver	me	from	this	dire	dare	place,	and	all	the	after	

actions	of	my	life	shall	mark	my	penitence	and	my	bounty.	Heark!	
[A	Dialogue	within	sung	in	parts.]	The	sound	approach	us.	

	
Both	of	the	devils	in	the	British	Library	manuscript	are	basses.54	This	therefore	

re-uses	a	texture	previously	used	in	England	in	a	number	of	royal	odes	in	the	

1680s	and	90s	to	project	an	air	of	authority	and	threat	(Example	6.3).55		

	 	

																																																								
52	Margaret	Laurie,	‘Did	Purcell	Set	‘the	Tempest	Did	Purcell	Set	‘the	Tempest?’’	Proceedings	of	the	
Royal	Musical	Association,	90th	Session	(1963–1964),	pp.	43–57	(especially	pp.	50–57).		
53	The	London	Stage,	Part	II,	Vol	1	(1700–17),	p.	266.	
54	GB–Lbl,	Add.	Ms.	62667,	ff.	4v–11r.	The	manuscript	is	dated	1685–96	in	the	British	Library	
catalogue,	but	RISM	(ID	No.	806251431)	date	it	to	1730–90.		
55	See	Chapter	4	above.	
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Example	6.3:	John	Weldon	(attr.),	‘Where	does	the	black	fiend	ambition	
reside’,	from	The	Tempest,	Act	2,	Sc.	1,	bb.	1–26.	
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The	Devils	are	integrated	into	the	action	rather	than	set	as	a	separate	masque,	

and	their	conversation	in	commenting	on	the	situation	and	fate	of	the	three	

mariners	stranded	on	the	Island,	makes	more	general	points	which	could	apply	

to	any	(i.e.	the	audience)	listening	in	to	the	dialogue.	Such	moralising	in	song,	

cast	in	a	dance-like	triple	time,	serves	to	soften	what	would	have	been	received	

as	frightening	characters	when	Davenant	and	Dryden’s	adaptation	of	

Shakespeare’s	play	first	came	out	in	1670.	As	with	Matthew	Locke’s	earlier	music	

for	devils	in	Pysche,	the	bass	solo	material	here	is	intended	for	actors	rather	than	

professional	singers,	but	the	independence	of	the	sung	vocal	parts	from	the	

continuo	would	suggest	some	level	of	musical	competence.	The	identity	of	the	
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singers	who	performed	in	the	1712	version	is	not	known,	but	Margaret	Laurie	

proposes	that	the	‘principal	devil’	(presumably	‘Devil	1’)	was	probably	Charles	

Renton.56	Renton	went	on	to	perform	as	Polyphemus	in	Acis	and	Galatea	in	1723,	

so	was	clearly	well-suited	to	scary,	but	potentially	light-hearted	roles,	of	the	sort	

that	the	devil	parts	in	the	1712	revival	of	The	Tempest	may	represent.	The	

identity	of	the	second	devil	is	not	clear,	but	other	known	actor–basses	on	the	

books	of	Drury	Lane	in	the	1711–12	season	are	Matthew	Birkhead,	and	John	

Bowman.57		

	 In	Weldon’s	devils,	therefore,	it	is	possible	to	see	a	potential	shift	in	how	

bass	devils	were	deployed	and	received	within	the	context	of	a	society	that	was	

developing	new	theories	of	aesthetics	around	taste	and	beauty.58	As	rational	

enlightenment	Europe	was	leaving	medieval	concepts	and	thought	processes	

behind,	the	role	of	the	devil	had	to	change,	if	only	at	least	in	the	direction	of	

comedy.		

	
	
Galliard:	Merlin;	or	the	Devil	of	Stonehenge:	‘Since	life	is	a	bubble’;	‘Poor	
cheated	mortal’	[1734]	
	
By	the	time	of	Theobald’s	pantomime,	Merlin;	or	the	Devil	of	Stonehenge,	devil	

and	demonic	characters	were	amusing	curiosities	to	London	audiences.	Merlin	

was	staged,	unsuccessfully,	at	Drury	Lane—as	an	afterpiece	to	The	Mourning	

Bride—for	the	first	time	on	12	December	1734.59	The	music	was	composed	by	

																																																								
56	Laurie	(1963–64),	op.cit.,	p.	52.	For	more	information	on	Charles	Renton,	see	Appendix	B	
below,	p.	806.		
57	For	more	information	on	these	singers,	see	Appendix	B	below,	pp.	746	and	752.		
58	Lord	Shaftesbury	had	published	his	Characteristics	of	Men,	Manners,	Opinions,	Times	the	
previous	year,	in	1711.	In	this	fundamentally	important	book	for	the	understanding	of	thought	
and	culture	in	Enlightenment	Europe,	Shaftesbury	explored	many	aspects	of	early-eighteenth	
century	culture	and	life	and	outlined	a	new	concept	or	ideal	of	the	gentleman.		
59	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	p.	440.	
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John	Galliard,	who	had	worked	with	Theobald	at	Lincoln’s	Inn	Fields	on	masques	

including	Pan	and	Syrinx	and	Decius	and	Paulina,	before	turning	more	to	the	

financially	more	lucrative	pantomime	genre	in	the	mid-1720s.		

	 The	Devil	character	features	prominently	in	Galliard’s	music;	firstly	in	a	

heated	and	extended	dialogue	(‘Rebellious	slave!’)	with	a	‘Ghost’,	who	is	

eventually	dragged	down	to	Hell.	The	Ghost	part	is	marked	in	C1	clef,	which	

would	imply	a	soprano	voice,	and	may	have	been	Mrs	Cibber	or	Mrs	Clive	who	

are	named	as	‘Spirits’	in	the	original	cast	list.		Following	the	infernal	dialogue,	the	

Devil	sings	the	fury	aria	‘Poor	cheated	mortal’.60	In	the	accompagnato,	the	Devil	

is	mainly	an	interlocutor	to	the	Ghost’s	more	extensive	phrases.	The	heavy	

reiterated	quaver	figure	in	the	instrumental	accompaniment	in	bars	8–9,	denotes	

the	presence	of	evil	spirits	or	the	prospect	of	hell,	as	the	figure	reappears	in	bars	

45–46	as	the	Ghost	advises	Faustus	to	avoid	hell	(‘Perdition,	tortures’),	and	again	

at	bars	55–60	as	the	demons	drag	the	Ghost	down	to	the	infernal	regions.	

Versions	of	the	cascading	semiquavers	of	bars	17–19	precede	each	of	the	Devil’s	

entries	in	the	accompagnato	(see	bars	26–27,	bars	39–41	and	bars	49–50)	and	

add	dramatic	colour,	if	not	a	measure	of	pathos	to	his	utterances.	The	only	Devil	

entry	without	such	flourishes	comes	at	bar	61	(‘There	howl	in	anguish’),	

immediately	after	the	Ghost’s	sink	to	hell,	which	itself	subsumes	the	falling	

triadic	contour	of	the	original	bar	17–19	figure.	This	dramatic	use	of	an	

accompagnato	figure	therefore	provides	cohesion	throughout	the	dialogue.	The	

opening	vocal	phrase	in	the	air	(‘Poor	cheated	mortal’,	bars	63–65)	seems	to	

combine	the	minor	third	falling	shape	of	two	of	the	Ghost’s	final	phrases—‘I	can	

no	more’	(bars	56–57)	and		‘drags	me	down’	(bars	59–60)—with	the	dotted	

																																																								
60	A	full	transcription	of	the	dialogue	and	air	is	included	in	Appendix	A	below,	No.	11.		
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rhythms	of	the	instrumental	introduction	to	the	accompagnato.	The	syllabic	

setting	of	the	dialogue	section	continues	in	the	air	initially,	but	illustrative	

semiquaver	coloratura	on	‘winding’	from	bar	76	picks	up	on	the	frantic	

instrumental	figures	first	heard	in	bar	64	and	which	ends	the	air	in	an	exciting	

instrumental	tutti	(bars	85–91).	

The	dark	qualities	of	the	bass	voice,	therefore,	continued	to	be	well-suited	

to	depictions	or	references	to	devils	and	demons	throughout	the		

Restoration	and	early-eighteenth	century	period	in	England.	The	notion	that	the	

low	voice,	with	its	implications	of	coming	up	from	‘below’,	in	addition	to	

whatever	associations	of	authority	and	judgement	that	come	across	from	other	

archetypes,	was	given	a	powerful	realisation	in	such	infernal	characters.		It	is	

interesting	to	note	that	similar	depictions	from	European	repertoire	that	were	

introduced	into	England	at	this	time	also	enjoyed	popularity.	An	interesting	

example	of	such	an	import	was	the	‘Dialogo	per	la	Beata	Vergine’	Ad	arma	

gigantes	(composed	before	1692)	by	the	Italian	composer,	violinist	and	organist	

Giovanni	Battista	Bassani	(c.1650–1716),	which	appears	in	a	miscellaneous	

manuscript	collection	of	over	two	hundred	songs,	tunes	and	anthems	in	the	

British	Library.61	Bassani’s	composition	consists	of	a	dialogue	between	a	

Christian	(soprano,	C1	clef)	and	a	Turk	(bass,	F4	clef),	in	which	the	latter	is	cast	

as	a	devilish	character.62	In	a	sense,	the	representation	of	the	devil	and	demons	

throughout	history	had	always	been	that	of	the	subverter	and	de-stabiliser,	so	

																																																								
61	GB-Lbl,	Add.	Ms.	22099,	ff.	17v–19r.	A	transcription	of	this	version	of	Bassani’s	Ad	arma	
gigantes	is	included	in	Appendix	A	below,	No.	12.	The	dialogue	was	also	included	in	Giovanni	
Battista	Bassani,	Concerti	Sacri:	Mottetti	a	Una,	Due,	Tre	e	Quattro	Voci	Con	Violini	e	Senza	
(Bologna:	Pier	Maria	Monti,	1692).		
62	Although	this	work	may	today	be	viewed	as	politically	incorrect,	it	does	represent	something	
of	the	imminent	threat	that	people	felt	was	posed	to	Europe	at	the	time	from	the	spread	of	Islam.	
In	that	sense,	Ad	arma	gigantes	should	be	seen	as	commentary	on	an	aspect	of	the	politics	of	
early-eighteenth	century	Europe.	



Chapter	6:	Devils	and	Demons	

	342	

the	character-type	lent	itself	well	to	comedic	treatment,	especially	with	the	

advent	of	the	pantomime	genre.	Such	characters	managed	to	retain—fanned,	no	

doubt,	by	church	dogma—an	element	of	fear	and	mystery,	even	in	the	context	of	

a	more	sceptical	eighteenth	century.	It	is	perhaps	for	that	reason	the	bass	voice	

retained	its	association	with	the	archetype	more	than	most	other	categories	of	

supernatural	character,	save	the	ferryman	Charon,	the	focus	of	Chapter	8	below.		

	

	

	

	

	



Chapter	7:	Witches	and	Sorcerers	

	343	

	

CHAPTER	7:	WITCHES	AND	SORCERERS	

	

The	purpose	of	this	chapter	will	be	to	explore	how	the	bass	voice	types	are	used	

to	portray	witches	and	sorcerers	on	the	English	stage	in	the	late-seventeenth	and	

early-eighteenth	centuries.	It	will	be	shown	in	examining	the	context,	gender	

issues	and	music	of	the	period	that	certain	conventions	can	be	recognised	in	such	

portrayals	soon	after	the	Restoration.	As	theatrical	practice	and	societal	/	

audience	expectations	underwent	a	process	of	realignment	as	a	result	of	

scientific	reasoning	and	moral	questioning,	musical	style	and	practice	in	England	

was	also	undergoing	significant	and	sophisticated	developments.	This	was	seen	

not	least	in	the	increasing	taste	for	Italian	opera	in	the	later-seventeenth	and	

early-eighteenth	centuries	when	there	appeared	to	be	a	marked	decline	in	the	

use	of	bass	voice	types	for	witches	and	sorcerers.			

The	portrayal	of	witches	in	theatrical	contexts	in	the	seventeenth	and	

eighteenth	centuries	has	been	a	subject	of	much	study	from	many	different	

perspectives	including	those	of	gender	and	musicology.1	The	strange	fantasy	

																																																								
1	Meg	F.	Pearson,	‘A	Dog,	a	Witch,	a	Play:	‘the	Witch	of	Edmonton’’,	Early	Theatre,	Vol.	11.	No.	2	
(2008),	pp.	89–111;	David	Stymeist,	‘”Must	I	be.	Made	a	Common	Sink?”:	Witchcraft	and	the	
Theatre	in	“The	Witch	of	Edmonton”’,	Renaissance	and	Reformation	/	Renaissance	et	Réforme,	
New	Series	/	Nouvelle	Série,	Vol.	25,	No.	2	(2001),	pp.	33–53;	Julia	M.	Garrett,	‘Dramatizing	
Deviance:	Sociological	Theory	and	“the	Witch	of	Edmonton”’,	Criticism,	Vol.	49,	No.	3	(2007),	pp.	
327–375;	Todd	Butler,	‘Swearing	Justice	in	Henry	Goodcole	and	the	Witch	of	Edmonton’,	Studies	
in	English	Literature,	Vol.	50,	No.	1.	The	English	Renaissance	(2010),	pp.	127–145,	and	Malcolm	
Gaskill,	‘Witchcraft,	Politics,	and	Memory	in	Seventeenth-Century	England’,	The	Historical	Journal,	
Vol.	50,	No.	2	(2007),	pp.	289–308,	focus	on	aspects	of	seventeenth-century	theatre	and	society	in	
connection	with	The	Witch	of	Edmonton	(1621).	For	a	consideration	of	the	Crone	in	English	
Renaissance	drama	then	see	Jeanne	Addison	Roberts,	‘The	Crone	in	English	Renaissance	Drama’,	
Medieval	&	Renaissance	Drama	in	England,	15	(2003),	pp.	116–137.		Stephanie	I.	Spoto,	‘Jacobean	
Witchcraft	and	Feminine	Power’,	Pacific	Coast	Philology,	Vol.	45	(2010),	pp.	53–70	takes	a	
specifically	gendered	approach	to	the	subject.	Musicological	interest	in	the	supernatural	and	the	
stage	can	be	seen	in	Steven	Plank	(1990),	and	works	by	Amanda	Eubanks	Winkler	who	has	
written	extensively	on	Witchcraft	from	a	musicological	perspective	–	see	Amanda	Eubanks	
Winkler,	O	Let	Us	Howle	Some	Heavy	Note:	Music	for	Witches,	the	Melancholic,	and	the	Mad	on	the	
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world	of	the	theatrical	stage	has	always	taken	advantage	of	the	opportunity	to	

hold	a	mirror	up	to	the	society	in	which	it	exists.	The	presence	and	fascination	

with	witches	in	seventeenth	and	eighteenth-century	theatre	might	not	seem	so	

surprising	given	the	widespread	fear	and	persecution	of	witches	throughout	

Europe	going	back	to	the	sixteenth	century.2	Witchcraft	has	been	defined	as	‘a	

perceived	facility	to	summon	evil	spirits	and	demons	to	do	harm	to	others.’3	

What	is	clear	is	that	for	the	audiences	and	for	much	of	the	population	at	large	in	

the	seventeenth	century,	there	was	a	genuine	fear	of	the	workings	of	the	Devil	in	

society	that	was	manifested	in	the	presence	of	those	who	were	identified	and	

persecuted	as	witches.	Societal	attitudes	changed	later	as	the	seventeenth	

century	turned	to	the	eighteenth	with	new	ways	of	relating	to	the	world	as	a	

result	of	scientific	discoveries	and	the	emergence	of	radical	new	philosophies	

such	as	in	Cartesian	thought.	However,	the	climate	of	fear	and	suspicion	towards	

witchcraft	and	the	occult	that	existed	in	the	late	Tudor	and	early	Stuart	reigns	

was	to	cast	its	shadow	over	much	of	the	remainder	of	the	1600s.		The	Witchcraft	

																																																																																																																																																															
Seventeenth-Century	English	Stage	(Bloomington	&	Indianapolis:	Indiana	University	Press,	2006),	
pp.	1–17;	Amanda	Eubanks	Winkler,	‘Sexless	Spirits?:	Gender	Ideology	and	Dryden’s	Musical	
Magic’,	The	Musical	Quarterly,	93,	No.	2	(2010),	pp.	297–328,	and	her	contribution	to	The	Ashgate	
Research	Companion	to	Henry	Purcell,	ed.	by	Rebecca	Herissone,	(Farnham:	Ashgate	Publishing	
Co,	2012),	pp.	269–302.		
2	Stephanie	I.	Spoto,	‘Jacobean	Witchcraft	and	Feminine	Power’,	Pacific	Coast	Philology,	Vol.	45	
(2010),	p.	53.	For	an	interesting	insight	into	the	profile	of	witches	in	popular	broadside	ballads	of	
the	seventeenth	century,	see	Sarah	F.	Williams,	‘To	the	Tune	of	Witchcraft:	Witchcraft,	Popular	
Song,	and	the	Seventeenth-Century	English	Broadside	Ballad’,	Journal	of	Seventeenth	Century	
Music,	Vol.	19,	No.	1	(2013).	Steven	E.	Plank,	‘’And	Now	about	the	Cauldron	Sing’:	Music	and	the	
Supernatural	on	the	Restoration	Stage’,	Early	Music,	Vol.	18,	No.	3	(1990),	p.	406	cites	the	
following	sources:	Wallace	Notestein,	A	History	of	Witchcraft	in	England	From	1558	to	1718	
(Baltimore,	MD:	The	Lord	Baltimore	Press	for	The	American	Historical	Association,	1911);	
Katherine	M.	Briggs,	Pale	Hecate’s	Team:	An	Examination	of	the	Beliefs	on	Witchcraft	and	Magic	
Among	Shakespeare’s	Contemporaries	and	His	Immediate	Successors	(London:	Routledge,	
originally	published	1962,	reissued	2002);	Keith	Thomas,	Religion	and	the	Decline	of	Magic	
(London:	Scribner,	1971);	Gareth	Roberts,	‘Magic	and	Witchcraft	in	English	Drama	and	Poetry	
From	1558	to	1634’	(unpublished	doctoral	thesis,	University	of	London,	1976);	Anthony	Harris,	
Night’s	Black	Agents:	Witchcraft	and	Magic	in	Seventeenth-Century	English	Drama	(Manchester:	
Manchester	University	Press,	1986). 
3	‘Living	Heritage:	Religion	and	Belief’,	<https://www.parliament.uk/about/living-
heritage/transformingsociety/private-lives/religion/overview/witchcraft/>	[accessed	16	March	
2019].	
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Act	of	1542,	which	designated	witchcraft	as	a	capital	offence,	was	repealed	in	

1547,	but	restored	by	a	further	Act	in	1563.4	We	have	already	seen	that	for	King	

James	VI	of	Scotland—from	1603,	James	I	of	England—demonology	was	a	clear	

and	present	danger	for	society.	It	was	a	topic	of	considerable	personal	interest	

for	the	monarch,	who	had	authored	Dæmonologie,	in	forme	of	a	dialogue,	divided	

into	three	Bookes	in	Edinburgh	in	1597	(Fig.	7.1).5		The	1604		‘Act	Against	

Conjuration,	Witchcraft	and	dealing	with	evil	and	wicked	spirits’	built	on	

previous	legislation,	transferring	the	trial	of	offenders	to	ordinary,	rather	than	

ecclesiastical	courts.6	The	last	witch	trials	took	place	in	1717	and	the	1604	Act	

was	finally	repealed	in	1736.	Records	show	that	in	the	period	from	1560	to	1685	

(the	last	known	execution	of	a	witch	in	England),	some	500	people	were	put	to	

death	under	the	legislation.7	This	would	indicate	that	witches,	for	whatever	

political	or	religious	reason,	remained	a	source	of	fear	and	commanded	societal	

retribution	through	judicial	means	well	into	the	Restoration	period.	This	also	

provides	a	meaningful	context	to	the	theatrical	composing	career	of	Henry	

Purcell	whose	sorceress	and	witches	in	Dido	and	Aeneas	become	much	more	the	

intended	figures	of	fear	and	fright,	rather	than	the	comic	crones	played	for	

laughs	that	some	portrayals	of	the	roles	have	been	accorded.		

The	witch	trials	of	the	earlier	period,	and	the	presence	and	portrayal	of	

powerful	witch	characters	on	stage	in	the	later,	seem	to	have	allowed,	to	varying	

																																																								
4	For	the	wording	of	all	Witchcraft	Acts	from	1542–1604,	see	Witchcraft	in	England,	1558–1618,	
ed.	by	Barbara	Rosen	(Amherst:	The	University	of	Massachusetts	Press,	1991),	pp.	51–58.	
5	Reprinted	in	London	by	W.	Apsley	and	W.	Cotton,	1603.	For	an	online	transcription	of	the	1597	

original,	see	King	James	I,	‘Daemonologie	in	Forme	of	a	Dialogue,	Divided	into	Three	Bookes’	

(November	2003)	<https://quod.lib.umich.edu/e/eebo/A04243.0001.001>	[accessed	3	March	

2019].	
6	Plank	(1990),	op.cit.	p.	394	links	this	to	the	religious	climate	in	England	in	the	period:	‘..the	State	
took	on	the	role	of	protecting	the	populace	from	the	malice	of	sorcery	when	the	‘protective	

ecclesiastical	magic’	of	Roman	Catholic	exorcism	was	no	longer	available.’	
7	‘Living	Heritage:	Religion	and	Belief’,	op.cit.	
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degrees,	an	insight	into	the	unconventional	power	held	by	such	women	in	the	

context	of	a	society	dominated	by	patriarchal	attitudes	(or	the	‘One	Sex	Model’).8		

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	

																																																								
8	Spoto	(2010),	op.cit.,	p.	53.		For	more	information	on	the	One	Sex	Model,	see	Winkler	(2006),	
op.cit.,	p.20;	Karen	Harvey,	‘The	History	of	Masculinity,	Circa	1650–1800’,	Journal	of	British	
Studies,	44,	No.2	(2005),	pp.	305–311;	and	Alexandra	Shepard,	‘From	Anxious	Patriarchs	to	
Refined	Gentlemen?	Manhood	in	Britain,	Circa	1500–1700’,	Journal	of	British	Studies,	Vol.	44,	
No.2	(2005),	pp.	284–285.		

Fig.	7.1:	Title	page	of	Daemonologie,	in	Forme	of	a	
Dialogue	by	King	James	VI	of	England	(London,	Printed	
by	Arnold	Hatfield	for	Robert	Wald-grave,	1603).	
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The	argument	can	be	presented	that	the	fear	of	witches,	therefore,	was	

not	entirely	concerned	with	matters	of	supernatural	evil,	but	was	connected	also	

in	some	way	to	maintaining	strictures	on	the	societal	roles	of	women	more	

generally.	The	disruption	to	the	gender	hierarchies	that	were	commonplace	was	

a	potent	force,	even	in	an	age	where	increasing	reason	and	realisation	through	

scientific	discovery	might	have	mitigated	against	such	troubled	thinking	

connected	with	the	supernatural.9	The	capacity	of	a	witch	or	other	magical	being	

to	bring	disorder	to	society	was,	to	audiences,	a	source	of	unending	fascination.	

To	the	opportunistic	dramatist	and	theatrical	composer	of	the	Restoration	age,	

the	witch	became	a	character-type	ripe	for	exploitation.10		

The	question	of	when	the	general	population	lost	its	fear	of	witches	is	

closely	linked	to	how	seventeenth	and	eighteenth-century	society	related	to	the	

subject	of	evil	and	the	Devil.	This	topic	is	dealt	with	in	more	detail	in	Chapter	6	

above,	but	put	briefly;	the	Devil	remained	a	potent	force	for	protestant	religious	

groups	much	longer	than	for	the	general	populace.	In	both	educated	and	popular	

society,	both	in	England	and	across	Western	Europe,	the	Devil,	and	by	extension	

his	hordes	of	witches,	had	largely	been	stripped	of	their	powers	in	the	popular	

imagination	and	reduced	effectively	to	a	figure	existing	more	in	literary	and	

artistic	imagination	certainly	by	the	1720s–30s.	The	manner	in	which	society	

																																																								
9	Spoto	(2010),	op.cit.,	p.	53.			
10	Plank	(1990),	op.cit.,	p.	393	quoting	Edward	J.	Dent,	Foundations	of	English	Opera:	A	Study	of	
Musical	Drama	in	England	During	the	Seventeenth	Century	(Cambridge:	Cambridge	University	
Press,	1928),	pp.	182	and	185:	‘audiences	of	this	period	were	never	tired	of	seeing	witches	on	the	
stage…one	might	imagine	that	Restoration	audiences	could	not	conceive	of	an	opera	without	
them’.	Also	Songs	From	the	Restoration	Theater,	ed.	by	Willard	Thorp	(New	York:	Da	Capo	Press,	
1934,	reprinted	unabridged	1970),	p.	9:	‘The	English	public	had	agreed	from	the	beginning	of	the	
period	that	the	powers	of	inspiration	were	sufficiently	strong	to	compel	certain	supernatural	or	
semi-heroic	persons	to	burst	into	song	on	the	stage	and	their	demand	for	these	explosions	in	the	
regular	drama	as	well	as	the	dramatic	operas	was	insatiable.	But	the	realistic	principle	must	
always	be	followed.	Priests	in	any	part	of	the	world	might	sing	at	their	work	of	incantation	and	
sacrifice.	Witches	and	Demons	might	howl	to	horrid	music.	Stereotyped	scenes	of	this	nature	are	
presently	to	be	expected	as	the	fitting	prelude	to	the	climax	in	nearly	every	fourth	act.’	
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responded	to	witchcraft	was	informed	by	this	paradigm	shift,	and	with	its	

gradual	decriminalisation	in	legislature	that	occurred	concurrently.	How	this	

shift	in	thinking	and	response	was	played	out	in	the	creation	of	witchcraft	and	

sorcery	roles	on	stage	provides	a	further	perspective	on	how	the	musical	aspects	

of	theatrical	witches	developed	over	the	period.		

In	the	Jacobean	and	Caroline	theatre,	where	the	all-male	cast	was	the	

convention,11	an	adult	male	depicting	a	witch	on	stage	would	have	resonated	

with	the	notion	of	the	witch	as	an	older	woman,	exhibiting	neither	beauty	or	

attractiveness,	and	whose	natural	attributes	may	be	said	to	have	taken	on	more	

masculine	traits.12	It	is	thus	no	surprise	to	find	that	bass	and	baritone	voices	

were	used	frequently	in	the	musical	representation	of	such	characters.	This	was	

a	trait	that	persisted	throughout	the	Restoration	period	and	into	the	eighteenth	

century,	as	the	musical	investigations	that	follow	will	demonstrate.	It	is	a	

legitimate	question,	therefore,	to	ask	why	such	disorderly	elements	were	

permissible	on	the	London	stage.	As	Amanda	Eubanks	Winkler	suggests,	the	use	

of	the	lower	voice	types	was	not	only	a	further	amplification	of	the	‘usurption	of	

masculine	power’,	but	also	that	the	subversion	of	gender,	role	and	behaviour	

may	have	served	to	clarify	the	‘proper	structure’	by	reversing	it—a	theme	that	

recurs	frequently	in	other	archetypes	too.13	However,	it	remains	that	audiences	

																																																								
11	Michael	Stolberg,	‘A	Woman	Down	to	Her	Bones:	The	Anatomy	of	Sexual	Difference	in	the	
Sixteenth	and	Early	Seventeenth	Centuries’,	Isis,	Vol.	94,	No.	2	(2003),	pp.	274–299;	Lucy	Munro,	
‘Actors,	Plays	and	Performances	in	the	Indoor	Playhouses,	1625–42:	Boy	Players,	Leading	Men	
and	the	Caroline	Ensemble.’,	The	Yearbook	of	English	Studies,	Vol.	44	Caroline	Literature	(2014),	
pp.	51–68;	Peter	Thompson,	‘English	Renaissance	and	Restoration	Theatre’,	in	The	Oxford	
Illustrated	History	of	the	Theatre,	ed.	by	John	Russell	Brown	(Oxford:	Oxford	University	Press,	
1995	–reissued	2001),	p.	192.	
12	Winkler	(2006),	op.cit.,	pp.	19–20	makes	reference	to	the	development	of	facial	hair	and	
deeper	voice	in	older	women.	
13	Ibid.,	p.	23:	‘In	addition	to	the	obvious	humour	of	a	deep	voice	emanating	from	an	ostensibly	
female	body,	the	use	of	a	lower	voice	could	also	be	a	further	sign	of	the	witch’s	monstrous	
usurpation	of	masculine	power	–	the	aural	analogue	to	Banquo’s	beard.’	
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would	have	experienced	feelings	of	fear	and	unease	toward	the	appearance	of	

such	characters,	and	in	their	implied	undermining	of	established	social	

structures,	witch	characters	therefore	presented	a	challenge	within	seventeenth-

century	culture.14	

Over	the	period	of	the	seventeenth	century	and	into	the	eighteenth,	the	

perception	of	the	witch	character	on	stage	moved	progressively	from	one	of	fear	

and	mystery	to	that	of	the	comic	old	hag,	lacking	all	sense	of	menace.	Certainly	a	

facet	of	this	move	towards	reason	and	reality	in	regard	to	witches	must	have	

been	the	increasing	number	of	proficient	female	actor-singers,	rather	than	men,	

taking	such	roles	as	the	eighteenth	century	progressed.	Also,	as	theatrical	music	

developed	in	sophistication	of	style	and	means	of	characterisation	towards	the	

turn	of	the	eighteenth	century,	it	was	possible	to	deduce	differences	in	

perception	between	sophisticated	sorcerers	and	comical	crones.15	

	

Witches’	Music	
	
Masque	in	Act	3,	Sc.	1	of	Oedipus	Rex:	settings	by	Henry	Purcell	(1692?)	and	
Johann	Galliard	(1736)	
	

Purcell’s	music	for	Dryden	and	Lee’s	Oedipus,	was	probably	written	for	a	revival	

of	the	play	around	1692.16	In	Act	3,	Sc.	1,	Teresias,	a	blind	prophet,	summons	up	

the	ghosts	of	the	murdered	King	Laius	along	with	those	with	whom	the	King	was	

slain.		Laius	goes	on,	after	the	musical	interlude,	to	reveal	at	whose	hand	his	life	

was	cut	short.17	These	ghostly	figures,	although	not	specifically	witches,	do	share	

																																																								
14	Ibid.,	p.	21.		
15	Ibid.,	pp.	167–169.	
16	The	Works	of	Henry	Purcell:	Volume	21,	Dramatic	Music:	Vocal	and	Instrumental	Music	for	the	
Stage	Part	III.	Oedipus	–	the	Wives	Excuse,	ed.	by	Margaret	Laurie,	under	the	supervision	of	the	
Purcell	Society	(Borough	Green:	Novello,	2010),	p.	xiii. 
17	For	a	libretto	of	Oedipus,	see:	John	Dryden	and	Nathaniel	Lee,	‘Oedipus	a	Tragedy,	as	it	is	Acted	
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many	of	the	same	sentiments	in	what	they	incant,	and	in	the	musical	content	of	

their	utterances	in	comparison	with	the	Macbeth	and	Cyrus	witches	discussed	

below.	In	the	masque,	which	forms	the	core	of	the	music	for	Act	3,	Purcell	

provides	four	musical	items,	the	second	of	which,	the	famous	‘Music	for	a	while’,	

is	the	only	fully	solo	item.	In	the	three	remaining	pieces,	the	bass	voice	is	the	first	

to	be	heard	by	the	audience.		

	 ‘Hear	ye	sullen	pow’rs’	covers	the	range	B-flat	to	e-flat’	and	begins	with	a	

rising	pair	of	phrases	outlining	the	tonic	chord	of	C	minor.	The	line	has	a	sinister	

power,	full	of	authority	and	foreboding,	and	to	which	all	three	ensuing	vocal	

entries	return	as	a	sort	of	refrain.	The	following	entries	by	the	counter-tenor	and	

tenor	make	more	implicit	reference	to	what	we	would	consider	to	be	

supernatural	practices,	whereas	the	bass	seems	to	maintain	an	aloofness	or	

superiority:		

B:	 Hear,	hear	ye	sullen	pow’rs	below!	
Hear,	hear	ye	taskers	of	the	dead!	

All:	 Hear,	hear	ye	sullen	pow’rs	below!	
C/T:	 You	that	boiling	cauldrons	blow,	
	 You	that	scum	the	molten	lead,	
All:	 Hear,	hear	ye	sullen	pow’rs	below!	
T:		 You	that	pinch	with	red-hot	tongs,	
	 You	that	drive	the	trembling	hosts		
	 Of	poor,	poor	ghosts,	
	 With	your	sharpen’d	prongs,	
All:	 Hear,	hear!	
CT:	 You	that	thrust	‘em	off	the	brim,	
B:	 You	that	plunge	‘em	when	they	swim	
All:	 ‘Till	they	drown,	‘Till	they	go,	On	a	row	
	 Down	ten	thousand	fathoms	low.	

	
The	second	bass	solo	line	(bars	34-36)	offers	a	short	piece	of	coloratura	

illustrating	the	word	‘plunge’	in	its	downward	cascade	(Example	7.1).		

	

																																																																																																																																																															
at	His	Royal	Highness,	the	Duke’s	Theatre	/	the	Authors,	Mr.	Dryden	and	Mr.	Lee.’	(1679)	
<https://quod.lib.umich.edu/e/eebo/A36657.0001.001>	[accessed	23	November	2019].	



Chapter	7:	Witches	and	Sorcerers	

	351	

	
Example	7.1:	Henry	Purcell,	Oedipus	Rex,	Act	3,	Sc.1,	bb.	34–36.	

	

Neither	of	the	solo	bass	lines	are	particularly	substantial,	but	the	first	certainly	

establishes	the	supernatural	characters	or	ghosts	that	herald	the	summoning	of	

Laius	to	identify	Oedipus	as	his	murderer.		So,	the	presence	of	music,	and	of	a	

bass	voice,	albeit	in	a	peripheral	role,	at	this	dramatic	moment	in	the	plot	is	a	

strategic	use	of	vocal	sonority.		

	 The	plangent	‘Music	for	a	while’	then	follows	for	the	countertenor	soloist	

and	basso	continuo,	though	the	importance	of	the	ground	bass	providing	

structural	and	sonic	integrity	under	this	air	cannot	be	understated.	The	focus	

returns	thereafter	to	the	bass	soloist	for	the	third	piece,	‘Come	away,	do	not	stay’	

which	has	echoes	of	‘Come	away	fellow	sailors’	in	Dido	and	Aeneas	(Example	7.2).	

The	obbligato	violins	return	to	the	texture	for	this	triple-time.	The	continuo	is	a	

basso	seguente	with	the	singer,	and	the	octave	leaps	add	to	the	athletic,	playful	

character	of	what	is	the	most	substantial	bass	solo	music	in	the	Oedipus	set.	The	

violin	parts	provide	a	counterpoint	to	the	bass	singer,	which	is	picked	up	in	the	

full	texture	section	that	follows	at	bar	135,	and	especially	from	bar	140–173.		

	 The	final	section	of	the	interlude	—	‘Laius!	Hear	and	appear!’	—features	

the	bass	soloist	prominently,	again	as	the	first	voice	to	enunciate	the	name	of	the	

dead	king,	but	also	in	the	last	solo	entry	in	the	interlude	in	bars	181–187	
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(Example	5.2)	which	emphasises	themes	of	judgment,	and	references	to	the	

Stygian	lake	and	the	‘Demogorgon’s	name,	At	which	ghosts	quake’.			

Example	7.2:	Henry	Purcell,	Oedipus	Rex,	‘Come	away,	do	not	stay’,	
bb.	181–187.	

	

	

	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
This	last	phrase	conjures	obvious	associations	with	the	infernal	ferryman	

Charon,	a	character	with	well-established	links	to	the	bass	voice	in	English	song	

and	to	which	we	shall	return	in	Chapter	8	below.		

Johann	Galliard’s	music	for	the	Mask	in	Oedipus,	was	composed	for	a	

benefit	performance	(for	Galliard)	of	Oedipus,	King	of	Thebes	at	Covent	Garden	on	

2	March	1736.18	The	music—which	is	preserved	in	manuscripts	at	the	Royal	

																																																								
18	The	London	Stage,	Part	III,	Vol	1	(1729–36),	p.	557.	The	date	of	1722	given	in	Cressida	Ryan,	
‘Eighteenth-Century	Responses	to	Sophocles’	Oedipus	at	Colonus’	(unpublished	doctoral	thesis,	
University	of	Nottingham,	2010),	p.	265	is	incorrect.	
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Academy	of	Music	and	the	Royal	College	of	Music19—is	scored	for	similar	

instrumental	and	vocal	forces	to	the	Purcell	setting	of	forty	years	earlier.20	

Galliard	remains	faithful	to	the	broad	outline	of	Nathaniel	Lee’s	divisions	of	the	

text	between	the	characters,	but	musically	the	two	settings	differ	in	many	ways.	

Galliard’s	instrumental	opening	to	the	masque,	comprising	of	octave	writing	

laced	with	heavy	string	effects,	alternating	with	piano	harmonised	passages,	and	

laced	with	dotted	rhythms	and	demi-semiquaver	figures,	is	more	dramatic	and	

exciting	than	Purcell’s	more	sullen	chordal	antiphony	between	the	violins	and	

continuo	(Examples	7.3a	and	7.3b	/	opening	sections).		Compared	to	the	earlier	

setting,	Galliard’s	opening	music	almost	tries	too	hard	to	establish	the	nature	of	

the	witches	in	the	scene,	and	points	thereby	towards	the	shift	that	had	taken	

place	in	the	perception	of	such	characters	in	theatrical	productions	by	the	mid-

1730s.	The	solo	voices,	starting	with	the	bass	(as	with	the	Purcell)	are	

introduced	in	turn	but	unlike	the	earlier	setting,	they	do	not	sing	in	ensemble	

until	much	later	in	the	sequence.	In	Galliard’s	setting,	the	first	vocal	ensemble	

heard	is	the	chorus	entry	at	bar	63,	which,	verse	anthem-like,	re-presents	the	

preceding	words	(‘Till	they	drown’)	initially	in	a	brief	touch	of	alternatim	

recalling	Purcell’s	instrumental	opening.	The	identity	of	the	bass	is	not	known,	

but	the	solo	material	is	not	virtuosic	and	is	mostly	shadowed	by	the	instrumental	

bass.	The	most	extended	bass	solo	material	is	in	the	opening	piece	in	the	masque	

(‘Hear,	ye	sullen	pow’rs	below’	–	transcription	included	in	Appendix	A,	No.	7),	

otherwise	there	are	very	brief	solos	in	the	short	last	section	(‘Laius,	hear’),	the	

beginning	of	which	bears	some	similarities	with	the	1690s	setting.	

																																																								
19	GB-Lam,	Ms.	115,	and	GB-Lcm,	Ms.	9605.		
20	The	opening	section	of	Galliard’s	masque	is	reproduced	in	Appendix	A	below,	No.	7.	
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Example	7.3a:		Henry	Purcell,	Oedipus,	Act	3,	Sc.	1.	‘Hear	ye	sullen	
pow’rs	below’	(excerpt),	bb.	1–16.	
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Example	7.3b:		Johann	Galliard,	The	Mask	in	Oedipus,	Act	3,	Sc.	1.	
‘Hear	ye	sullen	pow’rs	below’	(excerpt),	bb.	1–24.	
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Galliard	had	been	a	founding	member	of	the	Academy	of	Ancient	Music	in	1726,	

and	was,	thereby,	an	active	participant	in	musical	discovery	based	on	the	study	

of	the	best	models	from	the	past.21	Galliard	certainly	appears,	from	the	musical	

evidence,	to	have	been	familiar	with	Purcell’s	far	superior	setting	and	used	some	

of	his	ideas	to	inspire	a	fresh	version	suited	to	the	taste	of	the	1730s	London	

theatre	audience.	

	

Music	for	Macbeth:	[1]	by	Matthew	Locke,	c.1663	or	1664;	[2]	by	John	
Eccles	(c.1694).	
	
The	various	settings	of	music	for	the	productions	of	the	Davenant	version	

Macbeth	for	the	London	stage	have	received	much	attention	from	scholars.22	

Shakespeare	is	thought	to	have	created	the	tragedy	of	Macbeth	around	1606,	

though	the	actual	date	is	not	known.	The	political	context	of	the	time	with	the	

accession	of	a	Scottish	king	to	the	English	throne	just	three	years	earlier,	and	the	

inclusion	of	Witch	scenes,	in	the	knowledge	that	King	James’s	interest	in	the	

supernatural	had	already	had	a	significant	impact	South	of	the	border,	must	have	

been	more	than	coincidence.23	Shakespeare’s	play	seems	to	promote	absolute	

monarchy	and	the	divine	right	of	Kings,	and	creates	a	dramatic	world	in	which	

the	usurper	(Macbeth)	is	deposed	and	the	rightful	and	legitimate	king	(Malcolm	

																																																								
21	Tim	Egginton,	The	Advancement	of	Music	in	Enlightenment	England:	Benjamin	Cooke	and	the	
Academy	of	Ancient	Music	(Woodbridge:	Boydell	Press,	2014),	p.	42.	 
22	Amanda	Eubanks	Winkler,	‘Society	and	Disorder’,	in	The	Ashgate	Research	Companion	to	Henry	
Purcell,	ed.	by	R	Herissone	(Farnham:	Ashgate,	2012),	pp.	299–301;	Winkler	(2006),	op.cit.,	p.	16	
and	pp.	30–40;		‘Introduction’,	in	Music	for	Macbeth,	ed.	by	Amanda	Eubanks	Winkler	(Middleton	
WI:	A-R	Editions,	2004),	pp.	vii–ix;	Carter,	op.cit.,	pp.	42–43;	Plank	(1990),	op.cit.,	pp.	392–407;	
Roger	Fiske,	English	Theatre	Music	in	the	Eighteenth	Century	(London:	Oxford	University	Press,	
1973),	pp.	26–29;	Roger	Fiske,	‘The	‘Macbeth’	Music’,	Music	&	Letters,	Vol.	45,	No.	2	(1964),	pp.	
114–125;	C.	D.	Collet,	‘The	“Macbeth”	Music’,	The	Musical	Times	and	Singing	Class	Circular,	Vol.	17,	
No.	401	(1876),	p.	536.	
23	Andrew	Dickson,	‘Royal	Shakespeare:	A	Playwright	and	His	King’	(15	March	2016)	
<https://www.bl.uk/shakespeare/articles/royal-shakespeare-a-playwright-and-his-king>	
[accessed	5	March	2019]. 
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—	the	heir	of	Banquo,	from	whom	James	VI	/	I	also	claimed	descent)	is	

confirmed.24	Macbeth	was,	in	essence,	a	manifesto	for	the	establishment	of	the	

new	Stuart	regime	in	England.	Its	popularity	post-1660,	however	adapted	for	the	

taste	of	the	times	by	William	Davenant	(1606–1668),	would	have	had	renewed	

resonance	for	the	Restoration	monarchy	of	Charles	II,	and	the	turbulent	years	of	

James	II,	the	‘Glorious	Revolution’	and	the	accession	of	William	and	Mary	in	the	

1680s.25		

	 Of	the	music	purported	to	have	been	composed	by	Matthew	Locke	for	

Davenant’s	version	of	Macbeth	in	the	1660s,	very	little	survives	due	to	the	loss	of	

many	sources	from	this	period,	but	also	because	the	tunes	to	many	of	the	songs	

may	have	been	well-known	and	thus	not	written	down.26	No	specifically	bass	

solo	music	survives,	though	the	words	by	Davenant	of	‘Let’s	have	a	Dance’	which	

fit	exactly	to	what	appears	to	be	a	Jig	signed	by	Locke	in	the	Huntington	Library’s	

copy	of	Musicks	Delight,	and	whilst	written	in	G2	clef,	would	easily	suit	the	range,	

at	octave	transposition,	of	lower	male	voices	(c–b	flat’).27	

	 The	music	that	John	Eccles	composed	for	Macbeth	dates	from	the	

turbulent	period	for	the	London	theatrical	scene,	around	the	time	of	the	split	of	

the	United	Company.	Scholars	suggest	that	Eccles’	setting	may	well	have	been	

performed	at	both	the	Theatre	Royal,	Drury	Lane	(possibly	in	1694)	and	later	at	

Lincoln’s	Inn	Fields.28	Eccles	moved	with	Betterton	to	Lincoln’s	Inn	Fields	in	

1695,	so	it	is	probable	that	he	took	his	score	with	him.	The	holograph	

																																																								
24	‘The	True	Law	of	Free	Monarchies	by	King	James	VI	and	I’,	<https://www.bl.uk/collection-

items/the-true-law-of-free-monarchies-by-king-ja.mes-vi-and-i>	[accessed	5	March	2019] 
25	Winkler	(2004),	op.cit.,	p.	vii.	
26	ibid,	p.	viii.	
27	Cyrus	Lawrence	Day	and	Eleanore	Boswell	Murrie,	English	Song-Books	1651–1702	(London:	
Printed	for	the	Bibliographical	Society	at	the	University	Press,	Oxford,	1940),	p.	36	(No.24).	The	

music	is	published	in	Winkler	(2004),	op.	cit.,	pp.	1–3.	
28	Winkler	(2004),	op.cit.,	p.	viii	and	20n.	



Chapter	7:	Witches	and	Sorcerers	

	359	

manuscript	score	has	the	names	of	singers	in	two	layers	of	annotations,	and	

includes	with	it	therefore	the	names	of	a	number	of	basses.29	Table	7.1	below	

plots	the	named	bass	singers,	with	the	compass	of	the	respective	material,	and	

its	accompaniment.	Several	things	emerge	from	this	survey.	It	is	not	clear	why	

Mr	Cook	covers	roles	previously	allotted	to	three	singers	in	Eccles’	own	hand,	

(Spalding,	Courco	and	Sherborn).30	It	is	suggested	that	the	Cook	allocations	are	

likely	to	refer	to	a	performance	at	Lincoln’s	Inn	Fields	in	the	early-eighteenth	

century	though	this	is	not	confirmed	(Cook	is	listed	as	a	singer	in	Betterton’s	

company	from	the	1702/03	season,	having	been	listed	with	Rich’s	company	

previously	in	the	1695/96	season).31	In	subsequent	season’s	listings	at	Lincoln’s	

Inn	Fields,	we	do	find	the	names	of	the	original	intended	singers	(see	below).	

Whenever	it	was	that	Cook	displaced	the	first	layer	named	singers,	he	clearly	

does	not	acquire	the	role	of	Hecate	which	remains	with	John	Bowman	who	was	

one	of	the	experienced	singer	actors	that	came	over	to	Betterton’s	new	company	

from	the	outset	in	1695.	Hecate’s	role	is,	relatively	speaking,	the	most	substantial	

of	the	bass	roles	in	this	set	of	act	songs,	although	the	longest	solo	phrase	extends	

to	no	more	than	seven	bars.	Sherborn	(fl.	1687–96),	whose	role	here	compasses	

the	range	of	B	flat	–	f’,	appears	to	have	been	a	singer	of	some	ability	and	was	

connected	to	Catholic	Chapel	Royal	in	the	1680s	and	is	listed	as	a	singer	in	the	

United	Company	in	the	season	1694–95,	and	subsequently	as	a	member	of	

																																																								
29	GB-Lbl,	Add.	Ms.	12219.	
30	Entries	on	all	of	the	singers	mentioned	in	this	section	are	included	in	Appendix	B	below,	pp.	
757,	766,	810,	811.		
31	See	The	London	Stage,	Part	1,	pp.	449–451,	and	Part	2,	Vol.	1,	p.	26.	Cook	(first	name	unknown)	
was	clearly	a	competent	singer	and	actor	and	singer,	taking	a	number	of	comic	roles	in	operas	in	
the	Italian	style	in	London	including	Arsinoe	and	The	Temple	of	Love,	as	well	as	appearing	in	
many	concerts,	often	alongside	Leveridge.	He	is	still	found	on	stage	as	late	as	1716,	and	is	listed	
in	Penkethman’s	company	at	Greenwich	in	1718.	For	further	information	on	Cook,	see:	Olive	
Baldwin	and	Thelma	Wilson,	‘Cook	[Cooke]’,	<http://www.oxfordmusiconline.com>	[accessed	29	
March	2019],	and	Appendix	B	below,	p.	757.		
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Betterton’s	company	at	LIF	in	1696–97.32	Less	is	known	about	Spalding	(fl.	

1694–c.1700)	but	what	does	come	down	to	us	would	indicate	a	singer	of	modest	

accomplishment	(his	range	here	covers	c–e’)	who	was	probably	suited	to	minor	

misfit	roles	such	as	drunks	and	as	seen	here,	witches.33	Courco	/	or	Curco	(fl.	

1687–1700)	appears	to	have	enjoyed	a	similar	background	to	Sherburn	in	the	

Gregorian	Chapel	in	the	late	1680s,	and	we	should	assume	that	the	two	men	

knew	each	other	well	from	then.34		He	too	is	listed	as	a	singer	in	Betterton’s	

company	in	the	season	1695–96.35	The	entries	detailed	above	for	Witches	1,	4	

and	6,	or	for	Hecate,	are	neither	particularly	extensive	nor	musically	imposing,	

save	for	the	top	f’	heralding	Hecate’s	entry	in	the	third	act	music.	The	compact	

nature	of	the	sung	entries	is	conversational	in	character	and	the	music	is	clearly	

intended	for	the	singers	acting	their	roles	in	character,	which	therefore	implies	

extra-musical	considerations	such	as	affected	vocalisation	in	keeping	with	the	

various	witches’	utterances,	and	also	gesture	and	movement	which	would	add	to	

the	aural	and	visual	experience	and	enhance	the	impact	of	the	music.	All	of	the	

entries	of	the	witches	are	accompanied	by	continuo	and	strings	(marked	‘soft’),	

creating	a	texture	that	adds	mystery,	and	which	had	been	also	used	by	Henry	

Purcell	for	his	rather	more	substantial	Sorceress	created	for	Dido	and	Aeneas.	

		 	

																																																								
32	The	London	Stage,	Part	I	(1660–1700),	pp.	439–441	and	465–467;	BDAAMD	Vol.	13	(1991),	p.	
305;	For	background	on	the	Catholic	Chapel	Royal,	see	Peter	Leech,	‘Musicians	in	the	Catholic	
Chapel	of	Catherine	of	Braganza,	1662–92’,	Early	Music,	Vol.	29,	No.	4	(2001),	pp.	570–587.	
33	BDAAMD	Vol.	14	(1991),	p.	204.	Spalding	is	not	listed	in	either	of	the	London	theatre	
companies,	but	is	named	as	a	singer	alongside	Mr	Curco	and	Mr	Gouge	in	John	Eccles’	‘Wine	does	
wonders	every	day’	in	Justice	Busy,	or	The	Gentleman	Quack	(Crowne),	LIF,	1699,	also	known	as	
The	Morose	Reformer.	See	The	London	Stage,	Part	I	(1660–1700),	p.	503.	
34	‘Mr	Curco’	in	BDAAMD	Vol.	4	(1975),	p.	98.	
35	The	London	Stage,	Part	I	(1660–1700),	pp.	449–451.		
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Table	7.1:	Bass	solo	material	in	John	Eccles	–	Act	Songs	in	Macbeth.	

	

	

	

*	All	references	to	‘soft’	in	this	column	are	either	marked	at	this	point	in	the	

score,	or	continue	on	from	previous	bars.		

	 	

																																																								
36	Winkler	(2004),	op.cit.	

Act	2	Song	
Folio		 Part	(&	Bar	

Number)36	
Range	 Scoring	

All	incl.	
b.c.*	

Text	 Name	of	
Singer	

4v	 Witch	1	(1–3)	 c–c’	 +	Strings	

(soft	—	no	

dynamic	

marking		

but	next	

indication	is	

‘loud’	on	f.	

7v)	

Speak	Sister,	

speak;	is	the	deed	

done?	

1.	Sherborn	

2.	Cook	

5r	 Witch	4	(8–11)	 d–e’	 +	Strings	

(soft*	–	see	

above)	

Ill	deeds	are	

seldom	slow	

1.	Spalding	

2.	Cook	

6r	 Witch	4	(20–

21)	

g–e’	 +	Strings	

(soft	–	see	

above)	

Many,	many	more	

murders	

1.	Spalding	

2.	Cook	

6v	 Witch	1	(22–

23)	

f–d’	 +	Strings	

(soft	–	see	

above)	

Many,	many	more	

murders	

1.	Sherborn	

2.	Cook	

6v–7r	 Witch	6	(24–

28)	

B-a	 +	Strings	

(soft	–	see	

above)	

Many,	many	more	

murders,	Many,	

many	must	this	

one	ensue	

1.	Courco	

2.	Cook	

7r	 Witch	1	(29–

30)	

c–f	 +	Strings	

(soft	–	see	

above)	

As	if	in	death	 1.	Sherborn	

2.	Cook	

7r–7v	 Witch	6	 d–g	 +	Strings	

(soft	–	see	

above)	

As	if	in	death	 1.	Courco	

2.	Cook	

7v–8r	 Witch	1	 c–f	 +	Strings	

(‘soft’)	

As	if	in	death	 1.	Sherborn	

2.	Cook	

8r	 Witch	6	 d–g	 +	Strings	

(‘soft’)	

As	if	in	death	 1.	Courco	

2.	Cook	

9r	 Witch	1	(53–

55)	

c–c’	 +	Strings	

(‘soft’)	

He	must	spill	much	

more	blood	

1.	Sherborn	

2.	Cook	
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Act	3	Song	

21r	 Witch	1	(1–
2)	

B	flat–f’	 +	Strings	
(‘soft’)	

Heccate,	oh	come,	
come	away	

1.	Sherborn	
2.	Cook	

21v	 Witch	4	(3–
4)	

c–c’	 +	Strings	
(‘soft’)	

Heccate,	oh	come,	
come	away	

1.	Spalding	
2.	Cook	

23v–
24v	

Hecate	(13–
20)	

f–f’	 +	Strings	
(‘soft’)	

I	come	with	all	the	
speed	I	may.	
Where’s	
Stradling…Puckle	

1.	Bowman	
2.	Cook	

24v	 Witch	1	(21–
23)	

g–e	flat’	 +	Strings	
(‘soft’)	

..and	Helway	too,	
and	Hopper	

1.	Sherborn	
2.	Cook	

27r	 Hecate	(38–
42)	

c–d	flat’	 +	Strings	
(‘soft’)	

I	will	but	‘noint,	and	
then	I’ll	mount	

1.	Bowman	

28v	 Witch	1	(50–
51)	

f–c’	 +	Strings	
(‘soft’)	

Oh	art	thou	come,	
what	news?	

1.	Sherborn	
2.	Cook	

29r	 Hecate	(52–
54)	

d–c’	 +	Strings	
(‘soft’)	

All	goes	fair	for	our	
delight	

1.	Bowman	

29r	 Witch	4	(54–
56)	

c–c’	 +	Strings	
(‘soft’)	

Either	come	or	else	
refuse	

1.	Spalding	
2.	Cook	

29v	 Hecate	(56–
58)	

f–f’	 +	Strings	
(‘soft’)	

Now	I’m	furnish’d	
for	the	flight	

1.	Bowman	

	
	
	
	
	
	

Act	4	Song	
34v	 Witch	1	(29–

30)	
c–c’	 +	Strings	

(‘soft’)	
Tiffin,	Tiffin	keep	
it	stiff	in	

1.	Wiltshire[?]	
2.	Cook	

35r	 Hecate	(33–
36)	

B	flat–d’	 +	Strings	
(‘soft’)	

Liar	Robin,	you	
must	Bobin	

1.	Bowman	

40v	 Hecate	(79–
80)	

f–b	flat	 +	Strings	
(‘soft’)	

Here’s	the	blood	
of	a	bat	

1.	Bowman	

40v–
41r	

Witch	1	(81–
82)	

B	flat–f	 +	Strings	
(‘soft’)	

Here	Lizard’s	
brain	

1.	Sherborn	
2.	Cook	

41r	 Hecate	(82–
83)	

f–b	flat	 +	Strings	
(‘soft’)	

Put	in	a	grain	 1.	Bowman	

42r	 Hecate	(90–
92)	

c–d’	 +	Strings	
(‘soft’)	

Nay,	here’s	three	
ounces	of	a	red-
haired	wench	

1.	Bowman	
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John	Eccles:	Song	for	Witches	in	Cyrus	the	Great	(Lincolns	Inn	Fields,	
Mid-December	1695)37	
	
Cyrus	the	Great,	or	The	Tragedy	of	Love	was	staged	at	Lincolns	Inn	Fields	in	mid-

December	1695,	and	was	John	Banks’	third	play.38	The	libretto	of	Cyrus	the	Great	

had	been	composed	in	1681	but	had	failed	to	reach	the	stage	at	that	time	due	to	

resistance	from	the	actors.39		The	exact	date	of	the	first	performance	of	the	play	

is	not	known,	but	it	appears	to	have	received	critical	approval.40	The	death	in	the	

last	week	of	December	1695	of	William	Smith	who	was	playing	the	main	role	of	

Cyaxares,	seems	to	have	been	a	major	contributing	factor	for	the	curtailment	of	

the	production	after	only	a	few	performances,	but	the	reasons	for	the	failure	of	

Cyrus	the	Great	to	be	revived	may	have	been	more	wide-ranging.41	

John	Eccles’	music	survives	in	only	one	contemporary	source,	which	is	

now	thought	to	have	been	prepared	for	a	concert	performance.42	The	‘Song	for	

Witches’	appears	in	the	first	scene	of	Act	1,	where	four	Chaldean	witches	(two	

sopranos,	one	alto	or	countertenor	and	a	bass)	are	found	engaging	in	

necromantic	practices	over	the	slain	bodies	of	troops	on	a	battlefield.43	‘To	fume	

his	Nostrils,	Lo!	I	bring	a	feather	from	the	Pheonix	wing’	for	Witch	3	covers	the	

range	c–c’	making	it	suitable	for	either	bass	or	baritone.	The	bass	witch	launches	

with	far	more	threatening	imagery	in	comparison	with	the	preceding	entries	for	

the	1st	and	2nd	Witches	(i.e.	‘Sisters,	whilst	thus	I	wave	my	wand’,	bars	11–13,	and	
																																																								
37	A	transcription	of	the	song	is	included	in	Appendix	A	below,	No.	8.	
38	The	Rival	Kings	was	staged	at	Drury	Lane	in	June	1677,	and	The	Destruction	of	Troy	at	Dorset	
Garden	in	January	1678.		
39	Charles	Brayne,	‘Banks,	John	(1652/3–1706)’	(2004)	<http://www.oxforddnb.com>	[accessed	
5	April	2019].		
40	John	Downes:	Roscius	Anglicanus,	or	an	Historical	Review	of	the	Stage	–	1708,	ed.	by	J.	Milhous	
and	R.	D.	Hume,	(London:	The	Society	for	Theatre	Research,	1987),	p.	96.	
41	The	London	Stage,	Part	I	(1660–1700),	p.	456	cites	references	from	Downes’	Roscius	
Anglicanus,	Gildon’s	English	Dramatick	Poets	and	A	Comparison	Between	the	Two	Stages.	
42	Source:	GB-Lbl,	Add.	Ms.	29378.	Also	see	Kathryn	Lowerre,	Music	and	Musicians	on	the	London	
Stage,	1695–1705	(Farnham:	Ashgate,	2009),	p.	109.		
43	ibid,	p.	109,	refers	to	‘S,	A/CT,	Baritone’.		
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‘Mummy	with	cat’s	blood	did	I	boil’,	bars	25–26).	The	highest	notes	occur	at	the	

opening	of	this	short	solo	on	‘To	fume	his…’	lending	a	strident	and	dramatic	

entry	for	the	singer.	There	are	parallels	that	have	been	made	between	this	music	

and	both	the	foregoing	witches	scene	in	Macbeth,	and	the	music	Henry	Purcell	

wrote	for	masque	in	Act	3	of	Dryden	and	Lee’s	Oedipus,	both	of	which	are	

discussed	above.44	

The	pungent	description	of	the	Chaldean	Witches	in	a	dialogue	between	

Cyaxeres	and	Artabasus	that	immediately	precedes	the	witches’	song	clearly	

reveals	the	diabolical	quartet	as	objects	of	fear	and	horror.45	This	would	suggest,	

therefore,	that	witches	had	remained,	as	late	as	1695,	an	insidious	and	genuine	

source	of	threat	in	the	public	imagination.	

	
	
Richard	Leveridge:	Music	for	Macbeth	(1702).	
	
Richard	Leveridge	(c.1670–1758)	composed	his	setting	of	music	for	Macbeth	in	

1702	and	was	in	use	at	Drury	Lane	by	21	November	of	that	year.46		It	survives	in	

a	number	of	manuscript	sources	and	in	a	modern	critical	edition.47	Leveridge’s	

																																																								
44	Lowerre	(2009),	op.	cit.,	pp.	148–150.	
45	‘Cyaxeres:	….Like	ravenous	Vultures	haunting	bloody	Battels,	
They	still	attend	the	Fortune	of	the	Field,	
When	they	may	exercise	their	loathsome	Charms	
And	hateful	Practices	upon	the	Dead.	
With	sulph'rous	Herbs,	and	devillish	Incantations.	
They	wrack	their	quiet	Spirits	in	the	Shades,	
Driving	their	Souls	back	to	their	Flesh	again,	
And	force	'em	to	reveal	what's	writ	below,	
What	Heav'n	had	bound	up	in	the	Book	of	Fate.	
Th'	Infernal	Gods	are	master'd	by	their	Power,	
Or	else	perswaded	by	some	Piety	
That	pleases	them;	deny	these	Wretches	nothing.’	
46	The	London	Stage,	Part	II,	Vol.	1	(1700–1717),	p.	28:	‘Vocal	and	Instrumental,	all	new	Compos'd	
by	Mr	Leveridge,	and	perform'd	by	him	and	others.’	
47	For	detailed	comment	on	sources,	see	Winkler	(2004),	op.cit.,	pp.	97–101.	The	primary	source	
is	GB-Cfm,	Ms.	87,	ff.	63–98	which	includes	annotations	of	singers	for	at	least	two	performances:	
the	first	layer	hand	seems	to	indicate	a	performance	by	Rich’s	company	at	Drury	Lane	in	the	first	
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version	of	the	music	to	Macbeth	was	the	most	celebrated	of	the	three	(it	appears	

to	have	replaced	Eccles’s	setting	by	1715)	and	performances	of	the	work	

persisted	some	way	into	the	1800s.	This	version	is	of	especial	interest	to	this	

study	because	the	composer	was	himself	a	notable	bass	singer.
48

		

	 The	critical	edition	makes	reference	to	several	bass	singers	named	in	the	

various	layers	of	annotations	in	the	Fitzwilliam	manuscript.	The	bass	singers	for	

the	original	performances	in	the	1703–1703	season	seem	to	have	been	Richard	

Leveridge	(Witch	1	/	Hecate)	and	Marcellus	Laroon	(Hecate),	with	whom	

Leveridge	shared	the	role	of	Hecate.	Laroon	was	a	listed	member	of	Rich’s	

company	at	Drury	Lane	by	the	turn	of	the	century.	Mr	Good	(fl.	1703–05?)	is	

annotated	in	the	Act	3	song	‘Hecate!	Come	away’,	but	this	possibly	refers	to	a	

later	revival	of	the	play.	Mr	Cook,	who	featured	so	heavily	in	the	second	layer	of	

the	Eccles	holograph	(see	foregoing	discussion),	also	appears	in	three	of	the	Act	

songs	in	the	Leveridge	version,	but	it	is	suggested	that	this	may	refer	to	a	revival	

of	the	play	as	late	as	1715	when	Cook	is	advertised	as	a	performer.	However,	it	

may	be	possible—from	the	many	references	to	Cook	in	productions	and	concerts	

in	London,	often	in	close	association	with	Leveridge	from	the	1702/03	season	

onwards—that	he	has	a	close	connection	with	Leveridge’s	version	at	an	early	

stage.		

The	Act	2	song,	‘Speak	Sister	Speak’	follows	an	almost	playful	6/4	

symphony,	and	continues	in	the	same	F	major	tonality.	The	musical	impression	

seems	almost	pastoral.	The	vocal	material	begins	as	a	dialogue	between	

Leveridge	as	Witch	1	and	Mrs	Harrison	(soprano)	in	the	role	of	Witch	2	(Example	

																																																																																																																																																															

few	years	of	the	eighteenth	century,	and	the	second,	according	to	Amanda	Eubanks	Winkler,	

probably	refers	to	the	1715	revival	at	Rich’s	new	theatre	in	Lincoln’s	Inn	Fields	(see	pp.	viii–ix).				

48
	Winkler	(2004),	op.cit.,	p.	ix.	
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7.4).	The	anticipated	accompaniment	of	two	violins	and	viola	initially	underpins	

both	singers’	entries.		

	
Example	7.4:	Richard	Leveridge,	Macbeth,	‘Speak	Sister	Speak’,	
opening	from	Act	2	song,	bb.	1–7.	
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It	has	been	suggested	that	the	use	of	a	G2	clef	for	Leveridge’s	first	entry	in	

this	song	in	the	autograph	manuscript,	rather	than	the	F4	clef	used	elsewhere,	

implied	a	delivery	of	the	line	in	a	comic	falsetto.49	If	that	were	the	case,	then	this	

would	establish	a	lighter	type	of	characterisation	for	the	witches	in	the	

remainder	of	their	music	in	the	set.50	Galliard,	some	years	later	wrote	an	

implausibly	high	range	for	Leveridge	in	‘Arise	ye	subtle	forms’	(written	as	g’–c’’’)	

in	his	music	for	Dr	Faustus,	or	the	Necromancer	in	1723,	which	might	indicate	

that	Leveridge	had	built	a	reputation	for	cutting	across	archetypical	expectations	

and	deploying	a	falsetto	for	comic	or	other	dramatic	effect.51	At	bar	14,	the	metre	

changes	to	a	brisk	2/2	for	the	entry	of	Hecate	(presumably	bass	Marcellus	

Laroon)	accompanied	by	the	simple	but	contrasting	texture	of	basso	continuo	in	

a	moderately	lengthy	solo	of	some	21	bars	(Example	7.5).	A	brief	interjection	by	

Witch	3	(soprano	–	Mrs	Mary	Lindsey),	the	remainder	of	the	section	up	to	the	

entry	of	the	chorus	returns	to	a	dialogue	between	Witches	1	and	4,	underpinned	

simply	by	basso	continuo	alone.		After	a	lengthy	chorus	section,	the	remainder	of	

the	piece	consists	of	two	solo	sections	for	Leveridge	(Witch	1)	with	chorus	

entries	between	(at	bar	116)	and	to	close	(at	bar	139),	with	string	tutti	

accompaniment	added.	What	is	immediately	apparent,	in	comparison	to	Eccles’s	

setting	of	the	same	scene,	is	how	much	more	extended	bass	solo	writing	there	is	

in	the	Leveridge.	The	bass	witches	in	this	Act	1	song	appear	no	more	

authoritarian	than	the	soprano	witches,	save	for	the	greater	musical	emphasis	

placed	upon	them	overall,	and	the	several	references	Witch	1	makes	to	monarchs	

(Example	7.6).	
																																																								
49	Fitzwilliam	Museum	manuscript	GB–Cfm,	Ms.	87,	p.	64,	reproduced	in	facsimile	in	Winkler	
(2004),	op.cit.,	Plate	4.		
50	ibid.	p.	102.	
51	‘Arise	ye	subtle	forms’	is	found	in	GB-Lbl,	Add.	Ms.	31588,	ff.	145v–146r.		
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Example	7.5:	Richard	Leveridge,	Macbeth,	‘Many	more	murders’	
from	the	Act	2	song,	bb.	14–41.	
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Example	7.6:	Richard	Leveridge,	Macbeth,	‘When	cattle	die,	about	
we	go’	from	Act	2	song,	bb.	100–116.	
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Most	of	the	solo	writing	for	both	basses	and	sopranos	tends	to	be	syllabic	and	

direct.	There	are	brief	melismas	for	Witch	1	at	102–106	on	‘about’,	but	the	most	

interesting	vocal	writing	in	the	piece	seems	to	be	reserved	for	the	chorus	

sections	which	colour	the	many	repetitions	of	the	word	‘rejoice’	from	bar	94	

onwards).	The	‘rejoicing’	of	the	final	chorus	of	the	song	seems	celebratory	and	a	

far	cry	from	the	sinister	and	fear-laden	witches	of	Eccles	and	other	seventeenth-

century	musical	depictions.	The	pastoral	celebratory	air	continues	initially	in	the	

next	section	of	music	‘Lets	have	a	dance’	where	there	are	no	bass	solo	

appearances	(Witch	2	–	Soprano	is	the	only	scored	soloist).	Even	the	chorus’s	‘At	

the	night	raven’s	dismal	voice,	when	other	tremble	we	rejoice’,	which	follows	a	

thoroughly	bucolic	violin	solo	in	6/4	(bars	23	onwards)	has	more	of	a	country	

wedding	than	the	diabolical	meeting	of	the	hellish	possessed.	

Much	the	same	can	be	said	of	the	third	act	music	which	evidently	involved	

stage	machinery.	‘Hecate!	Come	away’	is	the	most	dramatic	of	the	songs	in	

Leveridge’s	Macbeth	setting	with	frequent	changes	of	metre,	texture	and	mood.	

The	instrumental	ensemble	plays	a	more	independently	dramatic	role	in	the	

scene,	including	the	fanfare-like	symphony	that	precedes	the	first	vocal	entry	of	

Witch	5	at	the	start	of	the	song.	Compared	to	Eccles’	setting	of	the	same	scene,	

Leveridge’s	rendering	again	places	much	more	focus	on	the	bass	soloist(s)	but	in	

terms	of	range	(Hecate’s	part	covers	c–d’)	and	musical	content,	the	later	work	

seems	to	make	less	demands	on	its	solo	singers.	The	suggestion	that	Leveridge	

might	have	taken	over	the	part	of	Hecate	at	‘Now	I	go,	now	I	fly’	once	Laroon	had	

mounted	the	machine	would	have	surely	been	a	pragmatic	solution	to	the	

impracticalities	of	a	character	delivering	a	sung	part	from	a	piece	of	moving,	and	

one	assumes	relatively	noisy,	stage	machinery.	With	the	treatment	of	lines	such	
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as	‘…my	little,	little,	little	spirit	see,	sits	in	a	foggy	cloud	and	waits	for	me’	(bars	

4–13,	Example	7.7a),	and	the	addition	of	the	final	bass	solo	‘Now	I	go,	now	I	fly,	

Malkin	my	sweet	spirits	and	I,	Oh	what	dainty	pleasure’s	this’	(bars	68–96,	

Example	7.7b),	there	can	be	little	doubt	that	the	witch	characters	on	the	London	

stage	no	longer	held	the	sense	of	terror	and	threat	that	they	possessed	even	just	

a	few	years	previously.		

Thus,	from	these	various	examples	it	is	possible	to	see	that	the	use	of	the	

bass	voice	in	the	depiction	of	witch	roles	was	something	that	audiences	would	

have	expected	throughout	the	later-seventeenth	and	early-eighteenth	centuries.	

It	is	noteworthy	that	witch	roles	for	bass	tend	not	to	be	very	substantial—

‘Hecate’	in	Macbeth	is	probably	the	most	extended.	There	also	appears	to	have	

been	a	shift	in	the	perception	of	how	this	character-type	was	perceived	over	the	

period.	Objects	of	fear	become	objects	of	fun,	and	this	is	a	trend	that	is	seen	also	

in	the	music	composed	for	sorcerers.52	

	

	

	
	 	

																																																								
52	By	the	mid-eighteenth	century,	witches	most	commonly	appear	in	pantomimes	such	as	The	
Witches,	or	Harlequin	Cherokee	(23	November	1762,	Drury	Lane)	and	The	Rites	of	Hecate,	or	
Harlequin	for	the	Moon	(12	December	1763)	–	see	Roger	Fiske,	English	Theatre	Music	in	the	
Eighteenth	Century	(London:	Oxford	University	Press,	1973),	pp.	407–410.	 
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Example	7.7a:	Richard	Leveridge,	Macbeth,	‘Hark,	I’m	called’	from	
Act	3	song,	bb.	3–14.		
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Example	7.7b:	Richard	Leveridge,	Macbeth,	‘Now	I	go,	now	I	fly’	
from	Act	3	song,	bb.	68–83.	
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Sorcerers	Music	

Sorcerer	or	sorceress	roles	appear	in	England	throughout	the	late	seventeenth	

and	early	eighteenth	century	period	and	are	frequently	associated	with	bass	

voice	types.	Bass	sorceress	roles	in	particular	must	have	appealed	to	audience,	

playwrights	and	composers	at	least	in	part	for	the	gender	/	body-voice	

dissonance	that	featured	as	part	of	the	contrivance.	The	presence	of	bass	voice	

types	in	sorceress	roles	is	rooted	in	the	complete	absence	of	women	on	the	pre-

Restoration	stage,	and	their	persistence	in	those	roles	past	1660	can	be	

explained	partly	by	the	dramatic	and	sonorous	qualities	of	the	voice	type	itself	

and	the	dissonance	to	gender	described	above;	partly	by	custom	and	

expectation;	and	partly	by	the	choices	and	new	conventions	being	established	for	

or	by	women	actors	themselves.	It	might	have	been	the	case	that	female	actors	in	

general	simply	did	not	want	to	be	associated	with	such	dark,	mysterious	and	

exotic	characters.	

Sorcery	roles	tend	to	be	more	substantial	and	musically	more	rewarding	

characters	for	the	bass	voice	than	the	witch	roles,	examples	of	which	are	covered	

in	the	previous	section.	The	bass	sorcerer	/	sorceress	depictions	start	appearing	

later	in	the	period	than	the	witch	music,	and	thus	take	advantage	of	more	

developed	musical	language	including	influences	from	Italian	opera.	These	

characters	cross	over	with	ease	into	other	similar	character	types,	namely	that	of	

the	philosopher,	prophet	and	priest.		
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Henry	Purcell:	‘Sorceress’	in	Dido	and	Aeneas	(Mid-1680s?	/	revised	
version	1700).53		
	
The	most	compelling	and	well-known	sorcery-related	character	in	opera	and	

theatrical	music	of	the	period	is	the	Sorceress	in	Henry	Purcell’s	Dido	and	Aeneas.	

The	dating	and	performance	circumstances	of	the	creation	of	the	work	remain	a	

matter	of	scholarly	debate,	and	a	number	of	versions	of	the	piece	have	come	

down	in	modern	editions	and	recordings.	The	Sorceress	is	not	a	main	role,	only	

appearing	twice	in	the	entire	opera,	but	is	nevertheless	important	to	the	

dramatic	scheme.54	Given	the	climate	of	fear	and	suspicion	that	surrounded	the	

whole	issue	of	witchcraft	for	music	of	the	seventeenth	century,	Purcell’s	

Sorceress	and	her	attendant	chorus	of	witches	must	have	presented	a	frightening	

prospect	to	contemporary	audiences,	and	far	from	the	comical	crones	that	are	

																																																								
53	Ellen	T.	Harris,	Henry	Purcell’s	Dido	and	Aeneas,	Second	Edition	(New	York:	Oxford	University	
Press,	2017)	provides	the	most	recent	comprehensive	overview	of	scholarly	debate	about	
Purcell’s	Dido	and	Aeneas.	The	first	documented	performance	of	the	opera	is	known	to	have	
taken	place	at	Josiah	Priest’s	Girls’	School	in	Chelsea	by	July	1688	at	the	latest—see	Bryan	White,	
‘Letter	from	Aleppo:	Dating	the	Chelsea	School	Performance	of	“Dido	and	Aeneas”’,	Early	Music,	
Vol.	37,	No.	3	(2009),	pp.	417–428—in	which	the	witches	became	more	benign	‘enchantresses’	
and	the	sorceress	of	necessity	became	a	female	role.	However,	with	the	discovery	of	a	surviving	
printed	libretto	for	John	Blow’s	Venus	and	Adonis,	also	performed	at	Priest’s	school	but	preceded	
by	a	performance	at	court,	a	consensus	has	developed	that	Purcell’s	opera	was	similarly	intended	
for	court	performance	(probably	in	the	mid-1680s)	but	which	may	not	have	actually	been	staged	
for	any	number	of	reasons.	It	is	possible,	though	speculative,	that	this	original	informed	the	
version	prepared	for	the	first	professional	stage	performance	on	the	London	Stage	at	LIF	in	
February	1700,	as	an	interpolation	into	an	adaptation	of	Shakespeare’s	Measure	for	Measure	–	
see	Harris	(2017),	op.cit.,	pp.	59–72,	passim.	Further	professional	productions	follow	alongside	
other	plays:	The	London	Stage,	Part	II,	Vol.	1	(1700–1729)	(i)	29	January,	1703/04,	p.	55:	with	
The	Anatomist,	or	the	Sham	Doctor,	and	Mars	and	Venus…..	‘At	the	desire	of	several	persons	of	
quality.’;	(ii)	8	April,	p.	63:	with	The	Man	of	Mode,	or	Sir	Fopling	Flutter….‘At	the	desire	of	several	
persons	of	quality.	Afterpiece:	several	Musical	Entertainments	composed	by	Mr	Henry	Purcell.’		
Curtis	Price,	‘Dido	and	Aeneas’,	<http://www.oxfordmusiconline.com>	[accessed	10	January	
2016],	states	that	after	the	1704	revival,	‘Dido	&	Aeneas	then	disappeared	until	being	
rediscovered	in	the	late	18th	century	and	adapted	as	a	concert	piece’,	but	there	are	mention	of	
further	appearances	of	‘Aeneas	and	Dido’	at	Drury	Lane	in	April–May	1716,	see	The	London	
Stage,	Part	II,	Vol.	1	(1700–1717),	pp.	399,	400,	403.	Chapters	7,	8	and	9	of	Harris	(2017),	op.cit.,	
explore	how	Purcell	and	Tate’s	Dido	and	Aeneas	has	been	adapted,	reinterpreted	and	restored	in	
print,	scholarship	and	performance	from	the	eighteenth	to	the	present	century.	 
53	Dido	and	Aeneas,	an	Opera	By	Henry	Purcell,	ed.	by	Margaret	Laurie	and	Thurston	Dart	
(Borough	Green:	Novello,	1961,	revised	1966).	
54	In	Act	2,	Sc.	1	and	Act	3,	Sc.	1.		
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deployed	in	many	modern-day	productions	which	are	perhaps	informed	by	later	

and	anachronistic	attitudes	toward	such	characters.		

Many	of	the	extant	recordings	and	editions	allocate	the	role	of	the	

Sorceress	in	Act	2	to	a	mezzo-soprano.55	Elizabeth	Holland	argues	that	the	role	

would	have	suited	the	low	soprano	Mary	Hodgson,	but	also	contends	that	she	

would	have	suited	the	role	of	Dido	and	also	Aeneas	too	(Hodgson	was	known	for	

playing	‘breeches’	roles).56	The	question	of	voice	attribution	in	Dido	and	Aeneas,	

in	the	absence	of	key	evidence	surrounding	these	early	performances,	raises	

much	debate.	However,	if	recent	scholarship	on	the	work	is	to	be	heeded,	the	

mezzo-soprano	attribution	to	the	Sorceress	role	derives	from	the	production	

staged	at	Josias	Priest’s	girls’	school	in	Chelsea	in	1689,	but	which	is	now	thought	

not	to	have	been	the	original	intended	performance.	An	earlier	planned	

performance	at	court	that	may	or	may	not	have	actually	come	to	the	stage	seems	

likely,	and	a	score	for	this	does	not	come	down	to	modern	times.57	The	February	

1700	production	(at	Lincoln’s	Inn	Fields,	which	re-organised	the	opera	into	a	

series	of	masques	designed	to	appear	with	revivals	of	Shakespeare	plays	–	in	this	

case	Charles	Gildon’s	alteration	of	Measure	for	Measure)58	seems	to	have	been	

the	first	to	take	to	the	main	London	theatrical	stage	with	professional	

performers,	and	Wood	and	Pinnock	support	the	notion	that	this	saw	a	return	to	a	

																																																								
55	Of	thirty	three	different	recordings	of	Dido	and	Aeneas	listed	on	<www.prestomusic.com>		
[accessed	17	March	2019],	twenty	seven	cast	a	female	Sorceress;	three	cast	a	countertenor;	three	
a	tenor;	and	only	one	recording	casts	a	bass	Sorceress	—	The	Academy	of	Ancient	Music	/	
Christopher	Hogwood,	‘Henry	Purcell,	Dido	and	Aeneas’,	Decca,	4757195	(2006),	with	David	
Thomas	(Sorceress). 
56	Elizabeth	J.	V.	Holland,	‘Purcell	and	the	Seventeenth-Century	Voice:	An	Investigation	of	Singers	
and	Voice	Types	in	Henry	Purcell’s	Vocal	Music’	(unpublished	doctoral	thesis,	University	of	
Sheffield,	2002),	pp.	143–144.	
57	Harris	(2017),	op.cit.,	pp.	37–41;	Bruce	Wood	and	Andrew	Pinnock,	‘Introduction’,	in	Purcell:	
Dido	and	Aeneas	/	Le	Concert	D’astrée	/	Emmanuelle	Haïm,	EMI	Veritas,	2003),	p.	9. 
58	For	information	on	the	production	of	Measure	for	Measure,	see	The	London	Stage.	Part	I	(1660–
1700),	pp.	523–524.	
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bass	singer	in	portrayal	of	the	Sorceress,	which	would	accord	with	the	

expectation	of	such	a	character	to	audiences	of	the	time.59	The	case	for	a	bass	

Sorceress	in	the	original	production,	and	demonstrably	in	the	1700	production	is	

made	convincingly	by	Curtis	Price	and	Irena	Cholij	as	early	as	1986—	and	which	

places	John	Wiltshire	in	the	role	both	on	the	grounds	of	range	and	marginal	

annotations	in	the	prompt	book	which,	by	process	of	elimination	seem	to	point	

towards	this	particular	actor-singer	in	the	character.60	Wiltshire	is	described	as	a	

‘competent’	bass	singer	at	Lincolns	Inn	Field.61		He	receives	mention	in	a	number	

of	sources	of	the	period	including	another	supernatural	role	as	a	witch	

presumably	in	the	first	production	of	Eccles’	setting	of	Macbeth	at	LIF	in	1695–

1696.62		

The	Sorceress	in	Dido	and	Aeneas	is	singled	out	by	Amanda	Eubanks	

Winkler	as	a	character	that	has	‘more	musico-rhetorical	power	than	other	

witches’,	and	profiles	a	number	of	musical	traits	that	reinforce	this	elevated	

status.63	The	sorceress’s	accompagnato	entry	(‘Wayward	Sisters’)	at	the	onset	of	

Act	2,	Sc.	1,	preceded	by	sixteen	bars	of	striking	and	profound	F	minor	prelude	

(Example	7.8),	affords	the	character	theatrical	presence	and	prominence,	as	well	

as	having	the	practical	purpose	of	facilitating	a	scene	change	and	the	raising	of	

the	curtain.		

																																																								
59	Wood	and	Pinnock	(2003),	op.	cit.,	p.	9.	‘A	sorceress	sung	by	a	bass	heightened	the	sense	of	
pantomime—almost	certainly	Purcell’s	intention.’		

60	Curtis	Price	and	Irene	Cholji,	‘Dido’s	Bass	Sorceress’,	The	Musical	Times,	127,	No.1726	(1986),	
especially	pp.	615–616.	See	also	Harris	(2017),	op.cit.,	pp.	64–65.	For	further	information	on	John	
Wiltshire,	see	Appendix	B	below,	p.	826.	

61	Olive	Baldwin	and	Thelma	Wilson,	‘The	Singers	of	the	Judgment	of	Paris’,	in	The	Lively	Arts	of	
the	London	Stage,	1675–1725,	ed.	by	Kathryn	Lowerre	(Farnham:	Ashgate,	2014),	p.	15.		
62	GB-Lbl,	Add.	Ms.	12219,	f.	34v	(‘Tiffin,	keep	it	stiff	in’)	has	Wiltshire’s	name	in	first	layer	hand,	

and	later	crossed	out	and	replaced	by	‘Cook’,	a	singer	connected	with	Betterton’s	company	in	the	

early	part	of	the	Eighteenth	century.	For	further	information,	see	‘Music	for	Macbeth:	

‘Introduction’’,	in	Winkler	(2004),	op.cit.,	pp.	vii–ix.	
63	Winkler	(2006),	op.cit.,	p.	58.	
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Example	7.8:	Henry	Purcell,	Dido	and	Aeneas,	‘Wayward	sisters’,	
Act	2,	Sc.1,	bb.	17–34.	
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When	presented	in	the	lower	octave	compared	to	the	mezzo-soprano	versions,	

the	entry	is	given	further	impact	and	authority	by	lying	in	a	strong	part	of	the	

bass	vocal	range.	The	Sorceress	retains	her	F	minor	identity,	a	key	associated	

with	tombeau	and	other	funereal	music	in	this	period.64	This	contrasts	with	the	B	

flat	major	of	the	ensuing	witches	chorus	(‘Harm’s	our	delight’),	which	cadences	

on	the	dominant	chord	of	F	major	in	preparation	for	the	Sorceress’	re-entry	in	

the	minor	mode	for	‘The	Queen	of	Carthage,	whom	we	hate’.	The	re-entry	then	

contrasts	with	its	following	famous	witches’	chorus	(‘Ho	ho	ho’)	in	C	major.	The	

ensuing	recitative	(‘The	Trojan	prince’)	continues	the	dark	and	grave	mood,	now	

shifting	to	G	minor,	and	it	is	only	in	the	Sorceress’s	final	utterance	that	we	see	

her	true	mischief	and	duplicity	towards	Aeneas	(‘But	when	they've	done,	my	

trusty	elf,	in	form	of	Mercury	himself,	as	sent	from	Jove,	shall	chide	his	stay,	and	

charge	him	sail	tonight	with	all	his	fleet	away’	–	Example	7.9).	Her	motivation	is	

no	longer	regal	in	character,	but	rather	something	more	akin	to	her	cackling	

sisters,	which	explains	the	mode	shift	to	the	major	tonality	for	this	phrase	

(Example	7.9).		

In	exploring	further	the	reasons	why	the	Sorceress	in	Dido	sounds	

different	to	other	more	‘old	crone’	types	of	witches	encountered	not	only	

alongside	her	in	this	scene,	but	also	in	other	places	at	the	time,	it	has	been	

suggested	that	we	should	view	the	Sorceress	as	the	‘anti-self’	of	Queen	Dido	

herself,	and	thus	would	need	to	act	in	balance	with	her	regal	counterpart.65		 	

																																																								
64	Michael	Tilmouth	and	David	Ledbetter,	‘Tombeau(I)’	(20	January	2001)	

<http://www.oxfordmusiconline.com>	[accessed	17	March	2019].	
65	Winkler	(2006),	op.cit.,	p.	59.		
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Example	7.9:	Henry	Purcell,	Dido	and	Aeneas,	‘But	when	they’ve	
done’,	Act	2,	Sc.1,	bb.	15–23.	

	

	

	

	

	

	

	

	

	
	
	
Example	7.10:	Henry	Purcell,	Dido	and	Aeneas,	‘Our	next	motion	
must	be’,	Act	3,	Sc.1,	bb.	20–39.	
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Price	and	Cholij	find	the	Sorceress’s	final	air	(‘Our	next	motion	must	be’)	

which	appears	in	Act	3	as	problematic	in	that	it	has	a	much	higher	tessitura	than	

the	material	in	Act	2:	‘….so	much	higher	in	fact	that	it	is		difficult	for	most	mezzo-

sopranos	and	would	be	nearly	impossible	for	a	bass’	(Example	7.10).66		The	

argument	is	that	the	scene	is	‘too	garbled	in	both	the	1689	and	1700	librettos	to	

allow	us	to	know	who	is	supposed	to	sing	it’,	and	refer	to	the	much	later	1784	

concert	version	which	assigns	the	line	to	a	soprano.	This	makes	no	sense	as	the	

dramatic	sequence	of	the	Sorceress’s	‘See	the	flags	and	streamers	curling’	and	

attendant	witches	responses	and	further	cackles	at	the	fulfillment	of	their	

mischievous	deception	would	seem	to	echo	the	sequence	heard	in	Act	2	when	

those	plans	were	laid.	Price	and	Cholij’s	concerns	about	the	Sorceress’s	final	air	

are	surely	misplaced	given	that	Wiltshire	was	known	to	be	able	to	sing	up	to	g’,	

and	the	heightened	drama	of	the	moment	might	effect	some	strain	or	tension	in	

the	voicing	of	the	character.	There	is	almost	an	element	of	the	mad	song	in	this	

final	utterance	of	the	regal	anti-self.	The	convention	was	for	witch	and	sorcerer	

characters	to	be	voiced	by	male	singers	and	actors.	For	the	reasons	given	above,	

there	seems	to	be	at	least	creditable	if	not	convincing	evidence	to	suggest	that	

Purcell	intended	the	role	to	be	portrayed	by	a	bass.		That	the	majority	of	the	

extant	recordings	adhere	to	a	mezzo-soprano	in	the	role,	following	the	argument	

that	the	unknowns	of	the	original	performance	circumstances	allow	for	creative	

but	historically-informed	interpretation	is	at	best	conjecture,	and	at	worst	

pandering	to	political	correctness.67		

	

																																																								
66	Price	and	Cholji	(1986),	op.cit.,	p.	617.	
67	Wood	and	Pinnock	(2003),	op.	cit.,	p.	9:	‘…there	is	a	positive	side	to	this	scholarly	indecision:	it	
enlarges	the	range	of	legitimate	choices	open	to	historically-informed	practitioners.	No-one	

thinks	there	is	a	‘right’	way	to	deliver	Dido	any	more.’	
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Henry	Purcell:		‘Pluto	Arise!’,	Circe,	Act	1,	Sc.	4.	(Theatre	Royal,	Dorset	
Garden,1695).		
	
The	extent	to	which	the	impersonal	and	authoritative	Pluto	continued	to	be	

conveyed	in	Henry	Purcell’s	music	composed	for	a	1680s	production	of	Charles	

Davenant’s	Circe	offers	interesting	insights	into	the	role	of	both	Pluto	and	the	

priest	(possibly	as	early	as	1685,	and	thus	very	close	in	proximity	to	Grabu’s	use	

of	the	character	in	Albion	and	Albanius).68	‘Pluto	arise	from	these	bless’d	shades’	

is	a	conjuration	sung	by	the	priest	/	magician	at	the	end	of	Act	1,	Sc.	4	as	a	

prelude	to	the	appearance	of	Pluto	himself	(again	here	in	a	spoken	role)	

ascending	on	a	machine	at	the	beginning	of	the	next	scene	(Example	7.11).		‘Pluto	

arise’	brings	together	two	supernatural	bass	archetypes;	that	of	a	sorcerer	or	

magician	and	by	association,	that	of	the	god	of	the	underworld.	The	text	of	the	

song	is	effectively	a	list	of	the	attributes	of	Pluto	and	his	realm:	

	 Pluto	arise!	
	 From	those	blest	shades	where	Kings,	and	Lovers	are,	
	 Where	those	no	torment	have	from	State	and	Care;	
	 And	these	feel	not	the	torment	of	Despair.	
	 Pluto	arise!	
	 From	thy	blest	Kingdom	of	Equality,	
	 Where	Birth,	Wealth,	Beauty	have	no	tyranny,	
	 Where	all	Mankind	are	fellow-slaves	to	thee.	
	

Curtis	Price	sees	‘Pluto	arise’	as	rather	‘four-square’	and	‘an	anti-climax’	due	to	

the	lack	of	musical	accompaniment	for	Pluto’s	ensuing	ascent	and	spoken	lines,	

but	such	a	criticism	is	misplaced.	Certainly	this	is	no	bravado	evocation	of	a	

mighty	and	fearful	deity,	but	more	of	an	identification	with,	and	assumption	by	
																																																								
68	The	date	of	the	music	for	this	scene,	the	only	music	Purcell	composed	for	Circe	and	of	which	
‘Arise	Pluto’	is	the	last	section,	is	open	to	debate	but	may	be	as	early	as	1685	when	Davenant’s	
script	was	reprinted.	For	a	more	detailed	discussion	of	the	play	and	Purcell’s	music	see	Curtis	
Price,	Henry	Purcell	and	the	London	Stage	(Cambridge:	Cambridge	University	Press,	1984),	pp.	
97–105.	The	music	for	the	original	staging	of	Circe	(possibly	12	May	1677)	is	presumed	to	have	
been	composed	by	John	Banister,	but	the	equivalent	score	for	the	conjuring	scene	has	not	
survived.	
	



Chapter	7:	Witches	and	Sorcerers	

	383	

the	Priest,	of	the	attributes	of	Pluto.		Those	attributes	are	captured	in	the	music	

of	Purcell	in	the	G	minor	magician’s	dance	that	precedes	the	song;	in	the	soft-

edged	string	accompaniment;	as	well	as	in	the	melodic	line	of	the	solo	bass	itself.		

	

Example	7.11:	Henry	Purcell,	‘Pluto	arise’	from	Circe	(Z.575),	Act	1,	Sc.	4,	
bb.	1–13.	
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The	harmonic	stability	of	this	section,	as	well	as	the	steady	unfolding	of	the	C	

major	triad	at	the	start,	is	itself	a	rhetorical	device.	The	first	stanza	rises	up	from	

below,	evoking	in	musical	terms	the	god’s	physical	manner	of	appearance	which	

may	or	may	not	have	been	taking	place	on	stage	concurrently,	and	which	in	the	

second	stanza	increasingly	compliments	the	string	writing	to	reflect	the	‘blest	

kingdoms	of	Equality’.	The	published	libretto	directs	that	at	the	beginning	of	Sc.	

5,	‘The	Earth	opens,	Pluto	arises	in	a	Chariot	drawn	by	Black	Horses’,	a	dramatic	

moment	for	which	it	seems	unlikely	that	music	would	be	absent,	which	might	

imply	that	the	song	itself,	or	a	part	thereof,	was	intended	to	cover	the	stage	

action.	The	identity	of	the	singer	of	‘Pluto	arise’	is	unknown,	but	prominent	bass	

singers	connected	with	the	United	Company	in	the	mid	to	late	1680s	include	

John	Bowman	and	John	Reading.		

	
	
Henry	Purcell:		‘You	twice	ten	hundred	deities’,	The	Indian	Queen,	Act	3	
(Theatre	Royal,	Dorset	Garden,	1695).		
	
Henry	Purcell	provided	much	of	the	music	for	the	revival	production	of	Sir	

Robert	Howard	and	John	Dryden’s	The	Indian	Queen,	which	was	performed	at	

Dorset	Garden	possibly	sometime	between	mid-April	and	the	late	Autumn	of	

1695.69		The	circumstances	of	the	creation	and	first	performance	of	the	opera	is	

well-documented,	and	tied	into	the	growing	discontent	within	the	United	

Company	at	Drury	Lane	and	the	split	that	took	place	in	March	1695	resulting	in	

Thomas	Betterton	and	some	sixteen	members	of	the	company	departing	to	form	

the	rival	company	based	at	Lincolns	Inn	Fields.70	The	score	of	The	Indian	Queen	

																																																								
69	The	London	Stage,	Part	I	(1660–1700),	p.	444.	For	further	insights	into	the	debate	about	the	
possible	date	of	the	first	performance	of	The	Indian	Queen,	see	Price	(1984),	op.cit.,	pp.	126–128.	
70	For	further	information	on	the	split	led	by	Betterton	see	Margaret	Laurie	and	Andrew	Pinnock	
(eds),	‘Preface’,	in	The	Works	of	Henry	Purcell,	Volume	19:	The	Indian	Queen	(1994),	op.cit.,	pp.	ix–
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includes	one	of	Purcell’s	most	celebrated	solo	pieces	for	bass,	‘You	twice	ten	

hundred	deities’.	The	air	appears	early	in	Act	3	and	is	sung	by	the	minor	but	

colourful	character	‘Ismeron’.		The	Mexican	Queen	Zempoalla,	frustrated	in	her	

desire	to	attract	the	affections	of	the	young	Peruvian	warrior	Montezuma,	calls	

on	the	prophet	and	conjuror	Ismeron	to	provide	a	solution—as	it	happens,	

fruitlessly—to	her	torment,	the	freshly	roused	God	of	Sleep	simply	warning	her	

in	the	following	air	‘Seek	not	to	know	what	must	not	be	revealed	/	Joys	only	flow	

where	fate	is	most	concealed…’.		

The	contemporary	singer	most	closely	associated	with	‘Ye	twice	ten	

hundred	deities’	was	Richard	Leveridge	who	sang	the	role	in	the	premiere	of	the	

opera,	but	who	may	not	have	been	the	original	intended	recipient	of	the	part.		

Curtis	Price	comments	on	the	likelihood	that	Purcell	had	completed	the	entire	

vocal	music	of	the	opera	prior	to	the	March	1695	split,	as	evidenced	by	the	

presence	of	a	different	version	of	the	recitative	found	in	several	sources	

(Example	7.12a).71		It	is	probable	and	logical	that	the	part	was	intended	

originally	for	the	United	Company’s	resident	experienced	actor-singer	John	

Bowman	whose	higher	baritonal	range	would	have	been	more	suited	to	the	

alternative	version.	But	with	Bowman’s	departure	to	Lincoln’s	Inn	Fields—

presumably	before	the	opera	could	be	premiered—the	production	was	delayed	

whilst	a	new	cast	could	be	recruited	and	rehearsed.72	This	was	a	process	that	

evidently	involved	some	compromises	in	terms	of	casting	and	scoring.	

	
	 	

																																																																																																																																																															
x;	and	Price	(1984),	op.cit.,	pp.	126–127.	
71	GB–Lbl,	Add	Mss.	31447,	31453	and	GB-Ooc,	MS.	Ua	36,	as	cited	in	Price	(1984),	op.cit.,	pp.	
128–130.		
72	Ibid.	p.	128.	
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Example	7.12a:	Henry	Purcell,	‘You	twice	ten	hundred	deities’	

(comparison	between	versions)	from	The	Indian	Queen,	bb.	12–16.	

	

Indeed,	it	has	been	the	suggested	that	Leveridge	may	not	have	enjoyed	success	in	

the	part	anyway	as	he	appears	in	alternative	roles	in	later	productions.73	The	

Indian	Queen	does	constitute,	however,	the	first	known	documented	professional	

appearance	of	Richard	Leveridge,	who	would	have	been	in	his	mid-twenties	at	

the	time	and	who	therefore	would	seem	to	have	got	his	break	in	the	relatively	

young	and	inexperienced	cast	that	brought	an	experimental	and	in	many	ways	

radical	new	version	of	The	Indian	Queen	to	London	audiences	(i.e.	a	tragic	semi-

opera).74		With	such	tumultuous	circumstances	surrounding	the	premiere	

production	of	the	1695	revival,	undoubtedly	the	one	thing	that	helped	to	ensure	

																																																								
73	Baldwin	and	Wilson	(1996),	op.cit.,	pp.	125–126,	comments	on	the	naming	of	parts	in	GB–Ob,	
Tenbury	1278.	Price	(1984)	op.cit.,	p.	130	speculates	on	Leveridge’s	success	as	Ismeron,	and	in	
doing	so	also	refers	to	GB–Ob,	Tenbury	1278.	Price	states	that	Leveridge	is	named	in	the	roles	of	

‘The	High	Priest’	in	Act	5,	‘Hymen’	in	Daniel	Purcell’s	afterpiece,	and	in	the	choruses	‘We	come	to	

sing	great	Zempoalla’s	story’	and	‘We	the	spirits	of	the	air’,	but	not	as	Ismeron	nor	as	Envy.		

74	For	cast	details	of	the	1695	revival,	see	The	London	Stage,	Part	I	(1660–1700),	p.	444.		On	the	
radical	nature	of	The	Indian	Queen,	see	Price	(1984)	op.cit,	p.	143.	
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its	ultimate	success	and	legacy	was	the	quality	of	Henry	Purcell’s	music,	and	not	

least	the	song	for	‘Ismeron’,	the	prophet	conjuror.		

‘You	twice	ten	hundred	deities’	is	in	G	Minor,	a	key	often	associated	in	

late-seventeenth-century	repertoires	with	sadness	and	tragedy,	it	being	used	

elsewhere	by	Purcell,	for	example	in	Dido’s	lament	(Dido	and	Aeneas,	Z.626)	and	

the	great	Chacony,	Z.730.75		The	declamatory	opening	(Example	7.12b)	receives	

thereby	a	sombre	and	weighty	feel	and	reflects	the	dramatic	respect	and	

authority	accorded,	at	least	initially,	to	the	character	of	the	conjuror.	The	first	

phrase	presses	f#	and	a�	dissonances	against	the	tonic	pedal	in	the	continuo	to	

dress	up	the	tonic	triad	on	which	the	line	is	based.	More	triadic	incantations	

assert	themselves	in	bar	5,	before	the	first	glimpse	of	the	rising	chromatic	

melodic	figure	(‘And	see	what	men	are	doom’d	to	do’)	of	bars	7–9	which	

reappears	more	dramatically	in	the	sluggish	motion	of	the	central	section	of	the	

tri-partite	air	(‘By	the	croaking	of	the	toad’)	that	follows	(‘From	thy	sleeping	

Mansion	rise,	And	open	thy	unwilling	eyes’,	bars	58–68).76	Almost	chant-like	

melismas	add	priestly	emphasis	to		‘discord’	(bar	10)	and	‘arise’	(bar	13).	A	

second	appearance	of	the	rising	chromatic	figure	in	bar	17–18	(‘Must	on	her	

dismal…’)	and	a	repetition	of	‘dismal’	outlining	the	shape	of	the	foregoing	

																																																								
75	For	more	information	on	key	associations	see	Price	(1984)	op.cit,	pp.	22–23;	Winkler	(2010),	
op.cit.,	p.	304;	Winkler	(2006),	op.cit.,	pp.	135–136;	Brian	Hyer,	‘Key	(I)’	(2001)	
<http://www.oxfordmusiconline.com>	[accessed	13	March	2019]:	‘Keys	are	often	said	to	possess	
characteristics	associated	with	various	extra-musical	emotional	states.	While	there	has	never	
been	a	consensus	on	these	associations,	the	material	basis	for	these	attributions	was	at	one	time	
quite	real:	because	of	inequalities	in	actual	temperament,	each	mode	acquired	a	unique	
intonation	and	thus	its	own	distinctive	‘tone’,	and	the	sense	that	each	mode	had	its	own	musical	
characteristics	was	strong	enough	to	persist	even	in	circumstances	in	which	equal	temperament	
was	abstractly	assumed.	Though	highly	specific	with	respect	to	different	repertories	and	
listeners,	these	expressive	qualities	fall	into	two	basic	categories,	which	conform	to	the	basic	
difference	–	often	asserted	as	an	opposition	–	between	major	and	minor:	major	is	heard	to	be	
brighter	and	more	cheerful	than	minor,	which	in	comparison	is	darker	and	sadder.’ 
76	Charles	Burney,	A	General	History	of	Music,	From	the	Earliest	Ages	to	the	Present	Period	(1789):	
Volume	the	First	(New	York:	Dover,	1957),	p.	392.	
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melisma	on	‘discord’	brings	the	recitative	to	an	authoritative	concluding	low	G	

(Example	7.12b).			

	

Example	7.12b:	Henry	Purcell,	‘You	twice	ten	hundred	deities’	
(opening	section)	from	The	Indian	Queen,	bb.	1–19.	
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Charles	Burney	had	high	praise	for	Ismeron’s	recitative	and	air:		

‘Ye	twice	ten	hundred	deities,’	opens	with	what	seems	to	me	best	piece	of	
recitative	in	our	language.	The	words	are	admirably	expressed	throughout	the	
song,	by	modulation	as	well	as	melody.	And	there	is	a	propriety	in	the	changes	of	
movement,	which	does	honour	to	Purcell’s	judgement,	as	much	as	the	whole	
composition	to	his	genius.77	
	

	
Following	the	gravitas	of	the	opening	recitative,	‘By	the	croaking	of	the	toad’,	

sees	the	addition	of	a	compliment	of	strings,	recalling	perhaps	the	appearances	

of	the	Sorceress	in	Dido	and	Aeneas.	There	is	an	almost	antiphonal	feel	to	the	

music	in	the	opening	section	of	the	air,	thus	perpetuating	the	ritualistic	

atmosphere	of	the	proceedings,	yet	there	is	also	a	comic	element	in	the	use	of	the	

French	dotted	rhythms.	Allusions	are	made	to	the	croaking	toads	in	their	cave	

abodes,	the	panting	for	breath,	which	softens	somewhat	the	references	to	death	

(bars	36–37)	and	the	twisting	and	gliding	‘crested	adder’	(bars	38–58)	that	

follow.	Bars	58–68	return	us	to	the	serious	business	of	conjuration	and	

incantation	(see	foregoing	footnote	for	Burney’s	comments	on	this	passage).	The	

last	section	of	the	air	(‘While	bubbling	springs	their	music	keep’,	bars	68–103)	is	

a	gentle	lullaby,	a	lilting	dance	in	slow	triple	time	intended	to	induce	a	hypnotic	

state	on	the	audience	and	Queen	Zempoalla.78		

	 	

																																																								
77	Burney:	A	General	History,	ii	(1789)	op.cit.	p.	392.	Burney	goes	on	to	say	that	the	phrase	is	‘a	
model	of	musical	imitation	and	expression.	The	modulation	is	still	so	excellent….	
78	This	section	is	commented	on	further	under	the	‘Gods	of	Sleep’	section	in	Chapter	5	above.	
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John	Weldon	(attr.):	‘Arise,	arise!	Ye	Subterranean	Winds’,	The	Tempest,	
Masque	ending	Act	2,	Sc.	3	(composed	possibly	for	the	revival	at	Theatre	
Royal,	Drury	Lane,	7	January,	1712).	
	
Based	on	Shakespeare’s	play	of	c.1610–11,	The	Tempest	was	first	adapted	by	

John	Dryden	and	Charles	Davenant	in	1667	and	then	again	by	Poet	Laureate	

Thomas	Shadwell	in	1674	which	included	music	by	Locke,	Humfrey,	Banister,	

Draghi	and	bass	singer	Pietro	Reggio.79		Notwithstanding	the	number	of	

composers	contributing	to	the	1674	version,	the	later	setting	of	parts	of	The	

Tempest	—which	was	for	centuries	ascribed	to	Henry	Purcell	as	his	last	work	for	

the	theatre—contained	even	more	music.80	Only	since	the	1960s	has	John	

Weldon	been	proposed	as	the	probable	creator	of	the	score,	possibly	for	a	revival	

at	the	Theatre	Royal,	Drury	Lane	in	January	1712,	and	his	authorship	is	now	

generally	acknowledged.81			

The	Masque	for	Devils	was	inserted	into	Act	2,	Sc.	3	in	the	1667	Dryden	/	

Davenant	version,	an	addition	that,	as	Curtis	Price	states,	allows	this	and	other	

‘…new	musical	scenes	to	grow	naturally	from	the	plot.’82	On	this	specific	scene,	

Price	goes	on	to	say	that	‘…the	masque	of	devils	in	Act	2,	Sc.	3	is	meant	to	nettle	

																																																								
79	John	Dryden,	The	Tempest,	or,	the	Enchanted	Island	a	Comedy,	as	it	is	Now	Acted	at	His	Highness	
the	Duke	of	York’s	Theatre	(London:	Printed	by	J.	M.	for	Henry	Herringman,	1670).	This	source	is	
available	online	at	https://quod.lib.umich.edu.		
80	Grove	Music	Online	(‘Purcell,	3:	Henry	Purcell	(ii),	Works’)	lists	one	song,	‘Dear	pretty	youth’	in	
two	versions	that	were	composed	for	a	revival	of	The	Tempest	in	March	–	July	1695.	This	song	is	
also	commented	upon	in	Price	(1984)	op.cit,	pp.	204–205	where	Curtis	Price	rules	the	notion	of	
Purcell	preparing	a	complete	score	for	The	Tempest	alongside	The	Indian	Queen,	and	following	on	
from	the	first	two	parts	of	Don	Quixote	(1694)	as	‘out	of	the	question’.	Price	thinks	that	‘Dear	
pretty	youth’	was	merely	added	to	a	revival	of	the	1674	version	of	the	play.		
81	For	more	information	on	Weldon’s	claim	to	be	the	composer	of	The	Tempest,	see:	Margaret	
Laurie,	‘Did	Purcell	Set	‘the	Tempest?’’,	Proceedings	of	the	Royal	Musical	Association,	90th	Session	
(1964),	pp.	43–57.		For	an	overview	of	the	Weldon	music,	see	Irene	Cholji,	‘Tempest,	the	(I)’	
(Published	online	2002.)	<https://doi.org/10.1093/gmo/9781561592630.article.O008792>	
[accessed	3	April	2019].	The	London	Stage,	Part	II,	Vol.	1	(1700–1717),	p.	266	has	on	the	7	
January,	1712	revival:	‘As	it	was	altered	from	Shakespear	[sic]	by	Sir	Wil.	D'Avenant,	and	the	late	
Mr	Dryden,	Poets	Laureat.	With	new	Scenes,	Machines,	and	all	the	Original	Decorations	proper	to	
the	Play.	By	her	Majesty's	Command	no	Persons	are	to	be	admitted	behind	the	Scenes.’	
82	Price	(1984),	op.cit,	p.	204.	
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Alonzo	and	Antonio	for	their	usurpation;	it	is	a	graphic	representation	of	their	

guilty	consciences.’83		

	
Ant.	Lo	the	Earth	opens	to	devour	us	quick.	These	dreadful	horrors,	and	the	
guilty	sense	of	my	foul	Treason,	have	unmann’d	me	quite.	
Alon.	We	on	the	brink	of	swift	destruction	stand;	No	means	of	our	escape	is	left.	
[Another	flourish	of	Voices	under	the	Stage.]	
Ant.	Ah!	What	amazing	sounds	are	there	we	hear!	
Gonz.	What	horrid	Masque	will	the	dire	Fiend	present?84	

	
Curtis	Price’s	interpretation	pays	due	diligence	to	the	plot,	but	the	wording	of	the	

scene	lays	on	the	offence	to	the	crown	pretty	thickly:	

	
1.Dev.		Who	are	the	chief	Leaders	of	the	damned	Host?	
3.Dev.		Proud	Monarchs,	who	tyrannize	most.	
1.Dev.		Damned	Princes	there	

The	worst	of	torments	bear.	
2.Dev.		Who	in	Earth	all	others	in	pleasures	excel,		

Must	feel	the	worst	torments	of	Hell.	[They	rise	singing	this	Chorus.]	
	
There	is	a	warning	in	these	and	the	ensuing	words,	undoubtedly	carrying	an	

allegorical	meaning	that	would	have	been	obvious	to	politically-aware	audiences	

of	the	time.85		The	text	of	‘Arise,	arise!	ye	subterranean	winds’	appears	to	have	

been	added	later	by	Shadwell	in	1674,	and	was	one	of	several	insertions	that	

converted	the	play	‘into	an	ingenious	musical…’.86		The	song	appears	at	the	very	

end	of	the	scene,	and	is	separated	from	the	utterances	of	the	other	devils	and	

those	of	‘Pride’,	‘Fraud’,	‘Rapine’	and	‘Murder’	by	further	dialogue	between	

Antonio	and	Alonzo,	in	which	Alonzo	says	‘Oh	Prospero,	my	crimes	‘gainst	thee	fit	
																																																								
83	Ibid.	
84	Excerpts	are	taken	from	Thomas	Shadwell,	The	Tempest,	or,	the	Enchanted	Island	a	Comedy	as	it	
is	now	Acted,	By	His	Majesties	Servants	(London:	Printed	for	J.	Tonson,	and	T.	Bennet,	and	Sold	by	
R.	Wellington,	at	the	Dolphin	and	Crown	at	the	West-end	of	S.Paul’s	Church-yard.	G.	Strahan,	over	
against	the	Royal	Exchange	in	Cornhil,	and	B.	Lintott,	at	the	Post-house	next	the	Middle-Temple	
Gate	in	Fleet-street,	1701),	p.	20.	The	full	libretto	is	transcribed	in	The	Routledge	Anthology	of	
Restoration	and	Eighteenth-Century	Drama,	ed.	by	Misty	G.	Anderson,	Kristina	Straub	and	Daniel	
O’Quinn	(Abingdon	&	New	York:	Taylor	&	Francis,	2017),	pp.	10–54	(the	masque	is	on	p.	29).                                                
85	For	more	on	Allegory,	see:	Andrew	R.	Walkling,	‘Performance	and	Political	Allegory	in	
Restoration	England:	What	to	Interpret	and	When?’,	in	Performing	the	Music	of	Henry	Purcell,	ed.	
by	Michael	Burden	(Oxford:	Clarendon	Press,	Oxford	University	Press,	1996),	pp.	163–179.	
86	Price	(1984)	op.cit,	p.	203.	Also	see	Cholji,	‘Tempest’	(2002),	op.cit.	
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heavy	on	my	heart!’		This	is	the	first	mention	of	the	actual	sorcerer	Prospero	in	

the	scene,	and	the	song	that	follows	a	few	lines	later,	in	which	‘…winds….	

damps….	vapours	&c’	are	summoned	up	to	‘Cause	Fogs	and	Storms,	Whirlwinds	

and	Earthquakes	there…’,	whilst	delivered	by	a	devil	character,	is	in	fact	a	

sorcerer’s	conjuration,	an	action	that	might	be	said	to	be	of	the	magician	

Prospero	himself.		

	
[As	they	are	going	out,	a	Devil	rises	just	before	them,	at	which	they	start,	and	are	
frighted.]	
Alonz.		O	Heavens!	Yet	more	Apparitions!	

	 Devil	Sings.	Arise,	arise!	Ye	subterranean	winds….	
	

….Two	Winds	rise,	Ten	more	enter	and	dance.	At	the	end	of	the	Dance,	
Three	winds	sink,	the	rest	drive	Alon.	Ant.	Gonz.	off.87		

	
‘Arise,	arise!	Ye	Subterranean	Winds’	is	set	in	the	triumphant	key	of	C	

major,	and	as	a	whole	exudes	an	assertiveness	and	air	of	triumph	that	is	required	

at	this	point	in	the	dramatic	action	where	the	wretches	Alonzo,	Antonio	and	

Gonzales	are	to	be	sent	scurrying	from	the	stage.88	C	major	frames	the	air’s	

tripartite	structure	with	the	opening	(bars	1–32)	and	closing	(bars	51–end)	

sections	based	on	the	tonic	group	of	keys,	and	the	contrasting	middle	sequence	

(bars	32–50:	‘Come	drive	these	wretches	to	the	part	o’th	Isle,	Where	nature	

never	yet	did	smile’)	which	cadences	in	the	fateful	key	of	E	minor.		The	vocal	

range	of	E–d’	focuses	more	at	the	lower	end	of	the	voice,	the	intended	sonority	

clearly	being	very	much	that	of	an	authoritative	bass	rather	than	a	baritone.	The	

London	Stage	identifies	‘Mr	[Charles]	Renton’	as	singing	alongside	Leveridge,	and	

who	was	known	to	sing	bass	roles.	It	is	thought	that	Renton	was	the	original	

																																																								
87	Anderson,	Straub,	and	O’Quinn	(eds.)	(2017),	op.cit.,	p.	29	
88	Price	(1984)	op.cit.,	p.	22:	associations	with	the	use	of	the	key	of	C	Major	are	frequently	those	
of	triumph,	ceremony	and	links	to	monarchy.	



Chapter	7:	Witches	and	Sorcerers	

	394	

Principal	Witch	in	the	1712	Drury	Lane	production.89		Alongside	key	associations	

and	sonority,	the	driving	semiquaver	rhythms	add	urgency	and	energy	to	the	

other	hallmarks	of	authority	and	presence	in	the	piece.	The	vocal	bass	soloist	is	

accompanied	not	only	by	basso	continuo,	but	also	by	two	obbligato	violins,	an	

echo	of	a	similar	scoring	for	the	Sorceress	in	Purcell’s	Dido	and	Aeneas.	Here,	

they	play	before	and	between	vocal	phrases	in	the	earlier	part	of	the	air,	and	

more	in	dialogue	with	the	voice	in	the	latter	part	of	the	piece.	As	can	be	seen	in	

other	sorcerer’s	music,	the	opening	vocal	phrase	outlines	the	tonic	triad,	rooting	

at	once	both	the	tonality	and	the	sense	of	character	(Example	7.13a).		

	

Example	7.13a:	John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	
subterranean	winds’,	bb.	8–12.	

	

	

	

Weldon’s	setting	of	Shadwell’s	words	certainly	exhibits	much	bravado,	but	

perhaps	misses	some	of	the	pictorial	opportunities	in	its	vocal	setting	that	may	

have	been	exploited	by	a	composer	of	Henry	Purcell’s	calibre.		

																																																								
89	Margaret	Laurie,	‘Did	Purcell	Set	‘The	Tempest?’’,	Proceedings	of	the	Royal	Musical	Association,	
90th	Sess.	(1964),	p.	52.	London	Stage	lists	Charles	Renton	as	a	singer	at	Drury	Lane	as	early	as	
1707	and	he	appears	in	a	number	of	dialogues	and	most	prominently	in	the	clearly	Bass	role	of	
‘Polyphemus’	in	Acis	and	Galatea	at	DL	on	16	July	1723	–	see	The	London	Stage,	Part	II,	Vol.	2	
(1717–29),	p.	730.	For	more	information	on	Renton,	see	Appendix	B	below,	p.	806.	 
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Example	7.13b:	John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	
subterranean	winds’,	bb.	18–28.		
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Example	7.13c:	John	Weldon,	The	Tempest,	Act	2,	Sc.	3:		‘Arise	ye	
subterranean	winds’,	bb.	44–60.		
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For	instance,	the	long	melisma	on	the	first	syllable	of	‘Subterranean’	above	

seems	an	extravagant	gesture	for	such	an	unimportant	part	of	a	word	that	might	

imply	exploration	of	the	lower	reaches	of	the	bass	voice,	yet	is	more	concerned	

with	probing	the	higher	notes	of	the	vocal	range.		Words	like	‘shake’,	which	ends	

the	second	vocal	entry	(Example	7.13b),	and	‘earthquakes’	almost	pass	

unnoticed.	However,	Weldon	does	include	some	frothy	upward-moving	

melismas	on	‘Arise’	in	the	second	vocal	entry,	and	downward	scales	on	‘rapid’	in	

the	same	phrase.	The	long-held	B	natural	over	two	bars	and	a	beat	on	‘howl’	

must	surely	have	been	ripe	for	some	canine	or	wolverine	non-notated	effect	

from	the	vocal	soloist,	such	as	vibrato	or	some	other	means	of	expressing	

characterisation—perhaps	even	to	evince	a	laugh	from	the	audience—to	match	

the	richly	chromatic	descending	effects	on	‘languish’	in	the	ensuing	bars	

(Example	7.13c).	The	composer	reserves	the	longest	melisma	of	the	air	for	the	

final	vocal	phrase	on	‘pow’rful’.	Weldon	was	a	pupil	of	Purcell,	and	the	presence	

of	the	master	is	evidently	felt	as	much	as	his	absence	in	this	air.	It	is	interesting	

to	note	that	whilst	there	are	a	number	of	places	in	the	air	where	the	bass	vocalist	

is	independent	of	the	basso	continuo,	much	of	the	time	the	vocalist	is	doubled	or	

closely	shadowed	by	his	instrumental	counterpart.	The	final	coloratura	is	largely	

a	decorated	version	of	the	supporting	basso	continuo,	and	may	thereby	be	a	

further	manifestation	of	the	bass-doubling-continuo	song	technique	employed	in	

Lully’s	operas	of	the	1670s	and	80s	in	Paris	and	adopted	by	Grabu	and	later,	

Purcell	as	a	dramatic	means	of	projecting	authority	and	stability.90		

	

	

																																																								
90	See	discussion	of	Grabu’s	Albion	and	Albanius	in	the	‘Pluto’	section	of	Chapter	5	above.		
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George	F.	Handel:	Rinaldo,	Act	3	(1711,	revised	1731).	

Handel’s	eruption	onto	the	London	opera	scene	in	the	1710–11	season	with	the	

première	of	his	opera	Rinaldo	at	the	Queen’s	Theatre	was	a	significant	boost	for	

the	cause	of	Italian	Opera	in	the	English	capitol,	initiated	by	Owen	Swiney’s	

1708–09	gamble	of	hiring	costly	Italian	singers,	but	which	did	lead	to	

performances	entirely	in	Italian.91	Several	of	Handel’s	early	contributions	to	the	

opera	stage	in	this	period	include	magician	roles,	but	making	use	of	the	imported	

highly	skilled	singers	including	castrati,	enabled	the	characters	to	be	portrayed	

successfully,	in	the	face	of	popular	expectation,	both	by	female	actors	and	by	

castrati.		Thus	in	Act	3	of	Handel’s	first	London	opera,	Rinaldo	(HWV	7)	find	

‘Mago’	(or	‘A	Christian	Magician’)	portrayed	by	the	alto	castrato	Giuseppe	

Cassani	(fl.1700-28),92	as	well	as	the	dominant	character	of	the	opera	and	first	of	

a	succession	of	Handelian	sorceresses,	Armida	composed	for	the	soprano	

Elisabetta	Pilotti-Schiavonetti	(c.1680–1742),	for	whom	Handel	also	wrote	the	

sorceress	‘Medea’	in	Teseo	(HWV	9,	1713)	and	the	jealous	sorceress	/	

enchantress	‘Melissa’	in	the	‘magic’	opera	Amadigi	di	Gaula	(HWV	11,	1715).93	A	

further	prominent	female	Handel	sorceress	appears	much	later	with	Italian	

soprano	Anna	Maria	Strada	del	Pò	(fl.	1719–41)	in	the	title	role	of	Alcina	(HWV	

34,	April	1735).94		

																																																								
91	Robert	Hume,	‘London(I),	V.	Musical	Life	1660–1800;	I.	The	Stage’	(Published	in	print:	20	

January	2001	Published	online:	2001,	last	reviewed,	9	April	2012)	<https://	

www.oxfordmusiconline.com	>	[accessed	18	July	2019].	
92	Winton	Dean,	‘Cassani,	Giuseppe’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	18	

July	2019]:	‘Handel	composed	the	part	of	the	Mago	in	Rinaldo	for	him;	its	narrow	compass	(b	to	
c′′)	and	absence	of	coloratura	suggest	that	his	powers	were	limited.’	
93	The	Grove	Book	of	Opera	Singers,	ed.	by	Laura	Macy	(New	York:	Oxford	University	Press,	2008),	
p.	382.	Further	information	about	Amadigi	di	Gaula	see	Jonathan	Keates,	Handel:	The	Man	&	His	
Music	(London:	The	Bodley	Head,	2008),	pp.	72–74. 
94	Macy	(ed.)	(2008)	op.cit.,	p.	472.	Strada	was	the	leading	soprano	for	all	of	Handel’s	operas	and	
oratorios	from	1729–1737.		
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By	the	early	1730s,	the	Italian	opera	experiment	which	had	enjoyed	such	

success	under	the	First	Royal	Academy	in	the	1720s,	was	meeting	with	mounting	

financial	and	political	difficulties,	not	least	with	productions	staged	by	The	Opera	

of	the	Nobility	at	Lincoln’s	Inn	Fields	from	December	1733	in	competition	to	

those	operas	staged	at	the	King’s	Theatre	(even	playing	on	the	same	nights).95	By	

the	end	of	the	decade,	the	Italian	opera	had	collapsed	for	a	third	time	in	twenty	

years,	yet	in	the	same	period	English	theatrical	musical	entertainment	was	

enjoying	unprecedented	success,	not	least	in	The	Beggar’s	Opera	of	1728.	Aaron	

Hill’s	letter	to	Handel	of	5th	December,	1732	may	well	have	resonated	with	the	

composer	with	regard	to	writing	to	English	tastes.96	

The	six-performance	revival	of	Rinaldo	in	1731,	an	attempt	by	Handel	and	

Swiss	impresario	Johann	Jacob	Heidegger	(1666–1749)	to	retain	the	interest	of	

audiences	in	Italian	opera	under	the	Royal	Academy	with	an	old	‘English’	

favourite	was	heavily	revised	to	cater	for	a	much-altered	cast.97	Much	of	the	

revision	was	to	the	last	act,	and	the	role	of	‘Mago’	(or	‘A	Christian	Magician’)	was	

changed	from	the	original	alto	castrato	(see	above)	to	the	bass,	Giovanni	

																																																								
95	Robert	Hume,	‘London(I),	V.	Musical	Life	1660–1800	(2012),	op.cit.	For	more	on	the	rivalry	
between	the	Royal	Academy	of	Music	and	Opera	of	the	Nobility,	see	Thomas	McGeary,	The	Politics	
of	Opera	in	Handel’s	Britain	(Cambridge:	Cambridge	University	Press,	2013).	
96	The	Works	of	the	Late	Aaron	Hill,	Esq;	in	Four	Volumes.	Vol.	1	(London:	Printed	for	the	benefit	of	
the	Family,	1753),	pp.	115–116:	‘…Having	this	occasion	of	troubling	you	with	a	letter,	I	cannot	

forbear	to	tell	you	the	earnestness	of	my	wishes,	that,	as	you	have	made	such	considerable	steps	

towards	it,	already,	you	would	let	us	owe	to	your	inimitable	genius,	the	establishment	of	musick,	
upon	a	foundation	of	good	poetry;	where	the	excellence	of	the	sound	should	be	no	longer	
dishonour'd,	by	the	poorness	of	the	sense	it	is	chain'd	to.	My	meaning	is,	that	you	would	be	
resolute	enough,	to	deliver	us	from	our	Italian	bondage;	and	demonstrate,	that	English	is	soft	
enough	for	Opera,	when	compos'd	by	poets,	who	know	how	to	distinguish	the	sweetness	of	our	
tongue,	from	the	strength	of	it,	where	the	last	is	less	necessary.	I	am	of	opinion,	that	male	and	
female	voices	may	be	found	in	this	kingdom,	capable	of	every	thing,	that	is	requisite;	and,	I	am	

sure,	a	species	of	dramatic	Opera	might	be	invented,	that,	by	reconciling	reason	and	dignity,	with	
musick	and	fine	machinery,	would	charm	the	ear,	and	hold	fast	the	heart	together.	Such	an	
improvement	must,	at	once,	be	lasting,	and	profitable,	to	a	very	great	degree;	and	would,	

infallibly,	attract	an	universal	regard,	and	encouragement.’	
97	Donald	Burrows,	Handel	(Oxford:	Oxford	University	Press,	1994),	p.	131.	For	further	comment	
on	the	1731	revisions,	see	Anthony	Hicks,	‘Rinaldo’	(Published	in	print:	01	December	1992	

Published	online:	2002)	<https://doi.org/10.1093/gmo/9781561592630.article.O004199>	
[accessed	19	March,	2019].	
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Giuseppe	Commano.98	A	possible	reason	for	the	change	might	have	been	that	

negotiations	to	bring	the	alto	castrato	Senesino	back	to	London,	and	he	would	

appear	in	Rinaldo	in	the	title	role.	It	is	entirely	feasible,	in	order	to	avoid	the	

appearance	of	another	alto	castrato—a	potential	rival	to	Senesino—	in	a	

principal	role,	that	Handel	was	persuaded	to	reallocate	Mago	to	a	bass	voice.		As	

with	Purcell’s	bass	sorceress	in	Dido	and	Aeneas,	a	bass	Mago	would	have	sat	

well	with	English	audience	taste	and	expectations,	and	the	change	would	have	

been	easy	to	enact	with	a	simple	octave	transposition	for	the	lower	voice	type.	

Giuseppe	Commano	may	well	have	been	a	less-than-successful	choice	in	the	

‘Mago’	role,	as	his	appearance	in	the	only	new	Handel	opera	of	the	1730–31	

season,	Poro	(HWV	28),	cast	as	the	treacherous	general	Timagenes,	ended	with	

his	replacement	in	the	revival	of	December	1731	due	to	his	ineffectiveness.99	

‘Andate,	o	forti’	comes	in	Scene	2	of	the	final	act	of	the	opera.	Godfrey	

with	his	guards	have	come	to	an	imposing	and	frightening	mountain.	At	the	

summit	is	the	enchanted	castle	of	Armida,	guarded	by	demons,	and	at	the	foot	of	

the	mountain	is	the	cave	where	the	Magician	lives.	Godfrey	summons	the	

Magician	who	warns	him	of	the	dangers	of	advancing	up	the	mountain.	Ignoring	

the	advice,	Godfrey	and	his	men	advance,	but	they	are	surrounded	by	monsters	

and	the	mountain	closes	around	Godfrey’s	men.	He	is	forced	to	return	to	the	

Magician	who	presents	Godfrey	with	a	set	of	fatal	wands	that	alone	can	defeat	

the	monsters.		

																																																								
98	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	p.	129.	
99	Anthony	Hicks,	‘Poro	[Poro,	Re	Dell’indie]	(‘Porus,	King	of	the	Indians’)’,	Grove	Music	Online,	
(2002)	<http://www.oxfordmusiconline.com>	[accessed	20	March,	2019]. 
	‘For	the	first	revival	of	23	December	1731	the	ineffective	Commano	(who	had	been	given	no	

arias)	was	replaced	by	the	distinguished	bass	Antonio	Montagnana	as	Timagenes,	for	whom	

three	arias	from	earlier	Handel	operas	were	added.’	



Chapter	7:	Witches	and	Sorcerers	

	401	

Example	7.14:	G.F.Handel,	excerpt	from	‘Andate,	o	forti’,	from	
Rinaldo	(1731	version),	Act	3,	Sc.	2,	bb.	16–32.	
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As	Godfrey	makes	his	second	attempt,	the	Magician	sings	‘Andate,	o	forti’	(‘Go,	ye	

brave,	to	Glory	tending’).100	The	1731	version	is	identical	in	melody	and	text	to	

the	1711	version,	but	the	aria	is	transposed	in	G	major	from	the	original	E	flat	

major.	The	transposition	enables	the	aria	to	sit	in	the	strong	bass	vocal	range	of	

d–e’,	as	seen	in	the	Magician’s	final	melisma	(‘fra	stragi	senza’),	which	would	

have	added	to	the	impact	of	this	much	anticipated	character	in	the	plot.	

																																																								
100	Rinaldo.	Opera.	Da	Reppresentersi	Nel	Regio	Teatro	di	Hay-Market.	Revised,	With	Many	
Additions,	By	the	Author,	and	Newly	Done	Into	English	By	Mr.	Humphreys	(London:	Printed	for	
Tho.	Wood,	in	Little-Britain,	and	are	to	be	sold	at	the	King’s	Theatre	in	the	Hay-market,	1731),	pp.	
38–41	provides	the	following	translation	of	the	aria:	
Go,	ye	brave,	to	Glory	tending,	
Up	the	dreadful	Steep	ascending,	
Death	in	all	its	Forms	despise.	
Virtue’s	faithful	Aid,	eluding	
All	the	Horrors	Hell	is	brooding,	
Shall	conduct	you	to	the	Prize.		(Go,	ye	&c.)	
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(Example	7.14).	Handel	also	adds	unison	violins	to	the	texture—the	1711	

version	is	for	voice	and	continuo	only—that	initially	double	the	basso	continuo	

at	the	octave,	and	then	similarly	double	the	bass	vocal	line	throughout.	The	final	

instrumental	interlude,	which	links	to	the	B	section	and	with	the	da	capo	then	

ends	the	piece,	adds	a	viola	in	harmony.	This	final	interlude	is	based	on	the	

ritornello	which	comes	after	the	recitative	that	follows	the	aria	in	the	1711	

version,	but	which	was	omitted	in	the	later	version.		

	

‘Lascia	Amor’,	‘Tra	caligini	profonde’	and	‘Sorge	infausta	una	procella’	
Character:	Zoroastro	(in	Orlando	by	G.F.Handel)	
First	performed:	1733,	King’s	Theatre	
	
The	sonority	of	a	bass	sorcerer	in	the	Rinaldo	revival	of	1731	must	have	struck	

some	kind	of	chord	for	the	composer	because	in	1732/33,	Handel	created	for	

Antonio	Montagana	the	role	of	the	magician-philosopher	Zoroastroa	in	the	

magical	opera	Orlando.	The	work	was	completed	on	20	October,	1732	and	

received	its	first	performance	at	the	King’s	Theatre	on	27	January.101	The	

production	‘…sustained	ten	representations	during	its	first	run,	and	six	more	in	

April	and	May’.102	Zoroastro	is	the	sole	bass	character	in	Orlando	and	has	been	

described	as	‘…the	most	influential	character	Handel	ever	allotted	to	an	operatic	

bass.’103	Donald	Burrows	summarises	Zoroastro’s	function	throughout	the	opera	

as	‘…to	protect	the	participants	from	the	worst	results	of	their	actions’.104		His	

interventions	reveal	a	character	with	great	authority	and	vocal	presence,	but	one	

who	for	all	his	mystery	and	distance—as	Burrows	adds,	‘There	is	nothing	

																																																								
101	Keates	(2008),	op.cit.,	p.	193. 
102	Burney	(1789),	op.cit.,	p.	777.	
103	Keates	(2008),	op.cit.,	p.	192.		
104	Burrows	(1994),	op.cit.,	p.	218.	
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paternalistic	about	Zoroastro’s	activities’—can	merely	protect	his	interlocutors	

from	the	consequences	of	their	actions.105		

Burney’s	commentary	on	the	opera	notes	that	‘the	first	scene	opens	with	

a	fine	accompanied	recitative…which	was	composed	for	Montagnana,	in	the	

character	of	the	Persian	philosopher	Zoroastro,	who	in	the	night	scene	is	

introduced	meditating	on	the	motions	of	the	heavenly	bodies:	….the	Music	of	this	

scene…has	a	wild	grandeur	in	it	of	a	very	uncommon	kind.’106	

As	with	the	‘Sorceress’	in	Dido,	‘Ismeron’	in	The	Indian	Queen,	and	the	

devils	scene	in	The	Tempest,	Zoroastro	receives	a	number	of	accompagnati	

utilising	the	strings	of	the	orchestra,	which	would	seem	to	imply	that	Handel	

was,	to	a	degree,	pandering	again	to	English	tastes	in	his	orchestrations	and	

setting.107		It	should	also	be	noted,	however,	that	Handel	does	also	use	this	

texture	for	Orlando’s	several	accompagnati.108	A	comparison	between	the	two	

sets	of	accompagnati	does	reveal	that	those	for	Orlando	exhibit	a	far	greater	

degree	of	heightened	emotion	juxtaposed	to	passages	of	despair	and	reflection,	

whereas	those	for	Zoroasatro	are	more	consistent	in	their	calmness	tempered	by	

slow	tempi,	stately	dotted	rhythms	(especially	‘Geroglifici	eterni’	and	‘O	voi,	del	

mio	poter	ministri	eletti’),	luxuriant	sustained	chords	in	the	strings	(‘Tu	che	del	

gran	tonante’)	and	anchored	with	low	vocal	sonorities	prominent	at	the	end	of	

phrases.	Zoroastro’s	three	arias	share	a	number	of	characteristics.	All	are	

marked	Allegro	and	follow	a	Da	Capo	or	Dal	Segno	plan	in	the	Italian	manner,	

thus	providing	a	vehicle	for	the	bass	to	improvise	ornamentation.	All	three	

																																																								
105	Ibid,	p.	218	
106	Burney	(1789),	op.cit.,	p.	777.	
107	‘Geroglifici	eterni’	(Act	1	Sc.	1);	‘O	voi,	del	mio	poter	ministri	eletti’	(Act	3,	Sc.	6);	‘Tu	che	del	
gran	tonante’	(Act	3,	Sc.	9),		
108	‘Immagini	funeste’	(Act	1,	Sc.	3),	‘Ah	Stigie	larve!’	(Act	1,	Sc.	9),	‘Vinse	incanti,	battaglie,	e	fieri	
mostri’	(Act	3,	Sc.	10).	
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include	bravado	coloratura	passages	and	whilst	inhabiting	tessituras	of	d/d#	to	

d’/d#’,	provide	prominent	lower	writing	for	the	voice	going	down	to	low	G.	

Handel’s	orchestrations	for	the	arias	are	opulent,	consistently	adding	oboes	to	

the	strings,	or,	as	is	the	case	with	‘Tra	caligni’,	in	various	combinations	of	strings	

with	or	without	oboes,	and	vice	versa	thus	creating	an	even	richer	textural	

palatte.	In	‘Lascia	Amor’	(Act	1,	Sc.	1),	Zoroastro,	having	read	the	stars,	informs	

Orlando	that	he	will	soon	perform	a	number	of	brave	deeds.	The	aria	is	set	in	B-

flat	major,	a	key	often	associated	with	clarity	of	thought	and	aspirations	for	

better	things	in	the	future.	The	middle	section	of	the	aria	slips	into	the	relative	

minor,	as	does	‘Tra	caligni’.	The	second	aria,	‘Tra	caligni’	(Act	2,	Sc.	4)	finds	

Zoroastro	warning	Angelica	and	Medoro	to	flee	from	Orlando,	who	is	jealous	of	

the	former	and	who	might	commit	injury	to	one	or	both	of	them.	The	Sorcerer	

explains	that	Orlando	is	in	a	state	of	emotional	turmoil,	and	expresses	concern	

that	if	he	is	unable	to	liberate	himself	from	this	mental	fix,	then	there	is	a	danger	

that	he	might	go	mad.	The	aria	again	sits	in	a	major	tonality	(D	major),	though	

the	tessitura	tends	to	sit	higher	than	‘Lascia	Amor’	perhaps	emphasising	the	

sense	of	urgency	in	Zoroasto’s	warnings.		The	character’s	final	aria,	‘Sorge	

infausta’	(Act	3,	Sc.	4)	in	which	Zoroastro	attempts	to	repair	the	circumstances	

that	have	brought	about	Orlando’s	insanity,	is	perhaps	the	closest	that	we	get	to	

a	conjuration	by	the	magician	(Example	7.15).	There	is	a	more	sombre	feeling	to	

this	darker	aspect	of	the	plot,	which	is	reflected	in	the	key	of	C	minor,	a	key	often	

associated	with	the	longing	and	languishing	of	unhappy	love.	The	unison	first	

entry	of	the	singer	adds	to	the	sense	of	urgency	and	presence.	The	brief	middle	

section	of	the	aria	conversely	slips	briefly	into	the	relative	major	initially	but	

soon	returns	to	minor	keys	(F	minor,	G	minor)	before	a	final	cadence	in	C	minor	
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easing	the	Dal	Segno.	‘Sorge	infausta’	is	the	most	vocally	challenging	of	

Zoroastro’s	three	arias,	occupying	the	widest	compass	(G–e	flat’)	and	extended	

coloratura	runs	and	gives	a	clear	insight	into	the	superior	vocal	abilities	of	

Montagnana.		

	

Example	7.15:	George	F.	Handel,	‘Sorge	infausta’	(bb.	21–30),	from	
Orlando.	

	

	

Zoroastro	is	by	far	the	most	significant	contribution	by	Handel	to	the	bass	

sorcerer	/	magician	repertoire,	and	seems	to	show	how	the	voice	type	and	

archetype	continued	to	occupy	a	key	place	in	musical	drama	in	London.	Going	

forward,	Italian	opera	in	the	capitol	continued	to	experience	unstable	artistic	

management	and	financial	problems,	whilst	musical	entertainments	in	English	at	

Covent	Garden	and	Drury	Lane	were	enjoying	financial	and	critical	success,	and	

fantastical	/	supernatural	subjects	(e.g.	The	Dragon	of	Wantley	1737)	were	to	

attract	audiences.	

	 It	is	clear,	therefore,	that	the	bass	voice	was	commonly	associated	with	

both	witch	and	sorcerer	roles	in	a	variety	of	contexts.	Such	roles	were	loaded	
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with	significance	for	English	audiences	and,	as	the	semi-opera	genre	gave	ground	

to	Italian	opera	in	the	early	decades	of	the	eighteenth	century,	the	mysterious	

but	authoritative	figure	of	the	sorcerer	continued	to	provide	a	character-type	in	

which	the	bass	voice	could	flourish	and	meet	the	expectations	of	audiences	still	

fascinated	with	the	supernatural	and	exotic.	That	flourishing	and	fascination	was	

to	be	seen	also	in	other	supernatural	character-types,	including	devils	and	

demons	seen	in	Chapter	6	above,	and	in	the	figure	of	Charon,	the	subject	of	

Chapter	8	below.		
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CHAPTER	8:	SPIRITS	–	‘CHARON	IN	HIS	BARQUE’	
	
	
In	addition	to	devils,	demons,	witches	and	sorcerers,	basses	commonly	appear	in	

a	number	of	other	supernatural	personae,	covering	a	range	of	characters	which	

might	collectively	be	defined	as	‘spirits’—neither	deities	nor	mortals,	yet	serving	

a	range	of	functions,	often	transitory,	between	the	natural	and	the	supernatural	

dimensions.	Whilst	this	chapter	will	focus	on	the	role	of	Charon,	the	ferryman	of	

the	dead,	the	roles	covered	by	spirits	encompass	angels,	messengers,	furies,	

virtues,	guides	and	other	‘functionaries’.	The	spirit	characters	are	invariably	

operating	under	the	aegis—and	thus	speaking	with	the	voice	—of	a	higher	

authority,	so	it	is	not	unusual	to	hear	bass	voices	deployed	by	composers	in	their	

dramatic	realisations	of	a	range	of	such	characters.	In	connection	with	the	works	

of	certain	writers	—the	seemingly	occult-obsessed	Dryden	especially—it	has	

been	suggested	that	such	spirits	could	be	hierarchically	and	elementally	

delineated,	so	that	the	‘ethereal’	type	come	above	the	‘airy’	type,	which	in	turn	

come	above	those	that	combine	air	with	water	or	earth.1	Moreover,	the	

expectation	might	be	that,	given	seventeenth-century	social	structures,	that	the	

gender	norms	of	male	patriarchy	would	be	replicated	in	on-stage	depictions	and	

thus	ethereal	spirits	would	be	necessarily	male	and	the	lower	ranks	necessarily	

female,	but	the	evidence	seems	to	indicate	that,	by	the	time	of	Restoration	

theatre,	composers	and	playwrights	were	exhibiting	a	more	fluid	gendering	of	

such	roles,	as	has	already	been	seen	in	earlier	Chapters.2	Perhaps	the	presence	

on	stage	of	actual	female	actors	permitted	a	more	nuanced	dramaturgical	

																																																								
1	Amanda	Eubanks	Winkler,	‘Sexless	Spirits?:	Gender	Ideology	and	Dryden’s	Musical	Magic’,	The	
Musical	Quarterly,	93,	No.	2	(2010),	p.	299.	Winkler,	in	turn,	cites	Gary	Tomlinson,	Music	in	
Renaissance	Magic:	Toward	a	Historiography	of	Others	(Chicago,	IL:	University	of	Chicago	Press,	
1993),	pp.	123–124.	
2	Ibid.,	pp.	298–299.	
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realisation	of	the	roles.	Perhaps	the	non-mortal	and	otherworldliness	of	the	

characters	allowed	for	a	more	liberal	interpretation	of	the	gender	divide.	

Perhaps	a	more	useful	stratification	would	be,	as	Amanda	Eubanks	Winkler	

suggests,	thinking	of	those	spirits	whose	role	is	to	persuade	or	seduce,	and	those	

who	deal	in	absolutes	or	prophecy.3		

The	following	study,	focusing	on	the	figure	of	Charon,	will	consider	a	

number	of	questions.	To	what	extent	does	this	usage	of	the	bass	voice	continue	

conventions	established	pre-1660?	What	meanings	can	be	deduced	from	the	

conventions	that	emerge	and	material	produced	for	the	voice	type?	How	might	

have	audiences	of	the	seventeenth	and	eighteenth	centuries	have	received	such	

‘spirit’	characters	in	general,	and	bass-voiced	spirits	in	particular,	and	how	do	

these	perceptions	adapt	as	time	progresses?	

	

Charon	

Up	to	the	mid-sixteenth	century	it	was	not	unusual	to	find	depictions	of	the	Last	

Judgment	in	places	of	worship	throughout	Western	Christendom,	but	it	was	

Michelangelo’s	fresco-reredos	(1531–46)	for	the	Sistine	Chapel,	based	on	Dante’s	

vision	of	the	Inferno	in	the	Divine	Comedy,	which	was	the	first	to	adorn	an	

Eastern-most	wall.	The	significance	of	the	particular	Eastern	wall	in	question	is	

paramount	being	that	which	stood	at	the	heart	of	Roman	Catholic	power.	It	

formed	a	potent	reminder	of	cause	and	effect	to	the	princes	of	the	church	and	the	

pontiffs	elected	there	by	them	who	stood	before	it.	This	vast	composition	of	over	

three	hundred	figures	comprises	broadly,	in	the	upper	quarters	of	those	who	

have	been	or	are	about	to	be	saved,	and	in	the	lower	those	who	have	been	
																																																								
3	Ibid.,	pp.	298–299.	
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damned.4	The	masterful	use	of	scorti	(fore-shortenings),	bright	colours	and	

illumination	emanating	from	the	youthful	figure	of	Christ	in	the	centre	add	

emphasis	to	the	upper	parts	of	the	fresco,	whereas	the	lower	reaches	seem	

regressed,	gloomy	and	sickly	in	their	green	and	blue	shades.	The	light	source	for	

these	unfortunates	comes	mainly	from	the	infernal	flames	of	Hades	seen	in	the	

distance	in	the	lower	right	corner	of	the	composition.	That	this	work	of	art	

should	have	courted	controversy	at	the	time	of	its	creation	must	come	as	no	

surprise.	It	was	painted	at	a	time	when	heresy	(in	Roman	Catholic	terms)	was	

ripping	through	Northern	Europe	and	to	its	religious	observers	and	critics,	the	

need	for	Catholic	orthodoxy	was	at	its	most	urgent.	Yet	at	the	heart	of	this	work	

of	art	are	images	that	do	not	chime	entirely	with	Catholic	orthodoxy.	An	athletic,	

unbearded	and	largely	unclothed	Christ,	accompanied	by	his	all-too-human	and	

cowering	mother,	was	a	manifestation	of	the	Saviour’s	humanity,	but	perhaps	

too	at	variance	with	what	Catholics	expected	to	see,	even	in	an	age	when	artistic	

subjects	were	increasingly	throwing	off	their	garments.		Saints,	sinners	and	

angels	(without	their	wings)	are	almost	indistinguishable	from	each	other,	and	

the	artist’s	liberal	use	of	nudity	was	always	set	to	cause	offence	to	the	prudish	or	

repressed.5	But	it	is	also	the	presence	of	one	figure	—seemingly	out	of	place—	

appearing	just	above	and	to	the	right	of	where	the	artistic	and	the	real	intersect,	

																																																								
4	Charles	Burroughs,	‘The	“last	Judgment”	of	Michelangelo:	Pictorial	Space,	Sacred	Topography,	

and	the	Social	World’,	Artibus	et	Historiae,	Vol.	16,	No.	32	(1995),	pp.	55–89;	Berthold	Hub,	‘…e	fa	
Dolce	La	Morte:	Love,	Death,	and	Salvation	in	Michelangelo’s	“last	Judgment”’,	Artibus	et	
Historiae,	Vol.	26,	No.	51	(2005),	pp.	103–130;	Anne	Leader,	‘Michelangelo’s	“Last	Judgment”:	The	
Culmination	of	Papal	Propaganda	in	the	Sistine	Chapel’,	Studies	in	Iconography,	Vol.	27	(2006),	
pp.	103–156.	

5	The	subject	of	unclothed	depictions	of	Christ	is	dealt	with	in	considerably	more	detail	in:	Leo	

Steinberg,	The	Sexuality	of	Christ	in	Renaissance	Art	and	in	Modern	Oblivion,	2nd	Edition	(Chicago:	
The	University	of	Chicago	Press,	1996);	and	Vida	J.	Hull,	‘The	Sex	of	the	Savior	in	Renaissance	Art:	

The	‘Revelations’	of	Saint	Bridget	and	the	Nude	Christ	Child	in	Renaissance	Art’,	Studies	in	
Iconography,	Vol.	15	(1993),	pp.	77–112.	
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at	the	focal	point	where	the	priest	would	stand	to	celebrate	Mass.	It	is	an	image	

of	a	powerful	figure	in	the	prow	of	his	boat,	wielding	his	oar	at	souls	cowering	at	

the	other	end	of	the	vessel.	This	is	the	figure	of	Charon,	the	ferryman	of	souls	

across	the	River	Styx	or	Acheron	into	the	underworld,	who	is	literally	drawn	

straight	from	the	pages	of	ancient	mythology.		

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Such	a	mixture	of	Christian	and	Pagan	imagery	was	later	to	become	common	on	

the	Restoration	stage	(much	to	the	irritation	of	hard-line	Puritans),	but	in	the	

mid-sixteenth	century,	Charon’s	presence	in	the	fresco	undermined,	to	some,	the	

entire	Christian	doctrine	of	Judgment	after	mortal	death,	reducing	it	to	little	

more	than	a	fictitious	narrative.6		What	is	certain	is	that	the	artist’s	use	of	this	

particular	character	was	part	of	a	long-established	association	in	European	

																																																								
6	Leo	Steinberg,	‘Michelangelo’s	Last	Judgement	as	Merciful	Heresy’	(1975)	
<https://www.artinamericamagazine.com/news-features/magazines/from-the-archives-
michelangelos-last-judgement-as-merciful-heresy/>	[accessed	22	April	2019].	

Fig.	8.1:	Michelangelo	–	Charon	in	his	boat,	from	The	Last	
Judgement	(Sistine	Chapel,	Vatican	City)	
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culture,	and	one	that	continued	to	play	a	significant	and	dramatic	role	as	music	

followed	artistic	precedent	into	the	Baroque	style.		

Charon	is	one	of	the	most	enigmatic	and	recurrent	of	the	mythological	

spirits.	He	is	also	almost	always	portrayed	in	opera,	theatrical	music	and	song	in	

a	bass	vocal	sonority,	and	examples	appear	in	England	and	in	continental	Europe	

throughout	the	seventeenth	and	eighteenth	centuries.	Identifiable	depictions	of	

Charon	(‘Carron’,	‘Charun’,	‘Chiron’,	‘Caron’,	‘Carronte’,	‘Charos’	or	‘Charontas’)	in	

art	and	in	literature	reach	back	far	into	classical	antiquity,	and	it	is	thought	that	

the	allusions	may	even	go	back	to	the	time	that	cultivated	in	the	creative	

imagination	the	possibility	of	an	afterlife	–	perhaps	drawing	on	the	elements	and	

physical	features	(fire,	lakes,	mountains,	rivers,	etc)	of	the	surrounding	world.7		

The	pre-occupied	and	aged	ferryman	of	Greek	literature	is	referred	to	in	the	

early	sixth	century	BCE	epic	poem	The	Minyad	and	receives	mention	in	Aeschylus,	

Euripides,	Aristophanes,	and	especially	in	Lucian’s	Dialogues	of	the	Dead.8	

Etruscan	literature	and	art	(from	the	fourth	century	BCE)	also	features	‘Charun’,	

though	here	he	is	depicted	more	as	a	hammer-wielding	death-demon	with	

gruesome	features,	sharpened	teeth	and	dark	both	in	colour	and	intent	–	rather	

more	the	stereotypical	devil	of	the	modern	imagination.9	It	is	the	Hellenic	vision	

of	Charon	that	informs	depictions	in	the	early	modern	period,	largely	due	to	the	

assimilation	of	Greek	learning,	literature	and	belief	systems	into	Roman	and	

Byzantine	culture.	Latin	literature	records	Charon	in	Plautus,	Horace,	Tibullus,	

																																																								
7	Francis	A.	Sullivan,	‘Charon,	the	Ferryman	of	the	Dead’,	The	Classical	Journal,	Vol.	46,	No.	1	

(1950),	p.	11	
8	For	all	references,	see	Francis	A.	Sullivan	Ibid,	pp.	11–17.	Richard	Wistreich,	‘‘Thou	and	Ile	Sing	

to	Make	These	Dull	Shades	Merry’:	Herrick’s	Charon	Dialogues’,	in	Lords	of	Wine	&	Oile:	

Community	&	Conviviality	in	the	Poetry	of	Robert	Herrick,	ed.	by	Ruth	Connolly	and	Tom	Cain	

(Oxford:	Oxford	University	Press,	2011),	pp.	177–181,	comments	in	some	detail	on	the	several	

appearances	of	Charon	in	the	Lucian	Dialogues,	and	draws	out	themes	and	other	parallels	which	

reappear	in	English	Charon	dialogues.	
9	Sullivan	(1950),	op.cit.,	pp.	15–16.			
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Propertius,	Ovid,	Petronius,	Seneca	and	Juvenal,10	but	most	prominently	in	Book	

VI	of	Virgil’s	Aeniad.11		

	 Canto	III	of	Dante	Alighieri’s	fourteenth	century	epic	poem,	The	Divine	

Comedy	includes	several	mentions	of	Charon,	and	as	stated	above,	forms	the	

basis	of	Michelangelo’s	Last	Judgment	in	the	Sistine	Chapel.12	Shakespeare	makes	

reference	to	Charon	in	Act	3	of	Troilus	and	Cressida,	where	Troilus	imagines	

Panderus,	Cressida’s	cousin,	in	the	role	of	the	ferryman.13	And	Act	1	of	Ben	

Jonson’s	Catiline,	His	Conspiracy	(first	published	in	1611,	a	story	based	on	Lucius	

Sergius	Catilina,	Roman	senator	of	the	first	century	BCE)	finds	Cethegus	using	an	

image	of	Charon	in	his	recollections	of	the	bloody	days	of	Sulla.14	

																																																								
10	Ibid.,	p.	13	and	ff.	16–19	
11	The	Aeniad,	ed.	by	Edward	McCrorie	(Ann	Arbor:	The	University	of	Michigan,	1995),	p.	131:		
‘A	Boatman	guarded	the	river’s	flow:	Charon	was	frightful,	
in	dire	filth,	the	beard	on	his	chin	like	a	jumble	

of	grey	briars,	the	eyes	like	motionless	firelight.		

A	soiled	and	knotted	coat	hung	from	a	shoulder.		

He	punted	a	ferry	himself,	took	care	of	the	canvas,	and	carried	people	across	in	the	rust-coloured	

vessel.		

Now	old,	he’d	aged	raw	and	green,	as	a	God	does.’	[Book	VI,	lines	295–330.]	
12	Canto	3,	lines	83–84:	
‘And	lo!	towards	us	coming	in	a	boat	

An	old	man,	hoary	with	the	hair	of	eld,	

Crying:	"	Woe	unto	you,	ye	souls	depraved	

Hope	nevermore	to	look	upon	the	heavens;	

I	come	to	lead	you	to	the	other	shore,	

To	the	eternal	shades	in	heat	and	frost.’	
13	Troilus	and	Cressida,	Act	3,	Sc.	2,	line	11:	
I	stalk	about	her	door,		

Like	a	strange	soul	upon	the	Stygian	banks	

Staying	for	waftage.	Oh,	be	thou	my	Charon,		

And	give	me	swift	transportance	to	those	fields		

Where	I	may	wallow	in	the	lilly-beds		

Proposed	for	the	deserver!	O,	gentle	Pandarus,		

From	Cupid’s	shoulder	pluck	his	painted	wings		

And	fly	with	me	to	Cressid!	

14	Catiline,	Act	1,	line	247.	
The	rugged	Charon	fainted,	

And	ask'd	a	Navy,	rather	than	a	Boat,	

To	ferry	over	the	sad	World	that	came:	

The	Maws	and	Dens	of	Beasts	could	not	receive	

The	Bodies	that	those	Souls	were	frighted	from;	

And	ev'n	the	Graves	were	fill'd	with	Men,	yet	living,	

Whose	Flight	and	Fear	had	mix'd	them	with	the	Dead.	
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The	fascination	with	the	afterlife,	and	the	vivid	articulation	given	to	it	in	

Greek	and	Roman	culture	in	particular,	was	rapidly	seized	upon	by	the	

Florentine	Camerata,15	and	Italian	composers	and	librettists	subsequently	in	

their	heavy	reliance	on	classical	mythology	and	history	to	furnish	plots	for	the	

new	operatic	genre	made	possible	by	the	dramatic	possibilities	afforded	by	the	

development	of	monodic	recitative	with	continuo	accompaniment	(Stile	

rappresentativo).16	The	earliest	examples	of	the	genre	used	the	story	of	Orpheus	

and	Euridice,	drawn	from	Ovid’s	Metamorphoses.17		What	adaptations	of	Ovid	

offered	to	the	fledgling	operatic	genre	was	rich	musical	references	and	

associations,	as	well	as	an	undulation	between	mortal	and	supernatural	worlds,	

of	necessity	therefore	including	the	figure	of	Charon	providing	the	means	by	

which	the	protagonist	could	transition	from	one	realm	to	the	other.	That	such	a	

richly	colourful	and	assured	character	as	Charon,	juxtaposed	against	the	more	

needy	range	of	characters	that	appeal	to	him	for	his	services	should	make	his	

dramatic	appearance	in	the	earliest	examples	of	the	new	operas	is	not	surprising.	

It	is	these	influential	early	portrayals	of	Charon,	and	especially	that	by	

Monteverdi,	that	set	the	mould	and	conventions	for	later	versions,	and	we	should	

briefly	consider	some	of	them	before	turning	to	the	English	Charon.18		

																																																								
15	Richard	A.	Carlton,	‘Florentine	Humanism	and	the	Birth	of	Opera:	The	Roots	of	Operatic	
“conventions”’,	International	Review	of	the	Aesthetics	and	Sociology	of	Music,	Vol.	31,	No.	1	(2000),	
pp.	67–78.	
16	David	Nutter	and	John	Whenham,	‘Dialogue’	(2001)	<http://www.oxfordmusiconline.com>	
[accessed	3	May	2019]	notes	that	polyphonic	Infernal	dialogues	featuring	Charon	were	
composed	in	Italy	throughout	the	Sixteenth	century	—	examples	survive	by	the	Florentine	
Francesco	Portinaro	(1560),	Simon	Boyleau	(1564),	Giovanni	Francesco	Alcarotto	(1569),	
Ippolito	Sabino	(1582)	and	Orazio	Scaletta	(1590).	There	is	also	the	double	SATB	choral	‘Hola,	
Caron’	by	Orlando	di	Lasso	(1532–1594),	setting	a	text	by	Olivier	de	Magny	(1529–61).		
17	Ovid:	Metamorphoses,	Books	X	and	XI.	
18	Richard	Wistreich,	‘‘Thou	and	Ile	Sing’	(2011),	op.cit.,	pp.	167–169	traces	the	generic	musical	
Charon	in	Italian	music	going	back	to	Vincenzo	Calmeta	(‘Crudo	Charente,	volgeme	il	tuo	legno’,	
c.1490);	Marcantonio	Magno	(‘Caron,	Caron!—ch’e	st’importun	che	grida?’)	and	Olivier	de	Magny	
(‘Holá	Charon,	Nautonnier	infernal!’,	c.1555–56,	a	sonnet	translation	of	Magno’s	text).		
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Euridice	(1600)	by	Jacopo	Peri		(1561–1633)	and	Giulio	Caccini’s	(1551–

1618)	opera	of	the	same	name	of	1602,	both	set	the	libretto	by	Ottavio	Rinuccini	

(1562–1621)	in	which	‘Caronte’	makes	only	brief	appearances.19	In	both	

versions,	Caronte	is	scored	in	C4	clef	and	is	intended	to	be	a	higher	or	lighter	

bass	(more	so	in	the	Caccini	version)	than	the	more	substantial	role	of	‘Plutone’	

(always	F4	clef),	the	Lord	of	the	Underworld,	who	has	the	higher	status	in	the	

scene	and	thus	possesses	the	patriarchal	attributes	in	terms	of	deeper	and	

darker	sonorities.20		

With	Monteverdi’s	L’Orfeo	(written	and	performed	1607	to	a	libretto	by	

Alessandro	Striggio;	published	1609),	‘Caronte’	emerges	as	a	more	fully	

developed	character.	His	two	contributions	to	the	drama	(‘O	tu	ch’innanzi	morte	

a	queste	rive’	and	‘Ben	mi	lusinga	alquanto’)	occur	in	Act	3	as	Orpheus	resolves	

to	pursue	the	deceased	Euridice	to	the	Underworld.	The	impact	of	the	

mysterious	and	shadowy	ferryman,	no	longer	juxtaposed	to	Pluto	who	is	

removed	by	Striggio	to	Act	4,	is	now	allowed,	at	Monteverdi’s	hands,	full	

dramatic	rein	in	all	his	rich	bass	sonority.	Caronte	is	truly	one	of	the	great	

character	moments	of	this	seminal	work,	and	it	is	Monteverdi’s	portrayal	that	

proves	to	be	most	influential	in	the	depictions	that	come	after.		

Charon	continued	to	appear	in	operas	throughout	continental	Europe	as	

the	influence	of	Italianate	opera	burgeoned	in	the	seventeenth	century.	He	

appears,	for	example,	in	the	tragicomic	pastoral	La	morte	d’Orfeo,	composed	in	

																																																								
19	Jacopo	Peri:	Le	Musiche	di	Jacopo	Peri	Nobil	Fiorentino	Sopra	L’Euridice	(Florence,	Appresso	
Giorgo	Marescotti,	1600),	pp.	37–38.		Caccini,	G:	L’Euridice	composta	in	musica	(Florence,	
Appresso	Giorgo	Marescotti,	1602),	pp.	36–37.	In	Caccini’s	version,	Caronte’s	contiribution	is	
made	even	shorter	by	reassigning	the	line	‘Soura	l’eccelse….dal	vasto	inferno?’	to	the	character	of	
Radamanto,	one	of	the	Judges	of	the	Dead.	
20	In	the	Peri	version,	Caronte	has	a	range	of	d–c’	(sitting	around	g–a)	and	Plutone	c–c’	(sitting	
around	f–g).	In	the	Caccini	version,	Caronte	has	g–d’	(b	flat–c’)	and	Plutone	has	c–c’	(f–g).		
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1619	by	Stefano	Landi	(1587–1639)	whilst	the	composer	was	resident	in	

Padua.21		‘Caronte’	is	one	of	five	bass	roles	in	the	opera,	none	of	which	appear	on	

stage	at	the	same	time,	and	may	therefore	have	allowed	for	double-casting.22	

Caronte	makes	his	appearance	in	Act	5,	Sc.	1	and	2,	in	both	lugubrious	mode,	

expressing	his	displeasure	at	seeing	Orpheus	again,	and	more	jovially	in	a	

drinking	song	as	Orpheus	is	persuaded	by	Mercury	to	partake	of	the	‘foaming	

liquid	which	from	Lethe	peacefully	floods…’.23		

	 There	can	be	few	more	substantial	renderings	of	Charon	on	stage	than	

L’Orfeo	(1672)	by	Antonio	Sartorio	(1630–1680),	a	composer	who	was	active	

mainly	in	Venice	(he	became	the	vice	maestro	di	capella	of	San	Marco	in	1676)	

and	in	Hanover	(as	Kapellmeister	to	Duke	Johann	Friedrich	of	Brunswick-

Lüneburg,	1665–1675).24	Aurelio	Aureli’s	libretto	introduces	elaborations	and	

other	variations	on	the	basic	tale	of	Orpheus	and	Euridice,	so	the	contribution	of	

‘Chirone’	to	the	plot	includes	appearances	in	all	three	acts,	and	incorporates	both	

recitativo	and	some	five	arias,	two	with	orchestral	accompaniment	(for	example,	

Act	2,	Sc.	5)	and	others	with	continuo	alone	(for	example,	Act	3,	Sc.	12).25		The	

greater	latitude	allowed	the	character	in	the	opera,	reveals	more	human	traits	

such	as	self-exploration,	philosophising	and	self-deception,	as	well	as	the	

																																																								
21	Margaret	Murata,	‘Landi,	Stefano’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	18	
April	2019].	
22	Bass	roles	are	‘Fate’,	‘Ebro’,	‘Fury’,	‘Caronte’	and	‘Jupiter’.	
23	Stefano	Landi,	La	Morte	D’orfeo:	Tragicommedia	Pastorale	(Middleton	WI:	A-R	Editions,	1999).	
24	Edward	H.	Tarr	and	Norbert	Dubowy,	‘Sartorio,	Antonio’	(1992/2002)	
<http://www.oxfordmusiconline.com>	[accessed	19	April	2019].	
25	A	full	English	translation	of	the	libretto	can	be	found	in	Virginia	McGill,	‘L’orfeo	by	Aureli	and	
Sartorio,	1672–1706’	(unpublished	doctoral	thesis,	University	of	New	South	Wales,	2001),	pp.	
417–471.	The	dissertation	also	includes	a	section	on	‘The	Basses’	(pp.	165–167),	which	proposes	
that	the	role	of	Bacco	would	have	undoubtedly	been	doubled	for	economic	reasons	by	Chirone.	
Escalapio	and	Chirone	appear	to	have	been	interchangeable,	both	roles	exhibiting	very	similar	
writing,	range,	keys,	use	of	octave	leaps	up	and	down.	‘No	identities	of	singers	have	been	found	
for	their	roles,	revealing	the	fall	in	status	of	the	bass	voice	from	“a	God	to	a	Servant”.	The	Italian	
preference	for	high	tessituras	helped	to	confine	basses	to	secondary	roles’	(p.	165).		
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expected	wisdom	perceived	through	authoritative	statements.	All	of	this	serves	

to	add	depth	to	the	role,	and	surely	derives	much	of	its	inspiration	from	the	

Charon	of	the	Lucianic	Dialogues	that	were	translated	by	some	of	the	key	writers	

of	Northern	European	Humanism	such	as	Erasmus	and	Thomas	More.26	

	 Jean-Baptiste	Lully’s	tragedie	lyrique	Alceste	(1674)	was	composed	as	

part	of	the	celebrations	of	King	Louis	XIV’s	victory	against	Spanish-held	Franche-

Comté.	The	air	of	celebration	is	manifested	in	the	series	of	impressive	masques	

and	marvels,	which	are	incorporated	into	the	dramatic	narrative.	These	include	a	

nautical	scene	in	Act	1,	and	an	Infernal	sequence	in	Act	4	during	which	Charon	

makes	his	single	appearance.27	The	libretto,	by	Philippe	Quinault	(1635–88),	

portrays	a	comic	and	mercenary	ferryman;	and	in	keeping	with	French	operatic	

taste,	is	cast	as	a	baritone	role,	who	sings	about	how	death	is	inevitable,	and	who	

in	the	following	accompagnato	(beginning	‘Donne	passe’	–	which	uses	the	bass-

doubling-continuo	texture	encountered	in	other	French	operatic	solo	bass	

material)	fleeces	the	departing	souls	of	their	fares.28		

	

The	English	Charon	

Occurrences	of	the	Charon	figure	in	English	stage	music	and	song,	which	first	

appear	in	the	early	decades	of	the	seventeenth	century	and	extend	into	Handel	

stage	works	for	England	in	the	eighteenth	century,	are	linked	to	Continental	

tradition	in	that	the	dramatic	potential	of	the	character	is	utilised,	and	that	the	

use	of	the	bass	voice	to	realise	the	character	is	generally	maintained.		Yet	the	

																																																								
26	Wistreich	(2011),	op.cit.,	p.	177.	
27	Tim	Carter,	‘The	Seventeenth	Century’,	in	The	Oxford	Illustrated	History	of	Opera,	ed.	by	Roger	
Parker	(Oxford:	OUP,	1994),	p.	36.	
28	For	a	general	overview	see:	Patricia	Howard,	‘Lully’s	Alceste’,	The	Musical	Times,	Vol.	114,	No.	
1559	(1973),	pp.	21–23.		
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English	Charon	makes	most	of	his	appearances,	significantly,	in	non-operatic	

contexts.	The	lack	of	a	tradition	of	fully-fledged	operatic	productions	in	England	

throughout	the	seventeenth	century	meant	that	use	of	the	character	was	more	

fluid	and,	as	will	be	seen,	could	assume	political	significance	as	well	as	the	

traditional	and	more	familiar	mythological	role.	The	appearances	of	Charon	in	

dramatic	and	other	contexts	throughout	pre-	and	post-Commonwealth	periods	

also	provides	us,	therefore,	with	a	body	of	material	that	offers	an	aspect	of	

continuity	throughout	this	era	of	English	musical	history.			

Appearances	of	Charon	in	English	music	are	always	in	dialogue	format,	

and	it	is	invariably	the	interlocutor	who	begins	appealing	in	a	double	invocation	

of	the	ferryman’s	name	to	‘Haste’,		‘waft’	or	transport	the	soul	over	to	Elysium	or	

some	other	eternal	bliss	or	damnation.29	Charon	quite	often	responds	to	this	

double	calling	with	indifference,	or	as	if	distracted	from	another	preoccupation	

(as	will	be	seen,	for	example,	in	Alfonso	Bales’	‘Who	calls	the	ferryman	of	hell?’	or	

William	Lawes’	‘What	art	that	calls	so	loud?’).30	Charon’s	indifference	might	be	

said	to	have	the	effect	of	diminishing	the	importance	of	the	soul	in	question,	and	

they	are	usually	required	to	identify	themselves	and/or	reveal	an	aspect	of	their	

identity	or	motivation—an	explanatory	device	that	is	all	the	more	necessary	

where	the	dialogue	is	used	as	incidental	music	or	in	a	free-standing	song	rather	

than	as	part	of	an	operatic	narrative.	Moreover,	the	range	and	identity	of	

																																																								
29	For	more	on	the	dialogue	in	English	music,	see	David	Nutter	and	John	Whenham,	‘Dialogue’	
(2001),	op.cit.;	Ian	Spink,	English	Song,	Dowland	to	Purcell	(London:	B.	T.	Batsford	Ltd,	1974),	pp.	
46–53;	Ian	Spink,	‘English	Seventeenth-Century	Dialogues’,	Music	&	Letters,	Vol.	38,	No.	2	(1957),	
pp.	155–163.	Jacob	Halford,	‘‘Of	Dialogue,	That	Great	and	Powerful	Art’:	A	Study	of	the	Dialogue	
Genre	in	Seventeenth-Century	England’	(unpublished	doctoral	thesis,	University	of	Warwick,	
2016)	offers	a	recent	study	of	the	dialogue	form	as	a	literary	phenomenon,	contextualizing	its	
popularity	and	its	rhetorical	objectives,	arguing	that	the	appeal	of	dialogue	was	its	flexibility	and	
ability	to	educate	a	broad	range	of	people	across	all	demographics	of	seventeenth-century	
England.	
30	Wistreich	(2011),	op.cit.,	p.	171	
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interlocutors	offers	a	means	of	access	to	an	interpretation	of	the	message	of	the	

dialogue	that	was	being	transmitted	to	and	received	by	audiences	of	the	time.	

	
	
Alfonso	Bales	(fl.	1613–35):	‘Charon,	O	Charon’	(from	John	Fletcher’s	The	
Mad	Lover,	Act	4,	Sc.	1),	c.1616.31	
	
Information	on	the	lutenist	and	composer	Alfonso	Bales	(presumably	originally		

‘Balls’	as	he	appears	to	have	been	the	nephew	of	musician	Richard	Balls)	is	

piecemeal.32	He	was	a	member	of	the	Waits	of	the	City	of	London	from	1613,	and	

listed	as	a	member	of	Prince	Charles’	household	in	the	Lutes	and	Voices	from	

1625,	though	it	is	not	unreasonable	to	assume	that	he	was	involved	in	the	Royal	

Music	in	some	way	before	this	date.33	Bales	was	presumably	close	to	those	

involved	with	Prince	Henry’s	attempts	to	introduce	performances	of	music	from	

early	Baroque	Italianate	culture	in	England,	and	is	listed	amongst	those	

composers	(along	with	Robert	Johnson,	Robert	Taylor	and	Nicholas	Lanier)	with	

a	court	connection	who	wrote	the	earliest	examples	of	English	continuo	song.34	

Bales’	death	sometime	in	1635	is	referred	to	in	English	Court	records.35	Like	

many	fellow	court	musicians,	Bales	seems	to	have	taken	a	part	in	providing	

music	for	the	London	theatre	scene	of	the	time,	and	if		‘Charon,	O	Charon’	was	

intended	for	the	original	production	of	John	Fletcher’s	The	Mad	Lover,	then	it	

would	have	been	performed	by	the	King’s	Men	with	whom	the	playwright	seems	

																																																								
31	A	complete	transcription	of	Bales’	‘Charon,	O	Charon’	is	included	in	Appendix	A	below,	No.	14.	
32	Andrew	Ashbee	and	David	Lasocki	assisted	by	Peter	Holman	and	Fiona	Kisby,	A	Biographical	
Dictionary	of	English	Court	Musicians	1485–1714	(Farnham:	Ashgate,	1998),	p.	58;	C.	J.	Sisson,	
‘Notes	on	Early	Stuart	Stage	History’,	The	Modern	Language	Review,	Vol.	37,	No.	1	(1942),	p.	25.	
33	John	Patrick	Cunningham,	The	Consort	Music	of	William	Lawes	(Woodbridge:	Boydell	&	Brewer,	
2010),	p.	5;	English	Songs	1625–1660,	Musica	Britannica,	Vol.	33,	edited	by	Ian	Spink	(London:	
Stainer	&	Bell	Ltd	for	the	Royal	Musical	Association,	1971),	p.	xvi. 
34	Peter	Holman,	‘London	(I);	II.	Music	At	Court;	2.	Secular	Music;	(III)	James	I	and	Charles	I’	
(2001,	last	reviewed	2012)	<http://www.oxfordmusiconline.com>	[accessed	15	October	2018].	
35	Records	of	English	Court	Music:	Volume	viii	:	1485–1714,	ed.	by	Andrew	Ashbee	(Abingdon:	
Routledge,	2017),	see	1635,	3	November	(payment	of	arrears)	and	2	December	(reference	to	
appointment	of	John	Wilson	‘in	place	of	Alphonso	Bales,	deceased.’	
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to	have	entered	into	an	exclusive	arrangement	from	the	time	of	the	death	of	

Shakespeare	until	Fletcher’s	own	death	of	plague	in	1625.36	

	 The	text	of	‘Charon,	O	Charon’	appears	in	Act	4,	Sc.	1	of	The	Mad	Lover,	

and	forms	part	of	a	masque	staged	by	the	friends	of	the	main	character	(and	mad	

lover)	General	Memnon,	who	returning	from	a	quarter-century	of	military	

service	promptly	develops	an	infatuation	with	Princess	Calis.	The	veteran	soldier	

soon	finds	the	royal	object	of	his	desires	unresponsive,	and	descends	into	a	deep	

depression	in	which	he	resolves	to	take	his	own	life.	The	purpose	of	the	friends’	

masque	therefore	is	an	attempt	to	remedy	the	soldier’s	mental	condition	–	in	

essence	music	as	therapy.	It	is	therefore	a	firm	but	philosophical	Charon	that	is	

encountered	in	the	dialogue,	whose	responses	to	a	questioning	Orpheus	make	

clear	that	only	those	who	‘dye	well,	Eternall	joies	shall	follow’.	Even	those	that	

‘kill	themselves	for	love’	are	denied	passage	for	all	time.37	Charon’s	final	word	

(‘Live	still,	and	love	by	resone,	Mortall,	nott	by	will’)	offers	Memnon	the	solution	

to	his	mental	and	emotional	problems.	

	 Bales’	music	for	this	dialogue	is	the	only	known	composition	that	he	

wrote	for	John	Fletcher’s	The	Mad	Lover,	and	it	survives	in	a	unique	source.38		

	 	

																																																								
36	The	Oxford	Illustrated	History	of	English	Literature,	ed.	by	Pat	Rogers	(Oxford:	Oxford	
University	Press,	1987),	pp.	157–158;	Gordon	McMullen,	‘Fletcher,	John	(1579–1625)’	(2006)	

<www.oxforddnb.com>	[accessed	4	May	2019]	notes	that	none	of	Fletcher's	plays	after	1614	can	

be	shown	to	have	been	written	for	any	other	company	than	the	King’s	Men.	See	also	Peter	

Holman,	Before	the	Baton:	Musical	Direction	and	Conducting	in	Stuart	and	Georgian	Britain	
(Woodbridge:	The	Boydell	Press,	2020),	p.	181.	

37	‘My	cordage	crackes	when	such	foule	sins	are	neare.	No	winde	blowes	faier,	nor	I	myselfe	can	

steare….Not	time,	nor	death	can	alter	us,	nor	prayers.	My	boate	is	destiny,	and	who	then	dares,	

but	those	appointed	come	abourd?’	(Act	4,	Sc.	1)	

38	GB-Lbl,	Add.	Ms.10337,	ff.	37r–36v.	For	a	wider	consideration	of	the	music	for	The	Mad	Lover,	
see	John	P.	Cutts,	‘Music	and	the	Mad	Lover’,	Studies	in	the	Renaissance,	Vol.	8	(1961),	pp.	236–
248.	
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Example	8.1:	Alphonso	Bales,	opening	bars	of	‘Charon,	O	Charon’	from	The	
Mad	Lover	(c.1616),	bb.	1–22.39	

	 	

																																																								
39	A	complete	transcription	of	this	dialogue	is	included	in	Appendix	A	below,	No.	14.	
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The	musical	emphasis	in	the	exchange	is	on	the	bass	role	(which	accounts	for	

47/78	bars	which	precede	the	final	chorus),	and	the	mostly	syllabic	recitative-

style	setting	has	a	clarity	and	directness	that	seems	to	balance	the	message	being	

projected,	perhaps	also	with	an	eye	to	a	pace	appropriate	to	the	music’s	

dramaturgical	context	(Example	8.1).	The	music	is	not	particularly	demanding	

for	either	character,	and	is	evidently	intended	for	singers	of	moderate	ability.	

Because	the	action	is	integral	to	the	plot	of	the	play,	then	the	dialogue	could	well	

have	been	intended	for	performance	by	actor-singers	of	the	company.40	The	

Bales	setting	embodies	a	foursquare	metrical	quality	that	is	not	untypical	of	

English	dialogues	of	this	period.	The	melodic	writing	lacks	the	expressive	

qualities	exhibited	by	contemporary	Italian	recitative	(for	example	in	Landi:	Le	

Morte	d’Orfeo	1619),	and	constitutes	a	characteristically	cautious	English	

application	of	relatively	recent	Continental	innovations	in	musical	expression	

and	composition.		

	

John	Hilton	(1599–1657):	‘Charon,	come	hither’	(‘Dialogue	betwixt	Hobson	
and	Charon’).	
	
John	Hilton	is	another	of	the	early	composers	of	dialogues	in	English,	who	along	

with	Robert	Ramsey,	produced	examples	based	on	mythological	subject	matter	

that	offered	a	greater	degree	of	expression	and	technical	challenge	than	the	more	

common	dialogues	on	pastoral	themes.41	This	suggests	that	‘Charon,	come	hither’	

and	other	similar	pieces	were	written	not,	as	the	Bales	example	above,	for	

																																																								
40	Cutts	(1961),	op.cit.,	pp.	246–248	offers	some	thoughts	about	the	possible	identity	of	the	
original	singer,	being	Rich	Baxter,	Edward	Horton,	or	possibly	even	the	composer	himself.		
41	See	Chapter	1	above	for	further	discussion	of	Hilton	and	the	English	Dialogue.	
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theatrical	performance,	but	as	freestanding	pieces.42	Ian	Spink	regards	the	Hilton	

/	Ramsey	species	of	mythological	and	biblical	dialogue	as	a	more	powerful	and	

dramatic	type	which	developed	away	from	the	effete	platonic	pastoralism	of	a	

royal	court	under	the	influence	of	Queen	Henrietta-Maria.43	

‘Charon,	come	hither’	is	a	dialogue	between	Hobson	(counter-tenor)	and		

Charon	(bass),	and	is	found,	along	with	most	of	Hilton’s	other	dialogues	in	GB–

Lbl,	Add.	Ms.	11608	(f.	13v–14v).44	The	hand	in	the	GB-Lbl,	Add.	Ms.	11608	

version	is	difficult	to	decipher.	However,	‘Charon	come	hither’	is	also	included	in	

US–NYp,	Drexel	Ms.	4041	(f.103–105),	a	substantial	collection	of	mid-

seventeenth	century	English	songs	complied	between	c.1640	and	c.1650,	though	

there	are	differences	in	the	rhythmic	realisation,	and	possibly	also	in	the	text	

itself.45	The	British	Library	copy	has	complete	exchanges	between	the	two	

interlocutors	(ff.	13v–14v),	but	the	concluding	chorus	(f.	14v)	is	unfinished.46	

The	New	York	manuscript	is	complete	throughout	and	a	more	legible	hand	

makes	a	mostly	complete	transcription	possible.	

As	with	most	of	Hilton’s	music,	the	piece	is	not	dated	precisely,	but	the	

Hobson	referred	to	is	Thomas	Hobson	(1545–1631)	who	was	a	celebrated	

carrier	(or	transporter	of	goods	and	people)	based	in	Cambridge	who	is	said	to	

have	given	rise	to	the	saying	‘Hobson’s	Choice’.47	Assuming	that	the	dialogue	is	a	

waggish	post-mortem	reflection	on	Hobson’s	reputation,	then	the	piece	must	
																																																								
42	Mary	Chan,	‘Drolls,	Drolleries	and	Mid-Seventeenth-century	Dramatic	Music	in	England’,	Royal	
Musical	Association	Research	Chronicle,	No.15	(1979),	p.	126.		
43	Spink	(1974),	op.cit.,	pp.	48–49.	
44	The	dialogue	also	appears	in	GB–Ob,	Don.C.57	p.	4.	See	also:	John	P.	Cutts,	‘A	Bodleian	Song-
Book:	Don,	C.	57’,	Music	&	Letters,	Vol.	34,	No.	3	(1953),	pp.	192–211.	
45	The	piece	is	incorrectly	ascribed	to	John	Wilson	in	this	source.	See	also	John	P.	Cutts,	‘Drexel	
Manuscript	4041’,	Musica	Disciplina,	Vol.	18	(1964),	pp.	151–202.	
46	For	more	information	on	this	source,	see	Mary	Chan,	‘John	Hilton’s	Manuscript	British	Library	
Add.	Ms	11608’,	Music	&	Letters,	Vol.	60,	No.	4	(1979),	pp.	440–449.	
47	Thompson	Cooper	revised	by	Dorian	Gerhold,	‘Hobson,	Thomas	(1545–1631)’	(3	January	
2008)	<www.oxforddnb.com>	[accessed	4	May	2019].	
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have	had	for	the	composer	and	his	audience,	an	immediacy,	or	at	least	a	common	

association	and	is	therefore	likely	to	be	more	contemporaneous	with	the	death	of	

the	subject	in	1631.48		

The	collection	of	pieces	that	make	up	GB-Lbl,	Add.	MS.	11608	is	now	

thought	to	have	been	a	working	set	of	scores	that	Hilton	initiated	and	in	which	he	

included	many	of	his	own	autograph	works,	but	also	a	compilation	of	pieces	by	

other	composers	namely	William	and	Henry	Lawes,	Thomas	Brewer,	Nicholas	

Lanier,	Simon	Ives,	Robert	Johnson,	Thomas	Holmes,	Dr	Charles	Coleman,	Dr	

John	Wilson,	Robert	Ramsey,	‘Mr	Balls’,	Richard	Dering,	Thomas	Blagrave,	

Thomas	Ford	and	even	King	Charles	I	(‘Marke	how	ye	Blushfull	Morne	in	

vayne’).49	A	number	of	the	composers	listed	above	are	also	represented	in	

Hilton’s	Catch	that	Catch	Can,	which	was	first	published	in	1652,	reprinted	in	an	

enlarged	edition	in	the	year	following	the	composer’s	death,	and	further	reprints	

in	1667,	1672	and	1673.50	It	is	suggested	by	Chan	that	at	least	some	of	the	

composers	formed	with	Hilton	an	active	musical	group	(almost	all	of	the	

composers	listed	above	were	associated	with	Hilton	either	through	the	music	at	

court,	or	in	connection	with	Hilton’s	alma	mater	Trinity	College	Cambridge)	in	

the	1640s.	The	group	evidently	had	both	a	social	side	(which	would	explain	why	

																																																								
48	William	Riley	Parker,	Milton:	The	Life	(Oxford:	Clarendon	Press,	1996),	pp.	91–94	suggests	that	
Hobson	was	somewhat	of	a	‘town	character’	and	institution	and	inevitably	a	subject	for	humour	
but	who	was	also	regarded	with	affection	by	townspeople	and	scholars	of	the	University	who	
would	have	ridden	with	Hobson	between	Cambridge	and	London,	or	made	use	of	his	postman	
services.	His	death	inspired	much	poetry	including	examples	by	Thomas	Randolph	and	John	
Milton	(see	pp.	92–94).	
49	Mary	Chan,	‘John	Hilton’s	Manuscript	British	Library	Add.	Ms.	11608’,	Music	&	Letters,	Vol.	60,	
No.	4	(1979),	pp.	442,	444–445.	A	full	list	of	contents	of	the	manuscript	is	included	pp.	446–449.		
50	Catch	That	Catch	Can	/	or	/	a	Choice	Collection	of	/	Catches,	Rounds,	and	Canons…,	ed.	by	John	
Hilton	(London:	Printed	by	W.	G.	for	John	Benson,	and	John	Playford,	1658).	The	Diary	of	Samuel	
Pepys:	Vol.	viii	–	1667,	ed.	by	Robert	Latham	and	William	Matthews	(London:	G.	Bell	&	Sons	Ltd.,	
1974),	p.168	notes	that	Pepys	purchased	a	copy	of	the	1667	edition	on	15	April,	1667:	‘Thence	I	
to	my	new	bookseller’s	and	there	bought	Hookers	Policy,	the	new	edition,	and	Dugdale’s	history	
of	the	Inns	of	Court,	of	which	there	was	but	a	few	saved	out	of	the	fire	–	and	Playford’s	new	ketch-
book,	that	hath	a	great	many	new	fooleries	in	it.’	



Chapter	8:	Spirits	

	425	

the	catches	in	Add.	Ms.	11608	are	collected	separately	in	reverse	in	the	back	of	

the	document	—	ff.	86v–79r)	and	a	serious	compositional	intent	in	which	more	

substantial	dialogues,	as	well	as	the	means	and	approaches	involved	in	their	

performance,	underwent	a	process	of	evolution	as	witnessed	by	the	presence	of	

written	out	ornamentation	(almost	all	in	Hand	C)	as	marginalia.51	The	

composition	of	Hilton’s	biblical	and	mythological	Dialogues	are	therefore	now	

thought	to	have	been	for	this	group	in	the	1640s,	rather	than	in	the	late	1620s.		

Hilton’s	music	for	the	dialogue	(Example	8.2)	is	not	particularly	

distinguished	and	represents	a	similar	directness	and	accessibility	of	style	to	that	

displayed	in	the	Alfonso	Bales	setting.	The	text	of	the	version	in	Drexel	Ms.	4041	

makes	witty	references	to	aspects	of	Hobson’s	life	as	a	Carrier	of	goods	and	

people,	not	least	the	correlation	between	himself	and	Charon	as	a	conveyor	of	

souls	to	Hades.	

	
Charon	Dialogues	of	the	Lawes	Brothers	
	
The	three	Charon	dialogues	composed	by	the	Lawes	brothers,	Henry	and	

William,	were	included	in	volumes	in	the	1650s	and	60s	produced	by	John	

Playford	(1623–1686x87),	a	publisher	of	music	with	Royalist	sympathies	whose	

knowledge	of	the	market	stemmed	from	his	activity	as	a	performer,	collector	and	

copyist.52	Playford’s	genius	was,	on	the	one	hand,	to	preserve	and	build	upon	the	

repertory	and	confident	spirit	of	the	music	from	the	heyday	of	the	Caroline	court,	

and	also	to	generate	future	markets	through	accessible	performance	material	

aimed	at	the	domestic	educated	amateur,	for	whom	he	offered	further	

																																																								
51	Chan	(1979),	op.cit.,	p.	443.	
52	Robert	Thompson,	‘The	Elusive	Identity	of	John	Playford’,	in	Musical	Exchange	Between	Britain	
and	Europe	1500–1800:	Essays	in	Honour	of	Peter	Holman,	ed.	by	John	Cunningham	and	Bryan	
White	(Woodbridge:	The	Boydell	Press,	2020),	pp.	344–356. 
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encouragement	through	provision	of	pedagogical	publications	such	as	his	Brief	

Introduction	to	the	Skill	of	Musick	(1654).53		

Example	8.2:	John	Hilton,	Come	hither	Charon	(bb.1–32).54	
	
	
	 	

																																																								
53	Stacey	Houck,	‘John	Playford	and	the	English	Musical	Market’,	in	“Noyses,	Sounds,	and	Sweet	
Aires”:	Music	in	Early	Modern	England	(Washington	DC:	The	Folger	Shakespeare	Library	/	
University	of	Washington	Press,	2006),	pp.	48–61.	Margaret	Dean-Smith	and	Nicholas	Temperley,	
‘Playford	Family’	(2001,	updated	2013)	<http://www.oxfordmusiconline.com>	[accessed	13	May	
2019].	
54	Transcription	based	on	version	in	US-NYp,	Drexel	Ms.	4041,	ff.	103–105.	
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The	Charon	dialogues	included	in	the	various	editions	of	Playford’s	Select	Ayres	

and	Dialogues	therefore	speak	the	language	of	a	musical	style	predating	the	

tragedy	of	the	English	Civil	War,	but	also	give	articulation	to	more	recent	events	

surrounding,	but	not	ending	with,	the	King’s	execution	in	January	1649.	They	

share	an	accessibility	of	style	in	their	vocal	lines	and	instrumental	

accompaniments	that	presuppose	musical	literacy,	but	not	necessarily	the	

technical	skill	expected	of	accomplished	professionals.		Thus	the	extremes	of	

range	are	avoided,	as	are	elaborate	coloratura	or	ornamental	embellishments.	

Although	artistic	expression	and	technical	possibilities	are	necessarily	

constrained	in	this	music,	the	text	declamation	is	crystal	clear	and	with	due	

consideration	to	the	natural	patterns	of	speech	and	meaning.	But	the	Charon	

dialogues	are	much	more	than	nostalgic	echoes	of	a	bygone	age.	They	go	further	

in	dramatic	content	than	any	of	the	other	dialogues	in	the	collections,	and	for	

those	Royalist	end-users	receptive	to	the	coded	associations	that	could	be	made	

in	context,	the	works	can	be	seen	to	possess	a	topicality	and	currency	beyond	

even	the	original	intentions	of	the	creators.		

	

(i)	Henry	Lawes	(1596–1662):	Charon,	O	Charon,	draw	thy	boat	to	th’Shore	
(Charon	and	Eucosmia).	
	

The	death	of	Henry	Lord	Hastings	from	smallpox	in	June	1649	occurred	just	a	

few	months	after	the	beheading	of	King	Charles	I.	Hastings,	heir	to	the	Earldom	

of	Huntingdon,	was	due	to	be	married	the	following	day	to	Elizabeth	de	Mayerne,	

daughter	of	the	former	Chief	physician	to	James	I	and	Charles	I,	Sir	Theodore	de	
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Mayerne.55	The	occasion	of	Hastings’	passing	led	to	an	outpouring	of	collective	

grief	with	eulogies	and	other	writings	from	friends	and	associates	of	the	

promising	young	nobleman,	as	well	as	literary	contributions	from	Andrew	

Marvell	(‘Upon	the	death	of	Lord	Hastings’),	Richard	Brome	and	the	young	John	

Dryden	(‘Upon	the	death	of	the	Lord	Hastings’),	many	of	which	were	brought	

together	in	the	publication	of	Lachrymae	Musarum.56	Both	the	sentiments	

expressed	in	the	contributions,	and	in	more	modern	scholarship,	the	death	of	

Hastings,	who	coming	from	a	family	with	impeccable	Royalist	sympathies	was	

seen	as	an	aristocrat	offering	considerable	potential	and	promise	for	those	of	like	

mind,	has	been	interpreted	as	reflecting	and	representative	of	all	those	Royalists	

who	had	died	in	the	turbulent	years	of	civil	war,	and	stood	as	a	reminder	of	a	

court	culture	on	the	verge	of	extinction.57		It	was	that	court	culture	that	had	

nurtured	Henry	Lawes	(1596–1662),	and	that	same	civil	war	that	had	claimed	

the	life	of	his	younger	brother	William	Lawes,	killed	at	Rowton	Heath	in	1645	

whilst	serving	in	the	Royalist	army.	Henry	Lawes	therefore	had	every	reason	to	

subscribe	to	the	same	motivations	as	the	various	contributors	to	Lachrymae	

Musarum,	and	it	is	in	that	spirit	that	‘Charon,	O	Charon,	draw	thy	boat	to	

th’Shore’	should	be	seen	—	a	lamentation	infused	with	coded	political	resonance.		

																																																								
55	Hugh	Trevor-Roper,	‘Mayerne,	Sir	Theodore	Turquet	de	(1573–1655)’	(3	January	2008)	
<http://www.oxforddnb.com>	[accessed	6	May	2019].	An	oil	painting	on	canvas	of	Mayerne	
attributed	to	Paul	van	Somer	(probably	after	1625)	currently	hangs	in	the	National	Portrait	
Gallery,	London	(NPG	6538).	
56	Brome,	Richard:	Lachrymae	musarum	:	the	tears	of	the	muses	exprest	in	elegies	written	by	divers	
persons	of	nobility	and	worth	upon	the	death	of	the	most	hopefull	Henry	Lord	Hastings	...	/	collected	
and	set	forth	by	R.B.	(London,	Thomas	Newcomb,	1649).		See	also	Susan	A.	Clarke,	‘Royalists	
Write	the	Death	of	Lord	Hastings:	Post-Regicide	Funerary	Propaganda’,	Parergon,	Vol.	22,	No.	2	
(2005),	pp.	113–130.	For	further	exploration	of	Dryden’s	poem,	see:	James	A.	Winn,	‘The	Promise	
of	Dryden’s	Elegy	for	Hastings’,	The	Modern	Language	Review,	Vol.	79,	No.	1	(1984),	pp.	21–31.		
For	Andrew	Marvell’s	poem,	see:	Michael	Craze,	The	Life	and	Lyrics	of	Andrew	Marvell	(London:	
Palgrave	Macmillan,	1979),	pp.	94–99.		
57	John	McWilliams,	‘’A	Storm	of	Lamentations	Writ’:	‘Lachrymae	Musarum’	and	Royalist	Culture	
After	the	Civil	War’,	The	Yearbook	of	English	Studies,	Vol.	33	(2003),	p.	274.	
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	 The	music	of	Henry	Lawes’	‘Charon,	O	Charon’	is	included,	alongside	his	

deceased	brother	William’s	‘Charon!	O	gentle	Charon!’	in	John	Playford’s	Select	

Musicall	Ayres	and	Dialogues	(1652).58	It	is	probable	that	both	musical	settings	

were	co-creations	with	the	poet	Robert	Herrick	(1591–1674),	with	whom	the	

brothers	had	been	friends,	probably	since	the	1620s.59	An	ardent	loyalist	cleric	

who	was	ejected	from	his	living	of	Dean	Prior	in	South	Devon	by	Parliament	in	

1647,	Herrick,	whose	collection	of	1129	poems—Hesperides—had	been	

published	in	1648,60	was	thought	to	be	surviving	on	the	charity	of	his	relations	in	

London	in	1649	and	most	likely	at	the	time	in	contact	with	a	circle	of	Loyalist	

friends	including	Henry	Lawes	and	John	Playford.61		Herrick’s	verse	(‘A	New	

Charon’)	and	Lawes’	musical	setting	places	Hastings	into	the	third	person,	and	

tackles	the	emotions	of	his	early	death	from	the	perspective	of	the	bereaved	

bride-not-to-be,	Elizabeth	de	Meyerne,	in	the	guise	of	Eucosmia	(treble).62	

																																																								
58	See	Cyrus	Lawrence	Day,	and	Eleanore	Boswell	Murrie,	English	Song-Books	1651–1702	
(London:	Printed	for	the	Bibliographical	Society	at	the	University	Press,	Oxford,	1940),	p.22,		
(No.4).	Playford	reissued	the	volume	in	1653	(see	p.	23,	No.	6,	from	which	‘The	New	Charon’	was	
dropped),	and	again	in	expanded	form	in	1659	and	again	in	1669	(see	pp.	28–29	–	No.14,	in	
which	‘The	New	Charon’	dialogue	was	reinstated).	Copies	of	all	of	the	above	volumes	are	
available	in	the	British	Library	(the	1652	volume	has	the	shelfmark	GB-Lbl,	K.7.i.17).		
59	Wistreich	(2011),	op.cit.,	pp.	159–160,	and	161–162.	Also	see	Ian	Spink,	Henry	Lawes:	Cavalier	
Songwriter	(New	York:	Oxford	University	Press,	2000),	pp.	25–28,	which	quotes	(p.	26)	Herrick’s	
poem	dedicated	to	Henry	Lawes	comparing	him	flatteringly	to	other	leading	composers	of	his	
generation:	
‘To:	M.Henry	Lawes,	the	excellent		
Composer	of	his	Lyrics.	
Touch	but	thy	Lire	(my	Harrie)	and	I	heare	
From	thee	some	raptures	of	the	rare	Gotire.	
Then	if	thy	voice	commingle	with	the	String	
I	heare	in	thee	rare	Laniere	to	sing;	
Or	curious	Wilson:	Tell	me,	canst	thou	be	
Less	than	Apollo,	that	usurp’st	such	Three?	
Three	unto	whom	the	whole	world	give	applause;	
Yet	their	Three	praises,	praise	by	One;	that’s	Lawes.’		
60	Robert	Herrick,	Hesperides:	or,	the	Works	Both	Humane	&	Divine	of	Robert	Herrick	Esq.	(Exeter:	
Printed	for	John	Williams,	and	Francis	Eglesfield	and	are	to	be	sold	by	Tho:	Hunt,	1648).	
61	‘Herrick,	Robert’	in	The	Oxford	Companion	to	English	Literature:	Sixth	Edition,	ed.	by	Margaret	
Drabble	(Oxford:	Oxford	University	Press,	2000),	pp.	475–476.		
62	‘Eucosmia’	is	a	word	of	Ancient	Greek	origin	and	can	be	translated	as	decency,	possessing	good	
morals	and	a	modest	appearance.		
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Spink’s	monograph	on	Henry	Lawes	offers	little	insight	into	‘Charon,	O	Charon’,	

identifying	it	as	the	only	serious	piece	in	the	1652	collection,	and	incorrectly	

characterises	Eucosmia	as	pleading	to	Charon	for	‘the	safe	passage	of	her	

beloved’s	shade	across	the	river	Styx.’63	After	appealing	to	Charon	to	‘draw	thy	

Boat	to	th’Shore,	and	to	thy	many,	take	in	one	soul	more’,	Eucosmia	requests	him	

to	‘…take	me	in,	a	Virgin	in	distress.’	Later,	in	response	to	Charon’s	haste	to	leave	

(‘I	cannot	stay,	more	souls	for	wafting	wait,	and	I	must	hence’),	she	enquires	(‘Yet	

let	me	thus	much	know	departing	hence…’)	as	to	‘…where	good	and	bad	souls	

go?’	to	which	Charon,	who	has	already	responded	to	Eucosmia’s	account	of	her	

lover’s	tragic	death	with	uncharacteristic	pity	and	empathy	(‘And	great	must	that	

grief	be	which	makes	grim	Charon	here	to	pity	thee:	But	now	come	in’)	supplies	

the	cold	facts	of	the	desired	information.	The	final	chorus,	sung	as	convention	

dictates	by	both	characters,	begins	‘We	sail	from	hence	to	visit	mortals	never’.	

Eucosmia	is	clearly	pursuing	her	dead	fiancé,	to	join	him	in	‘the	fields	of	Pluto’.	If	

the	significance	of	this	dialogue’s	inclusion	in	Playford’s	1652	collection	is	a	

coded	message	to	fellow	Royalist	sympathisers,	and	the	deceased	Hastings	is	

seen	in	some	way	as	emblematic	of	a	further	loss	to	the	cause	following	the	Civil	

War	and	the	execution	of	the	King,	then	might	Eucosmia’s	self-sacrifical	desire	to	

follow	Hastings	be	interpreted	as	both	an	expression	of	grief	at	her	loss,	but	also	

an	emboldening	statement	of	dedication	to	the	Royalist	cause,	even	to	the	point	

of	martyrdom?	Does	this	dialogue,	which	on	the	surface	appears	to	be	a	

lamentation,	conceal	thereby	a	deeper	message	addressed	to	adherents	of	a	

cause	forced	underground	by	Cromwell	and	the	political	forces	in	power?	

																																																								
63	Ian	Spink	(2000),	op.cit.,	p.	100.	



Chapter	8:	Spirits	

	432	

	 That	‘Charon,	O	Charon’	conforms	to	Henry	Lawes’	mature	style	of	

composition	is	seen	in	a	number	of	aspects.	The	D	minor	tonality	of	the	piece	is	a	

typical	preference,	alongside	G	minor,	of	the	later	works	(his	earlier	minor	key	

songs	tend	to	favour	C	minor).64	Henry	Lawes	inclined	towards	a	more	

conservative	style	(in	the	context	of	more	general	contemporary	developments	

in	musical	style)	and	the	choice	of	the	Charon	dialogue	format	with	all	of	its	

tradition	and	associations	conforms	to	his	preference	for	old-fashioned	verse	

cast	in	conventional	structures.65	The	dialogue	is	through-composed	with	a	

harmonically-conceived	bass	line	and	set,	as	is	usual	for	Lawes’	minor	tonality	

accompanied	monodic	works,	in	mostly	declamatory	style	for	the	protagonists’	

exchanges,	but	also	adopts	a	more	melodic	and	contrapuntal	approach	in	the	two	

chorus	sections	where	Charon	and	Eucosmia	sing	together	(Example	8.3a).		

Lawes’	concern	for	the	intelligibility	of	the	text	is	seen	in	the	rhythmically	tight	

declamation	of	Eucosmia’s	emotionally	wrought	utterances.	These	contrast	with	

the	more	measured	and	expansive	rhythms	of	Charon	initially,	though	it	is	

interesting	to	note	that	when	the	ferryman	begins	to	show	empathy	rather	than	

indifference	to	his	interlocutor’s	appeals,	Charon	tends	to	adopt	more	of	the	

bride’s	characteristic	tightness	of	declamation	as	well	as	a	higher	tessitura.		

	

	 	

																																																								
64	Ibid.,	pp.	14,	and	24–25.		
65	Ibid.,	p.	14.	
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Example	8.3a:	Henry	Lawes,	‘I’d	be	as	gentle’	from	Charon,	O	Charon,	draw	
thy	boat	to	th’shore	(‘Charon	&	Eucosmia’),	bb.	17–53.		
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Example	8.3b:	Henry	Lawes,	‘Those	souls	which	ne’re	were	drenched’	
from	Charon,	O	Charon,	draw	thy	boat	to	th’shore	(‘Charon	&	Eucosmia’),	
bb.	75–90.	

	
	
	

	 	



Chapter	8:	Spirits	

	436	

Example	8.3c:	Henry	Lawes,	‘This	know,	the	rest	of	thy	sad	story’	from	
Charon,	O	Charon,	draw	thy	boat	to	th’shore	(‘Charon	&	Eucosmia’),	bb.	
95–100.	

	
	
Richard	Wistreich’s	study	of	the	two	Herrick	Charon	dialogues	from	Select	

Musicall	Ayres	and	Dialogues	of	1652	profiles	an	intended	original	audience	and	

user	who	shared	a	similar	educational	background,	and	to	a	degree	a	like-

mindedness	as	that	of	the	creators	of	the	pieces,	and	who	would	have	more	fully	

understood	and	appreciated	than	modern	audiences	thereby	the	stylistic	

inferences	and	literary	sources	referenced	therein.66			

Whilst	Playford’s	publications	were	primarily	intended	for	the	growing	

amateur	market,	the	quality	and	complexity	of	the	writing	for	both	Eucosmia	and	

Charon	bears	the	mark	of	Henry	Lawes’	association	with	the	Royal	Music.	There	

are	a	number	of	descriptive	details	in	the	writing	of	both	vocal	parts	that	

enhance	the	drama	of	the	music,	and	which	add	an	extra	dimension	to	the	

expressiveness	of	the	text	itself.	For	example,	Eucosmia’s	descent	to	f#’	on	‘deep’,		

and	Charon’s	corresponding	fall	of	a	sixth	in	the	rhyming	couplet	that	follows	on	

‘weep’	perfectly	captures	not	only	the	drama	of	the	situation	in	which	Eucosmia	

finds	herself,	but	also	marks	a	shift	in	the	manner	in	which	Charon	relates	and	

																																																								
66	Wistreich	(2011),	op.cit.,	p.	172.	
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responds	to	the	tragedy	unfolding	before	him	and	the	audience	(Example	8.3a).	

In	addition	to	the	figurative	writing	where	Charon’s	octave	leap	on	‘circles’	

literally	circles	the	following	cadential	B-flat	on	‘hell’	(Example	8.3c),	further	

descriptive	elements	are	manifested	in	the	subtle	references	in	Lawes’	choice	of	

descending	pitch	levels	reflecting	‘Aire’,	‘balm’	and	‘fields’	in	the	first	exchange	of	

dialogue	(Example	8.3a).67	A	similar	triumvirate	of	falling	pitch	shifts	occur	later	

in	Charon’s	long	account	of	the	destiny	of	good	and	bad	souls,	between	the	

elevated	‘crown’d’,	the	depths	of	the	‘wilde	sea’	and	the	subterranean	‘gulph	of	

Hecate’	(Example	8.3b).		

	

(ii)	William	Lawes	(1602–1645):	‘Charon,	O	gentle	Charon’	(Charon	and	
Phylomel).	
	
William	Lawes’	‘Charon,	O	gentle	Charon’,	variously	known	as	‘Charon	and	

Philomel’	or	‘Charon	and	the	Nightingale’,	also	setting	a	text	by	Robert	Herrick,	

appears	adjacent	to	Henry	Lawes’	dialogue	in	John	Playford’s	Select	Musicall	

Ayres	and	Dialogues	(1652,	Part	II,	pp.	18–20).68	At	first	glance,	the	interaction	

between	Charon	and	the	Nightingale	seems	to	project	a	more	light-hearted	air	in	

which	the	juxtaposition	of	the	grim	and	imposing	ferryman	with	the	melodious	

creature	seems	perverse.69	Charon,	who	takes	on	here	the	more	practical	

concerns	of	a	sailor	(‘Can	tears	pay	scores	for	patching	sails,	or	mending	boat	

and	oars?’)		is	only	persuaded	to	carry	Philomel	across	the	Styx	once	a	deal	is	
																																																								
67	Discussed	in	Tom	Cain	and	Ruth	Connolly,	The	Complete	Poetry	of	Robert	Herrick,	Volume	2	
(Oxford:	Oxford	University	Press,	2013),	pp.	488–489.	
68	A	published	transcription	of	this	dialogue	is	available	in	William	Lawes,	Collected	Vocal	Music.	
Part	2:	Dialogues,	Partsongs,	and	Catches.,	ed.	by	Gordon	J.	Callon	(Middleton,	WI:	A–R	Editions,	
Inc.,	2002),	pp.	19–21.	
69	This	may	have	something	to	do	with	the	dialogue	as	a	vehicle	of	comment	on	morality,	a	
literary	construct	based	on	fourteenth-century	practice,	which	died	out	in	the	fifteenth	century	
but	reappeared	in	England	in	the	first	half	of	the	seventeenth	century.	See	Rosalie	Osmond,	‘Body	
and	Soul	Dialogues	in	the	Seventeenth	Century’,	English	Literary	Renaissance,	Vol.	4,	No.	3	(1974),	
pp.	364–403.	
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struck	whereby	the	bird	secures	the	usual	fare	(‘I’ll	beg	a	penny…’)	or	sings	her	

passage	(‘I’ll	sing	so	long,	till	thou	shalt	say,	I’ve	paid	thee	in	a	song.’)	Charon,	in	

an	echo	of	the	interaction	with	Orpheus	in	Monteverdi’s	L’Orfeo,	is	moved	by	the	

power	of	music	–	‘Why	then,	begin.’	The	concluding	chorus	of	‘Charon,	O	gentle	

Charon’	sees	these	wildly	contrasting	characters	making	their	‘…slothful	

passage’,	and	the	singing	of	both	‘…make	these	dull	shades	merry.’	To	the	

educated	reader	of	Playford’s	1652	collection,	the	figure	of	Philomel	would	have	

again	held	well-known	classical	associations	from	Ovid’s	Metamorphoses,	from	

which	source	the	Charon	myth	was	also	drawn.70	In	Ovid’s	story,	Philomel	was	

the	daughter	of	King	Pandion	I	of	Athens	who	is	raped	and	mutilated	(by	

removing	her	tongue)	by	her	sister	Procne’s	husband,	the	Thracian	King	Tereus.	

Philomel,	no	longer	able	to	speak,	exacts	her	revenge	by	weaving	her	tale	into	a	

robe	and	sending	it	to	Procne,	who	is	enraged	and	kills	her	son	by	Tereus,	boils	

him	up	and	serves	him	as	a	meal	to	her	husband.	Tereus	then	pursues	the	sisters	

with	an	axe	intent	on	killing	them	both,	but	the	gods	answer	their	prayers	and	

allow	them	to	effect	their	escape	as	birds,	Procne	as	a	swallow,	and	Philomel	as	a	

nightingale	whose	sweet	song,	often	associated	in	Western	culture	with	

																																																								
70	Ovid:	Metamorphoses,	Book	VI.	Playford’s	audience	may	also	have	been	familiar	with	the	
reference	in	Vergil’s	Georgics	Book	IV:	lines	453–527	which	recounts	Orpheus’	seven	months	of	
weeping	(‘…beneath	an	airy	cliff,	by	the	waters	of	desolate	Strymon,	/	and	told	his	tale,	in	the	icy	
caves,	softening	the	tiger’s	mood,	/	and	gathering	the	oak-trees	to	his	song…’)	at	not	being	
permitted	by	Charon	to	cross	the	Styx	again,	finds	an	echo	in	the	sad	song	of	the	nightingale:	
...	as	the	nightingale	grieving	in	the	poplar’s	shadows	
laments	the	loss	of	her	chicks,	that	a	rough	ploughman	saw	
snatching	them,	featherless,	from	the	nest:	
but	she	weeps	all	night,	and	repeats	her	sad	song	perched	
among	the	branches,	filling	the	place	around	with	mournful	cries.	
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lamentation,	stands	in	stark	contrast	to	the	sexual	violence	and	cannibalistic	

revenge	that	provides	the	background	to	the	character.	It	is	not	difficult	to	see,	in	

the	context	of	the	loss	of	life	in	the	Civil	War,	the	execution	of	King	Charles	I,	the	

symbolism	of	the	death	of	Hastings,	and	the	generally	bleak	outlook	(in	the	early	

1650s)	for	the	Royalist	cause,	how	the	appearance	of	the	comparatively	pleasant	

‘Charon,	O	gentle	Charon’	adjacent	to	the	more	distraught	‘Charon	O	Charon’	

with	which	it	does	share	textual	and	structural	similarities,	would	have	had	

added	resonance	to	an	informed	audience,	presumably	quite	beyond	the	original	

intention	of	at	least	one	of	its	creators.71		

The	date	of	composition	of	‘Charon,	O	gentle	Charon’	is	not	known,	but	

David	Pinto	suggests	that	a	number	of	William	Lawes’s	settings	of	Herrick	date	

from	the	1630s	and	around	1640	when	Herrick	was	staying	in	London	and	

presumably	in	close	contact	with	the	composer.72	The	cultivation	of	a	lighter	

style	is	evident	in	the	forthright	and	outgoing	nature	of	William	Lawes’	songs	

and	dialogues	compared	to	his	elder	brother’s	more	subtle	and	refined	melodic	

construction.		The	nightingale	summons	the	ferryman	with	almost	sensuous	

charm	(‘Let	me	woo	thee	with	tears	and	pity	now	to	come	unto	me’)	and	

Charon’s	initial	utterances	alternate	between	a	theatrical	aside	(‘What	voice	so	

sweet	and	charming	do	I	hear?)	and	direct	response	to	Philomel	(‘Say	what	thou	

art?’).	For	the	majority	of	the	dialogue,	Charon	feigns	indifference	to	Philomel’s	

appeal	for	pity,	and	seems	more	concerned	with	the	practicalities	of	boat-craft	

																																																								
71	Wistreich	(2011),	op.cit.,	pp.	162	and	183.	The	appearance	of	Philomel	in	Shakespeare’s	
narrative	poem	The	Rape	of	Lucrece	(1594)	is	another	possible	literary	association.	See	Jane	O.	
Newman,	‘”And	Let	Mild	Women	to	Him	Lose	Their	Mildness”:	Philomela,	Female	Violence,	and	
Shakespeare’s	the	Rape	of	Lucrece’,	Shakespeare	Quarterly,	Vol.	45,	No.	3	(1994),	pp.	304–326.	
72	David	Pinto,	‘Lawes,	William’	(2001)	<www.oxfordmusiconline.com>	[accessed	3	January	
2019].	
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(‘Shame	on	thy	warbling	notes	that	made	me	hoist	up	my	sail	and	bring	my	

boat…Can	tears	pay	scores	for	patching	sails,	or	mending	boat	and	oars?’)	and	for	

ensuring	that	he	receives	payment	for	carriage.	‘Charon,	O	gentle	Charon’	is	more	

lively	from	the	outset	and	far	from	the	seriousness	of	the	Henry	Lawes	dialogue.		

The	song	contains	only	one	concluding	chorus	(‘And	all	the	while	we	

make	our	slothful	passage	o’er	the	Stygian	Lake’),	which	begins	and	ends	in	

rhythmic	unanimity	between	the	protagonists,	but	contrasts	with	the	light	

contrapuntal	interplay	of	the	remainder	of	the	chorus	(Example	8.4).	That	the	

role	of	Charon	is	clearly	intended	here	for	an	amateur	bass	performer	of	

moderate	abilities	is	seen	in	the	reasonably	modest	range	deployed	(F–c’),	the	

comparative	simplicity	and	conversational	nature	of	the	melodic	line	adhering	to	

rhythms	of	the	text,	and	the	support	afforded	the	vocal	line	by	following,	in	most	

bars,	the	same	broad	contour	of	the	harmonically-conceived	continuo	bass.	

It	is	only	in	the	1652	collection	that	these	two	particular	dialogues	appear	

side-by-side.	For	the	1653	and	1659	volumes	of	Select	Ayres	and	Dialogues,	

Playford	retains	only	‘Charon,	O	gentle	Charon’.	It	is	not	clear	why	the	more	

politically-charged	‘Charon,	O	Charon’	was	dropped,	though	commercial	reasons	

and	contextual	relevance	may	have	been	factors.		Henry	Lawes’	dialogue	is	

reinstated	in	the	1669	edition,	but	‘Charon,	O	gentle	Charon	is	replaced	by	

another	Charon	dialogue	by	William	Lawes,	Charon,	O	Charon!	Hear	a	wretch	

(‘Charon	and	Amintor’).	

	

	 	



Chapter	8:	Spirits	

	441	

Example	8.4:	William	Lawes	,	‘What’s	thy	request?’	from	Charon,	O	gentle	
Charon	(‘Charon	&	Phylomel’),	bb.	43–75.	
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(iii)	William	Lawes	(1602–1645):	Charon,	O	Charon!	Hear	a	wretch	(Charon	
and	Amintor).		
	
Charon,	O	Charon!	Hear	a	wretch	oppress’d	by	William	Lawes	finds	the	character	

of	Amintor	demanding	passage	from	Charon	across	the	Stygian	Lake.	This,	it	

seems	is	not	the	same	Amintor	that	features	in	Henry	Purcell’s	early-1680s	song	

‘Amintor,	Heedless	of	his	Flock’	(Z.357),	who	happens	to	be	a	love-sick	shepherd	

in	vain	pursuit	of	Clarissa.73	The	Amintor	of	William	Lawes’s	undated	dialogue	is	

similarly	bereft,	but	more	grief-stricken	than	lovesick.	The	protagonist	appears	

to	be	based	on	the	character	in	the	Francis	Beaumont	and	John	Fletcher	play	The	

Maid’s	Tragedy	(first	published	in	1619,	but	thought	to	date	c.1608–11).	In	the	

play,	Amintor	is	to	marry	Aspatia	but	is	ordered	by	the	King	to	wed	the	returning	

General	Melantius’s	sister	Evadne	instead.	The	convoluted	and	complex	plot	that	

follows	encompasses	betrayal,	revenge,	deception,	regicide,	and	ultimately	

tragically	mistaken	identity	resulting	in	the	death	of	Aspatia	at	the	hands	of	

Amintor,	who	then	slays	himself	in	grief.		The	play	ends	with	Lysippus,	the	new	

king	promising	to	rule	with	‘temper’:	

Look	to	him	though,	and	bear	those	bodies	in.	
May	this	a	fair	example	be	to	me,		
To	rule	with	temper:	For,	on	lustful	kings,		
Unlook'd-for,	sudden	deaths	from	heaven	are	sent;		
But	curst	is	he	that	is	their	instrument.	
	 	 	 	 	 	 Act	5,	Sc.	4.	

 
The	critical	reception	of	The	Maid’s	Tragedy	in	the	early-seventeenth	century	

was	mixed,	acknowledging	both	the	power	of	the	plot,	but	also	its	extremity	and	

artificiality.	Scholars	have	suggested	that	the	way	in	which	Beaumont	and	

Fletcher	demystifies	in	the	play	the	central	myth	of	monarchy,	The	Maid’s	
																																																								
73	John	Playford,	Choice	Ayres	and	Songs….The	Third	Book	(London,	A.	Godbid	and	J.	Playford,	
1681),	p.	11.	There	is	a	modern	edition	available	in	The	Works	of	Henry	Purcell:	Volume	25,	
Secular	Songs	for	Solo	Voice,	ed.	by	Margaret	Laurie	/	The	Purcell	Society	(Borough	Green:	
Novello,	1985),	p.	11.	
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Tragedy	acquired	renewed	relevance	in	the	conflicts	between	the	Crown	and	

parliament	in	the	years	that	led	to	the	English	Civil	War,	which	would	have	most	

likely	accorded	with	the	date	of	Lawes’s	dialogue.74	So,	as	with	Henry	Lawes’s	

later	Charon	dialogue,	‘Charon,	O	Charon!	Hear	a	wretch	oppress’d’	may	have	

had	a	deeper	resonance	to	an	educated	and	cultured	audience	at	the	time	of	its	

composition,	and	even	in	1669,	the	year	of	its	publication	in	Select	Ayres	and	

Dialogues,	it	may	be	seen	as	a	reminder	to	a	restored	monarchy	both	that	the	

myth	of	kingly	sanctity	no	longer	survives,	and	also	of	the	tragic	consequences	of	

misuse	of	monarchical	power.75	

	 Charon’s	persona	(bass)	in	his	interaction	with	Amintor	(tenor	or	treble)	

is	basically	unmoved.	Amintor,	in	the	context	of	the	dialogue,	is	still	mortal	and	

not	yet	dead,	thus	Charon	dismisses	his	‘…woes…[that]	are	worse	than	death’	

(bars	35–36)	with	gruff	indifference	(‘What	is	that	to	me?	I	never	pity	human	

misery’,	bars	37–39).76	Amintor’s	arrogant	determination	to	pass	over,	like	that	

of	Cromwell	which	comes	in	later	settings	discussed	below),	is	further	rebuffed	

by	Charon	in	sprightly	dotted	rhythms	(‘Away.	Away,	away;	go	see	if	time	can	

thee	recover’,	bars	49–57;	see	Example	8.5).	

The	disappearance	of	the	Charon	dialogues	altogether	from	the	1675	

edition	of	Select	Ayres	and	Dialogues	may	have	been,	to	the	market-savvy	

Playford	at	least,	an	indication	that	by	the	last	quarter	of	the	seventeenth	century	

the	Charon	model	appeared	to	be	on	the	wane	and	that	audience	tastes	were	

																																																								
74	The	Later	Jacobean	and	Caroline	Dramatists:	A	Survey	and	Bibliography	of	Recent	Studies	in	
English	Renaissance	Drama,	ed.	by	Terence	P.	Logan	and	Denzell	S.	Smith	(Lincoln	NE:	University	
of	Nebraska	Press,	1978),	pp.	25–26.		
75	William	Shullenberger,	‘”This	for	the	Most	Wrong’d	of	Women”:	A	Reappraisal	of	the	Maid’s	

Tragedy’,	Renaissance	Drama,	New	Series,	Vol.	13	(1982),	p.	134.	
76	Bar	references	from	edition	in	English	Songs	1625–1660,	Musica	Britannica,	Vol.	33,	edited	by	
Ian	Spink	(London:	Stainer	&	Bell	Ltd	for	the	Royal	Musical	Association,	1971),	pp.	137–141. 
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moving	in	other	directions.	It	is	almost	certainly	an	indication	that	the	political	

context	of	the	dialogues	as	vehicles	of	secretive	and	subversive	Royalist	

communication	was	no	longer	relevant	over	a	decade	into	the	Restoration	of	the	

monarchy.		

	

Example	8.5:	William	Lawes,	‘Away,	go	see	if	time’	from	Charon,	O	
Charon!	Hear	a	wretch	oppress’d	 (‘Charon	 and	 Amintor’),	 bb.	 49–
57.	

	

	

In	fact,	the	Charon	dialogue	was	far	from	finished	in	England,	and	was	to	be	

utilized	again	by	greater	and	lesser	composers	in	the	post-Restoration	period	

both	in	its	traditional	format,	and	also	adapted	for	the	purposes	of	condemning	

the	very	same	political	powers	whose	suppression	and	censure	had	led	to	the	

creation	of	the	earlier,	more	subtle	and	coded	works	discussed	above.			

	

Charon	Dialogues	from	the	Restoration	period	onwards:		
	
(i)	Henry	Purcell:	‘Haste,	haste	gentle	Charon’	
	
Henry	Purcell’s	contribution	to	the	English	Charon	dialogue	musical	literature,	

‘Haste,	gentle	Charon’	appears	to	have	been	the	last	dialogue	interaction	
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specifically	between	Charon	and	Orpheus	in	English	in	the	period.	The	non-

theatrical	dialogue	genre	was	considered	old-fashioned	by	the	time	that	Purcell	

entered	into	adulthood	in	the	mid-1670s,	but	as	can	be	deduced	from	the	

examples	discussed	in	this	chapter,	there	were	still	instances	of	new	material	

being	added	to	the	repertoire	into	the	1680s,	which	is	indicative	that,	for	at	least	

the	Infernal	Dialogue	part	of	the	genre,	there	was	still	an	appetite	from	English	

audiences	and	performers.77			

	 When	exactly	‘Haste,	gentle	Charon’	was	written	is	uncertain,	but	Shay	

and	Thompson	put	the	date	around	1681/1682,	and	so	from	a	similar	period	as	

the	Charon	dialogue	setting	by	Henry	Hall	(discussed	below).78	Its	inclusion	in	

GB-Lbl,	RM.	20.h.8	indicates	that	the	dialogue	was	used	at	court,	and	most	likely	

composed	for	that	specific	purpose.	The	only	contemporary	sources	of	the	work	

are	in	manuscript	form	rather	than	being	included	in	one	of	the	many	printed	

collections	produced	by	the	Playfords	and	others,	which	may	imply	that	the	

infernal	dialogue	had	limited	commercial	and/or	cultural	currency.		

Purcell’s	dialogue	seems	to	be	unique	in	the	use	of	two	bass	voices	of	

similar	range	for	the	characters	(Charon:	A–e	flat’,	Orpheus:	B	flat–e’),	though	

Charon	generally	sits	lower	than	Orpheus.	Purcell	was	undoubtedly	writing	for	

specific	singers	(at	court)	who	were	distinguishable	by	idiomatic	tonal	colour.	

The	identity	of	the	intended	singers	of	the	roles	is	not	specified	in	sources,	but	

James	Hart,	Leonard	Woodson,	John	Bowman	and	John	Gostling	were	all	bass	

singers	at	court	in	1681.	Gostling	was	well-known	for	his	deep	bass,	and	
																																																								
77	Holman	(1994),	pp.	26–27	
78	Robert	Shay	and	Robert	Thompson,	Purcell	Manuscripts:	The	Principal	Sources	(Cambridge:	
Cambridge	University	Press,	2000),	p.	169;	Peter	Holman	and	Robert	Thompson,	‘Purcell,	Henry	
(Ii)’	(Updated	28	May	2015)	<http://www.oxfordmusiconline.com>	[accessed	3	May	2019];	The	
Works	of	Henry	Purcell:	Duets,	Dialogues	and	Trios,	ed.	by	Ian	Spink	(London:	Novello	&	Co.	Ltd	for	
The	Purcell	Society,	2007),	p.	xii.	
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Woodson	was	higher,	but	both	were	clergymen	and	such	mythological	portrayals	

may	not	have	been	deemed	appropriate	to	their	station,	so	Hart	and	Bowman	

might	have	been	the	intended	performers	of	Charon	and	Orpheus	respectively.	In	

Purcell’s	dialogue,	it	is	Orpheus	and	not	Charon	who	projects	the	more	assured	

and	dominant	role	in	the	interaction.79	Purcell	captures	the	urgency	in	the	love-

sick	Orpheus’s	demands	to	be	ferried	to	‘the	blest	Elysium’	in	pursuit	of	

Eurydice,	in	his	melodic	lyricism,	expressive	melismas	and	impatient	outbursts	

at	the	ferryman’s	lack	of	empathy	(‘For	pity’s	sake,	let	me	no	longer	stay.	Each	

minute	seems	to	be	a	lasting	day’)	all	framed	within	unsettled	and	reactive	

chromatic	harmony.	Charon’s	aside,	setting	the	scene	(Example	8.6a)	is	almost	

resigned	and	complacent	in	its	re-emphasis	of	the	‘gloomy	regions	of	despair’	

which	‘no	mortal	dare	invade’.	The	tonal	scheme	underpinning	Charon’s	

utterances	is	more	focused,	in	contrast	to	those	of	Orpheus,	in	the	tonic	F	major.	

His	fear	of	the	rising	tide	and	‘angry	winds’	overturning	the	boat—	Charon’s	

most	animated	musical	material	in	the	dialogue	—	assuaged	only	by	Orpheus’	

assurances	that	he	will	‘charm	their	rage	to	gentle	calms	of	peace’	(Example	

8.6b)	is	some	way	from	the	diabolical	monster	of	Dante.	The	lilting	triple-time	

chorus	that	follows	(‘Be	still,	ye	proud	waves’,	Example	8.6c)	lulls	the	tempest	

with	its	gentle	chromaticism	and	deference	to	‘great	Pluto’.	Purcell’s	dialogue	

embodies	all	of	what	we	come	to	expect	of	a	master	of	the	melodic	craft,	with	its	

forward-looking	flexibility,	attention	to	descriptive	details	and	an	increase	in	

scale	of	the	emotional	content	realised	through	the	music.		 	

																																																								
79	The	dialogue	is	published	in	Spink	(2007),	op.cit.,	No.	32,	pp.	144–149.	



Chapter	8:	Spirits	

	448	

Example	8.6a:	Henry	Purcell,	‘Awake	dull	man’	from	Haste,	haste	gentle	
Charon	(c.1681/82),	bb.	12–24.	
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Example	8.6b:	Henry	Purcell	–	‘The	rising	tides…’	from	Haste,	haste	gentle	
Charon	(c.1681/82),	bb.	36–46.	
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Example	8.6c:	Henry	Purcell,	‘Be	still,	ye	proud	waves’	from	Haste,	haste	
gentle	Charon	(c.1681/82),	bb.	47–62.	
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Yet,	for	all	that,	the	basic	format	and	narrative	content	of	the	piece	was	still	

essentially	that	of	the	earlier	seventeenth	century.		

It	was	in	the	Charon	settings	by	Purcell’s	contemporary	Henry	Hall,	and	a	

later	version	by	Charles	King	that	the	format	showed	itself,	once	again,	capable	of	

making	a	political	impact.	

	
	
(ii)	‘Haste	Charon	haste	'tis	Noll	commands’—	settings	by	Henry	Hall	
(c.1656–1707)	and	Charles	King	(1687–1748).80	
	
The	fact	that	the	Charon	dialogue	continued	to	occur	in	post-Restoration	English	

music	can	be	attributed	to	a	number	of	factors.	The	format	and	principal	

character	were	familiar	to	educated	audiences	not	only	from	classical	references,	

but	also	in	musical	settings	from	recent	printed	sources	such	as	those	discussed	

above.	The	continuity	of	the	Charon	dialogue	from	the	pre-Commonwealth	era	
																																																								
80	Brewer’s	Dictionary	of	Phrase	&	Fable	18th	Edition.,	ed.	by	Camilla	Rockwood	(Edinburgh:	
Chambers	Harrap	Publishers	Ltd,	2009),	p.	956:	‘Old	Noll:	Oliver	Cromwell	(1599–1658)	was	so	
called,	Noll	being	a	familiar	form	of	Oliver.’	Complete	transcriptions	of	Hall	and	King’s	settings	
are	included	in	Appendix	A	below,	No.	16	and	17.	
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must	have	held	an	element	of	nostalgia	for	audiences,	but	is	also	a	demonstration	

of	the	durability	of	a	literary	form	which,	by	the	1660s	in	England,	had	already	

shown	itself	capable	of	accommodating	the	agendas	of	a	range	of	interlocutors,	

and	to	which	one	prominent	and	predictable	addition	was	still	to	be	added.		

	 Oliver	Cromwell’s	death	on	3	September	1658	had	created	a	power	

vacuum.	His	son	Richard	had	succeeded	to	the	title	of	Lord	Protector,	but	with	no	

power	base	was	forced	to	stand	aside	in	1659.	The	opposing	factions	in	

parliament	offered	no	clear	leader	which	enabled	Royalist	General,	George	

Monck	(1609–1670,	created	1st	Duke	of	Albemarle	in	1660)	to	march	on	London,	

entering	the	city	on	3	February	1660,	and	setting	in	train	the	events	leading	to	

the	issuing	on	1	May	1660	of	a	formal	invitation	by	parliament	to	the	exiled	

Charles	II	to	return	to	the	throne.		

Oliver	Cromwell’s	exhumation	and	posthumous	execution	at	Tyburn	on	

30	January	1661	along	with	the	similarly	exhumed	remains	of	General-at-Sea	

Robert	Blake,	Judge	John	Bradshaw	(who	had	presided	over	the	trial	of	Charles	I)	

and	Henry	Ireton	(Cromwell’s	son-in-law	who	was	a	leading	Parliamentary	

General	and	who	took	over	from	Cromwell	as	Lord	Deputy	in	Ireland	to	complete	

the	brutal	conquest	of	the	country)	was	clearly	a	symbolic	and	vengeful	act	in	the	

reclaiming	of	authority	by	the	Crown.81	To	Royalists,	Cromwell	was	the	arch-

nemesis,	and	therefore	it	seemed	inevitable	that	he	would	eventually	make	his	

																																																								
81	Not	everyone	within	the	establishment	roundly	condemned	Cromwell.	For	Samuel	Pepys’s	
view,	see	The	Shorter	Pepys,	ed.	by	Robert	Latham	(London:	Penguin	Books,	1985),	p.	100:	[entry	
for	4	December	1660]	‘This	day	the	parliament	voted	that	the	bodies	of	Oliver,	Ireton,	Bradshaw,	
and	[Pride]	should	be	taken	up	out	of	their	graves	in	the	Abby	and	drawn	to	the	gallows	and	
there	hanged	and	buried	under	it.	Which	(methinks)	doth	trouble	me,	that	a	man	of	so	great	
courage	as	he	was	should	have	that	dishonor,	though	otherwise	he	might	deserve	it	enough.’	The	
exhumation	in	fact	served	the	purpose,	along	with	the	Act	of	Indemnity	and	Oblivion	passed	the	
previous	August,	of	satisfying	the	nation’s	thirst	for	revenge	without	recourse	to	a	wholesale	
slaughter	–	see:	Tim	Harris,	Restoration:	Charles	II	and	His	Kingdoms	1660–1685	(London:	Allen	
Lane	/	Penguin	Books,	2005),	pp.	46–48.	
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literary	appearance	on	the	banks	of	the	Styx	to	be	consigned	to	eternal	

damnation	at	the	hands	of	the	lettered	loyalist	class	in	an	attempt	to	influence	

the	popular	imagination.		

	 Henry	Hall	(c.1656–1707)	is	considered	to	be	among	the	more	

distinguished	of	the	minor	composers	of	the	generation	of	Purcell,	though	he	

receives	little	more	than	passing	mention	in	many	published	works	on	the	

period.	As	a	fellow	chorister	with	Purcell	at	the	newly-reconstituted	Chapel	

Royal	under	Captain	Henry	Cooke	and	then	Pelham	Humfrey,	Hall	was	under	the	

influence	of	the	latter	as	a	composition	pupil	and	also	later	similarly	under	John	

Blow.	The	early	stages	of	his	subsequent	career	were	largely	based	on	the	music	

foundations	of	the	provincial	West	Country	cathedrals	of	Wells	and	Exeter	before	

settling	from	1679	in	Hereford	where	he	proceeded	from	Assistant	Organist	to	

Vicar	Choral,	and	finally	Organist	in	1688.82	Hall	was	ordained	Deacon	relatively	

late	in	life,	in	1698,	though	as	Bruce	Wood	suggests,	this	seems	to	have	been	

more	to	qualify	for	a	Dean	and	Chapter	preferment	than	necessarily	in	fulfillment	

of	a	spiritual	vocation.83	

	 Hall’s	dialogue	setting	of	the	anonymous	text	‘Haste,	Charon,	haste,	‘tis	

Noll	commands’	probably	dates	from	the	early	1680s,	and	is	included	in	the	

second	volume	of	Playford’s	The	Theater	of	Music	(1685),	which	in	itself	pointed	

towards	a	particular	ideological	stance.84	As	the	son	of	a	Royalist	Captain,	and	

																																																								
82	Bruce	Wood,	‘Hall,	Henry’	(2001)	<http://www.oxfordmusiconline.com>	[accessed	23	March	
2019].	Hall	was	also	a	poet	and	his	dedicatory	poem	included	in	John	Blow’s	Amphion	Anglicanus	
(1700),	p.	ii,	wryly	pokes	fun	at	his	own	provincial	situation:	
‘With	grated	Ears	I	saunter	out	my	days.		
Shore’s	most	Harmonious	Tube,	ne’er	strikes	my	ear,	
Nought	of	the	Bard,	besides	his	Fame,	I	hear:	
No	chaunting	at	St.	Paul’s,	regales	my	Senses,		
I’m	only	versed	in	Usum	Herefordensis.’	
83	Wood,	‘Hall,	Henry’	(2001),	op.cit.	
84	Henry	Playford,	The	Theater	of	Music:	or,	A	Choice	Collection	of	the	Newest	and	Best	Songs	Sung	
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educated	in	the	Chapel	Royal	in	the	early	years	of	the	Restoration,	Henry	Hall	

was	too	young	to	have	remembered	the	interregnum	years	of	Cromwell’s	

Protectorate,	but	was	obviously	associated	in	his	formative	years	and	

subsequently	with	many	who	did,	and	was	therefore	undoubtedly	attuned	to	the	

anti-Cromwellian	sentiments	of	the	time.	Cromwell	(or	‘Noll’)	summons	Charon	

to	carry	him	across	the	Styx	to	Elisium,	but	the	deeds	and	character	of	the	Lord	

Protector	are	well-known	to	the	ferryman	(‘Proud	soul,	so	black’s	thy	guilt…’,	

bars	7–8)	which	sets	the	tone	for	the	remainder	of	the	dialogue.	Cromwell,	

fearful	of	his	deeds	catching	up	with	him	(‘Dear	Charon,	haste,	vast	streams	of	

injured	Blood	pursue,	and	horrid	as	it’s	view	and	fearful	as	it’s	hew’,	bars	13–17),	

is	answered	coolly	by	the	ferryman’s	mild	mocking	(‘Stay,	how	guilty	must	thou	

be	who	chooseth	Hell	for	Sanctuary.	Thy	weighty	crimes	will	never	let	thee	float,	

but	singly	thou	wilt	sink	my	mighty	boat’,	bars	18–25).	Cromwell	then	attempts	

to	intimidate	Charon	by	invoking	his	exalted	status	on	earth	(‘…you	now	

presume	too	far,	remember	what	I	was	in	War’,	bars	25–29)	and	equating	

himself	to	the	martyred	King	Charles,	but	is	promptly	put	in	his	place.	Charon	

then	launches	into	an	extended	triple-time	section,	further	marked	by	a	change	

of	key	to	D	major,	in	which	he	recounts	how	King	Charles	was	accepted	into	the	

company	of	the	Angels	(‘I	saw	him	ascend	whilst	Angels	stoop’d	down,	to	present	

a	new	throne,	and	the	loss	of	his	head	to	repay	with	a	huge	double	crown’,	bars	

40–52).	The	description	of	the	dead	Charles’	entry	into	Elisium	(‘Then	opened	

wide	Elisium’s	radient	gate,	and	in	they	flew,	in	gay	triumphant	state…’,	bars	67–

																																																																																																																																																															
At	the	Court,	and	Public	Theaters…the	Second	Book	(London:	Printed	by	J.	P.	for	Henry	Playford…,	
1685),	p.	47–51.		The	dialogue	also	appears	in	GB-Lbl,	Add.	Ms.	33234,	ff.	129v–132r,	which	
according	to	the	British	Library	Online	Catalogue	‘belonged	to	Charles	Morgan	of	Magdalen	
College,	Oxford,	in	1682.’	Other	manuscript	copies	of	this	dialogue	survive	in	GB-Och,	Mus.	49	No.	
13	pp.	133–140,	and	GB-Och,	Mus.	389	No.	19,	pp.	61–60.	
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70)	must	have	had	resonances	of	the	living	Charles	II’s	great	entry	into	London	

on	29	May	1660.85	Cromwell’s	indignant	response	to	threaten	to	remove	and	

replace	Charles	from	his	heavenly	throne	as	he	once	had	done	on	earth	meets	

with	Charon’s	final	pronouncement	on	his	destiny	(‘No,	tyrant,	no,	to	dens	full	of	

horror	thou	headlong	must	fall,	and	with	furies	as	black	as	thy	treason	must	

dwell…’,	bars	100–109).	The	dialogue	ends	with	a	lively	triple-time	SAB	chorus	

of	furies,	dragging	Cromwell	‘…down	to	th’Abyss’.		

	 The	majority	of	Hall’s	music	in	the	dialogue	shares	much	with	the	earlier	

Charon	dialogues	by	the	Lawes	brothers	in	utilising	a	Italianate	monodic	style	set	

for	solo	voice	and	continuo.	Charon	and	Cromwell	never	sing	together,	which	

suggests	that	the	two	characters	were	irreconcilable,	but	the	musical	setting	of	

the	exchanges	does	possess	a	conversational	immediacy	and	directness	(e.g.	bars	

24–25,		and	bars	99–100).	It	is	not	clear	in	either	the	1685	printed	version,	nor	

in	GB-Lbl,	Add.	Ms.	33234,	if	the	role	of	Noll,	which	uses	G2	clef,	is	intended	for	

treble	or	tenor.	The	latter	is	most	likely	to	be	the	case,	but	if	the	former	then	the	

contrast	between	the	vocal	sonorities	could	not	be	more	marked,	and	the	

authoritative	presence	of	the	bass	Charon	be	more	enhanced.	The	allocation	of	

the	final	chorus	to	other	singers,	implies	that	the	dialogue	might	have	been	

intended	for	some	kind	of	dramatic	presentation,	or	at	least	had	some	kind	of	

social	function	if	intended	for	performance	in	a	domestic	situation.	The	vocal	

writing	for	both	principal	characters,	again	like	the	Charon	dialogues	of	William	

and	Henry	Lawes	before	it,	avoids	extremes	of	pitch	and	is	free	of	intricate	

coloratura	and	ornamentation.	Hall	is	sympathetic	to	the	natural	stresses,	

																																																								
85	Described	in	The	Diary	of	John	Evelyn:	Volume	2,	ed.	by	Austin	Dobson	(London:	Macmillan	&	
Co.,	1906),	pp.	145–146.	
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rhythms	and	pictorial	possibilities	in	the	text,	but	also	maintains	a	graceful	

melodic	line.	If	anything,	the	composer	tends	towards	a	more	conservative	style,	

and	it	may	have	been	that	a	familiarity	with	this	setting	from	the	1680s	and	the	

knowledge	that	greater	dramatic	possibilities	were	yet	to	be	exploited	may	have	

been	some	of	the	factors	that	inspired	Charles	King	to	select	the	very	same	text	

in	his	setting	of	nearly	50	years	later.		

The	Academy	of	Vocal	Music	(re-branded	‘The	Academy	of	Ancient	Music’	

around	1731,	and	which	continued	until	1802)	which	first	met	on	7	January	

1726	to	perform	and	promote	the	music	of	the	sixteenth	and	seventeenth	

centuries,	was	one	of	the	most	significant	of	the	music	clubs	and	societies	that	

emerged	in	eighteenth-century	London.86	The	membership	of	the	Academy	of	

Vocal	Music	was	originally	formed	of	professional	musicians	and	aristocratic	

enthusiasts,	and	the	first	meeting	records	thirteen	in	attendance	including	

composers	John	Galliard	and	J.	C.	Pepusch,	the	bass	and	cleric	Sampson	Estwick,	

and	the	composer-singer	Charles	King.87	

Charles	King	(1687–1748)	was,	from	1707,	the	Almoner	and	Master	of	the	

Choristers	of	St	Paul’s	Cathedral	in	succession	to	Jeremiah	Clarke	(c.1674–1707)	

under	whom	(and	John	Blow,	who	also	for	a	time	occupied	the	position	of	

Almoner)	he	had	been	a	chorister	at	St	Paul’s,	and	to	whom	he	was	later	

apprenticed.	In	the	same	year	he	succeeded	to	the	position	of	Almoner,	King	also	

took	the	degree	of	BMus	at	Merton	College,	Oxford	on	12	July,	and	in	October	

married	Clarke’s	sister	Ann,	at	a	service	in	St	Paul’s	officiated	by	minor	canon,	
																																																								
86	For	a	recent	survey	of	music	clubs	and	societies	in	England	in	the	eighteenth	century,	see:	
James	Hobson,	‘Musical	Antiquarianism	and	the	Madrigal	Revival	in	England,	1726–1851’	
(unpublished	doctoral	thesis,	University	of	Bristol,	October	2015),	pp.	36–44,	226.	
87	GB-Lbl,	Add.	Ms.	11732	consists	of	papers	relevant	to	the	first	establishment	of	the	Academy	of	
Vocal	Music,	1725–30.	The	source	includes	lists	of	subscribers,	accounts,	resolutions	and	minutes	
of	meetings.	
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the	Rev.	Sampson	Estwick.88		King,	who	was	also	initially	a	supernumerary	singer	

of	St	Paul’s	(‘for	the	small	stipend	of	14l.	a	year….until	31	Oct.	1730,	when	he	was	

admitted	a	vicar	choral	of	that	cathedral,	according	to	the	customs	and	statutes	

thereof’),	appears	to	have	taken	full	advantage	of	his	association	with	its	music	

foundation	to	contribute	substantial	amounts	of	service	music	and	anthems.89	A	

number	of	his	pieces	were	also	later	included	in	Arnold’s	Cathedral	Music	(1790)	

and	Page’s	Harmonia	Sacra	(1800).	Unfortunately	the	impression	Charles	King	

made	on	others	seems	to	have	been	rather	less	flattering.	Hawkins	records	that:	

King	composed	some	anthems,	and	also	services	to	a	great	number,	and	thereby	
gave	occasion	to	Dr.	Greene	to	say,	and	indeed	he	was	very	fond	of	saying	it,	as	
he	thought	it	a	witty	sentiment,	that	‘Mr	King	was	a	very	serviceable	man.’90	

	 	
Hawkins	goes	on	to	add	his	own	assessment:	

As	a	musician	he	is	but	little	esteemed:	His	compositions	are	uniformly	
restrained	within	the	bounds	of	mediocrity;	they	are	well-known,	as	being	
frequently	performed,	yet	no	one	cares	to	censure	or	commend	them,	and	they	
leave	the	mind	just	as	they	found	it.	Some	who	were	intimate	with	him	say	he	
was	not	devoid	of	genius,	but	averse	to	study;	which	character	seems	to	agree	
with	that	general	indolence	and	apathy	which	were	visible	in	his	look	and	
behaviour	at	church,	where	he	seemed	to	be	as	little	affected	by	the	service	as	
the	organ-blower.91	
	

Although	King	was	professionally	a	church	musician,	his	founding	membership	

of	the	Academy	of	Vocal	Music	showed	that	he	was	active	in	non-ecclesiastical	

music-making	for	which	he	did	also	compose	a	number	of	secular	works	

including	odes	and	catches.92	It	is	thought	that	King’s	setting	of	‘Haste	Charon	

																																																								
88	H.	Diack	Johnstone,	‘King,	Charles	(1687–1748)’	(23	September	2004)	
<http://oxforddnb.com>	[accessed	27April	2019].	‘’Kandruth-Kyte’’,	Alumni	Oxonienses	1500–
1714	(1891)	<http://www.british-history.ac.uk/alumni-oxon/1500–1714/>	[accessed	18	May	
2019]:	‘"student	of	musick."	Privilegiatus	8	July,	1707;	B.Mus.	from	Merton	Coll.	12	July,	1707;	a	
gent.	of	the	Royal	chapel;	of	the	church	of	Westminster,	and	of	St.	Paul's.	See	Hearne,	ii.	26;	and	
Rawl.	iv.	226.	[25]’	
89	John	Hawkins,	A	General	History	of	the	Science	and	Practice	of	Music	in	Five	Volumes:	Vol.	v	
(London:	T.	Payne	&	Son,	1776),	p.	102.	
90Ibid.,	v,	p.	102.	
91	Ibid.,	v,	p.	102.	
92	For	a	list	of	surviving	works,	see:	Watkins	Shaw	and	H.	Diack	Johnstone,	‘King,	Charles’	(2001)	
<http://www.oxfordmusiconline.com>	[accessed	18	May	2019].	
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haste	'tis	Noll	commands’,	which	is	dated	‘1731’	in	the	autograph	score	was	

probably	composed	for	performance	at	one	of	the	Academy	meetings,	which	took	

place	on	alternate	Fridays.93	At	first	sight,	this	substantial	setting	of	the	dialogue	

between	Charon	and	Cromwell	seems	somewhat	anachronistic,	coming	over	70	

years	after	the	Lord	Protector’s	death	in	1658.	The	choice	of	text,	referring	to	

political	events	that	took	place	in	the	seventeenth	century,	met	in	that	sense	the	

Academy’s	stated	aim	to	promote	the	appreciation	of	aspects	of	culture	from	this	

earlier	(though	not	exactly	‘Ancient’)	period,	but	the	musical	application	is	in	any	

case	much	more	contemporary.	The	references	to	the	beheaded	King	Charles	in	

the	text,	may	be	seen	as	a	witty	play	on	the	composer’s	own	name,	but	what,	if	

any	serious	purpose	was	there	to	this	choice	of	text?	It	is	possible,	though	not	

ascertained	that	Charles	King	was	familiar	with	the	Henry	Hall	setting	either	in	

manuscript,	or	as	is	more	likely,	in	the	more	widely	disseminated	printed	format.	

There	is	some	trace	of	Hall’s	approach	to	the	musical	setting	in	general	

similarities	in	the	opening	melodic	architecture	of	some	of	the	exchanges	(for	

example,	‘Stay,	Stay’,	and	‘Weak	shade’)	and	a	similar	recourse	to	major	tonality	

and	triple-time	for	‘I	saw	him	ascend’	which,	it	might	be	argued,	is	inherent	in	

any	case	in	the	poetic	metre.	In	all	other	aspects	of	the	musical	setting	King’s	

approach	owes	more	to	the	influence	of	Italian	opera	and	most	likely	the	music	

of	Handel	that	was	taking	London	by	storm	at	the	time.		The	publication,	for	J.	

Stone,	of	A	Collection	of	Loyal	Songs	written	against	the	Rump	Parliament	in	two	

volumes	in	1731	offers	not	only	the	probable	source	and	inspiration	for	King’s	

choice	of	text,	but	also	in	its	dedication	—‘To	all	true	lovers	of	our	constitution	

both	in	Church	and	State,	This	Collection	of	Loyal-Songs	(hoping	they	will	

																																																								
93	Hobson	(2015),	op.cit.,	p.	37.		
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contribute	towards	making	us	both	Merry	and	Wise)	is	most	humbly	Dedicated	

by	Their	most	Obedient	Servant,	The	Editor’—and	at	greater	length	in	‘The	

Introduction’,	offers	the	rationale	for	its	publication.94	The	Editor	contrasts	the	

realm	of	1731	with	that	of	the	Civil	War	and	Commonwealth:	

For	the	Reader	is	to	know,	that	those	Songs	were	made	in	the	Time	of	the	Great	
Rebellion;	when	that	Mad	and	Enthusiastick	Spirit,	which	then	reigned	in	this	
Nation,	filled	us	with	Murther	and	Bloodshed;	destroyed	the	best	of	Kings,	

subverted	our	happy	Constitution,	and	introduced	a	wild	State	of	Anarchy	and	

Confusion.95	

	

The	Introduction	goes	on	to	show	how	in	the	midst	of	such	anarchy	and	

confusion:	

Men	of	more	Sagacity	and	Penetration,	easily	perceived	the	fatal	Tendancy	of	

Sedition…..so	they	employed	the	several	Wits	of	the	Age,	Men	famous	for	their	

Writings,	as	well	as	their	Loyalty,	to	expose	its	[the	growing	Hydra’s]	Deformity,	

as	a	proper	Object	both	of	Horror	and	Ridicule…	

	

The	population	of	Britain	in	1731	was	living	in	an	age	of	relative	peace	and	

tranquility.	George	II,	who	had	succeeded	to	the	throne	in	1727,	was	a	popular	

monarch.	Robert	Walpole,	generally	regarded	as	Britain’s	first	Prime	Minister,	

had	been	in	power	since	1721,	and	whose	frank	and	hearty	manner	belied	a	

political	subtlety	and	administrative	skill	that	saved	the	Whigs	in	the	aftermath	

of	the	South	Sea	Bubble,	and	who	was	given	royal	support	by	both	George	I	and	

II.96	The	Treaty	of	Seville	of	1729	had	brought	the	Anglo-Spanish	War	(1726x27–

1729)	to	an	end,	and	Walpole’s	ongoing	diplomacy	in	Europe	(for	example,	the	

Second	Treaty	of	Vienna	of	March	1731,	which	replaced	the	Anglo-French	

alliance	with	an	alliance	with	Austria)	was	primarily	concerned	with	preventing	

																																																								
94	J.	Stone,	A	Collection	of	Loyal	Songs:	Written	Against	the	Rump	Parliament,	Between	the	Years	
1639	and	1661…in	Two	Volumes	(London:	Printed	for	J.	Stone,	near	Grays-Inn,	and	sold	by	G.	
Strahan,	in	Cornhill	[etc.],	1731).	
95	‘Introduction’	in	Volume	I	of	J.	Stone	(1731),	op.cit.	
96	Walpole	was,	by	the	later	1720s,	falling	out	of	favour,	and	was	openly	mocked	on	stage.	The	

character	Bob	Booty—a	well-known	nickname	for	Walpole	at	the	time—featured	in	Gay’s	The	
Beggar’s	Opera	(1728),	which	lampooned	the	English	fascination	with	Italian	opera,	as	well	as	
laying	bare	corruption	and	injustice	in	politics	and	society	at	large.		
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Britain	being	drawn	into	any	further	continental	military	conflict.	The	intention,	

therefore,	of	the	editor	of	A	Collection	of	Loyal	Songs	is	clearly	stated:	

But	sure	I	am,	that	no	better	Antidote	can	be	prescribed	to	the	good	People	of	
England,	against	any	such	contingent	Evil,	than	what	is	offered	in	this	little	Book:	
For	it	is	a	received	Observation	….that	your	Men	of	heavy	and	melancholick	
Complections	are	always	most	addicted	to	Sedition	and	Mutiny;	such,	as	are	of	a	
gay	and	merry	Disposition,	are	void	of	Gall	and	Discontent,	and	uncapable	of	
harbouring	the	least	malevolent	Thought	against	any	Government.		
	
‘Tis	not	of	more	private	Advantage	therefore,	than	it	is	of	happy	Emolument	to	
the	whole	Kingdom,	and	to	the	Ease	and	Tranquility	of	our	Governours	both	in	
Church	and	State,	that	his	Majesty’s	good	subjects	are,	by	this	Means,	furnished	
with	a	Set	of	Songs,	which	represent	(in	their	proper	and	lively	Colours),	the	
Madness	and	Horrors	of	the	Great	Rebellion;	whereby	they	may	be	taught	to	sing	
themselves	insensibly	into	a	settled	Loyalty,	and	(if	possible)	to	make	those,	who	
are	of	a	contrary	Opinion,	ashamed,	if	not	convinced,	of	the	Naughtiness	of	their	
Principles.	
	

Charles	King’s	motivation	for	reviving	the	Charon	and	Noll	dialogue,	and	with	it	a	

well-known	bogey-man	from	the	not-so-distant	past,	can	therefore	be	seen	as	

part	of	a	wider	cultural	and,	possibly	by	implication,	political	movement	to	keep	

and	perpetuate	peace	and	tranquility.	To	include	a	setting	of	such	a	text	in	one	of	

its	programmes,	or	indeed	simply	as	a	contribution	to	its	growing	library,	the	

Academy	of	Vocal	Music	/	Ancient	Music	was	making	a	clear	statement	of	loyalty	

to	the	Crown,	and	to	the	general	welfare	of	the	nation.			

King’s	setting	of	‘Haste	Charon,	haste,	'tis	Noll	commands’	(see	Appendix	

A,	No.	17)	survives	in	one	manuscript	source	in	the	Royal	Academy	of	Music.97	

The	piece	contrasts	with	the	earlier	Henry	Hall	version	in	nearly	every	aspect,	

the	most	obvious	of	which	is	in	sheer	scale	whereby	King	has	expanded	the	

original	dialogue	into	a	mini-cantata	consisting	of	some	fourteen	sections	

combining	recitative,	aria,	instrumental	sections	and	a	concluding	chorus	for	

SATB	choir	and	ensemble.		Charon	does	not	make	his	first	appearance	in	the	
																																																								
97	GB-Lam,	Ms.	96,	which	also	contains	Charles	King’s	undated	setting	of	part	of	an	Ode	by	Dryden	
(‘Twas	at	the	Royal	Feast’)	in	honour	of	St	Cecilia.	See	also	Bryan	White,	Music	for	St	Cecilia’s	Day:	
From	Purcell	to	Handel	(Woodbridge:	Boydell	&	Brewer,	2019),	pp.	304	and	312–316.	
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dialogue	until	bar	48,	following	the	E-flat	major	orchestral	‘Prelude’	which	runs	

straight	into	the	tenor	Cromwell’s	opening	aria	in	which	the	deceased	Lord	

Protector’s	malevolence	towards	the	realm	(‘I	am	he	that	made	three	kingdoms	

bleed’)	is	quickly	made	apparent	and	reiterated	four	times.		The	bass	Charon’s	

entry	(bars	48–54)	has	an	air	of	familiarity	to	it	in	the	use	of	the	recitative	style	

that	is	a	hallmark	of	earlier	Charon	dialogues,	but	the	text	repetition	(‘…and	

seem’st	a	beauty	spot	to	whiten	hell’)	and	the	modulatory	nature	of	the	

underlying	continuo	harmony	soon	reminds	the	listener	that	this	is	a	conception	

more	akin	to	contemporary	opera,	oratorio	or	cantata	than	seventeenth	century	

monody.	The	following	F	minor	adagio	aria	for	Cromwell	(‘Dear	Charon,	haste’,	

bars	55–83)	in	which	his	guilty	conscience	and	fear	of	retribution	is	exposed	is	

one	of	several	places	in	the	piece	where	there	is	a	short	orchestral	play-out,	

perhaps	indicative	of	allowances	for	movement	and	interaction	between	

characters	in	an	acted	/	semi-staged	rather	than	a	more	static	‘concert’	

performance.	Charon’s	vivace	aria	‘Stay,	stay,	stay,	how	guilty	must	thou	be’	(bars	

84–99)	is	characterized	by	disjunct	falling	leaps	at	the	beginning	of	each	vocal	

phrase,	and	heavy	crotchet-minim	patterns	in	the	string	writing	which	seem	to	

reflect	the	line	‘Thy	weighty	crimes	will	never	let	thee	float’.	The	humour	of	

Charon’s	observation	that	‘but	singley,	thou	wilt	sink	my	mighty	boat’	is	much	

reiterated	(bars	147–190),	followed	by	nine	bars	of	orchestral	play-out.	

Cromwell’s	attempt	in	the	short	recitative	(bars	200–203)	to	put	Charon	in	his	

place	by	invoking	his	war	record	is	quickly	re-buffed	by	the	ferryman	in	a	bi-

partite	aria	in	which	the	first	section	(‘Weak	shade,	thou	art	too	bold’,	bars	204–

215)	incorporates	dramatic	French	style	dotted	rhythms	and	subtle	word	

painting		(‘Thy	course	was	downward	still,	his	was	still	above’,	bars	209–215);	
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and	the	second	section,	marked	Largo	and	in	triple	time,	which	utilizes	straight	

rhythms	as	Charon	relays	the	account	of	the	saint-like	reception	given	to	King	

Charles	I	by	the	angels.	A	little	dramatic	colour	is	deployed	in	the	vocal	setting	of	

the	word	‘fly’	(bars	246–247)	before	the	dotted	rhythms	return	in	the	concluding	

instrumental	section	(bars	258–265).	The	attention	remains	with	Charon	for	the	

next	aria	‘Then	open’d	wide	Elisium’s	radiant	gates’	(bars	265–314)	that	returns	

to	the	opening	tempo	(‘Tempo	Ordinario’)	and	key	of	E-flat	major,	and	is	in	full-

blown	Italian	coloratura	style.	This	is	clearly	music	intended	for	a	trained	

professional	singer	(e.g.	‘Saints	rejoic’d	all	above’,	bars	298–306)	of	the	sort	that	

would	have	made	up	at	least	part	of	the	membership	of	the	Academy	of	Vocal	/	

Ancient	Music.	The	manuscript	does	not	give	any	clues	as	to	the	identity	of	the	

original	bass	soloist,	but	the	basses	Sampson	Estwick,	and	Bernard	Gates	were	

both	prominent	members	of	the	Academy	at	this	time,	the	latter	as	Master	of	the	

Chapel	Royal	Choristers	since	1727,	was	able	to	continue	to	provide	trebles	for	

Academy	performances	after	the	Bononcini–Lotti	controversy	implicated	

Maurice	Greene’s	involvement	and	resulted	in	the	withdrawal	of	himself	and	his	

St	Paul’s	Choristers	from	the	Academy	around	1731.98	Cromwell’s	final	recitative	

and	G	major	aria	(‘Twas	brave’	/	‘But	Charles	from	his	seat	shall	remove’,	bars	

315–362)	is	cut	short	by	Charon’s	dramatic	interjection	(‘No,	tyrant,	no!’,	bar	

264,	which	echoes	the	double	‘Haste’	of	the	opening	aria)	which	leads	into	

Charon’s	final	hypnotic	adagio	where	his	final	dreadful	and	sombre	

condemnation	of	Cromwell	is	played	out	over	steady	quaver	repetitions	in	the	

basso	continuo	which	are	enlivened	with	three-semiquaver	rhythmic	ostinati	in	

the	violins.	Charon’s	incantations	are	especially	statuesque	in	this	section,	with	

																																																								
98	Hobson	(2015),	op.cit.,	p.	39.	
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one	concession	to	illustrative	gesture	in	his	climactic	‘thou	headlong	must	fall’	

(bars	368–369)	which	appropriately	includes	the	character’s	highest	note	of	the	

work	(f	’).	The	concluding	chorus	(‘Drag	him	down	to	th’Abyss’,	bars	381–end),	

scored	for	SATB,	strings	and	continuo,	is	resonant	of	Purcell’s	dramatic	music	in	

its	rolling	and	hissing	serpents,	and	includes	the	work’s	final	warning	to	

audiences	of	its	own	age:	‘Proud	tyrants	on	Earth	shall	be	slaves	here	below’.		

	 Charles	King’s	Charon	dialogue	is	not	the	finest	example	of	Italianate	

music	extant	in	London	in	the	1730s,	but	it	is	a	colourful	and	interesting	work	

that	is	engaging,	not	only	for	its	building	on	a	foundation	of	a	long	tradition	of	

intimate	Charon	dialogue	settings	in	England,	but	also	for	the	way	in	which	it	

adapts	and	expands	the	format	into	the	more	fashionable	Italianate	style	that	

was	being	promoted	by	professional	institutions	such	as	the	Academy	of	Vocal	

Music.			

	

(iii)	Johann	Ernst	Galliard	:	‘Thus	without	wind	or	tide	to	guide	this	vessel’	
(or	‘Charon	in	his	Bark’)	from	Merlin;	or	the	Devil	of	Stone	Henge.	Text	by	
Lewis	Theobold.99	
	
The	pantomime	Merlin;	or	the	Devil	of	Stone	Henge	had	been	offered	to	Rich’s	

Covent	Garden—a	theatre	well	versed	in	the	pantomime	genre	throughout	its	

heyday	in	the	1720s—but	due	to	financial	pressures	it	was	turned	down.	So	it	

was	at	Colley	Cibber’s	Drury	Lane	that	Merlin	was	first	performed	as	an	

afterpiece	to	a	revival	of	Congreve’s	The	Mourning	Bride	on	12	December	

1734.100		The	promotion	of	the	production,	effectively	a	sequel	to	Galliard’s	1723	

																																																								
99	A	full	transcription	of	this	song	is	included	in	Appendix	A	below,	No.	18.	
100	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	pp.	440–444.	Page	440	provides	details	of	cast.		
Merlin	was	subsequently	performed	on	13	Dec	with	The	Tender	Husband;	on	14	Dec	with	The	
Recruiting	Officer;	on	16	Dec	with	The	Old	Bachelor;	on	17	Dec	with	Rule	a	Wife	and	Have	a	Wife;	
and	on	18	Dec	with	The	Merry	Wives	of	Windsor,	after	which	it	disappears.	
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The	Necromancer	or	Harlequin	Dr.	Faustus,101	promised	much	to	attract	an	

audience	from	several	alternative	productions	offered	in	London	theatres	on	the	

same	night.102	Cibber’s	entrepreneurial	spirit	notwithstanding,	the	

entertainment	was	not	in	tune	with	the	promoter’s	interests,	and	it	failed	after	

only	a	few	performances.103			

	 ‘Thus	without	wind	or	tide	to	guide	this	vessel’	makes	its	doleful	

appearance	towards	the	end	of	the	pantomime	and	is	framed	by	a	rather	more	

energetic	chorus	of	demons	(‘Rejoice	thro’	all	these	dreary	plains’)	who	are	

expressing	glee	at	Harlequin’s	seizure	and	carrying	away	by	spirits.		Gone	is	the	

dialogue	format.	The	Charon	we	encounter	in	this	short	solo	song	retains	the	

bass	sonority,	and	with	it	the	dour	character	seen	in	other	settings	discussed	

above,	but	we	can	detect	in	some	of	his	utterances	(‘For	by	so	many	ways,	

mortals	shorten	their	days,	that	there’s	never	no	rest	for	my	Wherry.	Some	the	

Doctors	dispatch,	and	some	Squire	ketch,	each	meets	a	death	of	his	own	seeking’)	

a	thick	veneer	of	dark	and	dry	humour.	With	lines	intended	to	evince	a	laugh	

from	the	audience,	Charon	is	no	longer	the	figure	of	fear	and	fate	seen	in	Dante’s	

Inferno	and	in	Michelangelo’s	Last	Judgment.	The	sung	line	is	in	no	way	a	

																																																								
101	First	performed	at	LIF	on	20	Dec	1723	–	see	The	London	Stage,	Part	II,	Vol.	2	(1717–29),	p.	
751.	The	Character	of	Charon	also	appeared	in	this	production,	most	likely	performed	by	‘Lagur’	
/	Laguerre	who	is	also	listed	in	the	cast	for	the	1734	Merlin.	Also	see	Fiske	(1973),	op.cit.,	pp.	78–
80	which	mentions	that	Necromancer,	and	another	version	of	Harlequin	Dr.	Faustus	by	Thurmond	
staged	four	weeks	later	at	Drury	Lane,	‘…were	extremely	popular	for	several	decades,	mainly	
because	they	allowed	for	the	introduction	of	an	imposing	devil	at	the	start,	and	a	whole	horde	of	
hellish	inhabitants	at	the	end.	In	the	darkened	theatres	such	spectral	creatures	made	the	flesh	
creep	agreeably,	and	the	stage	trickery,	the	very	spice	of	all	pantomimes,	could	be	effectively	
motivated	by	demonic	intervention’	(p.	79).	
102	The	London	Stage,	Part	III,	Vol.	1	(1729–36),	pp.	440–444.	p.	440:	‘Afterpiece:	A	New	
Pantomime	Entertainment.	[By	Lewis	Theobald	and	John	Galliard.]	With	New	Habits,	Scenes,	
Machines,	and	other	Decorations.	No	Money	under	the	full	Price	to	be	taken	during	the	whole	
Time	of	the	Performance.	The	advanc'd	Money	to	be	return'd	to	those	who	go	out	before	the	
Overture	of	the	Entertainment	begins.	51.,	31.,	21.,	1s.’	
103	Fiske	(1973),	op.cit.,	p.	165.	Fiske	states	that	‘a	description	survives	but	not	the	music.’	In	fact,	
the	score	does	survive	in	Durham	Cathedral	Library	(GB-Drc,	Ms.	E30),	which,	from	the	plentiful	
playing	directions	to	musicians	is	clearly	a	performing	score.		
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sophisticated	demonstration	of	vocal	pyrotechnics.	Charon’s	sung	rhythms,	along	

with	the	string	accompaniment,	are	almost	entirely	constructed	of	simple	minim	

and	crotchet	durations,	and	the	vocal	line	is	doubled	throughout	by	the	continuo	

bass.	The	part	is	almost	definitely	intended	for	an	actor	rather	than	a	

professional	singer,	most	likely	affecting	a	comic	character,	drawing	even	more	

mirth	from	the	audience.	In	the	same	way	as	god,	sorcerers,	witches	and	devils	

lost	the	terrifying	dimensions	to	their	characters,	so	also	with	the	ferryman	who	

now	seemed	to	hold	no	more	threat	to	rational	audiences	than	the	functionary	

boatmen	who	would	routinely	convey	passengers	to	and	fro	across	the	Thames	

every	day.		

	 Many	of	the	Charon	dialogues	discussed	above	had	something	to	say	to	

their	own	times,	which	in	its	more	flexible	usage	in	England	at	least,	helped	to	

perpetuate	the	genre	throughout	the	seventeenth	and	early-eighteenth	century.	

The	adoption	of	the	Charon	dialogue	by	institutions	such	as	the	Academy	of	

Vocal	Music,	which	was	primarily	concerned	with	the	curatorial	preservation	

and	faithful	reproduction	of	the	music	of	bygone	ages	by	professional	musicians	

for	an	audience	no	longer	proactive	in	the	creative	process	beyond	their	aural	

engagement,	may	have,	in	the	opinion	of	some	scholars,	have	helped	to	seal	the	

fate	of	a	genre	that	had	hitherto	thrived	as	a	tool	of	social	and	political	

comment.104	Yet,	as	with	other	supernatural	characters	on	the	London	stage,	it	

was	more	likely	the	metamorphosis	of	Charon	from	a	figure	of	fear	into	an	object	

of	humour	that	ultimately	consigned	the	Infernal	Dialogue	to	a	watery	grave.		

																																																								
104	Richard	Taruskin,	The	Oxford	History	of	Western	Music.	Vol	2:	Music	in	the	Seventeenth	and	
Eighteenth	Centuries	(Oxford:	Oxford	University	Press,	2010),	p.	639.	
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EPILOGUE	
	
	

This	dissertation	has	argued	that	the	emergence	of	the	solo	bass	voice	in	the	

seventeenth	century,	distinct	from	functioning	hitherto	as	the	sturdy	foundation	

of	choral	textures,	provided	a	means—within	the	new	dramatic	musical	language	

of	the	age—of	giving	voice	to	well-established	theatrical	archetypes	(Chapter	1).	

New	sung	genres	developed	and	flourished	in	the	musical	landscape	in	England	

throughout	the	1600s	growing	from	native	traditions	and	tastes	(Chapter	2),	but	

also	in	response	to,	and	reinforced	by,	developments	in	Italian	and	French	vocal	

music—principally	opera.	The	associations	and	expectations	that	shaped	the	

nature	of	bass	solo	singing	in	England	provided	a	powerful	tool	for	creators	of	

theatrical	productions	to	present	vivid	and	impactful	characterisations	that	

would	resonate	with	audiences	(Chapters	5–8).	Many	in	those	audiences	would,	

in	other	contexts,	hear	the	bass	solo	voice	similarly	deployed	as	the	key	

authoritative	voice	of	royal	propaganda	(Chapter	3),	or	of	ecclesiastical	counsel	

(Chapter	4).	Even	as	the	nature	of	English	stage	productions	re-oriented	in	

response	to	shifting	audience	tastes;	criticisms	of	the	immorality	of	the	

Restoration	theatre;	and	the	attempts	to	establish	Italian	opera	practice	in	the	

void	where	a	native	tradition	of	opera	could	have	grown,	the	supernatural	bass	

voice	maintained	a	hold	on	some	of	the	established	associations	and	

archetypes—even	if	that	meant	eventually	going	with	the	theatrical	shift	

towards	the	trivial	and	pantomimic	and	pointing	towards	the	basso	buffo	roles	of	

operas	by	Mozart	and	others	later	in	the	eighteenth	century.	A	survey	of	the	bass	

roles	in	the	oratorio	repertory	of	Handel,	reveals	that	supernatural	/	priestly	

characters—for	example,	priestly	figures	in	Deborah	(1733),	Gideon	(1746),	
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Semele	(1744),	and	Solomon	(1748)—account	for	about	25%	of	the	solo	bass	

roles;	kingly,	noble,	heroic	and	militaristic	characters—for	example,	with	Kingly	

associations	in	Saul	(1738),	Semele	(1744),	Theodora	(1750),	Joseph	and	his	

Brethren	(1747)	and	Alexander	Balus	(1747)	and	with	military	figures	in	Esther	

(1718,	rev.	1720),	Israel	in	Egypt	(1739),	Judas	Macabbeus	(1746),	Samson	

(1742)	and	Jeptha	(1751)—account	together	for	about	45%;	and	the	remaining	

roles	covering	a	range	of	characters	including	fatherly	figures	(for	example,	

‘Manoah’	in	Samson	(1742),	messengers	(Alexander	Balus,	1747),	a	judge	(in	

Susanna,	1748)		and	at	least	one	appearance	(in	the	early	oratorio	La	

resurrezione,	1708)	of	Lucifer.	This	shows	that	archetypes	that	continued	or	

emerged	in	the	years	following	the	Restoration	persisted,	in	Oratorio	at	least,	

until	well	into	the	eighteenth	century,	with	the	authoritative	voice	moving,	as	

seen	in	the	ode	repertory	earlier,	into	greater	prominence.	

In	addressing	the	need	for	specific	research	on	the	bass	voice,	and	its	use	

in	later-seventeenth	and	early-eighteenth	century	English	music	in	particular,	

this	dissertation	presents	a	number	of	possible	areas	for	future	research.	Firstly,	

in	the	identification	of	certain	recurring	archetypes	with	strong	fundamental	

associations	to	the	bass	voice,	patterns	and	conventions	that	developed	over	

time	may	be	suggested	in	the	material	and	methodology	employed.	Further	

archetypes	may	be	discerned	which,	for	reasons	of	space	in	the	current	

dissertation	have	had	to	be	omitted	(for	example,	basses	as	drunkard	characters	

or	as	priests),	but	which	may	be	illuminated	by	the	categories	covered	here.	At	a	

number	of	points	in	this	dissertation,	it	has	been	possible	to	link	perceptions	of	

bass-voiced	solo	material	in	England	with	precedents	or	similar	developments	in	

continental	practice.	Future	research	could	broaden	out	to	encompass	material	
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on	a	European	scale	and	perhaps	even	further	afield	to	the	new	world,	where	

other	local	factors	and	traditions	might	colour	the	reception	of	the	bass	voice	in	

such	contexts.	

	 As	argued	in	the	introduction,	the	methodology	of	employing	dramatic	

and	cultural	archetypes	has	enabled	a	useful	investigative	paradigm	that	cuts	

across	genres,	eras	and	repertoire,	and	is	an	approach	that	could	easily	be	

applied	to	other	voice-types.	It	was	also	pointed	out	in	the	introduction	that	this	

dissertation	does	not	deal	in	detail	with	matters	of	performance	practice,	pitch	

standard,	physiology	or	pedagogy;	though	all	of	these	would	form	fascinating	

adjuncts	to	the	material	that	is	covered,	and	open	up	fruitful	avenues	of	

investigation	emanating	from	this	key	period	of	English	musical	history.		

	 The	biographical	Appendix	B	brings	together	some	of	the	most	up-to-date	

information	on	a	considerable	number	of	known	basses	in	England	in	the	period	

covered	by	the	dissertation.	Some	were	major	or	significant	musical	figures	of	

their	times,	others	are	perhaps	of	a	more	modest	type	of	musician,	but	

collectively	they	represent	an	interesting	cross-section	of	the	musical	life	of	

England—and	London	in	particular.	There	is	much	even	in	these	individual	

stories	to	merit	further	investigation.	For	example,	a	number	of	the	basses	

mentioned	were	making	a	living	by	combining	freelance	singing	work	in	theatres	

and	other	contexts	such	as	musical	societies	(for	example,	The	Academy	of	

Ancient	Music	from	the	1720s)	with	positions	in	ecclesiastical	choral	foundations	

such	as	the	Chapel	Royal,	Westminster	Abbey	and	St	Paul’s,	and	could	therefore	

present	the	basis	of	a	more	far-reaching	investigation	into	freelance	musical	

careers	in	London	in	the	period	and	beyond	to	the	present	day.			
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	 Many	of	the	approaches	taken	in	this	dissertation	might	also	be	applied	to	

later	repertoire	and	practices.	The	definitive	history	of	late-eighteenth	and	early-

nineteenth	century	English	theatrical	and	ecclesiastical	music	is	yet	to	be	

written,	and	remains	an	area	that	is	still	under-researched.	The	use	of	character	

and	archetypes	and	their	reception	could	provide	an	interesting	way	into	that	

particular	aspect	of	repertoire	and	social	history.		

	 Finally,	the	intention	of	this	dissertation	has	been	to	lift	the	lid	on	a	voice	

type	that	has	often	been	taken	for	granted,	but	which	has	its	own	distinct	

identity	and	role	within	the	drama	and	theatricality	of	stage	or	worship	space.	

Even	though	the	dissertation	has	not	dealt	with	technical	or	pedagogical	issues	

such	as	physiology,	or	specific	aspects	of	performance	practice,	it	is	hoped	that	

this	work	will	have	much	to	offer	bass	performers	and	scholars	dealing	with	the	

material	of	this	fascinating	period	of	English	music.	It	is	also	hoped	that	the	

research	presented	here	will	enable	audiences	to	hear	and	appreciate	the	music	

and	the	role	of	bass	singers	in	this	era	in	new	ways.	The	dissertation	provides	a	

broader	understanding	of	how	bass	characterisation	is	deeply	rooted	in	

historical	context	(for	example,	the	strong	links	to	classical	theatrical	practice	

profiled	in	Chapter	2,	and	the	political	meanings	attached	to	the	Charon	

characterisations	in	Chapter	8).	It	does	much	to	highlight	how	the	bass	voice	was	

employed	in	response	to	the	prevailing	stock	of	expectation	and	archetype,	and	

how	this	influenced	creative	decisions	by	both	leading	and	peripheral	composers	

working	in	the	late-seventeenth	and	early-eighteenth	centuries.	By	illuminating	

aspects	of	key	bass	characterisations	in	this	way,	as	well	as	bringing	to	light	

neglected	repertoire	(of	which	there	is	much	more	to	discover),	it	is	hoped	that	
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this	dissertation	will	influence	performers	and	scholars	to	explore	music	

composed	for	bass	singers	in	particular	with	greater	clarity	and	understanding.		

	 	

	


