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Edward de Vere and the Music of the Renaissance
By Elizabeth Imlay

First of all I should admit that I am no
expert in Renaissance music - | have had
to mug it up. But I am approaching this subject
as an investigative Oxfordian, and the material |
am presenting can be shown to be related, in one
way or another, to Edward de Vere himself.

Even without expert knowledge, 1 found
during my researches that I was amassing
enough material for two talks, so some aspects
of the subject have been omitted for lack of time.
I concentrate on the area of Oxford’s patronage
of musicians, because that is where most of our
best, actual documentary evidence comes from,
and | have neglected other areas such as Oxford
as a performer, and also his attitude towards
religious music, which so far we know little
about.

So why should it matter that my subject
was interested in music? Does it advance his
claim to the authorship of the Shakespeare
canon? Are poets usually inspired by music?
With the possible exception of Milton, 1 think it
is mostly the other way around. It is more usual
to find musicians taking poetry or literature as
their source of inspiration, for example Berlioz
was inspired by Shakespeare nearly 300 years
after the plays were written, but you don’t find
anyone, say, writing an epic poem inspired by
the music of Bach

But there were times when Shakespeare
wasdefinitely inspired to write by hisexperience
of music, both aesthetic and intellectual. 1 am
sure you are familiar with this idea but I will
briefly quote you a few examples:

This is from R I/:

Here have | the daintiness of ear

1o check time broke in a disordered string
But for the concord of my state and time
Had not an ear 1o hear my true time broke.

and this 1s from MND:

once | sat upon a promontary
And heard a mermaid on a dolphin’s back
Uttering such dulcet and harmonious breath
That the rude sea grew civil at her song
And certain stars shot madly from their spheres
1o hear the sea-maid s music.

In the latter example we can see and hear
Shakespeare’s sound-skills at work: he is
alliterating ferociously - just count the number
of s-es he uses in a few lines:

The rude sea grew civil at her song
And certain stars shot madly from their spheres

Edward de Vere tends to get criticised for rather
clumsy use of alliteration but you can see here
how Shakespearerelies onittoo, buthe’sbecome
an absolute master of it - a master of sound.
Timeandagain, weread of Shakespeare’s
‘sweetness’, and by this is meant a certain
deliciousness of tone, not just the rhythmic
sense which is so necessary to a poet. We hear
of "honey-tongued’ Shakespeare’, and of his
‘sugar’d sonnets’. Thereisanalmost psychedelic
quality about the way Shakespeare experiences
sound. If we take this example from /N:

Ol came o 'er my ear like the sweet sound
That breathes upon a bank of violets
Stealing and giving odour

we hear and feel the wind breathing, we smell
the scent of the violets, perhaps even see the
colour of the flowers at the same time, and the
word “sweet’ brings in the sense of taste also. All
five senses activated in two lines. The thought
of music has acted on the poet with the power
of a drug,

I think we can say confidently that the
sounds of words and the sounds of music were
of great importance to Shakespeare and that we
are dealing with a man with an exceptionally
sensitive ear and an exceptionally strong
emotional response. So we on the authorship
trail want our candiate to be shown to have both
a musical ear and a deep love of music itself. 1
will conclude this section by quoting in full a
sonnet from The Passionate Pilgrim which is
generally attributed to Shakespeare:;

If music and sweet poetry agree

As they must needs, the sister and the brother,
Then must the love be greal “twixt thee and me,
Because thous lov st the one, and I the other.
Dowland 1o thee is dear, whose heavenly touch
Upon the lute doth ravish human sense,
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Npenser 1o me, whose deep conceil is such

As, passing all conceit, needs no defence.

Thou lov st 1o hear the sweet melodious sound
That Phoebus’ lute, the queen of music, makes,
And 1in deep delight am chiefly drowned
IWhenas himself 1o singing he betakes

One god is god of both, as poels feign,

One knight loves both, and both in thee remain.

Well, is it in fact by Shakespeare? Is it by de
Vere? The poet calls himself a “knight” - does
an earl call himself a knight? In the context of
Spenserian poetry | think that he does, and de
Vere certainly called himself “the red knight” in
atournament. In that case, is the poem addressed
to a lady, a lady who embodies both music and
song? I was going to come back to that later and
talk about Emilia Bassano, but she is one of the
topics I've had to reserve for Part 2.

We turn now to Edward de Vere as a
nobleman of 16th-century England. This was
the time of the greatest explosion of interest in
music in this country, when it was taken up by
the educated classes as a serious subject and
performed and composed even by high-ranking
people, though usually they did not admit to
this any more than they admitted to poetical

composition. One reason for this explosion of

interest and patronage undoubtedly concerns
the events of the Reformation, but it also goes
back before that and has to do with nationalism.
England under the Tudors was reviving
consciousness of itself as an individual nation
-1t was not just part of French culture or just part
of the culture of Catholic tradition. On the other
hand the English were aware that they lagged
behind both France and lItaly culturally and were
anxious to catch up.

At the same time, the reformation of the
English church, and the very great reduction
of the activity and wealth of the church in
general, meant there was a yawning gap in
musical patronage and a large number of
highly talented musicians were threatened with
unemployment, just as there were numbers of
sick people needing hospitals and young men
needing schools. Into this gap stepped wealthy
and influential people in the city of London and
in the aristocratic houses,who had to provide a
Protestant alternative in all these fields. 1t was
alsoamore secular alternative, and this specially
applied in the case of music. A wealthy secular
patron did not just want music to the glory of
God: he wanted it to the glory of himself too

Elaborate compositions in services and
masses were frowned on by Protestant patrons.
It was felt that, just as church architecture should
be simple and plain, and the sacred texts should
be available in plain English, so church music
should be accessible. and participated in by the
congregations. Manv of the best composers did
not want to make such 'dumbing-down' changes,
and remained Catholic, tolerated by their
aristocratic patrons because of their exceptional
talent

In the severely committed Protestant
atmosphere of Cecil House, music does not
appear to have formed a great part of the
programme of the voung ward, Edward de
Vere. But a chance comment written into his
curriculum has recently been followed up, with
the result that we now know something about
Edward’s early musical education.

The boy was expected to be up by seven
for half an hour’s exercise, which took the
form of dancing. But, it says on the curriculum
document, “if Frith cannot come by seven,’
dancing would be postponed until ten o’clock.
Probably Frith could not always come by seven,
because he kept a dancing school at Blackfriars
from 1561, whichis the year when the young earl
would first have needed his services. He would
have had to get to Cecil House from Blackfriars
very early in the morning, and doubtless he had
other high-born pupils to consider. (I owe this
knowledge to an exchange on Phaeton between
Emily Winerock, David Kathman, Christopher
Paul and Nina Green ) Richard Frith, to give him
his full name, was a freeman of the Company
of Musicans and Minstrels, one of the London
livery companies, whose members were engaged
in all performing arts that included music

So we now know that most early
mornings Edward was capering about under
the instruction of Richard Frith, and of course
he would have been capering to music, with at
least one instrumentalist there, perhaps Frith
himself, plainly a well respected musician. And
we know also that Edward made extremely good
progress in the art of the dance because of the
comments made when he was at court as a very
young man, that the Queen was impressed by
“his valiantness and his dancing’, and that later
she wanted to show off his dancing before the
French ambassador, and he declined to perform.
So he had a good rhythmic sense.

In our present state of knowledge. the
next historic link we can make is in 1565, In
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thatyear, the fifteen-year-old Edward was a page
at the wedding of the Earl of Warwick. At this
wedding, and taking part in the entertainments,
was a man called Richard Edwards. The next
year, when de Vere went to Oxford University to
receive his MA, he once again came into contact
with Richard Edwards, who was the Master of
the Children of the Chapel Royal.

Besides his responsibilities with the
choir, Richard Edwards’s duties involved
devising emblems and story lines for structuring
tournaments and other entertainments. On the
occasion of the MA ceremony, which was also
attended by Lord Burghley and the Queen,
Richard Edwards put on his most spectacular
play, Palamon and Arcite, acted by the students
in the splendiferous hall at Christ Church
College (the dining-hall of Harry Potter fame).
There are two eye-witness accounts of this
show, which was extremely lively and involved
a pack of hounds. Edward de Vere must never
have forgotten the occasion or the performance,
especially as Richard Edwards died two months
later

Lines from Palamon and Arcite turn up
in Romeo and Juliet. They come from the song
‘In Commendation of Music’, the first verse of
which goes as follows:

Where gripping griefs the heart would wound
And dolefid dumps the mind oppress,

Then music with her silver sound

Is wont with speed to give redress.

Of trouble mind for every sore,

Sweet music hath a salve therefore.

Katherine Chiljan is of the opinion that De Vere
and Edwards, who as we know had already
known each other since 1565, may have written
PalamonandArcitetogether,andfortheinfluence
of this play on The 1wo Noble Kinsmen you may
read her article online in the /<ver Reader tor
winter/spring 2000, orin the spring 1999 number
of the SO Newsletter. Certainly it is odd that in
The Arte of English Poesie the author refers to
Oxford and Edwards together as deserving ‘the
highest prize tor comedy and interlude’ - why
did he yoke them thus, when Edwards had died
while Oxford was only sixteen?

But we are concentrating on musical
influences, rather than literary ones, so here is a
piece which is definitely attributable to Richard
Edwards himself. It is a comparatively early
piece, obviously, since we know Edwards died in

10

1566; however, itisalsoamadrigal, thatis, asong
for several voices based on the famous Italian
model. This is well in advance of the heyday of
the madrigal in England, which occurred some
twenty years after Edwards’s death. So it seems
safe to say that Richard Edwards was at the
forefront of English music at the time he became
known to de Vere. Here is the song, ‘In going
to my Naked Bed’, with its refrain, ‘The falling
out of faithful friends renewing is of love.” The
title sounds as though it is about sex, but actually
it’s about conflict within friendship, as indeed
is Palamon and Arcite and its derivative plays
mentioned earlier.

Disc: ‘A Madrigal for all Seasons’, SAMHS/
CD/201, track 16 (see end of this essay for
words)

The main point here is that de Vere knew
the highly .respected and advanced musician
Edwards, and at the age of 16 may have planned
an important entertainment with him, which
certainly would have included music. It does
no harm to enlarge on this point, for the more
de Vere can be demonstrated to have associated
with the best brains and talents of his time from
an early age, the less can derogatory assertions
be made about his intellect and his capabilities,
and we know that Stratfordians are desperate
to do that. That is a second reason for making
these connections, as well as the possible value
in identifying who Shakespeare really was.

We can now move on to the adult de
Vere’s rolein patronising music. We have known
for along time that he was a distinguished patron
of writers and translators, and it is now emerging
how much he helped musicians too.

Itisnotyet possible to say that he was one
of the greatest patrons, since this activity was so
widespread among the aristocracy including, for
example, the Earl of Leicester, Peregrine Bertie,
Lord Buckhurst, [.ord Hunsdon, Fulke Greville,
Sir Edward Dyer, the Earl of Essex, Robert Cecil
and of course Queen Elizabeth herself: in fact,
almost the whole cast of characters whom we
know from our aquaintance with de Vere. But |
believe that it is possible to claim, firstly that he
was good at spotting winners such as William
Byrd, John Farmer and Robert Hales, and
secondly that he was regarded by his protégés
in a slightly different light from that in which
they saw his peers.

If we look at the tributes made by musi-
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cians to their benefactors, we must acknowledge
that many noblemen and women were compe-
tent and even talented music makers, even
allowing for flattery and exaggeration. For
example, J. Bartlet wrote to the Earl of Hertford
of the “singular skill and exquisite knowledge
wherewith your Lordship is indued, both
in the speculation and practise [of music].’
and W. Corking credits Lord Herbert and Sir
William Hardy with ‘your loves to Musicke and
extraordinary skile therein, either to express,
or Masterly to compose.” But in none of these
dedications does any composer or collector dare
to express affection for his patron, or to make
comparison between an aristocratic patron and
a lowly performer.

Yet this is exactly what occurs in John
Farmer’s dedication to the Earl of Oxford of his
Lirst Set of English Madrigals in 1599, This is
from what he wrote:

... 80 farre have vour Honourable favours outstripped all
meanesiomanifestmyhumble affection. . . Thave presumed
lo tender these Madrigales onfie as remembrances of my
service and witnesses of vour Lordship s liberal hand, by
which 1 have so long lived . . . in this | shall be most

encouraged if vour Lordship vouchsafe the protection of

my first fruites, for that both for vour greatness vou hest
can, and for vour judgement in \Musicke best mav: for
without flatterie be it spoke, that using this science as a
recreation, vour Lordship have overgone most of them
that make it a profession.

John Farmer knew, when he wrote this,
that Oxford would not mind the comparison
made with professional musicians, in which
the implication is that the musicians were
in fact better at music than the patrons were!
Oxford’s attitude to the professional musician
was different, just as, we believe, his attitude to
the professional theatre was different. He was
prepared to value art and talent for their own
sakes, and not just as adjuncts to his lifestyle.

Oxford, it seems, from Farmer’s
comments, was a committed patron. By looking
closely into his household affairs and linking
up names which hitherto have gone unnoticed,
Oxfordians are beginning to expand the picture
of the Earl’s involvement with music. | will try
to continue to put these links into chronolgical
order

Theassociation with William Byrd began
early, because we know that by 1574 when Byrd
was 31 years old and presumably at the peak of
his powers, he was leasing Oxford’s property,
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Battles Hall in Essex. (Note that in A/ls Well
that Inds Well we find the line, "I know a man
that sold a goodly manor for a song’). It looks as
though Oxford had spotted him as an outstanding
musician before he made his Italian trip. Byrd
was defrauded of this property by another of
Oxford’s servants, but later we find his brother
owning it. (Anderson, Shakespeare by Another
Name, p.66, note.)

Byrd had many different patrons during
the course of his career, and there must have
been considerable competition to support this
jewel in the crown of the English Renaissance.
But the continuing connection with Oxford can
be demonstrated. For example, ‘My Lord of
Oxenford’s Masque’, also calied his “March’,
is attributed to Byrd. It is sometimes called
"The March Before the Battle’, and is part of a
longer piece called 'The Battle', whichis a genre
of music found on the Continent during the
period. One wonders if thisis linked to one of the
mock battles and tournaments in which Oxford
participated and which we know involved music
of various kinds, or it might have been for a
stage performance at Court in which a battle was
shown.

Disc: New London Consort, Elizabethan and
Jacobean Consort Music, CKD 011 track 4

That beautiful performance was Philip Pickett
and the New London Consortin 1992 Was it by
Byrd, or was Oxford having a go at composition
himself? [t’s nota very complicated tune, but that
might be because it was going to be performed
by noble amateurs.

It’s quite a well known piece, because
it’s so jolly, but the next piece by Byrd is not
nearly so well known, but you will know the
words at least:

Disc: William Byrd, 'Psalmes, Sonets and Songs'
588, 1 selection, track 3, The British Music
Collection, Decca 475 049-2

This five-part madrigal is sung with great clarity
and you can easily recognise Oxford’s song ‘If
women could be fair but never fond™. (See p.27
for means to obtain the music.)

In the same Byrd collection, there are
other poems set to music which are unattributed,
but which are of a self-revelatory kind which
I associate with Oxford. Let us recall that in
1578 Gabriel Harvey stated to de Vere “Your
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British numbers have been widely sung,” and
by 'numbers' he meant poems or songs. I am
trying to avoid too much speculation because it
is unnecessary, | have plenty of well evidenced
material, but in this case, and because Byrd is
such an important composer, 1 will draw your
attention to a lyric called “What pleasure have
great princes’, which comes after ‘If women
could be fair’. The poet compares life at court
with the pleasures of the countryside, comments
on the unsatisfactoriness of voyages in search of
treasure, (note that the word 'east' should be 'west'
in order to rhyme) and has a particular grudge
against lawyers, which he holds in common with
‘Shakespeare’. The verses are sung very clearly
by the counter-tenor John York Skinner, with a
consort of 4 viols.

Disc: William Byrd track 4 (see the end of this
essay for the words)

To me, those rather obscure words make sense
when applied to Edward de Vere, and the same
goes for several other pieces in this particular
collection,including ‘Infieldsabroad’. Similarly,
there are anonymous religious lyrics which are
set by Byrd. Sir George Buc stated that Oxford
was religious; so perhaps he also wrote some
of the religious lyrics in 'Psalmes, Sonets and
Songs'? This brings me to a a brief mention of
Orazio Cuoco.

As most of vou will be aware, de Vere
heard fifteen-year-old Orazio singing in Santa
Maria Formosa in Venice in 1576 and asked him
to accompany him back to England. Orazio was
presumably singing church music, and possibly
he did the same when he sang before Queen
Elizabeth at court, though we have no evidence
as to what he sang, but this suports the idea that
de Vere had an interest in religious as well as
secular music.

But 1 will leave speculation now and
pass on now to our next musican employed by
de Vere, and that is Robert Hales. Thanks to
Katherine Chiljan, (SO Newsletter, Fall 2005)
we know that an annuity document, signed
Edward Oxenford and dated 1579, recently
passed through the saleroom at Bonham’s in
London. It assigns the rent of one of Oxford’s
properties in Essex to Robert Hales ‘for good
and faithful service to me given’. However, the
faithfulness did not extend beyond 1583, when
the Queen apparently snatched Hales, making
him her lute-player and doubling his salary to

£40 per annum, a figure which the cash-strapped
Earl would have found hard to compete with.

Elizabeth greatly admired Hales’s voice:
he was the highest-paid of her 36 musicians.
He sang at the retirement of Sir Henry Lee
from the tiltyard in November 1590. You may
remember that Lee had previously made off with
de Vere’s lover, Ann Vavasour, while the Earl
was languishing in the Tower. Hales also played
the lute at the funeral of Elizabeth, and James
I renewed his pension. So, once again, we can
see that Oxford had recognised and supported
an exceptional talent.

Leslie Hotson believes that the play in
George Carey’s memorandum for January 6th
1601, which mentions ‘Hales to have one place
expressly to show his own voice’, was in fact
Iwelfth Night. Included in the audience were
Elizabeth, Oxford’s second wife, Elizabeth
Countess of Derby his eldest daughter with the
Earl her husband, Oxford’s sister Mary, and his
nephew, Baron Windsor. So let’s listen to ‘O
mistress mine’ as perhaps that audience heard
it, sung and accompanied on the lute in what is
believed to be the original setting by Thomas
Morley. At any rate, itis found in Morley’s /<irst
Book of Consort Lessons, published 1599.

Disc: “Songs and Dances from Shakespeare’,
track 3, The Broadside Band, CD-SDIL. 409

While we are on the subject of Thomas Morley,
he also wrote the music for ‘It was a lover
and his lass’, and he lived at Bishopsgate.
Because Shakespeare is recorded as having
lived at Bishopsgate for a time, it is assumed
by Stratfordians, quite reasonably, that they
knew each other and collaborated. Meanwhile,
Edward de Vere was also living at Bishopsgate,
at Fisher’s Folly, right on the gate, soitis equally
reasonable to assume that Morley and de Vere
knew each other and collaborated.

We go back now to John Farmer, whom
we know for certain to have been supported
by Oxford for several years by the time of his
dedication in 1591. Farmer is now less famous
than Morley, but in his day he was very popular,
and one of his best known songs survives: ‘Fair
Phyllis T saw sitting all alone.” She doesn’t
stay alone for long however, because when her
swain finds she is ‘missing’ he goes off to find
her and then we realise that ‘missing’ rhymes
with “kissing’. This madrigal, incidentally,
demonstrates the tendency in the English form
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to dramatise the situation and to explain what
is happening both by the arrangement of the
voices and by the emphasis and rhythms used
We might wonder what caused this drift towards
dramatisation.

Disc * A Madrigal for all Seasons’, track 3

We now come to another figure who has only
recently been identified as ‘one of the erle of
Oxfordes men’ who was servinghimin 1576 and
was the author of 7he First Set of Madrigales in
5 Parts, published in 1613. His name is Henry
Lichfield. Not much is yet known about him, but
a song by him survives called “Shall 1 Seek to
Ease my Grief?” | found the music for it - most
of these songs can be found free on the internet
if you use Google. 1 have not found a recording
of it, perhaps because it is pretty miserable, so
I move on to “My Lord Willoughby’s Welcome
Home’ by John Dowland, which is very jolly.

Lord Willoughby is indeed Peregrine
Bertie, Lord Willoughby d’Eresby, the soldierly
husband of Oxford’s sister, Mary. He served
valiantly in the Low Countries and won a battle
there which earned him a hero’s welcome and
a very martial tune by Dowland which 1 now
play in the most martial version I can find, on
a lautenwerk, which was a cross between a lute
and a harpsichord. though I'm sure a broken
consort with trumpets and drums would be more
appropriate

Disc: “Such Sweet Sorrow’, Lute Pieces by John
Dowland, track 5, CRC 2610

Here is some of the ballad that went with this
music, to give you an idea of how it should go:

Stand to it noble Pike-men and look you round about.
And shoot vou right, you Bowmen, and we will keep them
out:

You Musquet and Calliver men, do you prove true o me,
[t be the foremost in the fight, savs brave Lord
Willoughby

Ther quoth the Spanisiv general, Come let us march
away,

I fear we shall be spoiled all, if that we longer stay,

For vonder comes Lord Willoughby, with courage fierce
and fell:

[e will not give one inch of way for all the Devils in
lell,

Oxford must have felt pretty envious of an
encomium like that.

We find ourselves now talking about John
Dowland, another of the giants of Elizabethan
music. His history in some ways echoes that of
de Vere. He went on the Grand Tour and fell
into company with some unsavoury Catholics
who wanted to recruit him into their fell designs,
and he became so scared of the hot water he was
getting into that he confessed the whole thing to
Robert Cecil, de Vere’s brother-in-law. Dowland
spent some time at the court of Denmark, where
probably he felt safer from Catholic plotters. We
have not yet found any records of Oxford being
his patron, but we do have one song set to music
by him, ‘Faction that ever dwells in court where
witsexcels, which hasbeen attributed to Oxford.,
and then we also have the ‘Lord Chamberlain’s
Galliard’.

Itis generally taken by the establishment
that the Lord Chamberlain referred to is Lord
Hunsden. But, on the other hand, if you go on
the internet and find the Shakespeare Authorship
Sourcebook, which is run by Mark Anderson,
you can track down an article by Charles Wisner
Barrell called ‘Lord Oxford as Supervising
Patron of Shakespeare’s Theatrical Company’,
which makes a very persuasive case for the Lord
Chamberlain’s Men being actually run by the
hereditary Lord High Chamberlain, that is, by
Oxford. And if that was the case, why should
‘My Lord Chamberlain , His Galliard™ not also
refer to Edward de Vere?

Disc: *Such Sweet Sorrow’ track 11

There exists a poem published by Anthony
Munday, Oxford’s secretary, in A Banquet of
Dainty Conceits in 1588, It begins:

You vouthful heads whose climbing mindes doo seeke for
worldly praise:

Whose vong desires doo seem 1o scorne olde ages staied
wavs,

Beare with the burden of my note, which is so plain
indeede

As daintie minds will scant endure so harsh a tale to
read.

“This Ditty’, comments Munday, “may be sung
to the Earle of Oxenfords Galliard " Does it fit
with the ‘Lord Chamberlain’s Galliard™? Yes it
does, according to Christopher Paul on Phaeton,
and according tome it does too. However, Philip
Pickett has very helpfully established that there
are fragments of 'Lord Oxford's Galliard' in the
Folger Library, and that according to the Library
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they are not only not the same as the Lord
Chamberlain's Galliard, but also they are 'not
very good' (!) It seems this would bear further
investigation.

In conclusion, I think we can say that
there is growing evidence of Edward de Vere’s
considerable involvement with the music of his
period. We have looked at his role as a patron and
at the milieu he lived in, when he or members
of his close family can be linked to important
composers and musicians. We have found that
those musicians he can be linked to are among
the best of his time, and this argues that John
Farmer was correct when he praised the Earl’s
musical judgement. You could say that we are
on the road to proving that he was both a lover
of music and a man with a good ear, which is
what we initially credited to Shakespeare.

Stratfordians would like to maintain that
the Earl was intellectually negligible, and not
an important figure in the culture of his age. If
you have read Nelson's Monstrous Adversary,
you will know that this is true. And this book
entirely fails to notice Oxford’s patronage of
William Byrd and Robert Hales.

There are still other Oxfordian links to
be investigated, such as those to madrigalists
Thomas Weelkes and Robert Johnson. They, and
the evidence for Oxford as a performer, will go
into my next paper and | must draw to a halt,
with one more recording, from Lord Herbert
of Cherbury's Lute Book. Herbert was born in
1582, twelve years before Oxford’s death, and
during his lifetime he collected 242 pieces by the
leading lute composers. Among them is a piece
called “En me Revenant’, whichmeans “‘Coming
back to me,” or ‘Remembering’; a revenant can
also mean a ghost. The tune appears to be a
meditation on the tune of the “Earl of Oxford’s
March’.

Who was remembering what? Was the
anonymous composer recalling the days when
Edward de Vere led his troops to a mock battle
on the stage? The arrangement is poignant, and
seems to make a fitting close to this paper.

Disc: 'Lusty Gallant, Music of England's golden
Age', disc 2, track 1. Played by Paul Odette.
Harmonia Mundi HMX 2907368.69

Lam grateful to all Phactoners who answered my
request for help with the subject of this paper:.
(c) Elizabeth Imlay, 2006,

WORDS TO THE LESS WELL KNOWN SONGS

(versions and verses used on the discs)

In going to my naked bed as one that would have slept,
I heard a wife sing to her child, that long before had
wept:

She sighed sore and sang full swecet. to bring the babe to
rest,

That would not cease but cried still, in sucking at her
breast.

She was full weary of her watch, and grieved with her
child.

She rocked it and rated it till that on her 1t smiled

Then did she say. Now have | found this proverb true to
prove

The falling out of faithful friends renewing is of love.

If women could be fair and never fond,

Or that their beauty might continue still,

I would not marvel though they make men bond
By service long to purchase their good will.

But when I see how frail these creatures are

[ laugh that men forget themselves so far.

To mark what choice they make and how they change.
How, leaving best, the worst they choosc out still,
And how. lik¢ haggards wild about they range.
Scorning after reason to follow will.

Who would not shake such buzzards from the fist

And let them fly, fair fools, which way they list?

Yet for our sport, we fawn and flatter both

To pass the time, when nothing clse can plcasc:
And train them on to yicld by subtle oath

The sweet content that gives such humour case:
And then we say. when we their follies try.

To play with fools, O what a fool was I!

What pleasures have great princes
More dainty to their choice,

Than herdmen wild who carcless

In quict life rejoice,

And fortune’s fame not fearing

Sing sweel in summer morning?

All day their flocks each tendeth,
At night they take their rest
More quiet than he who sendeth
His ship into the East.

Where gold and pearl are plenty
But getting very dainty.

For lawyers and their pleading
They esteem il not a straw,

They think that honest meaning
Is of itself a law:

Where conscience judgeth plainly
They spend no money vainly,

Fair Phyllis I saw sitting all alone,

Fecding her flock near to the mountain side.

The shepherds knew not whither she was gone,
But after her. her lover Amyntas hied.

Up and down he wandered whilst she was missing.
When he found her, O then they fell a-kissing!





