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XVII

THE FINE ARTS
§ 1. PAINTING, SCULPTURE, AND ENGRAVING
BY
LioNeL Cust

THE arts of painting, sculpture, and engraving in England
during the latter half of the sixteenth century do not afford
a very fruitful field for their historian. The pictorial and
graphic arts can hardly be said to have been a spontaneous
growth in the nation’s development. The history of these
arts in England is a series of episodes rather than a con-
tinuous and harmonious progress to maturity. The art of
the painter, as of the sculptor, was in early days but a
servitor to that of the architect, until the episode of Hans
Holbein, and the encouragement given by the Tudor
monarchs to foreign artists from the Netherlands or Irance
to make their homes and their fortunes in England. Then
a freer scope opened for art. Painting still, however,
remained a craftsman’s business, and realism rather than
imagination was aimed at and attained. With the rise of
the merchant-prince and rich tradesman, and the advent of
travelled adventurers to share the social and political power
of the feudal and territorial aristocracy, a greater luxury
began to pervade the homes and lives of the wealthier
classes. More money was available for spending on the
building of new houses, on their fittings, on tapestry,
pictures, and works of art for the decoration of the home.
Portraiture, an honour reserved in former days for ruling
princes or persons of high official rank and importance,
quickly became the vogue among a race of new men and
women. The portrait-painter, or ‘ picture-maker ’, found
plenty of customers. The great expansion of painting as
a popular art in the Netherlands led to the export of

many small portable pictures to be sold at fairs or popular
446.1 B



2 SHAKESPEARE'S ENGLAND

festivals, holy pictures for pilgrimages and other pious
occasions, drolleries, tavern scenes, and other lively subjects
for booths at the fairs or the pack of the travelling pedlar.
All these subjects would naturally induce imitations by
English artists, and in this way what may be called a native
school of painters began to develop itself in divers parts of
England. Their productions, being usually of ephemeral
and little more than local importance, and at their best
but imitations of the works of the more highly trained
artists of the Netherlands, have survived in few and
inconsiderable examples.

Shakespeare himself shows little enthusiasm for the
pictorial arts, but the allusions, scanty as they are, which
figure in his plays and poems, all suggest that the pictorial
arts were a part of the ordinary daily life of the people,
with which any one of his readers or spectators would be
familiar, and show the dramatist in an observant, if hardly
appreciative, attitude. Let us follow Shakespeare’s experi-
ences, and we shall find him alluding to the art of painting
in many different ways.

The little houses in Henley Street, at Stratford-on-
Avon, in one of which Shakespeare was born, offered
little scope for adornment by the artist. His grandfather,
Robert Arden, lived however in greater state in his
house at Wilmcote, for he mentions in his will no less
than eleven ‘ painted cloths’. How universal such house
decorations were throughout England in Shakespeare’s
youth is well attested by Estienne Perlin, a French visitor to
England in 1558, when he wrote from his own observation :
‘Les Anglois se servent fort des tapisseries, des toilles
pinctes, qui sont bien faictes, ausquelles y a force mag-
nifiques roses couronnées, ou il y a des fleurs de Liz &
Lions, car en peu de maisons vous pouves entrer que vous
ne trouvies ces tapisseries.” These painted cloths seem
to have been paintings in fempera on canvas, originally
intended to replace tapestry, and were probably introduced
by Italian artists early in the sixteenth century. They
are usually carefully distinguished from  pictures in tables
or paintings on panels’, and are important in the history
of art, since the painted or stained cloth was the forerunner
of the painting on canvas, which, gradually displacing the
painting on panel, was almost universally adopted. In the
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inventory of Henry VIII’s pictures taken in 1542, several
paintings are described as ‘stayned cloths’.

Shakespeare frequently alludes to ‘ painted cloths’. At
the close of Troilus and Cressida (V. x. 46—7) Pandarus

Der Handmaler.

Die Kunft der perfpectiffich pus
Beriche bin/ond Contrafactur/
Dem Denfchen ich mit farb fan gebrs
Gein gftalt/ als ob dif Dild thu (ebn
St/ Sehiofier/ Waffer/ Derg vAW3d1d,
Cin Heer/ fam lig ein Fuieft su Feld/
Kanich fo eigentlich angepan/
Als fiehecs da eibhafftig eign.

The Painter, by Jost Amman.

says, ‘ Good traders in the flesh, set this in your painted

cloths’; in 7 Henry IV (1v. ii. 27-8) Falstaff speaks of his

soldiers as ‘slaves as ragged as Lazarus in the painted

cloth, where the glutton’s dogs licked his sores’. Harrison

describes the walls of Elizabethan houses as ‘ hanged with
B 2
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tapestry arras works or painted cloths wherein divers
histories, herbs, beasts, knots, and such like are stained’.
The ‘histories’ included episodes from the Bible and
ancient mythology.!

With hangings of tapestry or arras work which invariably
covered the walls of the chief rooms in the large houses,
Shakespeare was perfectly familiar. Falstaff hid himself
behind the arras in the inn, when he fell asleep and suffered
his pocket to be picked by Peto (7 Hen. IV, 11. iv. 585 ff.).
Polonius met his death when hiding behind the arras in
Qucen Gertrude’s chamber (Haml. I11I. iv. 23). Tapestry,
as distinguished from ‘hangings’, usually presented like
‘ painted cloths’ pictorial subjects, sometimes woven with
gold and silver thread, as in the Great Hall at Hampton
Court Palace. The base Iachimo, in his accusation of
Imogen, gave an air of truth to his slanders by describing
her chamber, which was

hang’d
With tapestry of silk and silver; the story
Proud Cleopatra, when she met her Roman.
(Cymb. 11. iv. 68-70)

Elsewhere Shakespeare suggests that tapestry was in his
day in process of supersession by the painted cloth. When
the tavern hostess, Mistress Quickly, laments the threatened
necessity of pawning ‘the tapestry’ of her ‘dining cham-
bers’, Falstaff consoles her by declaring his preference for
the more modern and less expensive painted cloth :
for thy walls, a pretty slight drollery, or the story of the Prodigal,
or the German hunting in water-work [probably a guazzo or a la
gouache], is worth a thousand of these bed-hangings and these fly-
bitten tapestries. (2 Hen. IV, 1. i. 139-41)

As a boy Shakespeare must have been familiar, in
addition to ‘painted cloths’, with the curious scenes of
mural paintings in the Chapel of the Guild of the Holy
Cross, which adjoined the Grammar School at Stratford-on-
Avon. The walls of this chapel were covered with alle-
gorical and legendary paintings in fresco. Among these
had been a ‘ Dance of Death’, but this seems to have been
destroyed with other religious subjects by the pious
reformers in the time of King Edward VI. The paintings,

* A remarkable scries of ‘painted cloths’, evidently msgg:dl by the Mysteries

€

or sacred dramas of the Middle Ages, was painted for the -Dienat Rheims,
and was, until 1915, in the Museum of that city.
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however, of the ‘ Invention of the Cross’, with the legendof
the Empress, St. Helena, the ‘ Murder of St. Thomas a
Becket ’, ‘ The Day of Judgement’, and ‘St. George and
the Dragon ’, were visible during Shakespeare’s schooldays.
The churches and chapels of England were frequently
decorated with paintings in this way. Few, however,
escaped the destroying hand of the reformer, and those
which survive have only been rescued from underobliterating
coats of whitewash.

After settling in London in 1586 Shakespeare would be
brought into contact with the arts in a still more definite
way. Henry VII was the first king to encourage the fine
arts at the same time as he promoted commerce, and the
dearth of native artists led to the employment of artists.
from the Netherlands and Italy. Henry VIII {followed
this policy further, stimulated by a desire to outshine his
contemporary, Francis I of France, and to divert the springs
of art, or at all events some portion of them, from France
to England. These fountain-springs were unfortunately
not of the purest artistic quality; they were tainted with
the adulterated and unrefined paganism of the Renaissance,
and such artistic effort as reached England was by no means
the choicest in general tone. England in Tudor days liked
strong meat. A reaction set in under the Protestant King
Edward VI, when many artistic treasures were destroyed
by religious fanatics, and it continued under the devout
Roman Catholic Queen Mary, but under Elizabeth the arts
returned to their grosser fancies.

The reign of Elizabeth saw the rise of the picture
collector. The saloons and galleries of Leicester’s castle of
Kenilworth, near Shakespeare’s birthplace, were adorned
by portraits at full length or on smaller scale in the rich
costumes of the period which Holbein had made fashionable.
If Shakespeare ever performed before the Queen at Nonesuch
Palace at Cheam in Surrey, the splendid residence of John,
Lord Lumley (d. 1609), he would have seen there part of the
extraordinary collection of historical portraits formed by
the owner either by his own acquisition or by inheritance
from his father-in-law, Henry FitzAlan, twelfth Earl of
Arundel. Lord Lumley was one of the first great collectors
of pictures, books, manuscripts, and other objects, both at
Nonesuch and at his northern home, Lumley Castle. Most
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of these were dispersed after his death, but such as remained
in the family seem to have passed to the contemporary
representative of the great house of Arundel. Thomas
Howard, second Earl of Arundel of that line, the fathe1: of
modern art-collecting, began to form his collections during
Shakespeare’s lifetime, an example quickly followed by the
Duke of Buckingham, and carried further by Charles I.
Lord Lumley’s collection was rather historical and personal
than artistic. His successors first drew the treasures of
Continental art across the sea, and disseminated a know-
ledge of the truer and better canons of art in English
society. Shakespeare’s friend Ben Jonson lived long enough
to write of English noblemen’s appreciation of Romano,
Tintoret, Titian, Raphael, and Michael Angelo (Underwoods,
xcv). It is clear that Shakespeare had seen pictures in
collectors’ galleries.

Pictures there were often protected bya curtain, as is noted
in the inventory of Henry VIII’s collection in 1542. With
such method of protection Shakespeare was well acquainted :
‘Wherefore have these gifts a curtain before ’em?’ asks
Sir Toby Belch of Sir Andrew Aguecheek ; ‘are they like to
take dust, like Mistress Mall’s picture ? ’ (Tw. N. 1.iii. 136-8).

Under the carly Tudors Italian artists were chiefly
summoned for works of decorative painting, sculpture,
and engraving. Their style was that of the full-blown
Renaissance. Their skill, ‘which was well exemplified at
one time by such an artist as Torrigiano, ran rather wild
in England, as in France, betraying notably at Nonesuch
a fatuous affectation and ostentation. The religious wars
in the Netherlands and the Alvan persecution drove to
England many working artists of the reformed religion, and
this invasion did more to lay the foundation of a national
art than the showy superficialities of the Franco-Italian
school. These artists from the Netherlands were quiet-
working craftsmen, ready to turn their hand to such
employment as would enable them to earn a livelihood,
careless of personal distinction. With them the arts were
an industry ; the painter and sculptor ranked with the
weaver, the goldsmith, or the fuller, and took their share
in supplying the wants of the community.

! Cf. * We will draw the curtain and show you the picture ’ §Tw. N.1v.
252) ; ‘ Come, draw this curtain, and let’s see your picture ’ (Troslus 11, ii. 47).
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In one branch of painting, that of portrait-painting, the

advance in England was steady. Since the days of Holbein
the demand for portraiture had greatly increased, and not to
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The Sculptor, by Jost Amman.
have your portrait painted was not to be in the fashion.
The impetus came from the Netherlands, chiefly through
Antwerp, but also through the great painting schools of
Bruges and Ghent in Flanders, and of Delft and the
Hague in Holland. Portrait-painting—or picture-making,
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as it was usually styled in Shakespeare’s time—was not yeta
refined or luxuriousart. Theartist wascontent to work froma
sketch in pencil or chalk, with notes of special details'of cos-
tume and other accessories. From such a drawing a painting
was made, the details of costume and jewellery being toil-
somely elaborated. Theintellectual side of portraiture was
sacrificed to the demands for a rich and showy effect. Thisis
the kind of portraiture usually associated in error with the
name of Zuccaro. It was in this department that the artists
of the Netherlands especially excelled, such as Marcus Ghee-
raerts of Bruges, Paul Van Somer of Antwerp, and Daniel
Mytens of the Hague. A truer and tenderer note, and one
more characteristic of England itself, was struck by Cor-
nelius Johnson (or Janssen), who, though of Netherlandish
origin, was born in London, and may be regarded as the first
English-born painter of any note. All these painters found
capable craftsmen to imitate them. Skilful amateurs were
not unknown, even in Shakespeare’s own circle. Richard
Burbage, Shakespeare’s principal dramatic colleague, was
a capable ‘limner’ and ‘picture-maker’, at least one
specimen of whose brush survives at Dulwich; while
Shakespeare himself could be looked to for the suggestion
of an impresa (or miniature picture employed as an heraldic
device) which his friend Burbage was ready to sketch and
execute in colours.!

The picture-shop must have been to Elizabethan and
Jacobean London as familiar as the Fine Art shops in Bond
Street or the fashionable photographer in the twentieth
century. When Henry Holland published in 1620 his
collection of historical portraits called Herwologia Anglica
he collected his materials not merely from various privaté
collections such as the ‘ Cecilian Gallery ’, the ‘ Pembrokian’,
‘Essex House’, ‘Winchester House’, the ‘Earl of Hertford’s
Gallery ’, but also from a shop in the Strand’, ‘a shop in
Fleet Street ’, ‘a shop in Blackfriars ’, “a shop by Paul’s’.
A famous picture-shop was kept at Snow Hill, Holborn,
by Robert Peake, who supplied both painted and engraved
portraits, and was already active in Shakespeare’s time.
The story is well known how at a little later date Anthony
Van Dyck, when walking down Snow Hill, was attracted
by a portrait in Peake’s shop window, and, after entering

1 See below, p. 88.
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to inquire, found the artist at work in the back shop and
engaged the man as one of his principal assistants. It is
clear that Shakespeare was familiar with such portraits as
Peake sold, and such a shop as he kept. In Sonnet xxiv he
writes :

Mine eye hath play’d the painter and hath stell’d?

Thy beauty’s form in table? of my heart ;

My body i1s the frame wherein ’tis held,

And perspective it is best painter’s art.

For through the painter must you sce his skill,

To find where your true image pictur'd les,

Which in my bosom’s shop is hanging still,

That hath his windows glazed with thine eyes.

Now see what good turns eyes for eyes have done:

Mine eyes have drawn thy shape, and thine for me

Are windows to my breast, where-through the sun

Delights to peep, to gaze therein on thee;

Yet eyes this cunning want to grace their art,
They draw but what they see, know not the heart.
Elsewhere in the Sonnets Shakespeare makes much familiar
allusion to portraits, to ‘ painted counterfeits’ (Sonnets xvi,
liii). He describes the painted banquet’ of his ‘love’s
picture’ on which the poet feasts his eye (0. xlvii).
Another class of paintings serves Shakespeare for examples

of luxury. In the Induction to the Taming of the Shrew
(ii. 51-8) the tinker is thus addressed by the lord’s servant:

Dost thou love pictures ? we will fetch thee straight

Adonis painted by a running brook,

And Cytherea all in sedges hid ;

and the lord adds :

We'll show thee Io as she was a maid,

And how she was beguiled and surpris’d,

As lively painted as the deed was done.
These allusions are evidently to mythological pictures of
the Italian school, and suggest famous pictures by Correggio,
Giulio Romano, and other painters. In the poem of Lucrece,
a ‘ piece of skilful painting’ of the siege of Troy is described
in detail and at considerable length (ll. 1360-1456). At
Mantua, the painter Giulio Romano (in addition to his
renowned paintings in the Palazzo del T¢) executed in the
castle, between 1532 and 1536, a famous series of paintings of

! ‘Portrayed ’: a technical term.
* ‘ Table “was the technical term as late as 1700 for the board or other flat
surface on which a picture was painted.
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the Trojan War, the wonders of which may have been de-
scribed to the young Shakespeare and may have impressed
themselves on his imagination. The ‘Tale of Troy’ was,
however, a favourite subject for tapestry, and may have
been repeated on ‘painted cloths’. Shakespeare cannot be
safely credited with real acquaintance with Continental
art. His solitary allusion to an Italian artist is to the
aforesaid Giulio Romano—* that rare Italian master, Julio
Romano’ (Wint. Tale v. ii. 108). But Shakespeare speaks
of him as a famous sculptor instead of a famous painter.
There is no evidence of his skill in sculpture outside an
epitaph quoted by Vasari.

In such general criticism of the art of painting as Shake-
speare offers his readers, he usually expresses the pleased
astonishment of the inexperienced observer at seeing art
reproduce nature at all. In his early poem, Venus and
Adonis, he credits ‘a painter’ with surpassing ‘the life’

In limning out a well-proportion’d steed. (1. 290)
In Timon of Athens (1. 1. 21 ff.) Shakespeare introduces
a painter and a poet, who discuss together the portrait and
the poem which they have just respectively completed.
The poem is described as a moral allegory and the portrait
as ‘a pretty mocking of the life’ which improves on
nature. Merely fanciful effects in painting were welcome
to Elizabethan taste. Among these ranked high certain
paintings in perspective, a four de force in which some
painters were wont to practise their skill. Shakespeare
ifrequently alludes to these ‘perspectives’. In King Richard I1
(11. 1i. 18-20) he writes of
perspectives, which rightly gaz’d upon

Show nothing but confusion ; ey’d awry
Distinguish form.

In Twelfth Night (v. i. 227) mention is made of
A natural perspective, that is, and is not.

Specimens of these distorted figures, which can only be
seen aright by looking through a hole in a slanting direc-
tion, appear in the portrait of Edward VI at the National
Portrait Gallery, and in the painting of ‘ The Ambassadors’
by Holbein at the National Gallery, where there is a per-
spective presentation of a human skull.

Another distinctive branch of painting, which was
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brought to high perfection in England during the reign of
the Tudors, was the art of ‘painting in little’, ‘limning’
portraits in miniature. In that branch Nicholas Hilliard and
Isaac Oliver had in Shakespeare’s time already made them-
selves famous. Shakespeare bears witness to the popularity
of portrait miniatures. Hamlet says to Rosencrantz and
Guildenstern : ‘ My uncle is King of Denmark, and those
that would make mows at him while my father lived, give
twenty, forty, fifty, a hundred ducats a-piece for his picture
in little ’ (Hamd. 11. ii. 388—92). This passage has led to the
supposition that in the more famous speech of Hamlet to
his mother, beginning
Look here, upon this picture, and on this ;
The counterfeit presentment of two brothers.
(Haml. 1. iv. 53 ff.)

Hamlet was alluding to two miniature portraits, or ‘paintings
in little’, pictorial accessories. The context, however, with
its vivid descriptions of the paintings—‘ A station like the
herald Mercury’, and ‘like a mildew’d ear, Blasting his
wholesome brother ’—demands the presence of two con-
tiguous whole-length portraits on the walls of the queen’s
chamber, such portraits as were to be seen at Greenwich
Palace, or at Nonesuch, or other noblemen’s mansions.

Foreigners had a natural tendency to settle in places out-
side the jurisdiction of the Lord Mayor of London, where they
could practise their trades with less restriction than within
the city walls. Many artists were residents in the liberty of
Blackfriars, with which Shakespeare’s later years in London
were closely associated. If in Blackfriars Shakespeare
familiarized himself with painters’ studios, the years which he
spent in Southwark made him well acquainted there with the
stonemasons’ yards and wharves, in which the tombmakers
and statuaries carried on their business. In Southwark
there laboured Cornelius Cure (d. 1607) and his son William
(d. 1632), who made the monuments of Queen Elizabeth
and Mary Queen of Scots in Westminster Abbey. There
also worked Bernard Jansen (1616-30), who provided
sculptured ornaments for Northumberland House and
Audley End, and was a partner of Nicholas Stone. The
Southwark sculptors included, too, Gerard Janssen, or
Johnson, from Amsterdam, who made Shakespeare’s own
monument for the church at Stratford-on-Avon. Shake-
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speare’s allusions to sculpture are desultory. The com-
mendations bestowed on the supposed statue in colours of
Hermione in The Winter's Tale (v. ii. 105 ff. and iii. 15 ff.)
suggest an exalted view of the capacities of the art. There
are more pedestrian mentions of a carved chimney-piece in
Cymbeline (11. iv. 80—-5), of a grandsire cut in alabaster in The
Merchant of Venice (1. i. 84), and of a monument in a
chapel in Cymbeline (1. ii. 32). In King Lear (11 ii. 62—4)
Shakespeare makes Kent add to his contemptuous reflection
on Oswald—a tailor made thee '—the scornful comment :
‘a stone-cutter or a painter could not have made him so ill,
though they had been but two hours o’ the trade.”* Had the
dramatist any forebodings or actual knowledge of the fate
which was in store for himself in the art of portraiture ?

A branch of the fine arts, which is inseparably connected
with Shakespeare’s name, although Shakespeare himself
makes no allusion to it, was the newly-introduced art of
copper-plate engraving. Thisart had been practised for pic-
torial purposes in Italy, Germany, and the Netherlands, but
did not get a footing in England until the time of Elizabeth.
As the invention of printing with movable types rapidly
displaced the elaborate and expensive manuscript, so did
the art of printing pictorial subjects, either from blocks in
relief of wood or metal, or from copper plates engraved in
intaglio, supplant and extinguish the art of the miniaturist
or limner, which art became restricted to the execution of
the ‘ portraits in little’ to which allusion has already been
made. The earliest books published in England were
illustrated with blocks, very roughly cut in imitation of
miniature paintings, chiefly in outline, and seeming to
demand colour. Copper-plate engraving offered a much
more refined and artistic vehicle of book-illustration,
especially in title-pages and portraits. Excellent map-
engravers and seal-engravers were already in practice in
England before certain working engravers from the Nether-
lands introduced their art into the English publishing trade.
Archbishop Parker had a large share in encouraging such
work, but the impetus came from abroad, where engraving
as a means of book-illustration was in full vogue. Yet
many Elizabethan practitioners were English born. The

* It should be noted that the word * picture’ was used equally for a painted
figure in stone or plaster and for a figure painted on panel or canvas.
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excellent map-engraver Augustine Ryther, who had the
chief share in engraving Christopher Saxton’s maps for
Sir Thomas Seckford, Warden of the Court of Wards and
Liveries, was a native of Leeds. Two of the earliest en-
gravers of portraits and title-pages, William Rogers and
Thomas Cockson, were Englishmen, though they may
possibly have been trained in the engravers’ schools at
Antwerp, or in that of Crispin Van de Passe at Cologne.
To Van de Passe’s school the well-known engravers Renold
Elstracke and Francis Delaram seem to have belonged.
The works of these engravers belong to bibliography,
but they possess too much artistic merit to exclude them
from the domain of art. There were engravers in London
who were mere hack-craftsmen, working for the booksellers,
though some of these show imagination and design. Among
working engravers were the brothers John and Martin
Droeshout, belonging to a refugee family from Brussels.
Martin Droeshout has obtained undying, if unmerited, fame
as the engraver of the portrait of Shakespeare, prefixed to
the First Folio of 1623. There is no need to think that
Martin Droeshout must have seen Shakespeare in person.
This would not be necessary for his profession. A publisher
wishing to find a portrait of a celebrity might betake
himself to the shop of Messrs. Sudbury and Humble, at
the sign of the White Horse, in Pope’s Head Alley, Cornhill,
where engraved portraits were on sale and engravers at
work in the back shop. If an engraved portrait were not
forthcoming there, he would pass on to Mr. Peake, the
picture-maker, on Snow Hill, or to a shop in the Strand, at
Blackfriars, or near St. Paul’s, where he could obtain or
have made to order a panel-portrait, such as the so-called
‘ Droeshout’ portrait of Shakespeare in the Memorial
Gallery at Stratford-on-Avon. Should such a portrait
not be ready to hand, it was easy to concoct one, and if a
new and seasoned panel were not forthcoming, there was
always a plentiful supply of old panel-paintings, which could
be adapted and utilized for the purpose. The portrait
would be then handed to a working engraver, like the young
Martin Droeshout, to be cut on a copper-plate, the impres-
sions taken from such a plate varying in truth, strength,
and durability according to the skill of the engraver.
Francis Meres, in his Palladis Tamia, Wits Treasury,
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being the second part of Wits Commonwealth, published
in 1598, was one of the first critics to mention Shakespeare,
or to write with enthusiasm of his genius as poet and
dramatist. Inthe same book Meres discourses of Elizabethan
‘ Painting ’, on which he pronounced this judgement : ¢ As
learned Greece had these excellent artists renowned for their
learning, so England has these, Hilliard, Isaac Oliver, and
John de Critz, very famous for their painting. So as
Greece had moreover their painters, so in England we
have also these, William and Francis Segar, brethren,
Thomasand John Bettes, Lockie, Lyne, Peake, Peter Cole,
Arnolde, Marcus, Jacques de Bruy, Cornelius, Peter Golchi,
Hieronimo, and Peter Vandevelde. As Lysippus, Praxiteles,
and Pyrgoteles were excellent engravers, so have we these
engravers Rogers, Christopher Switzer, and Cure.” Modern
research has done much to verify Meres’s record of the
artists in England who were Shakespeare’s contemporaries.
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Number, 1908; also LieNeEL Cust’s Introduction to the Catalogue of Early
English Portraiture, Burlington Fine Arts Club, 1909, ‘ Notes on Foreign Artists
of the Reformed Religion working in England from about 1560 to1660°, Tvans-
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§2. MUSIC

BY
W. BARCLAY SQUIRE

IN order to understand the position which England occu-
pied in the history of musical progress at the end of the
sixteenth and the beginning of the seventeenth centuries, it
is necessary very briefly to pass in review the development
of the art during the hundred and fifty years which pre-
ceded the birth of Shakespeare. Roughly speaking, the
period from about the middle of the fifteenth century until
the end of the sixteenth is that in which the modern art of-
music had its origin. Based on foundations which reach
back so far as to be lost in obscurity, the music developed
by the school of which Dunstable (d. 1453) was, by common
consent, considered the founder, the ‘ new art’, of which
the ¢ foundation and origin’ took place in England, arose
from a system of extreme intricacy, a system that had for
its basis a scale consisting primarily of the ecclesiastical
modes, not as regulated traditionally by St. Gregory, but as
modified according to an arrangement said to have been in-
vented, about 1024, by Guido of Arezzo. In this system the
scale was divided into hexachords, i.e. groups of six sounds,
so disposed as to place a diatonic semitone between the third
and fourth notes of each series, the remaining intervals
being represented by whole tones. The sounds of these
hexachords were sung to the syllables ut, 7e, mz1, fa, sol, la,
while the notes of the entire octave were known as A, B, C,
D, E, F, and G (or Gamma). This system remained in use
until the latter part of the seventeenth century, and this
‘ gamut '—consisting of the whole series of two names of
the notes—was taught to all beginners just as the scale is
nowadays. Hortensio, disguised as a music-master, in The
Taming of the Shrew (1L i. 67—70), thus begins ‘ the rudi-
ments of art’ by teaching Bianca ‘the gamut of Hor-
tensio’ :

More pleasant, pithy, and effectual,
Than hath been taught by any of my trade.

It would be impossible within the limits of these pages to
explain the intricacies of the musical system which reached
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its culminating-point at the end of the seventeenth century.
Much about it was pedantic and unpractical, derived from
mediaeval interpretations of Pythagoras as handed down
by writers of whom Boethius was perhaps the most notable.
But the main point to be borne in mind about it is that
the first progress towards modern music arose from a
system known as Descant, i.e. the art of combining two
or more musical phrases or melodies. In the earliest
times the groundwork of a vocal or instrumental com-
position was simply a more or less lengthy example of
one of those ancient church tones, whose origin is so
remote as to defy all attempts at discovery: these
¢ ground-melodies ’, as they may conveniently be called,
were known as the plain-song, or canto fermo, and the
accompanying parts, sometimes written for a higher and
sometimes for a lower voice or instrument, formed what is
known as the ‘ counterpoint’. In this system of musical
construction the main melody was in the plain-song, but,
since the plain-song was generally assigned to one of the
lower parts, its importance was necessarily obscured in
performance by the superimposed counterpoint. The re-
sult was a form of music known as ‘ polyphony ’, in which
all the parts of the composition fitted in, so to speak, side by
side, each component part of the whole being of equal
melodic importance. It is hardly necessary to point out
that in modern music (as usually written) the construction
is entirely different, the highest part being devoted to the
melody, and the subsidiary parts being merely added for
the purpose of enriching or varying the harmony. In other
words, whereas music down to about the end of the sixteenth
century was entirely polyphonic, since then the old system
has been replaced by homophony. The difference between
the two may be further emphasized if it is remembered that
in polyphony, musical composition was looked at hori-
zontally, whereas in homophony it is purely vertical.

The art of polyphony is generally considered to have
emerged from a purely theoretical stage under the influence
of John Dunstable. Very little is known of him, and until
recently most of his compositions were lost; but of late
l};::rs enough music by him and his immediate successors

been discovered to show that his influence must have
been greater abroad than in his own country. Doubtless
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this was owing principally to political reasons. . Music has
always been an art depending almost for its existence upon
its surroundings, and it was the ill-luck of the school of
Dunstable that it arose at a time when England was in the
throes of civil war, and when the court was too poor and too
disorganized to play the part of foster-mother to a budding
art. The Wars of the Roses seem to have driven English
musicians abroad, and it was in the Netherlands, Burgundy,
and Italy that the seed sown by Dunstable first bore fruit.
With the advent of the strong government of the Tudors
there was a prospect of better things. We find Henry VII
sending to Italy to recall the learned John Hothby for ser-
vice in his native land. Henry VIII also had distinguished .
native composers at his court, but such of their compositions
as have survived show that their methods had made but
little advance on those of a hundred years earlier, and it is
not to be wondered at that foreign musicians should have
been largely employed by the king. The Reformation dealt
a severe blow to the progress of English music, for, after the
Court, the Church was the chief support of musicians, and
with the abolition of the Roman ritual the important
branch of church music became of no practical use, and
English musicians were reduced to cultivating their art for
purely secular purposes. Meanwhile, on the Continent the
art progressed by leaps and bounds. The Council of Trent
curbed the extravagances of the theorists, who, by follow-
ing too blindly the methods of an earlier age, had nearly
succeeded in reducing church music to a most unedifying
condition ; purified by wise reforms, the ecclesiastical com-
positions of men like Orlando di Lasso and Palestrina rose
to a height of excellence that has never been surpassed, so
that even now they are looked on as the true models of
the loftiest and purest accompaniment of religious ritual.
From about the third decade of the sixteenth century
the printing-press was largely used in Italy (and to a less
degree in Germany and France) for musical purposes.
The astonishing number of secular vocal works, such as
madrigals, canzonets, &c., which poured from the presses
of Italy during this period shows how vigorously music
must- have flourished, and that the refined polyphony
~of the school of Palestrina and his contemporaries was

by no means reserved for the service of the Church, but
4461 c
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was equally cultivated and appreciated in courts like
those of Ferrara, Mantua, or Naples, or in great commercial
centres like Venice. By the end of the century polyphony
had been carried to the highest degree of perfection, when
almost suddenly a new school arose, and the old system
gradually gave way to an entirely different method, in
which the single voice part was supreme—the method known
to musical historians as homophomy. This new style of
music first sprang up in Florence shortly before the end
of the century : it arose from an attempt at finding some-
thing more suitable for dramatic expression than the poly-
phonic style, which had then reached its highest state of
development. Gradually the influence of the new style,
crude as it was in its beginnings, made itself felt in the
whole musical system : the old method of composition on
a canto fermo was abandoned, and the modern scales re-
placed the mediaeval hexachords.

It is necessary to bear in mind this summary of musical
history, in order to understand the condition of music in
England during the Shakespearian era. Originally, Eng-
land was in the front rank of musical progress, but at the
time of the accession of Elizabeth it had fallen far behind
the Netherlands and Italy. The Wars of the Roses had
cut off the support afforded by the court and the households
of the great nobles; the Reformation had dealt a further
blow by almost killing church music. The Council of Trent
saved church music abroad ; in England the reformers were
more drastic, and there was no Palestrina to show what
could be done in preserving what was good, while suppres-
sing the extravagances of pedantry. No doubt an attempt
was made to retain some kind of dignified church music. In
1564 we find Archbishop Parker writing to Burghley that
the French ambassador ‘ seemed to be glad . . . that we did
not expel musick out of our quires, telling them that our
musick drowned not the principal regard of our prayer’,
and in the previous year the archbishop, on a visit to
Sandwich, found ‘their service sung in good distinct har-
mony and quiet devotion; the singing men, being the
mayor and the jurats, with the head men of the town placed
in the quire fair and decent ’, but the absence of any collec-
tions of church music printed in England (with the sole
exceptions of Merbecke’s very scarce Booke of Common
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Praier noted, of 1550, and the equally rare Cerfaine Notes,
published by John Day in 1560 and 1565) shows that music
of an ornate character was the exception in English churches.
The cathedrals probably followed the Elizabethan injunc-
tions in retaining anthems, but even here there were often
restrictions as to any kind of ornate music, while such
parish churches, as that of Sandwich, which had to rely on
the musical services of the ‘mayor and jurats and head
men of the town ’, were not likely to achieve anything very
elaborate in the way of ecclesiastical music. Though we
find that nearly all the English composers whose names are
prominent during the latter part of the reign of Elizabeth
and the early years of the seventeenth century wrote a
certain number of anthems and Anglican services, some of
which are indeed very fine, yet on the whole the church
music of the period was distinctly inferior to the secular,
and it is not until the appearance of Orlando Gibbons that
there is anything to equal the splendid series of madrigals
which make the period so important in the history of
English music. It is noticeable that many of the chief
musicians of the day clung to the old religion, and continued
to write music for the Roman ritual for some time after
it had been officially proscribed. Tye, Whyte, and Tallis,
among the older men, Byrd, Bull, and Philips among those
who lived on into the seventeenth century, all adhered, with
different degrees of constancy, to the Roman communion,
and (with the exception of Bull, who was chiefly an instru-
mental composer) some of their best work is to be found
in masses and motets that can only have been performed
privately. The revival in the present day of the masses of
Byrd and Tallis, the motets of Philips, and the lamentations
of Whyte, has shown that the Latin church music of the
English school was not far behind that of Italy under
Palestrina. In one branch of vernacular ‘sacred music,
indeed, there was plenty of activity. The English Reforma-
tion, which at first had shown a certain amount of
Lutheran tendency, during the reign of Elizabeth, drew
nearer to the school of Calvin, and with this change there
arose a taste for psalm-singing, which is often alluded to
by Shakespeare and other dramatists of the day. If
not introduced by the Huguenot refugees who came to
England from the Netherlands, there is no doubt that it
c2
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was largely spread by the Flemish weavers who fled from
the persecutions of Alva; and Falstaff’s speech, ‘I would
I were a weaver, I could sing psalms or anything’ (7 Hen. 1V,
11 iv. 148-50), alludes to a very definite fact in the history of
English psalmody. The popularity of psalm-singing must
have been enormous, for from 1560 to 1600 alone there
appeared in England some ninety editions of metrical
psalms with music. ) ) i
But if the development of sacred music during this period
was slow and fitful, secular music made astonishing progress.
At the beginning of the reign of Elizabeth, England was, as
we have seen, distinctly behind Italy and the Netherlands,
but at the end of the sixteenth century it had more than
made up for lost time, and produced a school of composers
which fully equalled, and in some respects surpassed, any
to be found on the Continent. At a first glance this sudden
outburst of musical activity in England seems very sur-
prising, but it may be accounted for by the fact that there
existed in the country a large amount of musical talent,
which only wanted a favourable opportunity to become
prominent. There is plenty of evidence that in the four-
teenth and fifteenth centuries the English were what is
popularly known as ‘a musical people’, and during the
troublesome times of the Wars of the Roses and the Re-
formation, music—in a rudimentary stage—continued to
be cultivated by the people, even if it had not the oppor-
tunity of developing into a very highly organized art.
During this period our national music was probably con-
fined to simple instrumental works, played by artists of no
great skill, and to ballad-tunes and songs. These formed
the foundation of the English music of the late sixteenth and
early seventeenth centuries. Many ballad-tunes are quoted
by Shakespeare and his contemporaries in a way which shows
that they must have been familiar to the audiences of the
day, and many of them have survived as the themes of those
elaborate sets of variations which are to be found in such
manuscript collections of virginal music as the Fitzwilliam
Virginal Book (preserved at Cambridge), Cosyn’s Virginal
Book (in the collection of His Majesty the King), or Lady
Nevell’s Book (in the library of the Marquis of Abergavenny).
The taste for music among the people must have been
very widely spread or there would not have existed so many
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itinerant musicians to satisfy the demand. The date of the
Armada is that which is generally fixed for the birth of the
great school of Elizabethan madrigalists, yet already in 1587
Gosson complains (in his Schoole of Abuse) that ‘ London is
so full of unprofitable pipers and fiddlers, that a man can no
sooner enter a tavern, than two or three cast of them hang
at his heels, to give him a dance before he depart’; and in
1586 (if not earlier) one of the first of those companies of
English actors and musicians who had so important an
influence abroad made its appearance in Denmark. With
the increase of luxury and the more settled political atmo-
sphere that followed the defeat of the Armada, this native
substratum of musical talent found greater scope for develop-
ment. The experience gained slowly by the Netherlanders
and Italians was quicklyabsorbed, and resulted in the appear-
ance of an English school, which combined the freshness
and vigour of the national melody with the technical ability
of a highly-developed science. Music spread upwards from
the masses to the classes ; every great nobleman maintained
among his household a certain number of musicians—* the
music of the house’, as Nerissa calls it (Merch. of V. v. 1. g8)
—whose duty was not only to perform but also to teach
what was regarded as an essential part of a gentleman’s
education. If we exclude the members of the royal chapel
and the organists of the great cathedrals, we find that most
of the distinguished musicians of the day were in the
service of great noblemen or country gentlemen. John
Farmer dedicated his madrigals to his master, the Earl of
Oxford, George Kirbye was in the service of Sir Robert
Jermyn, Thomas Greaves was lutenist to Sir Henry Pierre-
pont, Henry Lichfild was in the service of Lady Cheyney,
Thomas Vautor was a household musician to Sir George
Villiers, Henry Youll was the teacher of the three sons of
Edward Bacon, the third son of the Lord Keeper; John
Bartlet dedicated his Booke of Ayres to ‘his singular good
Lord and Maister Sir Edward Seymore’, John Ward was
a highly trusted servant to Sir Henry Fanshawe, and Robert
Johnson—the original composer of the songs in The Tempest
—was apprenticed to Sir George Carey before becoming
lutenist to James I. Of all these, with the exception of
Johnson, printed collections of madrigals and songs exist ;
indeed, from the year 1588 until about 1630, the continuous



22 SHAKESPEARE'S ENGLAND

series of printed books of English vocal music is ample
evidence of the extraordinary musical activity of the age.
A well-known passage at the beginning of Morley’s Plavne
and Easie Introduction to Practicall Musicke, first 1ss’ue§1 n
1597, describes how Philomathes was at a ‘ banket " given
by Master Sophobulus, at which a discussion upon music
arose. Philomathes was invited to take part in it, but (he
says) ‘ refusing and pretending ignorance, the whole com-
panie condemned mee of discurtesie. . . . But supper being
ended, and Musicke bookes, according to the custome being
brought to the table ; the mistresse of the house presented
mee with a part, earnestly requesting mee to sing. But
when, after manie excuses, I protested unfainedly that
I could not, everie one began to wonder. Yea, some
whispered to others, demaunding how I was brought up.’
Thirty years later than Morley, Henry Peacham, writing of
music in his Compleat Gentleman, says : ‘1 desire not that
any Noble or Gentleman should (save at his private recrea-
tion at leasurable houres) prove a Master in the same, or
neglect his more weightie imployments. . . . I desire no more
in you than to sing your part sure, at the first sight, withall,
to play the same upon your Violl, or the exercise of the
Lute, privately to your selfe.” But even stronger than such
isolated quotations is the evidence to be derived from
Shakespeare that music played a very real and active part
in the social life of England. An industrious commentator
has calculated that there are about a hundred and seventy
passages in Shakespeare’s plays and poems which introduce
the words ‘ music’, ‘ musical’, or ‘ musician’; that ‘sing’
and its derivatives occur two hundred and forty-seven
times ; and that there are some thirty or forty passages deal-
ing with musical instruments. In this respect Shakespeare
is far in advance of his contemporaries, though a very pretty
anthology of passages dealing with music might be made
from the lesser Elizabethan dramatists and poets. More-
over, the constant use of technical terms by Shakespeare
proves that he had more than a superficial knowledge both
of the art of composition and of the construction of musical
instruments. It is noticeable that his musical education,
wherever it was acquired, was strictly on the lines of the
polyphonic school, as sketched at the beginning of this
section. Such a passage as that in Richard I1, beginning :
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Music do I hear?
Ha, ha! keep time. How sour sweet music is
When time is broke and no proportion kept!

(v. v. 41 ff.)

cannot be understood without some knowledge of the
elaborate system of prolll)ortions inherited by Elizabethan
composers from the earlier English school, and the same
knowledge of the technicalities of the polyphonic composers
is displayed in Hortensio’s gamut (IPam. Sh. m1. i. 7311.)
and in many other passages. The allusions to musical
instruments, such as the lute, the virginals, recorders,
are still more striking in the knowledge they show of the
executive branch of the art, and more than one commen-
tator has come to grief for want of the technical knowledge .
of which Shakespeare made such good use. At first sight
it seems remarkable that the musical terms of the plays
should be so consistently those of the old school of poly-
phony. We have seen that at the end of the sixteenth
century there arose in Italy a new style of music, in which
declamation by a single voice replaced the old intricate
interweaving of several parts, no single one of which could
be said to be more prominent as melody than the others.
This homophonic style arose in the first instance from an
attempt at imitating the Greek drama, and from it there
sprang, in the early seventeenth century, the first musical
dramas of Peri, Caccini, and Monteverde. In Italy the
new school soon revolutionized secular music, and the older
system of polyphony only survived for a time in purely
liturgical music. This change dates from about the year
1597, yet in all the plays which Shakespeare produced from
then until the Performance of The Tempest in 1611, no
allusion to the ‘new music’ can be discovered, and it is
evident that, so far as England was concerned, it had
little or no effect. When we consider the influence which
Italy had on the English literature of the day, and also
the fact that during the first quarter of the seven-
teenth century the masque reached its highest develop-
ment in England, this seems rather surprising, especially
as the masque was so closely allied to the opera. It
may, however, be accounted for by the fact that the
English masque was not, like the musical drama of the
school of Peri and his successors, a deliberate attempt at
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the production of a new art-form, but that in this country
it was made up of materials which were already at hand,
and more or less in everyday use in the existing theatres.
The accounts we possess of the English travelling com-
panies which appeared so frequently in Denmark and
Germany from about the year 1585 onwards, show that
instrumentalists formed a large proportion in the composi-
tion of each troupe of performers (e.g. at Strasburg in 1605,
where there were seven instrumentalists in a company of
fifteen people), and the class of experienced theatrical
musicians from whom these wandering players were drawn
was quite able to supply music which fulfilled the modest
dramatic requirements of the masques. Polyphony was no
more suited to the stage in England than it was in Italy,
but in England there was a large store of song-tunes and
ballads, the taste for which was a national inheritance, and
did not depend on musical science or culture. It was this
store from which the theatre-musicians produced a school
of English melody totally distinct from the elaborate
dramatic attempts of the Italians. The ‘ Ayres’ of such
men as John Dowland, Campion, Rossiter, short songs,
sometimes for a single voice, sometimes simply harmonized
for two, three, or four voices, but nearly always accom-
panied by a lute, are totally distinct from the intricate poly-
phonic madrigals of such composers as Wilbye, Gibbons,
and Weelkes, and yet they have no resemblance to the
Italian songs of Caccini and his contemporaries. They are,
indeed, a native product, refined and polished imitations
or developments of national song-tunes, giving birth in
their turn to that peculiarly English musical form, the
glee or part-song. It was these ‘ayres’, as they were
generally called by their composers, which provided suffi-
cient material for the dramatic music of the day. Played
on viols they would serve for act-tunes or for such instru-
mental music as was needed; as vocal solos, with lute
accompaniment, they were equally suited for the incidental
songs in plays. This use of an essentially popular form
of composition in connexion with the stage had an effect
which has been strangely overlooked by English writers.
If grand opera had its origin in Italy at the end of
the sixteenth century, ballad-opera, and its equivalent,
the German ‘Singspiel’, the ancestors of the modern
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operetta, may with equal truth be said to have been
introduced into Germany from England at the same date.
This English ‘Singspiel’ first appeared on the Continent
about 1596 ; it was spread over the country by various
companies of English players and musicians—Robert Brown
at Leyden, Frankfurt, and Niirnberg, Thomas Sackville at
Brunswick and Niirnberg, and Richard Machin at Branden-
burg, while all over the country there are found, between
the years 1585 and 1635, English actors and English
musicians, either in strolling companies, or settled down in
the exercise of their art. From 1600 to 1605 Richard
Machin was in the service of the Landgrave Maurice of
Hesse, from 1617 to 1621 Thomas Simpson was a violist at
the court of Ernest III of Holstein-Schaumburg, after 1614
Walter Rowe was a member of the band of the Elector of
Brandenburg. Similarly we find Valentine Flood at Berlin
in 1627, and later at Danzig; John Stanley at Berlin from
1628 to 1631, and John Price at Dresden in 1629, while
William Brade, who had been successively in the service of
the Duke of Holstein-Gottorp and of the town of Hamburg,
in 1618 was living as court capellmeister at Halle, where his
daughter married one Andreas Beger, a barber-surgeon,
who was the teacher of Handel's father. But the most
notable of the wandering English musicians of the age was
John Dowland, who was celebrated by Richard Barnfield in
his sonnet (sometimes attributed to Shakespeare) ‘ To his
friend Maister R. L. in praise of Musique and Poetrie ’ :

If Musique and sweet Poetrie agree,

As they must needes (the Sister and the Brother),

Then must the Love be great, twixt thee and mee,

Because thou lov’st the one, and I the other.

Dowland to thee is deare; whose heavenly tuch

Upon the Lute, doeth ravish humaine sense ;

Spenser to mee; whose deepe Conceit is such,

As, passing all Conceit, needs no defence.

Thou lov’st to heare the sweete melodious sound,

That Phoebus Lute (the Queen of Musique) makes :

And I in deepe Delight am chiefly drownd,

When as himselfe to singing he betakes.

One God is God of Both (as Poets faigne),
One Knight loves Both, and Both in thee remaine.

Born in 1563, Dowland first appears in 1580 in the service
of Sir Henry Cobham, English ambassador in Paris. Here
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he fell in with some English Catholic refugees, by whom he
was persuaded to be reconciled to the old religion. In 1588
he was in England, but shortly afterwards he was invited
to Germany by the Duke of Brunswick, from whose court
he passed to that of the Landgrave of Hesse. He then
travelled to Venice and Florence, returning by way of
Bologna to Niirnberg. In 1597 he published his First
Booke of Songes, which passed through five editions before
1613. In 1508 he entered the service of Christian IV of
Denmark, with whom he remained, visiting England at
intervals, until 1606, when he finally returned to his native
country. He was appointed one of the king’s musicians for
the lutes in 1612, and must have died early in 1626. His
music is to be found in many foreign collections, both
manuscript and printed, as well as in his own four books of
‘Songes or Ayres’, and in his very rare instrumental
Lachrymae, or Seven Teares, figured in seaven passionate
Pavans, which was published in 1605. Another interest-
ing figure is that of John Bull, the most brilliant organist of
the day, whose elaborate compositions for the organ and vir-
ginals show that he must have been an executant of extra-
ordinary skill. Though he was Gresham Professor of Music
and organist to James I, in 1613 he fled to the Netherlands,
and in 1617 became organist of Antwerp Cathedral, thus
forming a link between England and the Dutch organists,
of whom Sweelinck was by far the greatest. Another such
link we find in Peter Philips, an ecclesiastic, who first appears
at Antwerp in 1591, and in 1598 was organist to the Arch-
duke Albert. He was the most Italian in style of any of
the English composers of the day, and in his later works
shows some tendency towards the new style of homophony,
though never entirely losing all his English individuality.
With him may be associated Richard Dering, who in 1617
was organist to the English Benedictine nuns at Brussels, and,
like Philips, wrote music in both the new and the old styles.
But these men were only wandering stars of the great
galaxy that shed such lustre over England at the beginning
of the seventeenth century. Even to name them all, or to
attempt to describe the varied excellence of their works,
cannot be done here. Yet the subject of music in Shake-
speare’s England must not be left without some mention of
a few of the greatest contemporary composers. First
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among them comes the veteran William Byrd, ‘a Father
of Musicke’, as he is described in an official register ; ‘ homo
memorabilis’, as an enthusiastic scribe has written against
his name in a manuscript in the royal collection. Associated
in his earlier days with Tallis, he lived on until nearly the
end of the reign of James I, producing, during his long
career, a very large amount of music of all kinds, much of
which is printed, while much still remains in manuscript.
His work 1s always interesting from its strong individuality,
strangely combining rugged grandeur and deep pathos, but
it is in his Latin church music that his greatness 1s displayed
to the fullest. His Cantiones Sacrae and Gradualia are, as
Peacham truly says, ‘meere Angelicall and Divine,” and
his three masses (to quote a recent writer) ‘ rank together
as, beyond all conceivable question, the finest settings of
the Mass that exist from an English hand ; they are not so
suave and broad as the work of Palestrina, but they are
somehow more human and personal’. Less individual,
though often full of a distinct and rather quaint charm, is
his secular vocal music, while his instrumental pieces for the
virginals rival those of Bull in their instinct for effective
passages, at the same time remaining (unlike Bull’s) in-
variably solid and sincere. Taken all round, Byrd is one
of the very greatest musicians that England has produced ;
his greatness is only now beginning to be recognized, and
his true position among European composers will only be
realized when a complete edition of his works is available.
By the side of Byrd, and almost in the same rank, comes
his Anglican counterpart, Orlando Gibbons, the founder of
the best school of Anglican church music. More modern in
style than Byrd, and showing in some of his anthems a
leaning to the tendencies of the new music, in the solidity
and massive spirit of his vocal writing he retains all that
is best of the old school. He is splendid alike in his
madrigals and his church music, tempering austerity with
a note of human personality, though never soaring into the
heights of mystical fervour to which Byrd sometimes
attains. His instrumental music is far less interesting
than his vocal ; some of the best of it is to be found in
Parthenia, a little collection of pieces for the virginals,

published about 1611, in which he was associated with Byrd
and Bull.
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Following these two great masters comes a group which
is only inferior owing to the more limited scope of the
compositions it produced. John Wilbye, the greater part
of whose life was spent at Hengrave Hall in the service of
Sir Thomas Kytson and his widow, published only two col-
lections of madrigals, sixty-five in-all ; but these are enough
to place him in the very first rank of madrigal-writers, not
excepting Luca Marenzio himself. Like Wilbye, John Bennet
wrote very little ; only one volume of his madrigals exists,
but every madrigal is a gem, and throughout them all
there runs a vein of exquisite pathos. More human and
full of charm are the two sets of madrigals of Thomas
Bateson, the Chester organist, beside whom may be placed
Thomas Weelkes, organist successively of Winchester College
and of Chichester Cathedral, a more voluminous writer, with
a decided tendency towards quaint fancy and a picturesque-
ness that sometimes recall Orazio Vecchi. In some respects
apart from his contemporaries stands Thomas Morley,
whom one is tempted to describe as the type of the critic-
composer, a master of technique, who knows all styles, and
can write with equal facility and success grave church
music of the Palestrina school, solid madrigals like Philips,
dainty ballets like Gastoldi, and florid virginal music like
Byrd. These men, Byrd, Gibbons, Wilbye, Bennet, Bate-
son, Weelkes, and Morley, are all in the first rank of the
composers of Shakespeare’s day, but close on their heels
comes a crowd of organists, lutenists, and song-writers who
are scarcely inferior to them: Farmer, Mundy, Este,
Farnaby, Hilton, Lichfild, Pilkington, Tomkins, Ward, and
many others—such an array of musical talent of the first
order as England has produced at no other period of its
musical history.

This brief sketch of the music of the day would not be
complete without some mention of the instruments gener-
ally played on. The most intimate, because it was essen-
tially the instrument used for accompanying solo songs,
was the lute, with its pear-shaped body pierced by a sound-
hole, attached to which was a neck covered by a finger-
board divided by frets of catgut or brass into measured
lengths. It was played by the fingers, unaided by a plec-
trum, and music for it was written in a special notation
called tablature, in which the horizontal lines represent the
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strings of the instrument, the semitones above the open
sound of each string being represented by small letters.
A larger variety of the lute was the theorbo, or arch-lute,
with deeper-toned strings and a larger neck. The lute was
a very difficult instrument both to keep in good condition
and to tune ; Thomas Mace, writing in 1676, recommends
that it should be kept in a bed which is in constant use, and
a later writer calculated that a lutenist eighty years old had
spent sixty in tuning his instrument! The violin, as we
know it, had hardly come into general use in Shakespeare’s
time. It came into fashion under Louis XIV. At the
beginning of the seventeenth century ‘a French song, and
a fiddle ’ were looked upon as un-English. The place that
it now occupies among instruments was taken by the viol,
which differed from the violin in having deeper ribs and
a flat back. Viols were made in four principal sizes—the
treble or discant, the tenor, the bass (or viol da gamba),
and the double bass (or violone). They generally had from
five to seven strings, and their tone was more penetrating
than powerful. They were often kept in sets, known as
a ‘chest of viols’, consisting of two trebles, two tenors,
a viol da gamba, and a double bass. Of keyed instru-
ments the organ in England, down to the end of the six-
teenth century, had a single manual, but in 1605-6, Thomas
Dallam built for King’s College a two-manual instrument,
the first English specimen of which we have any record ;
%edals were a much later invention, and only appeared in

ngland at the end of the eighteenth century, so that, in
the absence of directions as to the use of stops, it is often
difficult to decide whether music by early organists, such as
Bull, is written for the organ or for the virginal or spinet.
The virginal was a keyboard stringed instrument of oblong
shape, often pentagonal (as is the beautiful instrument
at the Victoria and Albert Museum, known as ‘Queen
Elizabeth’s virginal ’), but always with the keyboard placed
on the long side. The strings, as in the later harpsichord,
were plucked by quills attached to upright wooden ‘jacks’,
which were set in motion by the keys. Its tone is
small, but extraordinarily clear and bright in quality,
though quite differing from that of the modern pianoforte,
and incapable of expressing any variety of light and shade.
The chief wind-instruments were recorders, the ancestor
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of the modern flageolet, constructed with eight holes, and
generally made in sets, the lower-toned instruments being
fitted with keys ; their length varied from two to four feet,

and their tone was peculiarly sweet and solemn. Mostly
for open-air music we find hautboys, sackbuts (or trom-
bonesl‘;:e cornets (wooden instruments covered with leather),

trumpets, and drums. Combinations of various instru-
ments such as we are accustomed to in the modern orchestra
were only beginning to be tried experimentally; °con-
sorts ’ generally consisted of music played by the same class
of instruments, and such a combination as that in Morley’s
Consort-Lessons (1599), which are written for treble lute
cithern (a lute-shaped instrument with pairs of wire strings.
tuned in unison and played with a plectrum), pandora (an
English variety of the cithern), flute, treble-viol, and base-
viol, stands almost alone as the only printed instance
that has come down to us of what Pandarus (in Troilus,
1. i. 53) calls ‘broken music’. Unfortunately, no complete
set of the part-books of which the work consists is extant.

BrsrLrograPrY.—For the general musical history of the period the histories of
Burney and Hawkins have not been superseded. The first two volumes of the
Oxford History of Music deal at great length with the origins of mediaeval music,
but dpa.ss over the end of the sixteenth century with much less detail ; the
third volume deals almost entirely with the new style which arose in Italy
in the seventeenth century. The best account of English music during
Shakespeare’s time is to be found in Chapters III and IV of ERNEST WALKER'S
History of Music in Ewgland, 1007 ; W. NAGEL'S Geschichte der Musik in
Enéland, 1894~7, though diffuse, is also useful, and HeNrRY DaveY’s History
of English Music, 1898, is valuable for its accurate dates and summaries of
original authorities. CHARLES VAN DER BORREN's Sources of Keyboayd Music
in England, 1913, is important for its detailed account of the virginal and
organ music of the period. Ma.nX little-known details as to the introduction
of English musical plays abroad have been unearthed in J. BoLTE’s Die
Singspiele der englischen Komodianten und shrer Nachfolger tn Deutschland,
Holland und Skandinavien, 1893, and in W. CREIZENACH'S Schauspiele der
englischen Komodianten [1895]. Three excellent special books on the musical
allusions in Shakespeare’s works are E. W. NAYLOR’S Shakespeare and Music,
1896, L. C. ELsON’s Shakespeare tn Music, 1901, and G. H. COWLING'S Music
on the Shakespearian Stage, 1913. For bi?éraphies of musicians the last
edition of GROVE’s Dictionary of Music and Musicians is the best authority ;
for descriptions of instruments the Rev. F. W. GALPIN’S Old Englhish
Instruments of Music, 1910, is a treasure-house of valuable information.
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The musical terminology of Shakespeare’s age was
familiar to all well-informed people and entered largely
into literary and colloquial idiom ; in no author are musical
allusions more frequent than in Shakespeare. Here follows

A SELECT GLOSSARY OF MUSICAL TERMS

WITH ILLUSTRATIVE PASSAGES FROM SHAKESPEARE'S WORKS

Compiled by C. T. ONI1ONS.
Accord. Harmony.
‘ Gamut ' I am, the ground of all accord. (Tam. Sh. 111 i. 74)
Air. A melody or tune.
A solemn air and the best comforter
To an unsettled fancy, cure thy brains. (Temp. v.i. 58-9)

If they but hear perchance a trumpet sound
Or any air of music touch their ears,
You perceive them make a mutual stand. (Merch. of V. v. i. 75-7)

Your eyes are lode-stars | and your tongue’s sweet air
More tuneable than lark to shepherd’s ear. (Mid. N. D. 1. i. 183-4)

Moth. (Singing.] Concolinel,—
Armado. Sweet air! (Love’s L. L. 111, i. 3—4)
A wonderful sweet air, with admirable rich words to it.
(Cymb. 11. iii. 19-20)

Anthem. A composition in unmeasured prose (usually from the

Scriptures or Liturgy) set to music.
Falstaff. . . . For my voice, I have lost it with hollaing, and singing
of anthems. (2 Hen. IV, 1. ii. 215-16)
Applied to a song of grief or mourning.
breathe it in mine ear,
As ending anthem of my endless dolour. (Two Gent. 11, i. 240-1)
Her heavy anthem still concludes in woe. (Ven. & 4d. 839)

A-re, B-ms, C-fa-ut, D-sol-re, E-la-mi. The names of A, B, C, D, E
of the bass staff according to their position in the hexachords
(Tam. Sh. 111. i. 74—9: see Gamut). In Guido d’Arezzo’s arrange-
ment of the musical scale, 4 re was A of the first hexachord
(i. e. the note A on the lowest or first space of the modern bass
staff), the lowest note but one of Guido’s whole scale ; A of the
octave, which was /a of the second hexachord, and m¢ of the
third, and re of the fourth, being distinguished as 4 la-mi-re.

Bagpipe. A musical instrument consisting of an airtight wind-bag
and one or more reed-pipes into which the air is pressed by the
performer. See 'Drone.

when the bagpipe singsi’ the nose. (Merch. of V. 1v. i. 49)

Falstaff. ’Sblood, I am as melancholy as a gib cat, or a lugged bear.
Prince. Or an old lion, or a lover’s lute.
Falstaff. Yea, or the drone of a Lincolnshire ipe.

. (r Hen. IV, 1.ii. 82-6)
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Bass, base. Epithet of strings of the lowest pitch.
I have sounded the very bass string of humility. (z Hen. IV, 11. iv. 6)
The lowest part in harmonized musical composition ; the deepest
male voice, or lowest tones of a musical instrument ; one who
sings the bass part.
The mean is drown’d with your unruly bass. (Two Gent. 1. ii. 93)
Means and basses. (Wini. Tale 1v. ii. 46-7)
In one passage bass is used as a verb for ‘ to provide a bass to ’.
. . . the thunder,
That deep and dreadful organ-pipe, pronounc’d
The name of Prosper : it did bass my trespass. (Temsp. 1. iii. 97-9)
Bass viol. A stringed instrument for playing the bass part in
concerted music ; a violoncello.
He that went, like a bass-viol, in a case of leather. (Com. of E. 1v. iii. 22)

Bear a part. “To sing a part.
Avriel’s Song. Come unto these yellow sands . . .
And, sweet sprites, the burden bear.
Hark, hark !
[Burden : Bow, wow, dispersedly. (Temp. 1. ii. 375-81)
Come, Philomel, that sing’st of ravishment,
Make thy sad grove in my dishevell’d hair :
As the dank earth weeps at thy languishment,
So I at each sad strain will strain a tear,
And with deep groans the diapason bear ;
For burthen-wise I'll hum on Tarquin still
‘While thou on Tereus descant’st better skill.

And whiles against a thorn thou bear’st thy part
To keep thy sharp woes waking, wretched ¥

To imitate thee well, against my heart

Will fix a sharp knife to affright my eye. (Lucr. 1128-38)

If the true concord of well-tuned sounds,

By unions married, do offend thine ear,

They do but sweetly chide thee, who confounds

In singleness the parts that thou shouldst bear. (Sonnef viii)

Breast. Voice.

Sir Toby. Welcome, ass. Now let’s have a catch.
Sir Andrew. By my troth, the fool has an excellent breast.

. Tw. N, 11. iii, 18-21
Broken. Of a boy’s voice : Cracked. (T . 29
My mouth no more were broken than these boys’,
And writ as little beard. (A4#4’s W. 1. iii. 65—7)
Comﬁ)are —
T'll . . . speak between the change of man and boy
With a reed voice. (Merch. of V. L. iv. 64—7)
. . . though our voices
Have got the mannish crack. (Cymb. 1v. ii. 235-6)
Broken music. Part _music, concerted music ; especially music to
be performed by instruments of different classes (cf. p. 31above).
But is there any else longs to feel this broken music in his sides ?
(4. Y.L, 1ii. 150-1)

Come, your answer in broken music ; for thy voice is music, and thy
English broken. (Hen. V, v. ii. 261-3)
461 D
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Pandarus. What music is this ?
Serv. I do but partly know, sir : it is music in parts . . .
Pandarus. . . . Fair prince, here is good broken music. .
Paris. You have broke it, cousin ; and by my life, you shall make it
whole again : you shall piece it out with a piece of your performance.
Nell, he is full of harmony. (Troilus 11 i. 19-21, 53~7)
Burden, burthen. The bass or undersong to a melody.

Julia. Best sing it to the tune of ‘ Light o’ Love ’.
Lucetta. 1t is too heavy for so light a tune.
Jul. Heavy! Belike it hath some burden, then ?
(Two Gent. 1. ii. 80-2)
Hero. Why, how now ! do you speak in the sick tune ?
Beatrice. am ou* of all other tune, methinks.
Maygaret. Clap’s into * Light o’ love ’; that goes without a burden:
do you sing it, and I'll dance it. (Much Ado 11. iv. 41-5)

I would sing my song without a burden : thou bringest me out of tune.
A refrain. (4. Y. L. 111 ii. 263—4)

And, sweet sprites, the burden bear. (Temp. 1. ii. 380)
with such delicate burdens of dildoes and fadings, ‘ jump her and
thump her’. (Wint. Tale, 1v. iii. 193-5)

Cadence. Used by Morley (1597), but not by Shakespeare, who
has Close.

Carol. A religious hymn of joy.
No night is now with hymn or carol blest. (Mid. N. D. 11. i. 102)

Catch. Originally, a short composition for three or more voices,
which sing the same melody, the second singer beginning the
first line as the first goes on to the second line, and so with
each successive singer ; ‘the catch was for each succeeding
singer to take up or catch his part in time’ (Grove). Subse-
quently applied to rounds in which the words are so arranged
as to produce ludicrous effects, one singer catching at the words

of another.
Caliban. . . . Will you troll the catch
You taught me but while-ere ?
Stephano. . . . Come on, Trinculo, let us sing.

[Sings.
Flout ’em, and scout 'em ; and scout 'em, and flout ’em ;
Thought is free.
Cal. That’s not the tune.
: [Ariel plays the tune on a Tabor and Pipe.
Steph. What is this same ? =
Tyinculo. This is the tune of our catch, played by the picture of
Nobody. (Temp. 1. ii. 129-38)
Malvolio. Do ye make an alehouse of my lady’s house, that ye squeak
out your coziers’ catches without any mitigation or remorse of voice? ...
Sir Toby. We did keep time, sir, in our catches. (Tw. N. 1. jii. 98-102)
Chant. To sing.
O, fellow! come, the song we had last night . . .
The s%insters and the knitters in the sun,

And the free maids that weave their thread with bones,
Do use to chantit. (Tw. N. 11 iv. 42-6)

Cittern, cithern. An instrument of the guitar kind, but strung with
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wire, and played with a plectrum or quill. It was commonly
kept in barbers’ shops for the use of the customers. It had
often a grotesquely-carved head.

Holofernes. 1 will not be put out of countenance.

Berowne, Because thou hast no face.

Holofernes. What is this ?

Boyet. A cittern-head. (Love’s L. L. v. ii. 608-11)

Clef, cliff. A character placed on a particular line of a stave, to
indicate the name and pitch of the notes standing on that line.
‘D sol re ’, one clef, two notes have I. (Tam. Sh. 111. i. 78)

Ulysses. She will sing any man at first sight.
Theysites. And any man may sing her, if he can take her clef; she’s
noted. (Troilus v.ii. g—11)
Close. The conclusion of a musical phrase or movement ; a cadence.
For government, though high and low and lower,
Put into parts, doth keep in one concent,
Congreeing in a full and natural close,
Like music. (Hen. V, 1 ii. 180-3)

Compass. The full range of tones which a voice or a musical
instrument is capable of producing.

You would sound me from my lowest note to the top of my compass.
(Haml. 1. ii. 390-1)

Concent, consent. Harmony. See Close.

Concert, consort. The accord or harmony of several instruments
or voices playing or singing in tune ; a harmonious combination
of voices or instruments ; harmonious music.

Visit by night your lady’s chamber-window
With some sweet consort. (Two Gent. m1. ii. 83—4)
Their music frightful as the serpent’s hiss,
And boding screech-owls make the concert full |
(2 Hen. VI, 1m1. ii. 326~7)
The verb means ‘to play or sing together’, and is used with
apunin:
Tybalt. Mercutio, thou consort’st with Romeo,—
ercutio. Consort! What! dost thou make us minstrels ? an thou
make minstrels of us, look to hear nothing but discords: here’s my
fiddle-stick ; here's that shall make you dance. 'Zounds! consort !
(Rom. & Jul. n1. i. 49-54)

Concord. A combination of notes which is in itself satisfactory to
the ear, requiring no ‘ resolution ’ or following chord : opposed
to discord. By Shakespeare often used vaguely for harmony.

you are too flat
And mar the concord with too harsh a descant.  (Two Gent. 1. ii. go-1)
The man that hath no music in himself,
Nor is not mov'd by concord of sweet sounds. (Merch, of V. v. i. 83—4)
If the true concord of well-tuned sounds,
By unions married, do offend thine ear. (Sonnet viii)

Cornet. A horn.

Only in stage directions, e.g. Hen. VIII, 11. iv, Trumpets, sennet,
and cornets.

Croichet. A symbol for a note of half the value of a minim, made

D2
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in the form of a stem with a round (formerly lozenge-shaped)
black head ; a note of this value.

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

Don Pedro. Why these are very crotchets that he speaks ;
Notes, notes, forsooth, and nothing | (Much Ado 11. iii. 57-60)

Then will Ilay the serving-creature’s dagger on your pate. I will carry
no crotchets : I'll e you, I'll fa you. Do you note me ?

(Rom. & Jul. 1v. v. 110-21)

Cymbals. A pair of concave plates of brass or bronze, which are
struck together to produce a sharp ringing sound.

Till late in eighteenth century known only as the name of ancient
and foreign instruments of the type described (especially as mentioned
in the Bible). (Cor. V.iv. 54: see Sackbut.)

Dead march. A funeral march.
Enter Talbot, Bedford, Burgundy, and Forces with scaling-ladders;
their drums beating a dead march. (z Hen. VI, 11 i. 8, stage direction)

Descant. A melodious accompaniment to a simple musical theme
(the plain-song), sung or played, and often merely extemporized,
above it, and thus forming an air to its bass : the earliest form
of counterpoint. Hence, the soprano or highest part of the score
in part-singing ; generically, a warbled song, a melodious strain ;
figuratively, varied comment on a theme, amplification of
a subject.

you are too flat,
And mar the concord with too harsh a descant:
There wanteth but a mean to fill your song. (Two Gent. 1. ii. go-2)

And look you get a prayer-book in your hand,

And stand between two churchmen, good my lord :

For on that ground I'll make a holy descant. (Rich. I1I, 111. vii. 46-8)
The verb descant means ‘to play or sing a descant; hence, to

warble ’.

Why, I, in this weak piping time of peace,

Have no delight to pass away the time,

Unless to see my shadow in the sun

And descant on mine own deformity. (Rich. I11, 1. i. 24—7)

Diapason. The interval of an octave; the consonance of the
highest and lowest notes of the musical scale; an air or bass
sounding in exact concord, i. e. in octaves.

So I at each sad strain will strain a tear,
And with deep groans the diapason bear. (Lucr. 1131-2)

Discord. Want of harmony between two or more musical notes
sounded together ; dissonance. A combination of two or more
notes not in harmony with each other; a chord which by itself
is unpleasing or unsatisfactory to the ear, and requires to be
‘ resolved ’ or followed by some other chord.

If he, compact of jars, grow musical,
We shall have shortly discord in the spheres. (4. Y. L. 11. vii, 5-6)
It is the lark that sings so out of tune,
Straining harsh discords and unpleasing sharps.
(Rom. & Jul. 111, v, 27-8)
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Take but degree away, untune that strigg,
And, hark | what discord follows. (Trotlus 1. iii. 109-10)

- . . . an should the empress know
This discord’s ground, the music would not please.
(T'it. Andr. 11, i. 69—70)
Division. The execution of a rapid melodic passage, originally
conceived as the dividing of each of a succession of long notes
into several short ones; a florid phrase or piece of melody,
a run; a current phrase was %o run division, i.e. to execute
such a passage or variation, to sing or play a run.
Thy tongue
Makes Welsh as sweet as ditties highly penn’d,
Sung by a fair queen in a summer’s bower,
With ravishing division to her lute. (r Hen. IV, 111. i. 207-10)
Some saY1 the lark makes sweet division ;
This doth not so, for she divideth us. (Rom. & Jul. 111. v. 29-30) )
Drone. The bass pipe of a bagpipe, which emits only one continuous
tone.
Falstaff. 'Sblood, I am as melancholy as a gib cat, or a lugged bear.
Prince. Or an old lion, or a lover’s lute.
Falstaff. Yea, or the drone of a Lincolnshire bagpipe.
(z Hen. IV, 1. ii. 82-6)
Drum. A musical instrument of the percussive class.
Beat thou the drum, that it speak mournfully. (Cor. v. v. 151)
D-sol-re. See A-ve.

Dulcimer. A musical instrument in which strings of graded lengths
are stretched over a trapezoidal sounding board or box and
struck with hammers held in the hands.

The most familiar use of the word is for the bag%ipe of Daniel iii. 5,
where ‘sackbut, psaltery, and dulcimer’ would be better rendered
‘ harp, dulcimer, bagpipe’. (Not in Shakespeare.)
Ear. The faculty of discriminating sounds, and especially of
accurately recognizing musical intervals.
Julia. He plays false, father.
Host. How ? out of tune on the strings ?
ulia. Not so; but yet so false that he grieves my very heart-strings.
ost. You have a quick ear. (Two Gent. 1v. ii. 60—4)

Titania. What, wilt thou hear some music, my sweet love ?
Bottom. 1 have a reasonable good ear in music.
. (Mid. N. D. 1v. i. 30-2)

E-la-mi. See A-re.

Fa. The name given by Guido d’Arezzo to the fourth note in his
hexachords, and retained in solmization as the fourth note of
the octave.

I will carry no crotchets: I'll 7e you, I'll fa you. Do you note me ?
. (Rom. & Jul. 1v. v. 120-1)
O, these eclipses do portend these divisions | Fa, sol, la, mi.

(Lear 1. ii. 152—4)
False. Out of tune.

What, to make thee an instrument and play false strains upon thee
not to be endured! (4. Y. L. 1v. iii. 69~70)
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Lucius. The strings, my lord, are false.
Brutus. He thinks he still is at his instrument.
(Jul. Caes. 1v. iii. 289-90)
Fancy. A composition in an impromptu style, ‘ when a musician
taketh a Kfint at his pleasure, and turneth and wresteth it as
he list ' (Morley, 1597).
A ... sung those tunes to the over-scutched huswives that he heard
the carmen whistle, and sware they were his fancies or his good-nights.
. . (2 Hen. IV, 11, ii. 342-5)
Fiddle. A stringed instrument of music.
Lovell. . .. the sly whoresons
Have got a speeding trick to lay down ladies ;
A French song and a fiddle has no fellow.
Sands. The devil fiddle ’em | I'm glad they’re goin?
(Hen. VIII, 1. iii. 30—42)
Fiddler. Tam. Sh. 11. i. 158 ; 111 i. 1; Troil. 111 iii. 308.
Fiddlestick. 1 Hen. IV, 11. iv. 542; Rom. & Jul. 111. i. 52.

Fife. A small shrill-toned instrument of the flute kind, used chiefly
to accompany the drum in military music.
When g'ou hear the drum,
And the vile squealing of the wry-neck’d fife. ~ (Merch of V. 11. v. 29-30)
The spirit-stirring drum, the ear-piercing fife. (Oth. 11. iii. 353)
Fingering. The action of using the fingers in playing upon an
instrument.
I did but tell her she mistook her frets,
And bow’d her hand to teach her fingering. (Tam. Sh. 11. i. 150-1)
I would this music would come. I am advised to give her music o’
mornings ; they say it will penetrate. [Enter Musicians.] Come on ;
tune. If you can penetrate her with your fingering, so; we’ll try with
tongue too. (Cymb. 11. iii. 12—16)
Fit. A strain of music, a stave.
Doubtfully in Tyoilus 111. i. 63.
Flat. Relatively low in pitch ; below the true pitch.
Two Gent. 1. ii. 9o: see Descant.

Flute. A wind instrument, consisting of a hollow cylinder or pipe,
with holes along its length, stopped by the fingers, or by keys
which are opened by the fingers ; blown through a mouthpiece

at the end. .
the oars were silver,

Which to the tune of flutes kept stroke. (Ant. & Cleop. 11. ii. 202-3)
Fret. In musical instruments like the guitar, formerly a ring of

gut, now a bar or ridge of wood, metal, &c., placed on the

fingerboard, at the proper places for the fingers.

I did but tell her she mistook her frets,

And bow’d her hand to teach her fingering,

When with a most impatient devilish spirit, .

¢ Frets, call you these ? ° quoth she; ‘I'll fume with them ;’

And, with that word, she struck me on the head,

And through the instrument my pate made way. (Tam. Sh. 11. i. 150-5)

These means, as frets upon an instrument,

Shall tune our heart-strings to true languishment. (Luer. 1140-1)
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The verb meaning ‘ to furnish with frets ’ is used playfully :
Hamlet. Call me what instrument you will, though you can fret me
you cannot play upon me. (Haml. 11. ii. 394-6)

Gamut. The lowest note in the mediaeval scale of music, answering
to the modern G on the lowest line of the bass stave. Also,
the ¢ Great Scale ’ (of which the invention is ascribed to Guido
d’Arezzo), comprising the seven hexachords or partial scales, and
consisting of all the recognized notes used in mediaeval music.

Hortensio., Madam, before you touch the instrument,
To learn the order of my fingering,
I must begin with rudiments of art ;
To teach you gamut in a briefer sort,
More pleasant, pithy, and effectual,
Than hath been taught by any of my trade :
And there it is in writing, fairly drawn,
Bianca. Why, I am past my gamut long ago.
Hor. Yet read the gamut of Hortensio.
Bian. ‘ Gamut ’ I am, the ground of all accord,
‘A re’, to plead Hortensio’s passion ;
‘B mi’, Bianca, take him for thy lord,
‘ C fa ut’, that loves with all affection :
‘D sol re’, one clef, two notes have I :
‘ E la mi’, show pity, or I die.

Call &ou this gamut ? tut, I like it not :

Old fashions please me best ; I am not so nice,

To ‘change true rules for odd inventions. (Tam. Sh. 111. i. 65-82)

Good-night. ? Some kind of night-song. See Fancy.

Govern. To regulate an instrument by means of its stops.

Nay, but his jesting spirit ; which is now crept into a lute-string, and
new-governed by stops. (Much Ado 111. ii. 60-2)

Hamlet. . . . Will you play upon this pipe ?

Guildenstern. My lg;d, fca}.rnng‘t) e P

Hamlet. 'Tis as easy as lying; govern these ventages with your
finger and thumb, give it breath with your mouth, and it will discourse
most eloquent music. Look you, these are the stops. (Haml. 111. ii. 372-83)

Government is similarly used.

Indeed he hath played on his prologue like a child on a recorder;
a sound, but not in government. ?M id. N. D. v. i. 123~5)

Ground. The plain-song or bass on which a descant is raised : see
Descant.

Harmony. The combination of notes, either simultaneous or succes-
sive, so as to produce a pleasing effect ; tuneful sound.

. The technical sense of ‘ the combination of sounds so as to form chords ’
is barely established in English in Shakespeare’s time.
Alonso. What harmony is this? My §9od friends, hark!
Gonzalo. Marvellous sweet music | ~ (Temp. 11, iii. 18-19)
Here will we sit, and let the sounds of music
Creep in our ears : soft stillness and the night
Become the touches of sweet harmony. (Merch. of V. V. i. 55-7)
like a cunning instrument . . . put into his hands
That knows no touch to tune the harmony. (Richk. I1, 1. iii. 163~5)
Hamlet. Willyou play upon this pipe? ... Look you, these are the stops.
Guildenstsrn. ~But these cannot 1 command to any utterance of har-
mony; I have not the skill. (Ham/. 1. ii. 373-85)
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Harp. A stringed musical instrument, which, in its_usual form,
consists of a framework of wood fitted with a series of strin,
of definite lengths which are played with the fingers (or, in
some earlier types, with a plectrum).

. Temp.11.i.91; Mid. N. D. v.i. 45; Rich.II,1.iii. 162; z Hen IV, 11
1. 123,

Hautboy. A wooden double-reed wind instrument of high pitch,
having a compass of about 2§ octaves, forming a treble to the
bassoon. (Now usually Oboe.)

You might have thrust him and all his apparel into an eel-skin ;
the case of a treble hautboy was a mansion for him, a court.

Holding. The burden. (a Hen. IV, 1. ii. 353-6)
Make battery to our ears with the loud music ;
The while I'll place you ; then the boy shall sing,
The holding every man shall bear as loud
As his strong sides can volley. (Ant. & Cleop. 11. vii. 116~19)
Hornpipe. An obsolete wind instrument having the bell and
mouthpiece made of horn; a dance performed to the accom-
paniment of this ; music for this dance.
One puritan . . . and he sings psalms to hornpipes.
P e p (1’4’/?&. Tale 1v. ii. 47-8)
Hymn. A song of praise or prayer to God.
To live a barren sister all your life,
Chanting faint hymns to the cold fruitless moon. (Mid.N.D.1i.72-3)
Our solemn hymns to sullen dirges change. (Rom. & Jul. 1v. v. 88)
I...like unletter’d clerk, still cry * Amen '
To every hymn that able spirit affords. (Sonnet Ixxxv)
Instrument.
Sometimes a thousand twangling instruments
Will hum about mine ears. (Temp. 111. ii. 149-50)
Sound all the lofty instruments of war,
And by that music let us all embrace. (s Hen. IV, v. ii. 97-8)
They . . . would most resemble sweet instruments hung up in cases,
that keep their sounds to themselves. (Timon 1. ii. 101-5)

Clown. Why, masters, have your instruments been in Naples, that
thiy speak i’ the nose thus ?
irst Musician. How, sir, how ?
. Clown. Are these, I pray you, wind-instruments ? (Oth. 1. i. 3-6)
Jack. In the virginal, spinet, and harpsichord, an upright piece
of wood fixed to the back of the key lever, and fitted with a quill
which plucked the string as the jack rose on the key being
pressed down. By Shakespeare applied to the key itself.
How oft, when thou, my music, music play’'st,
IV{/POD that blessed wood whose motion sounds
ith thy sweet fingers, when thou gently sway’st
The wiry concord that mine ear confounds,
Do I envy those jacks that nimble le?
To kiss the tender inward of thy hand. (Sommet cxxviii)

Jar. A discord.

If he, compact of jars, dg-l;ow musical,
We shall have shortly discord in the spheres. (4. Y. L. 11. vii. 5-6)
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The verb is similarly used :

Host. 1 perceive you delight not in music.
Julia. Not a whit,—when it jars so. (Two Gent. 1v. ii. 67-8)

Hortensio. [Returning.] Madam, my instrument’s in tune.

Bianca. Let’s hear.— [Hortensio plays.
O fie | the treble jars. (Tam. Sh. 11. i, 38-40)
How irksome is this music to my heart |
When such strings jar, what hope of harmony? (2 Hen. VI, 11.1. 56-7)

Kettle(drum). A musical instrument of percussion consisting of

a hollow hemisphere of brass or copper, over the edge of which
parchment is stretched and tuned to a definite note.

And let the kettle to the trumpet speak, 3
The trumpet to the cannoneer without. (Haml. v. ii. 289-90)

And, as he drains his draughts of Rhenish down,
The kettle-drum and trumpet thus bray out
The triumph of his pledge. (Ibid. 1. iv. 10-12)
Key. The scheme or system of tones in which a piece of music is
written.
. . . having both the key
Of officer and office, set all hearts i’ the state
To what tune pleas’d his ear. (Temp. 1. ii. 83—5)

In what key shall a man take you, to go in the sorlxé ?
(Much Ado 1. i. 194-5)

Both warbling of one song, both in one key. (Mid. N. D. 111 ii. 206)
. . with an accent tun’d in self-same key. (T'rodlus 1. iii. 53)

Kmnock it. Strike up.

Let the music knock it. (Hen. VIII, 1. iv. 108)

La. The name given by Guido d’Arezzo to the sixth note in his
hexachords, and retained in solmization as the sixth note of
the octave. See Ut.

Lesson. A piece of music for practice ; an exercise.

Horiensio. [ToLucentio.] You may go walk, and give meleavea while:
My lessons make no music in three parts. (Tam. Sh. 111. i. 60-1)

Lute. A stringed musical instrument, the strings of which were
struck with the fingers of the right hand and stopped on the
frets with those of the left.

God defend the lute should be like the case! (Much Ado 1L i. 98-9)
Bardolph stole a lute-case, bore it twelve leagues, and sold it for three
half-pence. (Hen. V, 111, ii. 468

O! had the monster seen those lily hands
Tremble, like aspen leaves, upon a lute,

And make the silken strings delight to kiss them.
(Tit. Andy. 11, iv. 44-6)

Dowland to thee is dear, whose heavenly touch
Upon the lute doth ravish human sense. (Pass. Pilg. viii. 5-6)
[Dowland wrote A Short Treatise concerning Lute Playing; with variety
of Lute Lessons, 1610.]
Madrigal, A kind of part-song for three or more voices (usually
five or six) characterized by adherence to an ecclesiastical mode,
elaborate contrapuntal imitation, and the absence of instru-
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mental accompaniment ; also applied loosely to part-songs or
glees not bound by these conditions.

To shallow rivers, to whose falls

Melodious birds sing madrigals. (M. Wives 11, i. 17-18)

March. A composition of marked rhythm (of which the rhythmical
drum-beats originally formed the essential part), designed to
accompany the marching of troops. See Dead march.

[A march afar off.
Edward. 1 hear their drums ; let’s set our men in order.
Hen. VI, 1. ii. 69)

Mean. Alto or tenor. (Two Gent.1.1i. 92: see Descant.)

He can sing
A mean most meanly. (Love’s L. L. v. ii. 328-9)

Measure. The relation between the time-values of a note of one
denomination and a note of the next, determining the kind of
thythm (duple, triple, &c.) ; the time of a piece of music.

The triplex, sir, is a good tripping measure. (Tw. N. V. i. 41)

Ms. The name given by Guido d’Arezzo to the third note in his
hexachords, and retained in solmization as the third note of
the octave. See Ut.

Minim. A note half the value of a semibreve and double the value
of a crotchet.

In ancient music this note was of the shortest duration, hence its name,
nota minima.

He fights as you sing prick-song, keeps time, distance, and propor-
tion ; rests me his minim rest, one, two, and the third in your bosom.
(Rom. & Jul. 11. iv. 22—4)
Mode, Mood. A kind or form of scale; a particular scheme or
system of sounds ; hence, the key in which a piece of music
is written.
For all my reign hath been but as a scene
Acting that argument ; and now my death
Changes the mode. (Quarto and 1st and 2nd Folios vead mood or moode.)
(2 Hen. IV, 1v. v. 196-8)
Music. Formerly used both for a piece of music, and, more fre-
quently, a band of musicians.

Come, we’ll have you merry. I'll bring you where you shall hear
music and see the gentleman that you asked for. (Two Gent. 1v. ii. 31-3)
Play, music | and you, brides and bridegrooms all,

‘With measure heap’'d in joy, to the measures fall. (4. Y. L. v.iv. 185-6)
I have assail’d her with musics, but she vouchsafes no notice.
‘ (Cymb. 1. iii. 44-5)
Musician. A professional performer of music, especially of instru-
mental music.

I have neither the scholar’s melancholy, which is emulation; nor

the musician’s, which is fantastical ; nor the courti‘e‘lr’s, which is proud.

Y. L. 1v.i. 11-13)
The nightingale, if she should sing by da{,
When every goose is cackling, would be thought
No better a musician than the wren. (Merch. of V. V. i. 104-6)
An admirable musician | O, she will sing the savageness out of a bear.
(Oth. 1v. i: 197-9)
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Noise. Musical sound, music.
Caliban. Be not afeard : the isle is full of noises,
Sounds and sweet airs, that give delight, and hurt not.
(Temp. 111. ii, 147-8)
Why sinks that cauldron ? and what noise is this ? [Hautboys.
A company or band of musicians. (Macb. 1v. i. 106)
See if thou canst find out Sneak’s noise ; Mistress Tearsheet would
fain hear some music. (2 Hew. IV, 11. iv. 12-14)
Note. A particular tone of definite pitch; the character repre-
senting this.
One clef, two notes have I. (Tam. Sh. 11. i. 78)
You would sound me from my lowest note to the top of my compass.
(Haml. 11, ii, 390-1)
Melody, music, strain of music. (Two Gent. 1. ii. 78: see Set.)
Use like note and words. (Cymb. 1v. ii. 237)
The verb is used for providing a text with musical notes.
Peter. T'll ve you, I'll fa you. Do you note me ?

First Mus. An you re us, and fa us, you note us.
(Rom. & Jul. 1v. v. 121-3)

Thersites. And any man may sing her, if he can take her cliff; she’s
noted. (Troilus v. ii. 10-11)

Organ-pipe. The thunder,

That deep and dreadful organ-pipe, pronounc’d
The name of Prosper. (Temp. 1il. iii. 97-9)

Part. The melody assigned to a particular voice or instrument in
concerted music. (ZTam. Sh. 1L i. 60-1 : see Lesson.)

We can both sing it: if thou'lt bear a part thou shalt hear; ’tis in
three parts. (Wint. Tale 1v, iii. 296~7)

Pandarus. What music is this ?
Servant. 1 do but partly know, sir: it is music in parts.
(Troilus 1. i, 19-21)
Peg. In stringed musical instruments, a pin of wood or metal to
which the strings are fastened at one end, and which is turned
to adjust the tension in tuning ; a tuning-pin.
O you are well tun’d now,
But T'll set down the pegs that make this music,
. As honest as I am, (Ofh. 11. i. 202—4)
Pipe. A wind-instrument consisting of a single tube of reed or wood;
especially used by shepherds and so associated with the Tabor.
Playing on pipes of corn. (Mid. N. D. 1. i. 67)
Then put up your pipes in your bag, for I'll away. [Exeunt Musicians.
. (Oth. 1m1. i, 20-1)
Plain-song. A simple melody or theme, upon which might be
raised a running melody or descant.
The plain-song cuckoo gray. (Mid. N. D. 1. i. 138)
Nym. The humour of it is too hot, that is the very plain-song of it.
Pist, The plain-song is most just, for humours do abound.
(Hen. V, 1. ii. 5-8)
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The devil fiddle 'em | I am glad they’re going :

For, sure, there’s no converting of ‘'em : now

An honest country lord, as I am, beaten

A long time out of play, may bring his plain-song

And have an hour of hearing ; and, by’r lady,

Held current music too. (Hen. VIII, 1.iii. 42—7)
Play. To perform on an instrument.

Host. Hark! What fine change is in the music !
ulia. Ay, that change is the spite.
ost. Would you have them always play but one thing ?
Jul. 1 would always have one play but one thing.
(Two Gent. 1v. ii. 69-73)

Leonato. We'll have dancing afterward.
Benedick. First, of my word ; therefore play, music !
(Much Ado v. iv. 123-5)

Page. The music is come, sir.
Falstaff. Let them play. Play, sirs. (2 Hen. IV, 11. iv. 244-5)
The music plays; vouchsafe some motion to it.
(Love’s L. L. v. ii. 217)
’Sblood, do you think I am easier to be played on than a pipe ?
(Haml. 111, ii. 393—4)
Point. A short strain or snatch of melody ; point of war, a short
phrase sounded on an instrument as a signal.
Turning your books to greaves, your ink to bleod,
Your pens to lances, and your tongue divine
To a loud trumpet and a point of war. (2 Hen. IV, 1v. i. 50-2)
Prick-song. Music sung from notes written or ‘ pricked ’, as dis-
tinguished from that sung from memory or by ear; written
vocal music.

A written descant or accompanying melody to a plain-song or
simple theme ; descant or counterpoint accompanying a simple
melody.

He fights as you sing prick-song, keeps time, distance, and proportion.

(Rom. & Jul. 11. iv, 22-3)

Proportion. The relation of a note of one denomination to a note

of another in respect of duration, determining the rhythm of

a composition.

Music do I hear ? [Music.

Ha, ha!l keep time. How sour sweet music is

‘When time is broke and no proportion kept ! (Rich. II, v. v. 41-3)
Psaltery. An ancient and mediaeval stringed instrument, more or

less resembling the dulcimer, but played by plucking the

string with the fingers or a plectrum ; differing from the

barp in having the sound-board behind and parallel with the

strings. (Cor. v.iv. 53: see Sackbut.)

Re. The second note of Guido’s hexachords, and of the octave in
modern solmization.

Peter. I'll v you, I'll fa you. Do you note me ?
Fiyst Mus, An you re us, and fa us, you note us.
(Rom. & Jul. 1v, v. 121-3)
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Rebeck. An early form of the fiddle, having three strings and played
with a bow.
Used as the name of a musician in Romeo and Juliet (1v. v. 136).
Record. To sing or warble.
Here can I sit alone, unseen of any,

And to the nightingale’s complaining notes
Tune my distresses and record my woes. (Two Gent. v. iv. 4-6)

‘When to the lute
She sung, and made the night-bird mute,
That still records with moan. (Pericles 1v. Gower 25-7)
Recorder. A wind instrument of the flute or flageolet kind.

He hath played on his prologue like a child on a recorder; a sound,
but not in government. Bllid. N. D. v.i. 123-5)

O! the recorders: let me see one. . . . Will you play upon this pipe?
i . . &Iaml. 111, ii. 367-73)
Reed-voice. A reedy or squeaking voice.
And speak between the change of man and boy
With a reed voice. (Merch. of V. 111. iv. 66-7)
Relish. To sing or warble.
to relish a love-song, like a robin-redbreast. (Two Gent. 11. i. 21-2)
‘ You mocking birds,” quoth she, ‘ your tunes entomb
Within your hollow-swelling feather’d breasts,
And in my hearing be you mute and dumb :
My restless discord loves no stops nor rests ;
A woeful hostess brooks not merry guests :
Relish your nimble notes to pleasing ears ;
Distress likes dumps when time is kept with tears.” (Lucr. 1121-7)

Rest. An interval of silence occurring in a melody or in any part
of a concerted piece. (See Minim and Relish.)

Round. A song for three or more voices in which each succeeding
singer takes up the melody at a certain interval behind his
predecessor, and all the singers continue until they all come
to the end of the melody at the same time. (Not in Shakespeare,
who uses Catch.)

Sackbut. An obsolete musical instrument ; a bass trumpet with
a slide like that of a trombone for altering the pitch. (Cf.
Dulcimer.)

The trumpets, sackbuts, ﬁsalteries. and fifes,
Tabors, and cymbals, and the shouting Romans,
Make the sun dance. (Cor. V. iv. 53-35)

Scale. The series of tones and intervals taken as the basis of a com-
Pposition ; especially those of the octave. (Not in Shakespeare,
who uses Gamut.)

Sennet. A set of notes played on a trumpet as a signal for the
approach or departure of a procession.

In several stage directions: 2.Hen. VI, 11, i, Hen. VIII, 1. iv, Lear 1. i.

Set. To put music to words.

Julia. Some love of yours hath writ to you in rime.

Lucetta. That I might sing it, madam, to a tune :
Give me a note : your ladyship can set. (Two Gent. 1. ii. 76-8)
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Sharp. High, shrill ; a high or shrill note.

Lucetta, I do not like this tune.
wlia, You do not?
uc. No, madam ; it is too sharp. (Two Gent. 1. ii. 87-8)
It is the lark that sings so out of tune,
Straining harsh discords and unpleasing sharps. (Rom. & Jul. 111. v. 27-8)
Singing-man. A man who sings in a church choir and is on the
foundation of a cathedral or collegiate body.
A singing-man of Windsor. (2 Hen. IV, 11 i. 101)
Sol. The fifth note of Guido’s hexachords, and of the octave in
modern solmization.
Ile re you, Ile fa you, Ile sol you. (Rom. & Jul. 1v.v. 121, First Quarto)
O, these eclipses do portend these divisions ! Fa, sol, la, mi.
(Lear 1. ii. 151—4)
Sol-fa. The set of syllables ut (now do), re, mi, fa, sol, la,
sung to the respective notes of the major scale ; the system of
singing notes to these syllables ; a musical scale or exercise.
In Shakespeare only as a verb ‘to sing to the syllables of the
sol-fa ’, hence, ‘ to sing from notes or a score’.
I'll try how you can sol-fa, and sing it. (Tam. Sh. 1. ii. 17)
Soundpost. A small peg of wood fixed beneath the bridge of a violin
or similar instrument, serving as a support for the belly and as
a connecting part between this and the back.
Used as the name of a musician in Romeo & Juliet 1v. v. 140.
Speak. Of musical instruments, &c.: To emit a sound or note.

There is much music, excellent voice, in this little organ, yet cannot
you make it speak ? (Haml. 111. ii. 391-3)

Still music. Soft or subdued music.
Enter Hymen, Rosalind, and Celia. Still Music. (A.Y.L.V.iv)

In Gascoigne’s Jocasta, v, occurs the following direction for‘ the order of
the laste dumbe shewe ’ :—* First the Stillpipes sounded a very mournful
melody’.

Stop. A vent-hole of a wind instrument by which difference of
pitch is produced ; also, a fret.

You would play upon me; you would seem to know my stops.

(Haml. 111. ii. 387-8)
Rumour isa pipe. .. of so easy and so plaina stop. (2 Hen IV, Ind. 15-17)
his jesting spirit, which is now crept into a lute-string, and new-
governed by stops. (Much Ado 111 ii. 60-2)
Strain. A musical phrase or piece of melody.
What, to make thee an instrument and play false strains upon thee |
(4.Y. L. 1v. iii. 68—70)
That strain again ! it had a dying fall. (Tw. N.1.1i. 4)
(Jul. Caes. 1. iii. 256: see the verb Touch.)
String. A cord stretched over the soundboard of a musical instru-
ment, made of catgut, wire, &c., and plucked by the hand or
a plectrum, scraped with a bow, or struck with a hammer.
{Iuh'a. He plays false, father.
ost. How ? out of tune on the strings ? (Two Gent. 1v. ii. 60-1)
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Take but degree away, untune that string,
And, hark | what discord follows. (Troilus 1. iii. 109-10)

You’re a fair viol, and your sense the strings,

Who, finger'd to make men his lawful music,

Would draw heaven down and all the gods to hearken. (Per. 1.1i. 81-3)
Mark how one string, sweet husband to another,

Strikes each in each by mutual ordering. (Sonnet viii)

[Referred to as calves’ guts and catlings in the following:

If this penetrate, I will consider your music the better ; if it do not,
it is a vice in her ears, which horse-hairs and calves’ guts, nor the voice
of unpaved eunuch to boot, can never amend. (Cymb. 1. iii. 31-5)

Unless the fiddler Apollo get his sinews to make catlings on.
(Trotlus 1. iii. 308-9)
Catling as the name of a musician occurs in Romeo and Juliet (1v. v. 133).]

Strung. Fitted with strings.
Orpheus’ lute was strung with poets’ sinews, (Two Gent. 1. ii, 78)
Bright Apollo’s lute, strung with his hair. (Love’s L. L. 1v. iii. 343)

Tabor. A small drum, used chiefly as an accompapiment to the
pipe, for festive occasions ; used by clowns and jesters.
I have known, when there was no music with him but the drum and

the fife ; and now had he rather hear the tabor and the gipe.
(Much Ado 11. iii. 13-15)

Viol%o Save thee, friend, and thy music. Dost thou live by thy
tabor ?
Clown. No, sir, I live by the church. (Tw. N. 1. i. 1-3)

O master | if you did but hear the pedlar at the door, you would
never dance again after a tabor and pipe; no, the bagpipe could not
move you. (Wint. Tale 1v. iii. 181—4)

Tabourine. A kind of drum, less wide and longer than the tabor,
and struck with one drumstick only, to accompany the sound
of a flute which is played with the other hand.

Beat loud the tabourines, let the trumpets blow,
That this great soldier may his welcome know. (Trotlus 1v. v. 274~5)

Trumpeters,
With brazen din blast you the city’s ear, .
Make mingle with our rattling tabourines. (Ant. & Cleop. 1v. viii. 35-7)

Three-man-song. A convivial part-song for three men; a trio for
male voices.

She hath made me four-and-twenty nosega,ys for the shearers, three-
man-song men all, and very good ones; but they are most of them
means and bases. (Wint. Tale 1v. ii. 43—7)

Time. The duration of one note in relation to another, formerly
of the breve in relation to the semibreve; hence, the rhythm
or measure of a piece of music, now marked by division of the
music into bars.

Malyolio. . .1Ts there no respect of place, persons, nor time, in you ?

Sir Toby. We did keep time, sir, in our catches. (Tw.N. 1L iii. 100-2)
Distress likes dumps when time is kept with tears. (Lucr. 1127)

[See also Proportion.] ‘
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-« Tomgs. Used in burlesque or ‘ rough ' music.
Bottom. 1 have a reasonable good ear in music: let us have the
tongs and the bones. . ,
[Stage direction in the First Folio] Musicke Tongs, Rurall Musicke.
(M4d. N.D. 1v. i, 32-3)
Touch. The act or manner of touching or handling a musical
instrument, so as to bring out its tones ; also, capacity, skill,
or style of playing.
For Orpheus’ lute was strung with poets’ sinews,

‘Whose golden touch could soften steel and stones.
(Two Gent. 111. ii. 78-9)

Come, ho | and wake Diana with a hymn : .
With sweetest touches pierce your mistress’ ear. (Merch. of V. V. i. 66-7)

A cunning instrument . . . put into his hands
That knows no touch to tune the harmony. (Rich. I1, 1. iii. 163-5)

Dowland to thee is dear, whose heavenly touch .

Upon the lute doth ravish human sense. (Pass. Pilg. viii. 5~6)
Similarly the verb.

Madam, before you touch the instrument,

To learn the order of my fingering,
I must begin with rudiments of art. (Tam. Sh. 11 i. 65-7)

Canst thou hold up thy heavy eyes awhile,
And touch thy instrument a strain or two ? (Jul. Caes. 1v. iii. 255-6)

Trebie. The highest part in harmonized musical composition ;
a treble voice ; the string or key of treble pitch in a musical
instrument ; a musical instrument of treble pitch.

His big manly voice,
Turning again toward childish treble, pipes
And whistles in his sound. (4. Y. L. 11. vii. 161-3)
Hortensio. [Returning.] Madam, my instrument ’s in tune.
Bianca. Let’s hear.— [Hortensio plays.
O fie | the treble jars. (Tam. Sh. 11. i. 38-40)

A treble hautboy. (2 Hen. I'V, 1. ii. 355)
Triplex. Triple time.

The triplex, sir, is a good tripping measure. (T'w. N. v. i. 41)
Troll. To sing in the manner of a round or catch.

Let us be jocund : will you troll the catch

You taught me but while-ere ? (Temp. 11. ii. 129-30)
Trump. A trumpet of war.

Whilst any trump did sound or drum struck up. (7 Hen. VI, 1. iv, 80)
Farewell the neighing steed, and the shrill trump. (O¢h. 111. iii. 352)
Trumpet. Occurs 5I times as a stage direction in 22 plays of

Shakespeare ; examples in the text are numerous.
Tucket. A flourish on a trumpet ; a signal for marching used by
cavalry troops.
Then let the trumpets sound
The tucket sonance and the note to mount. (Hen. V, 1v. ii. 34-5)
Tune. A melody or air.

Caliban. That’s not the tune.
[Ariel plays the tune on a Tabor and Pipe.
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Stephano. What is thissame ?
Trinculo. This is the tune of our catch, played by the picture of

Nobody. (Temp. 11. ii. 135-8)
To jig off a tune at the tongue’s end. (Love’s L. L. 111. i. 12~-13)
My clown . .. grew so in love with the wenches’ song that he would

not stir his pettitoes till he had both tune and words.
(Wint. Tale 1v. iii. 618-22)
Correct or proper pitch.
Keep tune there still, so you will sing it out. (Two Gent. 1. ii. 86)

Hortensio. You'll leave his lecture when I am in tune?  [Retires.
Lucentio. That will be never : tune your instrument.

(Tam. Sh. 1. i. 24-5)
I would sing my song without a burthen : thou bringest me out of tune.
(4. Y. L. 11 ii. 263-4)
Like sweet bells jangled, out of tune and harsh. (Haml. 111. i. 167)
Tune. To adjust the tones of (a musical instrument) to a standard
of pitch ; to put in tune.
Take you your instrument, play you the whiles ;
His lecture will be done ere you have tun’d. (ZTam. Sh. 1. i. 22-3)
These means, as frets upon an instrument,
Shall tune our heart-strings to true languishment. (Lucr. 1140~1)
Ut. The lowest note of each hexachord in Guido’s scale.
Ut, re, sol, la, mi, fa. (Love’s L. L. 1v. ii. 103-4)
Ventages. The stops of a wind instrument.
(Haml. 11. ii. 380 : see Govern.)
Viol. An old instrument of the violin class, having from three to
six strings.
And now my tongue’s use is to me no more
Than an unstringed viol or a harp. (Rich. II, 1. iii. 161-2)
Viol da gamba. A violoncello, bass-viol.
He plays o’ the viol-de-gamboys. (Tw. N. 1. iii. 27-8)
Virginals. A keyed instrument of the harpsichord class. (See p. 30.)
Virginalling. Playing (as if) on the virginals.
Still virginalling
Upon his palm ! (Wint. Tale 1. ii. 126-7)
Wind. To blow.
But that I will have a recheat winded in my forehead, or hang my
bugle in an invisible baldrick, all women shall pardon me.
(Much Ado 1. i. 250-3)

.

Mid. N. D. 1v. i. 108. Stage direction.
Wind up. To tune up the strings.

The untun’d and jarring senses, O! wind up
Of this child-changed father! (Lear 1v. vii. 16-17)
Wrest. The key for tuning a harp.
. But this Antenor
I know is such a wrest in their affairs
That their negociations all must slack,
Wanting his manage. (Troslus 111 iil. 22~5)

446.1 E
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§3. ARCHITECTURE

BY
J. ALFReED GOTCH

‘THE cloud-capp’d towers, the gorgeous palaces, the
solemn temples’ of Prospero’s splendid utterance were no
mere poetic images: they were the facts of the English
country-side, and of great towns; they came within the
knowledge of any audience before whom The Tempest
may have been played. The ‘ towers’ which exist at the
present day—and there are many of them, remnants of
feudal castles and houses—are not a tithe of those remaining
in Shakespeare’s time : and whereas now they are for the
most part ruins ‘where wasteful Time debateth with
Decay’, then they were still the homes of great men, the
centres of wide-felt influence. ‘ Gorgeous palaces’ were
rising on every side, not only in London, but throughout
the length and breadth of England : and it is these buildings
which are now to be considered. ‘Solemn temples’ there
were in plenty : not the columned and pedimented temples
which the imagination links with memories of Greece and
Italy, but the cathedrals and abbey-churches, priories, and
monasteries of English builders. The crowning glories of
our native architecture which we know to-day are few in
number compared with those which still existed in Shake-
speare’s time. He might have seen—very likely did see—
vast churches, fellows of Westminster Abbey, of which
now a few stones or perhaps even the memory alone exist.
Some of them were still in use, some were being converted
into dwellings, some were already dismantled, and may have
prompted his comparison of leafless trees to ‘bare ruin’d
choirs where late the sweet birds sang’ (Sonnet 1xxiii).

The contemporary architecture of Shakespeare’s day was
almost wholly domestic. There was hardly a new church
built during his lifetime. The only vast public building
which was erected in the period was the Royal Exchange
in London, which was founded for commercial purposes
by Sir Thomas Gresham, a private citizen of London.
But the ‘ gorgeous palaces ’ of the noble, the manor-houses



ARCHITECTURE 51

of the squire, the simple homes of the yeoman were spring-
ing up in extraordinary profusion on every hand. In
London the growth of smaller tenements in the suburbs
increased so rapidly that from 1580 onwards it was restricted
by proclamation and Act of Parliament. There is hardly
a viﬁage in the country where a house was not built during
the period covered by Shakespeare’s life ; and these houses
are more distinctively English than those of any other period.
They have a character peculiarly their own, resulting from
a combination of very interesting circumstances.

From the time of the Conquest down almost to Elizabeth’s
reign, safety from outside attack had been one of the
controlling factors in the designing of houses. In very early
times the accommodation provided had been extremely
simple ; it consisted chiefly of a great hall, the room wherein
the life of the household was passed ; but the hall was
supplemented by a room for the lord at one end, and by
a kitchen, or a kitchen department, at the other. Besides
the lord’s room there were practically no other private
rooms ; the whole household lived, ate, and slept in the
great hall. As time went on—and centuries elapsed in the
process—the single room of the lord expanded into several
chambers for the use of the family; and the kitchen
expanded into a series of apartments for the use of the
servants. But the expansion was always hampered by the
necessity for defence, and the same dominant motive
controlled the size of the doors and windows, which were
obviously the weak places in case of attack. It also tended
to keep the windows from being placed in walls which faced
the country, and confined them largely to walls which
faced into a court ; and most houses were built round one or
more courts which were entered through strongly defended
gatehouses.

Such, very briefly, were the main conditions affecting
the planning of houses previous to Shakespeare’s time. In
regard to their appearance, in other words to their architec-
tural style, they followed down to the sixteenth century the
building traditions of the country, traditions which applied
equally to churches and houses, and with which all artisans
_~the masons, carpenters, plumbers, and the rest—were
imbued. Style varied somewhat from time to time; it
went through a process of development having well-marked

E2
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phases, each of which melted into the next, or, rather, each
of which emerged from its predecessor, and grew out of
what went before it. But early in the sixteenth century
a new influence made itself felt, an influence which was
not native to the soil, but had a foreign origin. It came
from Italy—from Italy of the Renaissance. Inarchitecture,
the forms which the Italian Renaissance had invented or
evolved began to invade our shores. They were brought,
many of them, by Italian artificers, some by Frenchmen,
and in later years by Flemings or Dutchmen. A number of
Englishmen went abroad, both to France and Italy, to
study foreign buildings. Some went of their own accord,
others were sent by wealthy patrons. Italian ideas became
fashionable. But it was not altogether easy to instil these
ideas into the English workman. He had been brought
up in the traditions of his fathers, and he now found himself
expected to employ methods of design with which he had
no intimate acquaintance. In the result he produced
a curious mixture of the old and the new: a homely English
dress with Italian trimmings; a Gothic framework with
Classic overlay; or Classic features treated in a Gothic
manner. It cannot be called a pure style, nor is it one on
which students can best be trained in the elements of
architectural design. It was curtly dismissed by writers
of fifty years ago as a bastard style ; but like some of the
bastards in Shakespeare’s plays, it had a vigour and piquancy
sadly lacking in the legitimate offspring. It was, indeed,
a fit companion to the poetry with which it was contem-
poraneous. It had the naivety, the curious mingling of the
mediaeval and classic in an atmosphere of romance, which
characterize The Faerie Queene: if it misses the profundity
and noble rhythm of Shakespeare’s maturity, it has the
youthful abandon of Love’s Labour’s Lost, the pedantry of
Holofernes and Armado, the homely humour of the rustics.

One very marked characteristic of mediaeval houses was
their rather haphazard arrangement when once the hall
and its immediate adjuncts were left. Other apartments
grew out of this nucleus in a somewhat straggling way.
No careful alignment was attempted, nor much balancing of
one mass with another. But the Italian influence, before
it had affected the ornamental detail very generally, seems
to have wrought on the plan in the direction of making it
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symmetrical ; and accordingly all the notable houses of
Elizabeth’s time are laid out on symmetrical lines. The
most obvious means of carrying out in a symmetrical way
the ancient idea of the hall as the centre of the house
with the family rooms at one end and the servants’ at the
other, was to adopt an outline shaped like the letter H or
the letter E lying on its face, an arrangement in which the
hall occupied the cross-stroke of the H or the back of the
E, while the two adjoining departments were placed severally
in the vertical strokes of the H or the top and bottom strokes
of the E; a projecting porch completed the resemblance
to the latter by giving it a centre stroke. Practical con-
siderations probably produced this particular form of house;
but the Elizabethan designer would no doubt derive much
pleasure from finding that in giving a convenient shape to
his house, he adopted one which resembled the initial letter
of Elizabeth’s name. .

It was not altogether an easy task to bring under the
subjection of symmetry the series of rooms which hitherto
had been freely put where they seemed at first sight most
convenient. But it was a task which the surveyors of the
time set themselves to master, and they brought great
ingenuity to bear upon it. Chief among these designers was
the well-known John Thorpe, whose collection of original
plans is preserved in the Soane Museum in London.!

They were not all of the H or E type; many of them
were built round courtyards, thus carrying on the disposi-
tion which had been prevalent when defence was a primary
consideration, but carrying it on now in many cases with
a view to architectural effect. The court was entered
through a gateway overlooked by the rooms occupied by
the porter, who was thus able to keep an eye on all who
entered, much in the same way as the porter watches the
traffic through a college gate in the present day. Where
the house itself did not form a quadrangle, there was very
often a walled forecourt with a gatehouse where the porter
lodged, together with some of the outdoor servants. An
Interesting example of such a gatehouse still exists at
. ! The authorship of some of these drawings is matter of controversy, but
In any case they are contemporary evidence of how houses were designed
between the years 1570 and xg:o. Another equally interesting and valuable

collection is in the possession of Col. Coke of Brookhill Hall, Alireton ; it was
made by another busy surveyor, named John Smithson.
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Charlecote (Fig. 1), the home of the Lucys, with whose
park tradition associates the deer-stealing episode of
Shakespeare’s young days. The difficulty which the porter
experienced in controlling an eager crowd clamouring for
admission is vividly depicted in the last act of King
Henry VIII, and the reiterated knocking in Macbeth,
caused through the dilatoriness of the drink-sodden porter,
incidentally illustrates the importance of the gatehouse.

The smaller country mansions, though they could boast
no gatehouse, often had an arch of entrance, lending
dignity to the approach: many of these survive to the
present day, and many others are figured in Kip’s Britannia
Illustrata, or Gentlemen’s Seats (1708-9).

The aim was to make houses both comfortable and stately.
A considerable increase of rooms effected the first object ;
and a symmetrical disposition, combined with carefully
arranged accessories, effected the second.

The increase of rooms led to the erection of many houses
of palatial dimensions; one of the first and largest was
Hampton Court, built by Cardinal Wolsey. Henry VIII
set the fashion in his gorgeous palace of Nonesuch, near
Cheam in Surrey, which was only completed in 1557 after
his death, and was one of Queen Elizabeth’s favourite
residences (see illustration, Chap. VII). Several spacious
mansions, which private persons built in his predecessor’s
reign, were acquired by King James I for his own use, and
became palaces in fact. Such were Holdenby House in
Northamptonshire, built by Sir Christopher Hatton before
1580 (of which only a small part remains, converted into a
modern residence), and Theobalds in Hertfordshire, built by
Lord Burghley between 1564 and 1588 (destroyed in 1651).
Holdenby wasone of the largest private houses which England
hasseen. It was built round two noble courts, and in front of
itlay a third or base-court, entered through a fine gatehouse.
In the middle of the side walls of this outer court, which
was the first to be traversed in approaching the house, were
large archways, leading on one hand to the garden, and
on the other to the village. The front of the house was
full of windows, differing widely in this respect from
the great houses of preceding ages, which generally pre-
sented large masses of expressionless wall-space to the
approaching visitor. It was disposed in a truly symmetrical
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fashion, with slightly projecting centre and win%_s, and its
surface was regularly (?iversiﬁed with columns. This treat-
ment is a very notable departure from the haphazard
methods of fifty years before. It is a definite attempt at
balanced design, in which every feature has its considered
purpose. The entrance was central in the facade and led
into the outer court across an open arcade or loggia (see
plan, Fig. 2). On the further side of the court a flight of
steps led up to another arcade and so into the screens of
the great hall. The sides of the court were likewise full of
windows, with stately bays rising at intervals. In the
corners sprang up square turrets containing staircases.
The perfectly straight line of approach which led from the
entrance to the screens of the hall, continued through them
and out into the inner court, across which the same straight
line led through another arched entry into the garden
beyond. The inner court, although symmetrically designed,
was plainer than its neighbour, and had more wall-space in
proportion to the windows.

The south fagade, overlooking the principal garden,
must have been a splendid piece of composition. It ex-
tended a distance of some 410 feet. It was perhaps fuller
of windows than any other front, but a sufficiently solid
air was imparted by means of the massive piers which
separated the mullioned openings. Had the whole facade
being treated thus, it would have been monotonous, but in
the centre projected a wide block containing lofty bays, and
at each end was another projection which presented a bay to
terminate the long series of windows, while outside this was
a large surface of plain wall, which gave a solid and secure
appearance to each end of the long and glittering fagade.

There is, unfortunately, no view in existence of this
splendid mansion in its prime, but from the fragments
shown in Buck’s engraving of the ruins an idea can be
gathered of the columns which embellished it. The plan,
however, shows clearly enough the architectural grouping,
and the masterly way in which a grand effect was obtained
by the handling of simple elements. Sir Thomas Heneage,
writing in 1583, when the house was quite new, says ‘ that
for a gentleman’s dwelling of most honour and estimation,
it is the best and most considerate built house that yet
mine eyes have ever seen’,
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If Holdenby be compared with Hampton Court, which
was built some fifty years earlier (about 1530), and was
the only house which could vie with it in size, several
points of difference may at once be noted. Holdenby
1s much more regular in disposition, and is indeed sub-
jected to an almost rigid symmetry. Italian features are
more freely introduced. At Hampton Court they only
appear in small matters of detail : at Holdenby they play
an important part in the design ; there are many columns,
and there are at least two open arcades. Thirdly, the
windows have increased in number and in size, thus adding
greatly to the cheerfulness of the rooms. This, indeed,
was one of the points which Lord Burghley noticed, when
he visited Holdenby in 1579, when the house was approach-
ing completion: ‘I found’, he said, ‘ no one thing of greater
grace than your stately ascent from your hall to your great
chamber ; and your chambers answerable with largeness
and lightsomeness, that truly a Momus could find no fault.’
Momus, it will be remembered, was a carping deity who
blamed Vulcan for not placing a window in the breast of
a human figure which he had modelled in clay, so that all
that was thought there could be brought to light.

Holdenby is typical of the gorgeous palaces of the time,
and when its elaborate accommodation is compared with
that of earlier houses, for instance with so fine a dwelling
as Haddon Hall (begun in the twelfth century and altered
from time to time), it at once becomes apparent that
a remarkable development in comfortable housing had
taken place. The great hall is still the centre of the
establishment ; approached from its lower or entrance end
is the kitchen department; from the upper or dais end
access is obtained to the principal rooms; and what a
multiplicity of these there is! Each one is well lighted,
many have bay-windows, and almost all have fireplaces.
In spite of the latter, the enormous amount of window-
space gives point to Bacon’s remonstrance, ¢ You shall have
sometimes faire Houses, so full of Glasse, that one cannot
tell, where to become, to be out of the Sunne, or Cold.’
Some of these rooms are arranged in suites of two or three,
forming convenient lodgings for a nobleman and his im-
mediate retainers. This provision was especially necessary
in houses where the Queen with her court was likely to stay
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on any of her progresses. Her principal officers were
accommodated in separate rooms or in small groups, while
ordinary gentlemen were placed, three or four together, in
rooms of secondary importance. Such was the case when
Elizabeth went to Theobalds in 1583, when the steward’s
room was occupied by ‘ Mr. Greville, Mr. Rawley (after-
wards Sir Walter), Mr. Goodge, Mr. Cooke, &c.’ It was
the need for accommodating the queen on her progresses
which led to the erection of some of these huge houses, as
both Lord Burghley and Sir Christopher Hatton admitted.

Besides such vast places as Holdenby there were built
many fine houses of moderate size, houses which, like
Justice Shallow’s, deserved Falstaff's hearty admiration,
—*“’Fore God, you have here a goodly dwelling, and a rich’
(2 Hen. IV, v. iii. 5-6). It was these in which the Hor E
plan was occasionally adopted. Two examples are given
from Thorpe’s book (Figs. 3 and 4), where, 1t may be said
in passing, the H type is the more frequent of the two.
The two types are essentially the same, for the E only wants
its wings extending at the back to become an H. The first
of the two illustrated (Fig. 3) may be classed as an E. It
was designed for Sir Henry Neville, but its location, if it
ever was actually built, has not been discovered. The
main wing is taken up by the great hall, the principal
staircase, and the butler’s rooms. The wing adjoining the
upper end of the hall comprises the parlour and some smaller
rooms, while the other contains the kitchen, larder, winter
parlour, and (most probably) a ‘lodging’ or bedroom.
The upper floor of the parlour wing was taken up from end
to end by the long gallery, and over the hall was the ‘ great
chamber ’, answering roughly to the drawing-room of to-day.
Each wing has its own staircase—the wide distribution of
rooms led to this necessity—and a staircase in the butler’s
room goes down to the cellar.

The other plan (Fig. 4) is of the H type; the cross-
stroke accommodates the great hall, the buttery, and dry
larder ; in the left wings are the parlour and principal
staircase ; in the right are the kitchen and ‘ pastry’. To
the front of the house is a large fore-court, ninety-four feet
square, entered on the axial line, through a gatehouse.

The most striking characteristics of these plans are
the simplicity of their disposition, their symmetry, and
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(particularly in the first) the long-drawn-out series of rooms
placed in single file in order to be covered by a roof of single
span. Such simple straightforward elements were bound to
result in a dignified architectural grouping, whether inten-
tionally sought or not : but a study of the plans of Shake-
speare’s time makes it impossible to refuse to the designers
the credit of aiming definitely at fine architectural effect.

As to the rooms themselves and their uses, some of them
were of very ancient standing, others were comparatively
new. The hall and the kitchen had always existed ; so, too,
had the parlour, although sometimes called by another
name—the ‘solar’ for instance in quite early times, and,
perhaps, the ‘ bower ’ by Chaucer. But the winter parlour,
placed near the kitchen, was a new refinement ; so, also,
were the great chamber and the long gallery. It is not clear
when these latter were first introduced, but it is probable
that Wolsey’s great house at Hampton Court was the first
tohave a gallery. The existence of a great chamber indicated
a house of some pretensions, as may be gathered from
Slender’s chatter in The Merry Wives of Windsor. In his
brainless way he was jealous of the family dignity, insisting
on the qualifications of his cousin Shallow to be a person of
distinction ; and he swore by his gloves that Pistol had
stolen his purse, backing up his assertion by the irrelevant
wish, ‘I would I might never come in mine own great
chamber again, else.’

The gallery was a room peculiar to this period ; it came
into fashion with Hampton Court, about 1530; it was
an essential feature of all the large Elizabethan and Jacobean
houses, and it went out of fashion about a hundred years
after its introduction. It was always of a length many times
its width, and houses were sometimes contrived with a view to
obtaining as great a length as possible. These curious apart-
ments took up much space to little purpose, as it seems to us.
Their proportions render them inconvenient for ordinary
social functions or daily use. In a palace they served
a useful purpose, but the object of introducing them into
%rivate houses has not been quite satisfactorily explained.

he only suggestions which can be gathered from con-
temporary sources are that they were used for exercise
and for music. They must, one would think, have been
.in the nature of an extravagance, and in one large house, at
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least, the gallery was subsequently cut up into a series
of bedrooms. There is a fine example of a long gallery at
I%addon Hall, now misleadingly called the ‘Ball Room’
(Fig. 10).

In most of the large houses there was a chapel, which not
infrequently was treated in a style more domestic than
ecclesiastical, and thus differed from the chapels in medi-
aeval houses, a difference resulting no doubt from the
-change in religious outlook.

A list of the names attached to various rooms on contem-
porary plans shows what enormous strides had been taken
in house-planning since the old days when the hall was the
chief room of the household. Among the family rooms
we find not only the parlour and winter parlour, but the
dining-parlour ; not only the great chamber, but the
withdrawing chamber, the original form of our ‘drawing-
room’. There are also a breakfast-room, a study, and
a library. On the servants’ side a hinds’ hall, a servants’
dining-room, and a waiters’ chamber supplement the kitchen;
in addition to the buttery and pantry there are such con-
veniences as a scullery, a spicery, and places for trenchers
and pewter. Indeed, the subdivisions are almost as
numerous as in a modern house. The impression created by
an examination of the plans of Thorpe, Smithson, and other
less-known surveyors, is that while in many instances there
lingered a certain jealousy of free approach, yet the principal
aim was to have houses at once cheerful and stately, and
to accommodate the household in many separate rooms
devoted to separate purposes.

It was, of course, only in the largest houses that this sub-
division was carried out to any great extent. The ordinary
squire’s home was of the kind shown in Figs. 3 and 4.
But there were houses much less imposing than these, yet
still carefully planned. The Thorpe collection includes the
plan of a house entitled ¢ Sir Walter Rawley, St. James’,
but whether it was ever actually built cannot be said.
It was to be a little over forty feet square, and com-
prised on the ground floor a hall, a parlour, a kitchen,
pantry, and larder. It was almost truly symmetrical,
with large bay-windows, which, together with the pro-
jecting porches and staircases, would have produced a
striking architectural result. From the slight thickness of
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the outside walls, it would appear to have been intended to
be built of timber and plaster ; but there is no record of its
external appearance. It was, perhaps, a sixteenth-century
ancestor of the modern bungalow. This diminutive example
serves to show that expert designers not only concerned
themselves with large mansions and manor-houses, but did
not disdain the planning of houses which barely exceeded
a cottage in importance.

Cottages, indeed, were built in plenty, and small farm-
houses and houses for yeomen (Fig. 5): but of their
designers no record exists. They were almost certainly
planned by masons, without conscious art, and they
embodied the traditional treatment of the country-side.
Houses in the small towns were of the type of several which
are still extant at Stratford-on-Avon. They were usually
two stories high, the upper one as a rule overhanging the
lower, and being supported by carved brackets. On the
ground floor there were, beside the hall, on which the front
door immediately opened, a parlour partitioned off (which
was apparently used at times as a bedroom by night), a
chamber next the parlour, a buttery, and a kitchen-house
which was built out on the yard or garden. Two or three
bedchambers of varying size filled the upper story. Occa-
sionally an attic chamber in the roof was lighted by a dormer
window or a gabled window. From the front wall of the
house there often projected on the level of the first floor
a sloping tiled ledge, called a penthouse; on the ground
beneath there stood a stall, which served as shop-counter
when the householder was engaged in retail trade. The
facades were of timber and rough-cast, and the roofs were
tiled. In the streetsin the centre of the town the buildings
were contiguous ; in the outskirts they were isolated, with
enclosed passages or gardens separating them one from
another.

William Harrison says of Elizabethan houses generally,
that in old times they were generally built of wood posts and
‘raddles’ covered with clay—what is now often called
‘ wattle and daub’. Where timber was plentiful, he says,
houses were for the most part built of strong timber, ‘ how-
beit such as be lately builded are commonly either of brick
or hard stone’. Early in James I’s reign the use of timber
for outer walls, forefronts, and windows was forbidden under
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heavy penalties, and the employment of brick or stone
was alone declared lawful. Harrison was, therefore, quite
justified in emphasizing the employment of these more
permanent materials in his own day, as well as in making
the comment ‘that if ever curious building did flourish in
England, it is in these our years, wherein our workmen excel
and are in manner comparable in skill with old Vitruvius,
Leo Baptista, and Serlo ’.

Another matter to which Harrison calls attention is ‘ the
great multitude of chimneys lately erected’. It must not
be supposed that there were few chimneys known before his
time. There are many examples surviving of all periods
from the twelfth century onwards. But the smaller class
of house was but sparsely furnished with them until the six-
teenth century. At Stratford-on-Avon they were hardly
known in the small tenements there at an earlier date, and
the Borough Committee’s injunctions in 1582 to the inhabi-
tants to make sufficient chimneys in all houses was far from
universally obeyed. When in 7 Henry IV (1. i. 2-3) the
carriers were preparing to start from the inn at Rochester
on a dark morning, one of them observed that ‘ Charles’s
Wain is over the new chimney ’, which was evidently a note-
worthy feature. Again, one of Jack Cade’s supporters
testified to the truth of his leader’s assertion that he was the
son of a bricklayer by affirming that the elder Cade ‘made
a chimney in my father’s house’ (2 Hen. VI, 1v. ii. 160-1)
—a statement which would have special point at a time
when so many fireplaces were being added to old houses.

In connexion with the increase in the number and size
of windows, Harrison tells us that glass was now so easily to
be obtained that ‘each one that may will have it for his
building’, whereas in ancient times wooden lattices or sheets
of horn had been the customary materials for filling window-
lights.  Although glass in plenty had been used, especially
in churches, it is yet clear, from many existing examples,
that down to the end of the fifteenth century windows were
frequently left unglazed. But in Elizabeth’s time the stone-
work of the windows is always found to be grooved for
glass, and the grooving is not a matter of subsequent addi-
tion, for it occurs in buildings which we know were never
completed for occupation.

The few examples of planning which have been given have
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not only served to show the kind of accommodation which
was sought for in different circumstances, but have also
indicated that the controlling factor in disposition was
symmetry. This symmetry affected not alone the general
outline, but the particular features, and it is quite usual to
find window answering to window, door to door, chimney-
stack to chimney-stack, and bay-window to bay-window
(see Fig. 6). Sometimes the bay of the great hall, which
was an admirable means of giving space and cheerfulness,
was balanced by a similar bay at the other end of the front,
which lighted nothing more than the buttery or pantry.
Occasionally sham windows were introduced for the sake
of uniformity, or lofty windows would have a floor carried
across them, and thus the one large window of the outside
would light two separate stories on the inside. These
devices were occasionally adopted, but on the whole the
imperious demands of symmetry were met in a reasonable
manner.

In earlier days windows were used mainly for the purpose
of giving light, and they were placed where they best served
that end, without undue attention being bestowed upon
their external effect. Indeed, in an irregular facade their
exact position was not of great importance. They were
also of comparatively small size, owing to the necessities of
defence. But under the new influences, windows were used
to produce external effect as well as to give light; bay-
windows,! in particular, were employed to give dignity and
rhythm to a facade, while at the same time adding greatly
to the charm of the rooms inside. Massive chimney-stacks
were likewise introduced at regular intervals to increase the
external effect. The result was at once stately and bright,
and, as a rule, eminently reasonable from the point of view
of daily life. If occasional extravagances were committed,
people were too much pleased with the increased convenience
and cheerfulness of their houses to be critical of every
illogical device (see Fig. 7).

The general effect being obtained by a symmetrical
treatment of the mass, by an ordered disposition of windows
and chimneys, there still remained special features such as

"Shakesqe?.re knew the illuminating effect of bay-windows. When Mal.
volio complains of the darkness of his prison house, the Clown derisively
retorts: "It hath bay-windows transparent as barricadoes, and the clere-

sboﬂ:sltoward the south-north are as lustrous as ebony ' (Tw. N. 1v. ii. 41-3).
* F
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doorways to be considered; the shape to be given to the
windows and chimneys; and the treatment of the roof and of
the projecting ‘strings’ or courses of stone, which had
always been used to bind a building together horizontally.
It was in these details that the Italian influence made itself
chiefly felt.

One striking characteristic of gothic architecture, the
traditional architecture of England up to Shakespeare’s time,
is its strong vertical lines ; in classic, or Italian architecture,
it is the strong horizontal lines which predominate. Accord-
ingly, in Elizabethan houses the latter characteristic is
consciously adopted. The narrow gothic string-course was
replaced by the bold classic cornice ; the pointed heads of
windows were abandoned in favour of straight heads ; much
importance was given to long parapets at the base of the
roof. At the same time, the vertical idea was preserved in
the steep gables, in the lofty chimney-stacks, in turrets, and
(to a certain extent) in the shape of the windows.

The old traditional spirit was still strong, too strong to
submit to the wholesale introduction of the Italian villa en
bloc, even if there had been any one sufficiently familiar with
Italian ways to do it. It is true that several ingenious
designers are known to have studied in Italy, but they were
unable, even had they wished it, to persuade the ordinary
Englishman to depart so far from his accustomed ways as
to adopt an Italian plan. Besides, the Italianizing of English
architecture in Elizabeth’s days was not done direct from
Italy, but indirectly through France and the Low Countries.
Gresham’s Royal Exchange, which was designed and built
by Flemings, imitated with its piazzas and its slender tower
the Italianated Exchange of Antwerp.

A whole villa on the Italian model was apparently too
much to attempt, but isolated features such as doorways
could readily be designed in the new style, with round-
headed archway, pilasters, and pediment. Chimney-shafts
could easily be made in the shape of classic columns, and
string-courses in that of cornices. Then again, if the classic
spirit were strong upon him, the designer could divide his
wall spaces with classic pilasters, or put sloping pediments
over his principal windows. Thus there is in Elizabethan
houses a very great diversity of treatment, arising partly
from the taste of the owner himself, but chiefly from the
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knowledge and skill of the designer. In out-of-the-way
places, and in many small houses, there is hardly any actual
classic detail at all; merely a symmetrical plan, and square-
headed windows. In others there is perhaps a quaint
travesty of classic detail about the doorway. Where the
mason was better instructed the doorway would be quite
well designed in a quasi-classic manner, while in some of the
grand houses there are pilasters and cornices, elaborate
doorways and windows, fine pierced parapets and columnar
chimneys. In such cases the actual detail—the profile of the
cornices, the shape of the pilasters, the embellishments of the
doorway—has been skilfully founded on, if not actually copied
from, Italian examples. In other instances, no doubt,
illustrated books were made use of, although no instance
has yet been adduced of downright reproduction of an
illustration, while in some small houses it would seem as
though the mason had founded his design on a vague
verbal description, so wide is the result from any known
mark.

There can be little doubt, from the evidence of contracts
which have been preserved here and there, that masons pro-
vided much of their own detail. They sometimes bound
themselves to carry out the work according to a ‘platt’, or
drawing, furnished by their employer ; in other cases they
were to take a certain existing building as a model, but the
actual embellishment was generally left to their own skill
and knowledge. Some notable builders, like Lord Burghley,
not only collected the most recently published books on
architecture, but obtained designs for particular features
from various skilful surveyors or architects both native and
foreign. Not a few of our native surveyors went abroad
to study, among the best known of them being John Shute,
John Thorpe, and Inigo Jones. Thorpe has left several plans
which he made in France, and he evidently studied Androuet
du Cerceau’s book, Les Plus Excellents Bastiments de France,
since he has copied one of its plans, with sundry slight
alterations rendering it more suitable to English wants.
Inigo Jones was led by his study of Italian buildings to
a much more correct appreciation of their style than his
predecessors had exhibited. It was he who °purified’
architectural taste in England, and drew it away from that

phase of design which is characteristic of Shakespeare’s
F2
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time. Before he achieved fame as an architect, he had
acquired distinction as a designer of masques, a pursuit
in which his familiarity with Italian architecture was of
great assistance, and doubtless his skill in the handling
of architectural features in these ephemeral shows helped
him in the more serious work of his life, by bringing his
knowledge and capacity to the notice of wealthy patrons.
In many masques he collaborated with Ben Jonson, and
provided magnificent settings for the dramatist’s concep-
tions ; indeed, it is probable that the actual conception
was due as much to the architect as to the poet, if we may
judge from the title-pages of some of the masques.
An interesting reference to house-building occurs in
2 Henry IV (1. 111 41 ff.), where the rebellious nobles take
counsel together as to their prospects of success. Lord
Bardolph recommends caution, likening their enterprise to
the building of a house—
When we mean to build,

We first survey the plot, then draw the model;

And when we see the figure of the house,

Then must we rate the cost of the erection ;

Which if we find outweighs ability,

What do we then but draw anew the modecl

In fewer offices, or at least desist

To build at all? Much more, in this great work,—

Which is almost to pluck a kingdom down

And set another up,—should we survey

The plot of situation and the model,

Consent upon a sure foundation,

Question surveyors; . .
or else,
We fortify in paper, and in figures,
Using the names of men instead of men :
Like one that draws the modecl of a house
Beyond his power to build it; who, half through,
Gives o’er and leaves his part-created cost
A naked subject to the weeping clouds,
And waste for churlish winter’s tyranny.

The ‘models’ referred to were drawn by surveyors like
Thorpe, among whose plans there are two sets for one
employer, one being smaller—‘ drawn anew in fewer offices’
—than the other.

Although it is not possible to lay the finger on any par-
ticular book or illustration and say ‘ Here is the original of
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such and such a doorway, or gable, or cornice,’” yet we can
see ina general way whence the masons in the small buildings,
and the trained surveyors in the large ones, obtained their
details ; the comparison, however, goes to show that the
English designer adapted rather than copied.

One of the characteristic features of Italian ornament,
which must have set the unlearned English mason wondering,
was the introduction of classic busts 1n niches in the walls.
Wollaton Hall (built between 1580 and 1588) has a number
of these—Plato, Aristotle, Virgil, Diana—and would have
had more, according to the legend, had not the ship which
was conveying them from Italy unfortunately been wrecked
on the way. Legend is fond of deriving such Italian features
direct from Italy. Thus the model of Audley End, which
was built for Thomas Howard, Earl of Suffolk, between
1610 and 1616, was, by tradition, derived from the same
source. But even if we read ‘plan’ for ‘model’—as we
certainly must in Lord Bardolph’s speech—we can only
conclude that legend embodied in a concrete form what was
only a vague impression. For although Audley End was
affected by the Italian influence, neither in its plan nor in
its architectural treatment is it anything but English of the
period. So, too, with the busts. At first they may have
been imported; Henry VIII undoubtedly obtained some
from Italy for Hampton Court, and others may have been
sent for Wollaton in 1588 ; but fifty years later Nicholas
Stone was making them with the best, and sent one of Apollo
down to Kirby Hall, in Northamptonshire, for which he
charged £10.

Among other classic personages which adorned our
English houses were the Nine Worthies. There is a row of
them on Montacute House (see Fig. 6), in Somerset. But
these heroes were quite well known to the ordinary English-
man, and they provided a diverting episode in Love’s Labour’s
Lost, where a pageant of five arbitrarily chosen representa-
tives of them was presented under the management of
Holofernes, the schoolmaster.

Heraldry also played an important part in the decoration
of houses both inside and out. Nothing is more usual than
to find the owner’s arms carved over his front door, and on
his principal chimney-pieces ; while his family animal—be
it bird, beast, fish, or fabulous monster—appears in all sorts
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of places where ornament was required: on stone finials
outside, on newel-posts inside, in the panels of a screen, or
the frieze of a chimney-piece, or even—as was the garb
(or wheatsheaf) of the Hungerfords—fashioned into an
escutcheon round a keyhole. Gresham’s crest—a grass-
hopper—was carved on almost all prominent points about
the roof of the Royal Exchange.

In addition to the great chimney-stacks and the steep
gables, linked one to another by pierced parapets, the glit-
tering windows and the wide doorways, flanked by pilasters
and surmounted with heraldry, there were, in the larger sort
of house, towers or turrets which rose above the roofs, and
were themselves covered with curved roofs of lead or copper,

all their tops bright glistering with gold,

as Spenser has it. These turrets were usually disposed
symmetrically, and were often placed over staircases, which,
from the arrangement of the plan, had to be fairly numerous.
Sometimes they enclosed isolated rooms, especially in the
upper stories, rooms useful for the seclusion of unruly
heroines of the drama, such as Sylvia in The Two Gentlemen
of Verona, who was nightly lodged by her father in an upper
tower of his palace.

When houses thus fashioned on the outside to be attrac-
tive, there being no longer any need for the attractive to be
subordinated to the defensive, how were they treated on the
inside? It will be found that as much care was spent in this
direction as in the other.

The front door led into a broad passage, called the
‘screens’; on one side were the buttery hatch and the door-
way leading to the kitchens; on the other side was the
screen separating the passage from the great hall. Through
the screen led two doorways ; once beyond them, and you
were in the vast space of the hall (Fig. 8). Behind was the
panelled woodwork of the screen, rich with intricate patterns
in low relief, with fantastic carving in high relief, and with
heraldry glowing with the few but vivid tinctures of its art.
High overhead were the curved roof-timbers crossing and
re-crossing each other in a kind of orderly confusion. In
a side wall half-way up the hall was the massive chimney-
piece surrounding a vast recess wherein a tree-trunk might
be burnt. On either side of its arched opening a column, or
a flat pilaster, or perhaps a grotesque human figure, helped
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to support the chimney-shelf at the height of a man’s head.
Above this again, framed in heavily carved mouldings, were
the owner’s arms—his own personal bearings in one panel,
the family arms, with all the most notable quarterings, in
the other. Perhaps in addition there would be a statue or
two of some abstraction, of Justice and Virtue, of Arith-
metica and Geometria; or maybe a carved panel of figures
setting forth some incident of history, scriptural or mytho-
logical—Job displaying his sores to his comforters, or Apollo
and the Muses performing a piece of music. On some con-
venient surface would be carved a short legend, either the
owner’s motto or some sententious saying in Latin, ¢ Ne sis
Argus foris et domi talpa,” * Amicus fidelis protexio fortis,’
or what not. In the distance was the dais, the low plat-
form at the upper end of the hall, whereon the owner and
his family sat at meals. At one end of the dais was the
recess of the great bay-window of which the lights were
brought down low enough to give an outlook, while the rest of
the windows were high above the floor, originally so placed,
according to one old author, to shield the occupants from the
arrow which flieth by day. The windows were bright with
heraldry, setting forth in row upon row the great alliances
of the owner’s ancestors.

The walls themselves, according to Harrison. were ‘ either
adorned with hangings of tapestry, arras work, or painted
cloths,! or else they are ceiled (i. e. panelled) with oak of our
own or wainscot brought hither out of the east countries,
whereby the rooms are not a little commended, made warm,
and much more close than otherwise they would be’ (Fig. 9).
There is plenty of panelling left, of all degrees of richness, to
confirm Harrison in this respect ; while of tapestry there is
also a great wealth, albeit not now hanging in its old places.
Besides the tapestry there was the chimney-piece, exquisitely
carved with ‘chaste Dian, bathing’ (Cymb. 11. iv. 82); and
the ceiling was fretted with golden cherubim—dainty little
amorini in a fretwork of plaster.

The ceilings of Shakespeare’s time were indeed the most
characteristic product of the period. They had a character
of their own unlike anything to be found in other countries.
The whole surface was covered with a pattern formed by
shallow plaster ribs (Fig. 10). Sometimes the ribs were

! See Chap. XVI.
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narrow and the pattern was of simple geometrical form. At
other times they were broad, ornamented with arabesques and
bent in intricate ways into panels of different shapes. The
panels were enriched with figures of birds, beasts, fishes, and
flowers, or with shields of arms, so that yet again on his
ceilings the owner wrote his family historyin a sort of heraldic
shorthand. Occasionally pendants would hang down at set
intervals, producing an effect of great richness; and from
such magnificence in the nobleman’s house there are all
degrees of splendour down to the simple ceiling of a parlour
in the manor-house, or the city dwelling of the merchant.

Another characteristic feature of Elizabethan houses was
the staircase. It was all the more remarkable because
before this time nothing of the kind was known in England.
Staircases had always been of the spiral or corkscrew type,
like those of church towers. They may still be seen in many
a mediaeval building, in many a ‘ cloud-capped tower ’, sur-
viving from Norman times. With the single exception of
a fine staircase at Burghley, dating from about 1556, and
evidentlyadapted from French examples, there is in existence
no intermediate step between the circular stone staircase and
the broad straight flights of the wood staircases of the
Elizabethan house.

But these wood staircases are almost as monumental as
those in stone. They are wide and massive, ascending in
short flights of six or eight steps from landing to landing.
Not infrequently the steps are made from solid blocks of
oak, supported by deep, stout, sloping rails. The handrail
is correspondingly massive, and the space between it and the
timber which carries the steps is filled with heavy balusters.
At every change in direction the main timbers are supported
by thick posts called newels. In the plainest examples
some kind of ornamental work is bestowed upon the various
members. In the richest, there is a wealth of almost
barbaric splendour. The heaviness of the materials is
lightened by sunk patterns or carving, the balusters are
quaintly shaped, but above all the great newels are carried
up and either shaped into curious finials or crowned with
fantastic animals, not infrequently with vigorous represen-
tations of the beast which served as the owner’s heraldic
cognizance. They seem to ascend in a long and orderly
procession and form a fitting means of access from the
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splendour of the great hall below to that of the great chamber
above (Fig. 11).

The staircase is perhaps as typical as any one feature of
the change which came over house-building during Shake-
speare’s life. It exemplifies the desire for spaciousness, for
comfort, for display, which actuated men in the making of
their homes.

BiBLioGrRAPHY,—The chief Elizabethan treatise on Architecture was John
Shute’s The first and chief groundes of architectuve used in all the auncient
and famous monyments with a fartheyr and wmore am{lg discourse upon the
same than hitherto hath been set out by any other, London, 1563, with a
dedication to Queen Elizabeth; The First Booke of Architecture made by
Sebastian Serly and treating of Geometrie, London, 1611, in five books, was a
translation from the Italian through the ‘ Dutch ’, dedicated to Prince Henry ;
Sir HENRY WorTON’s Elements of Architecture came out in 1624 ; BACON’S
Essay on Building first appeared in the edition of 1625. THORPE'S drawings
in the Soane Museum, ll{)lp’s Britannia Illustrata, London, 1708-9, 4 vols.,
supply important illustrations of the Elizabethan style.

Of modern works, reference should be made to REGINALD BLOMFIELD’S
History of Renmaissance Avchitecture (1500-1800), 1897, JoSEPH Nasu's The
Mansions of England in the Olden Time, 2 vols., 1839~ 49, 1869, and to the
present writer’'s Architecture of the Renaissance, 2 vols., 1894, and his Early
Renaissance Aychitecture (1500~1625), 1914,



XVIII
HERALDRY

BY
OswALD BARRON

WHEN William Shakespeare was born in 1564, much of
the pomp of heraldry had passed away. It was the proper
business of those ages when Warenne shook out his chequers
and Nevill displayed his red saltire over the knights that
followed their renowned banners, when the knight rode in
all the pride of armorials that embroidered his coat and
horse-trappers, painted his shield, and crested his great
helm. Heraldry was a flower of mediaeval war ; and Tudor
fashions had no place for it in the line of battle. Tudor
policy had its share in the change.

The army became the king’s army ; it was no longer the
old battle-array that was a gathering of the hosts of a score
of barons. Those barons had been mowed down by civil
strife ; their successors were the king’s ministers at the
council board, or his officers in the field. The royal leopards
had devoured all lesser beasts in the armies of sovereigns
who could not see without jealousy such a reminder of the
old order as the molet of the Veres, or the silver crescent
of Percy on a servingman’s blue sleeve.

Heraldry still coloured the mimic warfare of tournaments,
which remained a royal and noble sport until they fell into
disfavour under the eye of a Stewart prince who did not love
to look upon a naked weapon. But in Tudor tournaments
armory was ousted by the conceits of the Renaissance.

Neglected by the soldier, armory found many foster-
parents. By the sixteenth century the heralds had taught
all men that the shield of arms was symbol and voucher
of gentility, and that, without arms, wealth was ignoble.
A man

That has no pedigree, no house, no coat,

No ensigns ofp a family
was, in Ben Jonson’s definition, a ‘mere upstart’ (Catiline
IL. 1). In every direction arms were displayed. They were
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worn upon the thumb that bore the seal-ring. They were
engraved upon the silver dishes, bowls, and ewers which were
found in plentyeven in the houses of men of the middlingsort.
The sun shone through shields of arms into the squire’s hall
and the merchant’s great chamber; painted scutcheons
decked the wainscot. The broad chimney-piece showed the
full achievement of arms—helm, crest, and ‘ word’: the
shield was below the barge-board of the gable and over the
archway of the porch. The churches, already ablaze with
ancient shields, received new bearings every year. No more
saints and Trinities were demanded in the sixteenth century
from the glass-painters’ decaying craft, but there was still
a call for shields for the chapel-window. Tombs and grave-
stones must show the descent and alliances of the dead
gentleman. Indeed, the undertaker remained the herald’s
good friend until our own days, when a black-framed
hatchment has become a rare sight. To funerals, the
heralds came in their tabards to see that the buckram
scutcheons were in order, and to array the shield, pennon,
and crested helm of such dead Elizabethans as wished, in
Ben Jonson’s phrase, to be ‘buried with the trumpeters’
and to have their ‘style’ pronounced at the graveside by the
officers of arms after the fashion which is followed in our
own days at state funerals. Shakespeare makes familiar
reference to the herald’s prominent place at funerals.
The Volscian Lord describes the dead Coriolanus as

The most noble corse that ever herald

Did follow to his urn. (Cor. v. v. 145-6)
Queen Katharine exclaims on her deathbed :

After my death I wish no other herald ...

But such an honest chronicler as Griffith.

(Hen. VIII, 1v. ii. 69-72)
The fees charged by heralds on these funeral occasions

were high, and were a profitable source of their revenues.
Garter King himself superintended 127 funerals of persons
below the rank of nobility between 1597 and 1605. The
family of one Sir George Rogers was charged £55 for the
services of Clarenceux King of Arms and Rouge Dragon
pursuivant at his funeral in 1582. In many a will of the
period the testator’s forethought makes harsh provision for

warning off the heralds and their vain superfluities from the
graveside.
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In Shakespeare’s day men no longer devised new arms
for themselves, as their forefathers had done freely in the
Middle Ages. For new coat armour they came obediently to
the officers of arms, who bestowed those ensigns generously.
The state of things was plainly put by William Harrison
in his Description of England :

Whosoever studieth the lawes of the realme, who so abideth in the
universitie giving his mind to his booke, or professeth physicke and
the liberall sciences, or beside his service in the roome of a capteine
in the warres, or good counsell given at home, whereby his common-
wealth is benefited, can live without manuell labour, and thereto is
able and will beare the port, charge, and countenance of a gentleman,
he shall for monie have a cote and armes bestowed upon him by
heralds (who in the charter of the same doo of custome pretend
antiquitie and service, and manie gaie things) and thereunto being
made so good cheape be called master, which is the title that men
give to esquiers and gentlemen, and reputed for a gentleman ever
after. Which is so much the lesse to be disalowed of, for that the
prince dooth loose nothing by it, the gentleman being so much
subiect to taxes and publike paiments as is the yeoman or husband-
man, which he likewise dooth beare the gladlier for the saving of his
reputation.

Charters reciting ‘ many gay things’ in their preambles,
the new arms shining in gold and colours in the margin,
the seals of the herald-kings dangling at the foot, remain in
plenty among our private archives. The peculiar worthiness
of the recipient, a man of singular virtue and discretion,
well meriting to be taken into the fold of the gentry, is
invariably proclaimed upon the parchment. In practice,
those who came with fees in hand were kindly received
without over-harsh inquiries into the nature of their claims
or their ability ‘to bear the port, charge, and countenance’
of their new rank.

There is a strange gap between the armory of Henry VIII's
heralds and that of the age before them. The old armory
is, as a rule, simply conceived and expressed in few and
well-balanced charges. But the good tradition seems to
have taken its death-wound during the hurly-burly of
the civil war. The Tudor heralds set to building afresh
upon a new foundation. Dazzled by the new ornament
of the Renaissance they began to devise arms which
gorged the shield with charges. Wolsey’s bearings include
an engrailed cross, a chief, four leopards’ heads, two Cornish
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choughs, a lion passant and a rose; but although this be
a characteristic example of the armorial taste of his age,
other scutcheons are daubed with even greater numbers of
charges. A reactionfollowed. The men who rose so suddenly
under the Tudor policy began to compare their shields with
those of the old houses, and to perceive that their new
gentility was reflected in their bearings. Some, like the
Petres, cast aside the elaborate devices, demanding something
more after the fashion of the old coats. The heralds them-
selves, accumulating manuscripts of armories, were taken
with the reaction, and many of their Elizabethan grants
of arms show some desire to return to the old paths. Shake-
speare himself, when he came to buy arms for his father, was
well served, coming away with a simple shield that might,
to a stranger’s eye, have been inherited through a dozen
generations of gentle Shakespeares.

A knowledge of heraldry was deemed in the sixteenth
century a necessary part of a gentleman’s education.
A man who bore arms was expected to be able at need ‘ to
blazon his own proper coat’. Peacham, in The Compleat
Gentleman, devoted two chapters to the topic, and attached
in his scheme of education an extravagant importance to
the study, absurdly defining it as ‘ the most refined parte
of natural philosophy’. A generous heraldic literature was
at the disposal of students, and enjoyed a wide circulation.
Gerard Legh’s Accedens of Armory, published in 1562, ran
through seven editions, the last being that of 1612. John
Bossewell, gentleman, Legh’s ape and plagiary, put forth
the Workes of Armorie in 1572, a reprint being issued five-
and-twenty years later. Other important treatises issued
during Shakespeare’s career were Sir John Ferne’s Blazon of
Gentrie (1586), Sir William Segar’s Booke of Honor and Armes
(1590), William Wyrley’s True Use of Armorie (1592), John
Guillim’s Display of Heraldrie (1610), Thomas Milles’s
Catalogue of Honor (1610), and Edmund Bolton’s Elements of
Armories (1610).

Guillim’s Display, augmented in successive editions,
survived until the eighteenth century to be the favourite
table-book of Sir Hildebrand Osbaldistone. Camden
praised ‘ Edmond Bolton who learnedly and judiciously
hath discovered the first elements of armory’. Segar
described Bolton’s book as ‘absolutely the best of any in
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that kind.’ But Legh’s fanciful and pedantic Accedens of
Armory was the prime authority in Shakespeare’s era.

The wares of Legh, or of his disciple Bossewell, are such
skimble-skamble stuff as would put the most reverent
student from his faith. No student, indeed, will go to Legh
for instruction, although some few of his fancies have
filtered through the centuries to the latest heraldry books,
for Bossewell was not the last of the plagiarists. Indeed it
may be said for the credit of the Elizabethans that they
also were plagiarists, and that the seed of their fantastic
musings on armory is in such mediaeval treatises as those
of John of Guildford and Nicholas Upton.

It is not easy to say what armory was to such men as
Legh. Certainly it had nothing to do with exact archaeology.
He has much to tell of Greeks and of Trojans, of Valerius
and Pliny, but the practice of English mediaeval armory
was either out of sight or of little value for him. As for
the armory of his own day, his chief concern is to translate
it into a tongue not to be understood of the vulgar, to over-
lay it with strange conceits, and to read from it mysterious
symbolisms.

Purple, for example, which must be blazed as  purpure’,
is, according to Isidore, the most noble of all colours ;
Plato is cited to prove that this majestic hue must not be
used wantonly. Solomon’s seal was this colour. ' Its planet
is Mercury, whose stone is the ‘ Amatist’, a very precious
stone in Aaron’s breastplate, and one that is enemy to
drunkenness and giddy brains. When the colour purpure
is combined with sable, it signifieth one who is lamentable
as the lapwing ; with sanguine it makes arms fit for that
soldier who caused his man to brace him in a mail and lay
him in a ditch. ‘ Such bearers of arms there are, sometimes,
of whom I am weary to write.’

When we come to deal with beasts, all the ancient legends
of the mediaeval bestiaries are set loose. The lion heals
himself, when sick, with the blood of an ape; when old
he is enemy to man, but never to children ; he is always
hot with the quartan fever, and the crowing of a cock is the
hatefullest noise to him. In the old time they made shields
for horsemen of his bones: Legh possessed one of these and
held it ‘a worthy antiquity’. The unicorn is the mortal
enemy of the elephant ; the ram ‘is mild by kind and of
authority is a duke’.
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For the ordinary charges of shields, their description,
by reason of the many ‘ diminutives’ discovered by these
industrious writers, is reduced as it were to a table of weights
and measures. You have the Bend, the Garter, which is
half a Bend, the Cost, which is half a Garter, the Riband,
which is half a Cost. Also there is the Bendlet whose
width is left uncertain. What mediaeval armory knew as the
Flaunche is measured up and found to differ from the
Flasque and the Voyder. Any of these three may be given
as a charge for the shield of the virtuous and learned person
who has served his king as an ambassador.

‘But’, adds Legh, ‘ therein lieth a mystery.” There are
many such mysteries in his book ; the keeping of them is
with the heralds, whose high office Legh allows himself to
compare with that of the angels. For as the angels have
been messengers from God to man, even so the ‘here-
haughts ’ go in their tabards from emperor to emperor, and
from king to king. They and no others are keepers of those
secrets which have accumulated since the early days of
armory, since the siege of Troy and the wars of Semiramis,
although ‘ the universal goodly order was not then as now ’.

Such mysteries have a novel air to those who know the
simplicity of mediaeval blazon. Legh, for example, lays
down the precious rule which forbids the repetition of the
words ‘of ’, ‘on’, and ‘with’, in blazonry. This may have
mediaeval precedent, but the heralds of the Middle Ages
would not allow themselves to be confused by the fancies
of a Guildford or an Upton. For all these nice rulings,
Legh and his imitator are ignorant even of the armory of
contemporary heralds. They misname familiar charges.
‘You bring in so many crosses and of so sundry fashion
that you make me in a manner weary of them’, complains
one of the characters in the pedant’s dialogue. Yet although
Legh can bring in crosses entrailed and crosses urdee, and
many other such pearls from the depths, he cannot so much
as figure you rightly the famous crossleted shield of the
mediaeval kings of Jerusalem,

. It is plain enough that both Legh and his disciples write
in high hopes of catching the patron’s eye. They suggest
glorious ancestries for the lawyers and statesmen who are
In the front of affairs. When Legh gives you a shield of
the form used of that valiant Captain Antonius, a brown
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man of colour and very hardy, who ‘ married with the famous
Cleopatra, of Egypt, queen’, you are but mildly surprised
to find that Marcus Antonius, the ‘ brown man’, bore the
arms of Chief Justice Anthony Browne.

Burghley, however, the mighty minister who, fretful
over his obscure origin, set to work the best imaginations
of genealogists, is the patron whose eye these pedants yearn
to catch. To him Legh’s imitator Bossewell dedicates his
volume. His own favourite among his many and various
pedigrees is here treated as grave history. Both Legh and
Bossewell tell the tale of how ‘Sir John of Sitsilt’, a knightly
shadow raised up as an ancestor for Burghley, disputed
ages ago with Sir William of Facknaham for the possession
of those very arms which glow in Burghley’s hall-windows.
Bossewell recites at length, and in a strange idiom purporting
to be mediaeval French, the judgement that gave the Cecils
their shield, offering, into the bargain, a picture of a mail-
clad Cecil with that shield braced on his arm.

The heralds of Shakespeare’s England were enjoying their
great day. Incorporated for the first time under a charter
of Richard III, in 1483, they received a second charter from
King Philip and Queen Mary in 1555. In that year, too,
the Crown granted the heralds, for their official residence,
Derby House, on Paul’s Wharf Hill, which led to the river
from St. Paul’s Churchyard. The building remained their
home till its destruction in the Great Fire of 1666. The
duties of heralds were elaborately defined by Sir John
Doddridge, the solicitor-general, in 1600 : they were con-
cerned with the granting of arms, the recording of pedigrees,
and the supervision of funerals. At the head of the Heralds’
College stood the Earl Marshal, and there ranged below
him three kings (Garter, Clarenceux, and Norroy), six
heralds (York, Richmond, Somerset, Lancaster, Chester, and
Windsor), and four pursuivants (Rouge Dragon, Blue
Mantle, Portcullis, and Rouge Croix). Clarenceux and
Norroy were provincial kings, respectively governing the
country north and south of the Trent. They made from
time to time official visitations of their provinces, registering
arms and pedigrees, and recording some few of the armorial
insignia which adorned buildings or funeral monuments.

In 1590 there died the Earl of Shrewsbury, who had served
in the office of Earl Marshal for the previous eighteen years.
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During the greater part of Shakespeare’s career, from 1590
to 1616 when he died, the headship of the college was in
commission, save for the four years (1597-1601) when
Robert, Earl of Essex, Queen Elizabeth’s favourite, pre-
sided over Derby House. The commissioners of Shake-
speare’s day for the execution of the office of Earl Marshal
included from time to time Lord Burghley, the Lord
Treasurer, Lord Howard of Effingham, Lord High Admiral,
the Earl of Dorset, another Lord Treasurer, and other high
officers of state.

There were only two changes in the important office of
Garter King during Shakespeare’s London career. Garter
King Sir William Dethick succeeded his father in 1586 after
a short interregnum, and was finally deprived for irregu-
larities in 1605. His successor, Sir William Segar, reigned
for nearly thirty years (1603-33). Robert Cooke, Claren-
ceux King for a quarter of a century (1567-92), was one
of the best known Elizabethan heralds, and his post was
filled in 1597 by the scholar and antiquary William Camden,
who retained his office till 1623—twenty-six years in all.

It was no loving household, this of the Elizabethan
heralds. Sir William Dethick, Garter King of Arms, the
grandson of a German armourer and son of another Garter
who had grafted himself upon a Derbyshire stock of knights
and squires, was violent and overbearing, and had blows
and hard words for his fellows. He would brawl at funerals
with the minister or the undertakers. The blood of some
old German lanzknecht must have been hot in his veins ;
his dagger was ever ready to slip from the sheath, as when
he wounded his own brother within the royal precinct of
Windsor. He drew it and fell upon two men in Westminster
Abbey at the burial of the Countess of Sussex.

Clarenceux Cooke was the enemy of Dethick, who
showered accusations upon him, including one of bartering
grants of arms for entertainment in taverns by base persons.
Queen Elizabeth is said to have encouraged Cooke’s suc-
cessor 1n office with the remark that, if he proved no better
than Cooke, ‘it made no matter if he were hanged’.

In many a manuscript of genealogies may be found
the true pedigree of ‘Sir Willlam Dethick alias Derrick,
now Garter’, engrossed lovingly with due regard for his
mother’s quality as the daughter ‘ of a Dutch Shoemaker

446,1 G
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in St. Martin’s at the Red Cock’, for his grandmother’s
style, ‘ daughter of a barber at Aken beyond the seas’, for
his father’s ¢ false suggestion’ of the Derbyshire origin of
the family, and for the ‘coats and crest usurped by the
said Derrick’. Such entries must have been balm to the
spirit of the writers, browbeaten officers under this terrible
King of Arms.

Ralph Brooke, York Herald from 1593 to 1625, was
another sour companion of that fellowship. His main
grievance was the preferment of the great Camden,
who was made Clarenceux King of Arms in 1597, an
‘advancement per saltum, by the jump over other men’s
heads’, moving Master Brooke to fierce attacks upon the
genealogies in the ‘ much commended Britannia’. He had
some lip-service for the ‘rare knowledge’ of that ‘great
learned Mr. Camden’, but more contempt for the King of
Arms elevated ‘ from the inferior province of boy-beating ’.
Camden took his revenge with a sharp reply in Latin, an
idiom which York did not handle easily, ‘ putting him off
with quidam and iste as an individuum vagum’ and em-
bittering the long quarrel.!

The abuses which were rife in the college during Shake-
speare’s time were often exposed. The bitterest censors were
the ill-tempered officers of the college, who vented their
spleen in pamphlets, many of which remain in manuscript.
The corruption was assigned to an ordinance of the Duke
of Norfolk, when Earl Marshal, in 1568. The Duke then
formally authorized the three Kings of Arms not merely
to grant coats of arms at their discretion, but to divide the
fees amongst themselves. It was of advantage to the
heralds to be busily employed. Robert Cooke is credited
with having granted 500 coats. Sir William Dethick and
his father are said to have far exceeded that number.

In 1599 William Smith, Rouge Dragon, wrote of the

! Brooke’s quarrel with his colleagues has left a curious contemporary trace
on a copy of the Shakespeare First Folio of 1623. In the year of Shakespeare’s
death Augustine Vincent goincd the college as Rouge Rose Pursuivant. He
acted as deputy for Camden in 1618, and became Windsor Herald in 1624.
He defended Camden in print from Brooke’s malicious attacks, and his dis-
covery of Brooke’s errors was printed by William Jaggard, the promoter
and printer of the Shakespeare First Folio of 1623. A presentation copy of
that volume from Jaggard to Vincent with a contemporary inscription is
in the library of Mr. Coningsby Sibthorpe, of Sudbrooke House, Lincoln.

Favine’s Theater of Honour, 1623, contains most of the head and tail pieces
and initials used in the First Folio.
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growing scandal in ‘A brief Discourse of the causes of
Discord amongst the officers of arms and of the great abuses
and absurdities com[m]itted by [heraldic] painters to the
great prejudice and hindrance of the same office’. Smith
points his scornful finger at two of Shakespeare’s close
associates and fellow actors, Augustine Phillipps and
Thomas Pope, who had outraged truth and decency in
endeavours to secure heraldic badges of gentility. On leaf
8a of his pamphlet Smith writes: ‘ Phillipps the player
had graven in a gold ring the armes of Sir Wm. Phillipp,
Lord Bardolph, with the said L. Bardolph’s cote quartred,
which I shewed to Mr. York [i.e. Ralph Brooke, cham-
pion of heraldic orthodoxy], at a small graver’s shopp
in Foster Lane.” Lower down on the same page appear
these words,—‘ Pope the player would have no other armes
but the armes of St Tho. Pope, Chancelor of the Augmenta-
tions.” Player Phillipps’s fraudulently adopted ancestor,
¢Sir William Phillipp’, won renown at Agincourt in 1415,
while Player Pope had taken the armorial honours of
Sir Thomas Pope, the courtier and privy councillor, who
died without issue in the first year of Elizabeth’s reign
after founding Trinity College, Oxford.

In another unpublished pamphlet of desultory notes in
which Ralph Brooke, the severest of all censors of his
colleagues, had a chief hand, heraldic offences in thirteen
recent grants are described. On an outside page there is,
however, a list of twenty-three names of persons who
received coats of armour on false pretences. Among the
names are ‘Shakespeare’ and ‘Cowley’ (probably Shake-
speare’s friend and fellow actor, Richard Cowley).

With detailed accusations, Brooke here avers that an
embroiderer, calling himself Parr, who failed to give p1oof
of his right to that surname, and was unquestionably the
son of a pedlar, received permission to use the crest and
coat of Sir William Parr, Marquess of Northampton, dead in
1571, as ‘ the last male of his house’. Three other men, who
were accused of bribing the college into forging pedigrees, are
named as a seller of stockings, a haberdasher, and a stationer
or printer, while a fourth offender is stated to be an alien.
In some instances Garter is charged with having pocketed
the fee, thereafter prudently delaying the formal issue of
the promised grant of arms until the applicant was dead.

G2
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The scandal increased under James I, until in 1616, the
year of Shakespeare’s death, Ralph Brooke tricked Segar,
Garter King, into granting a coat to the common hangman
of London, Gregory Brandon. That indiscretion led to the
temporary imprisonment in the Marshalsea of both Garter
and Brooke. A royal commission attempted reform early
in 1619 with hopeful results. Henry Peacham, an earnest
student of heraldry, wrote thus after the commission had
reported : ‘ Coats sometimes are by stealth purchased,
shuffled into records and monuments by painters, glasiers,
carvers, and such ; but I trust so good an order hath been
lately established by the right honourable the late com-
missioners for the office of the Earl Marshalship, and careful
respect of the Heralds with us, that all hope of sinister
dealing in that kind is quite cut off from such mercenary
abusers of nobility.’

Ridicule of the thirst for heraldic honours and the dis-
creditable machinery for slaking it often found its way on to
the stage. Witless Sogliardo, the wealthy clown who would
be a gentleman,in Ben Jonson’s Every Man out of his Humour,
stands for many an Elizabethan purchaser. He comes from
the ‘ Harrots’ (i. e. Heralds), who speak to his ear the
strangest language and give a man the hardest terms for
his money that ever you knew. But he has his arms now
upon a parchment. ‘I thank God that I can write myself
Gentleman now, here’s my patent,’” says he; ‘it cost me
thirty pound by this breath:’ ‘it has as much variety of
colours in it as ever you saw a coat have’, and the crest is
‘your boar without a head, rampant.” The herald, says
Puntarvolo, has well deciphered his man : ‘a swine without
a head, without brain, wit, anything indeed, ramping to
gentility.” Jonson, a poor man’s son, but with some vague
story in his head of a grandfather who was a ‘ gentle John-
ston ’, had no patience with these new-made gentlemen by
purchase, and when Puntarvolo suggests ‘Not without
mustard ’ for Sogliardo’s ‘ word ’, one may possibly see in
it a lick of the rough side of Jonson’s tongue for the fellow-
poet who had, in that same year, 1599, been wasting his
hard-earned money upon such a parchment as the heralds
would sell to any Sogliardo. For the ‘ word’ below the
grant to old John Shakespeare was Non sanz droict.

Ben Jonson, the close friend of Camden, is mightily
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cunning in the armorial lore of his age, delighting in its
terminology, but he employs his heraldic learning chiefly in
the way of satire. Not only in Every Man out of his Humour
does the successful effort of the rich boor to obtain coat
armour excite his scorn, but in The Staple of News he
presents among his dramatis personae ‘ Piedmantle pur-
suivant at arms and heraldet’, a caricature of the Blue-
mantle pursuivant. Piedmantle, who had ‘read the
Elements [of Edmund Bolton] and Legh’s Accidence
and all the leading books ’, illustrates in speech and act the
‘manners’ and ‘vices’ which Jonson imputes to the
Heralds’ College (The Staple of News, 1v. i.) :
here is Piedmantle ;

>Cause he’s an ass, do not I love a herald,

Who is the pure preserver of descents,

The keeper fair o}) all nobility,

Without which all would run into confusion ?

Were he a learned herald, I would tell him

He can give arms and marks, he cannot honour ;

No more than money can make noble: it may

Give place, and rank, but it can give no virtue:

And he would thank me for this truth.

In view of the free demand and supply of coat armour,
there is nothing surprising in the well-known negotiations
of Shakespeare and his father with the Heralds’ College.
Shakespeare’s colleagues, Pope and Phillipps, were not the
only actors to covet the badge of gentility. To John
Heming, the actor-manager of Shakespeare’s company,
confirmation of arms seems to have been granted by Garter
King, Sir William Segar, in 1628. The business of the
grant of arms to Shakespeare was spread, it seems, over
many years. All the documents that remain concerning
1t are rough drafts with their annotations remaining in the
Heralds’ College. One of these drafts, and the earliest of
them, shows that in 1596 old John Shakespeare made his
application to the heralds, his son’s purse being without
doubt opened to pay the fees. Arms inherited from a father
were, acqording to the heraldry books, worthier than those
a man might obtain for himself, and we may likewise credit
the dramatist with some desire to restore the quality of his
bankrupt father in his native town of Stratford-on-Avon,
where he himself proposed to settle.

John Shakespeare had already shown a hankering after
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these ‘ gay things’. The shield with the bend and justing
spear had been devised for him, according to a memorandum
on the first draft, by Robert Cooke, a King of Arms who
had died in 1593 : ‘ This John showeth a pattern thereof
under Clarenceux Cooke’s hand in paper twenty years past.’
Clarenceux Cooke, within whose province was Warwickshire,
had his visitation commission in 1568, and it was in 1568
that John Shakespeare was bailiff of Stratford and justice
of the peace. Therefore it is possible that ‘ twenty years
past’ is to be taken as but a rough estimate of the date of
the ‘ pattern’.

For some unknown reason, no grant was issued in 1596 ;
the drafts never came to a fair copy on parchment. But in
1599 there was a new draft. William Dethick, Garter, and
William Camden, Clarenceux, recite that John Shakespeare,
now of Stratford-on-Avon, gentleman, comes of a great-
grandfather, who, for faithful and approved service to
King Henry VII, was advanced and rewarded with lands
and tenements given to him in those parts of Warwickshire
where the family has since continued in good reputation
and credit.

No document has come to hand to support the first
part of this boast. The first drafts halt between ‘ grand-
father ’ and ‘ ancestor ’ in the description of the loyal for-
bear; ‘great-grandfather’ is the second thought of the
clerk in 1599. As for the good credit, John Shakespeare
must have uneasily remembered the lean year which found
him avoiding his parish church for fear of his creditors.
But he had married the daughter and one of the heirs
of Robert Arden of Wilmcote. Arden was a great name
in Warwickshire, although the exact relationship of
Robert with the knights and squires of the long Arden
pedigree is as uncertain as John Shakespeare’s own
genealogy.

Moreover, it is recited that John Shakespeare had pro-
duced his ancient coat of arms heretofore assigned to him
whilst he was his Majesty’s officer and bailiff of his town.
This can mean no more than that the ‘ pattern’ of the
arms which Robert Cooke had been ready to grant in 1568
was produced before Dethick and Camden; and so it
is that same ‘shield and coat of arms’, namely, ‘In a field
of gold upon a bend sable a spear of the first, the point
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upward headed argent’, that Garter and Clarenceux in 1599
assign, grant, confirm, and exemplify to the said John,
together with the crest of ‘a falcon with his wings displayed,
standing on a wreath of his colours, supporting a spear,
armed, headed, and steeled silver ’.

Although the grant itself, signed and sealed by Dethick
and Camden, is not known to be extant, that it was issued
is not to be doubted. The arms and the falcon crest are
over Shakespeare’s monument ; his daughter Susanna Hall
shows the arms beside her husband’s mastiff heads on seal
and tombstone, and Elizabeth the poet’s granddaughter
quarters them with Hall. Quarrelsome Ralph Brooke,
York Herald, attacked Dethick and Camden for sanctioning
the use by a man in a base rank of a bearing which only
the spear differenced from the shield of ancient magnates,
the Lords Mauley. Dethick and Camden replied that the
spear was ‘a patible difference’, as indeed it was, adding
that the man was a magistrate, a justice of the peace, who
had married the daughter and heir of Arden, and was of
good substance. In the matter of the Arden marriage,
Brooke might have pressed them further. It is significant
that the rough sketch of arms upon the draft shows the
arms of the Warwickshire Ardens struck out. In their place
are set the arms of the Cheshire Ardens, differenced, as
Arden or Ardene of Hawnes in Bedfordshire was bearing
them, with a martlet. Squire Arden of Parkhall was alive
to question the claims of any persons thrust upon him as
kinsfolk. There is, however, no evidence that either
coat was allowed to John Shakespeare’s wife, and no
quartering for Arden appears on the poet’s monument
or in the arms of his daughter, ‘ good mistress Hall ’.

In Elizabethan London, the faces of the heralds would
be familiar to Shakespeare in ceremonial processions, at
burials and funeral feasts. Camden was of his literary
circle, and his visits to the college, while his father’s shield
was under discussion, doubtless extended his personal
acquaintance among the officers. Falstaff likens the
makeshift shirts of his ragged followers to a herald’s coat
without sleeves ’, an allusion to the sleeveless tabard of the
herald’s official costume (z Hen. IV, 1Iv. ii. 49). Unlike
Jonson’s Piedmantle, the heralds of Shakespearian drama—
Mountjoy and his English rivals—are stately figures of
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mediaeval temper, dignified messengers of their sovereigns
on the battlefield, who do no dishonour to the royal lilies
and leopards of their tabards.

In one fantastic branch of the heraldry of the Renaissance
Shakespeare showed a practical interest. Noblemen of his
day adopted the Italian fashion of adorning their shields
at tournaments, and sometimes their household furniture
and plate, with ‘imprese’, artistic devices in miniature
combining ingenious allegorical pictures with mottoes. Near
the end of his career, in March 1613, the dramatist helped
his friend Burbage, who was well known not only as an
actor, but also as a painter, in devising an ‘impresa’ for the
Earl of Rutland, a friend of the dramatist’s patron, the Earl
of Southampton, to bear on his shield and equipment at
a forthcoming tournament at Whitehall.

Shakespeare fully shared the general heraldic know-
ledge of his time, if he lacked Ben Jonson’s mastery of
these matters. With the commoner usages and the
heralds’ language, he shows an easy familiarity. Justice
Shallow writes himself ‘ Armigero’, as the Shallows had
done ‘any time these three hundred years’, during which
period they had borne ‘the dozen white luces in their
coat’. The boast excites Parson Evans’s taunt, ‘ The
dozen white louses do become an old coat well; it
agrees well, passant.” The armorial jest is pursued by
Shallow’s cousin Slender, who asks if he ‘may quarter’,
and is f’;old that he can do so ‘ by marrying’ (M. Wives
1. i. 10 ff.).

One of the wildest fancies of the herald pedants of his age
gives Shakespeare material for his lines in Lucrece, where
Tarquin in his remorse exclaims :—

The scandal will survive,
And be an eye-sore in my golden coat;
Some loathsome dash the herald will contrive,
To cipher me how fondly I did dote. (1. 204-7)

There be nine ‘ rebatings ’, says Gerard Legh, and goes
on to explain what dishonourable additions must be made
to the shields of ¢ boasters like Sir William Pounder ’, of
him that killeth his prisoner, lies to his sovereign, revokes
his challenge, or is slothful in war. Arms, as Master Legh
and his like eagerly assure us, are ensigns of honour. Yet
this does not keep them from gravely devising the means
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whereby a man may make armorial advertisement, to all
who look on his shield, of the fact that he is a drunkard
or an adulterer.

Heraldic simile is common especially in early plays like
Henry VI, for which Shakespeare was only in part respon-
sible. The messenger from the fields of France comes with
the word that :—

Cropp’d are the flower-de-luces in your arms;

Of England’s coat one half is cut away.
(r Hen. V1, 1. 1. 80-1)

And Iden, with Cade’s gore upon his blade, says :—

Ne’er shall this blood be wiped from thy point,
But thou shalt wear it as a herald’s coat,
To emblaze the honour that thy master got.
(2 Hen. VI, 1v. x. 73-5)

The language of armory colours much imagery in
Shakespeare’s Lucrece, where lines like this recur :—

This heraldry in Lucrece’ face was seen
Argu’d by beauty’s red and virtue’s white. (ll. 64-5)

A like predilection for heraldic metaphor is seen in Helena’s
words :—
So, with two seeming bodies, but one heart ;
Two of the first, like coats in heraldry,
Due but to one, and crowned with one crest.
(Mvd. N. D. 111. ii. 212—4)

Like most Elizabethan writers the dramatist repeatedly
plays on the word ‘difference ’—the distinction which
marks the arms of the younger branches of a family.
Beatrice says jestingly of Benedick (Much Ado 1. i. 69—71) :
‘ If he have wit enough to keep himself warm, let him bear
it for a difference between himself and his horse.” Ophelia
bids Laertes ‘ wear your rue with a difference’ (Haml. 1v.
v. 182). The heraldic term  gules’ (i. e. red) occurs in the
plays. Timon bids Alcibiades ‘with man’s blood paint
the ground, gules, gules’ (Timon 1v. ili. 59). The First
Player says of the slaughtered Pyrrhus, ¢ Head to foot
Now is he total gules’ (Haml. 11.1i. 487-8). ‘Field’, ‘ coat’,
‘shield’, and ‘crest’ also fill a large place in Shakespeare’s
heraldic vocabulary.

But those who look in every line of Shakespeare for
wisdom beyond his fellows’ share will find nothing to
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warrant them here. He has not sought his armory far
afield. An observant man, looking about him at the coloured
windows and the tombs and idly turning the pages of the
heraldry books, could supply all that Shakespeare has
need of. It is the true heraldry of his own age. Talbot
bidding his men

renew the fight,

Or tear the lions out of England’s coat,
(r Hen. VI, 1. v. 27-8)

has Elizabethan words in his mouth, for the ‘lion passant
gardant’ of the Tudor heralds was a ‘leopard’ for the
mediaeval kings and their followers. From a dramatist who
arms Falstaff on Shrewsbury Field with the pistol of one of
those horsemen whom the writer had seen clattering through
London streets, we look for no nice archaeology. Warwick,
crying out that
Old Nevil’s crest,
The rampant bear chain’d to the ragged staff,
This day I’ll wear aloft my burgonet,
(2 Hen. VI, v.i. 202—4)

has forgotten the history of his house’s armorial honours—
for the rampant bear came to him as a badge brought by
his Beauchamp wife ; ‘old Nevil’s crest ’ was the bull’s head.

BisLioGRAPHY.—The contemporary manuals on heraldry are mentioned in
the text. The history of heraldry in Tudor times may be studied in JaMEs
DALLAWAY'S Inquivies into the Origin and Progress of the Science of Heraldry
in England, 1793; and in MARK NOBLE's A History of the College of
Arms, and the Lives of all Hevalds from the reign of Richard III, 1804.
Shakespeare’s treatment of the subject is fully expounded in ALFRED VON
MauNTz’s Heraldik im Dienste der Shakespeare-Forschung, 1903. The
story of John Shakespeare’s coat armour is summarized in LEE’s Life of
Shakespeare, new edition, 1915, the preface to which gives some recently
discovered additional information about the abuses in the Heralds’ College,
and Shakespeare’s share with Burbage in devising the Earl of Rutland’s
‘impresa’. A valuable summary of the state of heraldry in the reigns of
Elizabeth and James I, with amPle illustration from Ben Jonson’s work, will
be found in ARTHUR H. NasoN's Heralds and Heraldry in Jonson’s Plays,

1907.
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For the appearance of Elizabethan men and women in
their habits as they lived we are almost entirely dependent .
upon portraits of the time, in which dresses are treated
with a hard convention that gives little scope to the
imagination. The wearers appear to be invariably painted
in their best clothes, and, as the hard elaboration of detail
is more in evidence than the true cut and style, it is only
by comparison and inspection of actually surviving dresses
that a satisfactory impression can be obtained. Such
examples are exceedingly rare, but the Isham family
dresses found at Lamport Hall, Northamptonshire, and
now in the Victoria and Albert Museum, supply the needful
information. This interesting collection of Elizabethan
and Jacobean clothes reaches in date from about 1553,
nine years before the birth of Shakespeare, to the
reign of Charles II, the last example of the series being
a wedding dress made for Sir Thomas Isham in 1681, but
never worn, owing to his sudden death. The condition of
the clothes is remarkably good, the few portions missing
from some of the fabrics being small pieces cut out in the
reign of Charles II for the purpose of dressing dolls, which
were also discovered in the house.

The first impression given by these concrete links with
the past is wealth and originality of colour combined with
neat and minute detail; the small size of the garments
indicates that the stature of our ancestors must have
been considerably below the modern standard.

The great wave of change that swept over England
about _the middle of the sixteenth century, developing
what is known as the Elizabethan age, affected every
form of design, completely altering the fashion of costume
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and obliterating the gothic features that remained in
English dress of the first half of the century. In men’s
costume, the long tunic of the time of Henry VIII, cut
open at the throat and filled in with pleated linen, the
enormous puffed sleeves and shoes, gave way to a doublet
fitting close to the figure, with tight sleeves, surmounted
at the shoulders with small puffings and at the neck by
a high close collar edged with a frill, whilst short and
round upper hose or breeches headed the long stockings
and small pointed shoes, a short shoulder cloak with
a rapier and dagger completing the costume.

The clothes of the better classes were imitated and
copied from the fashions set by royalty and the court,
and the universal desire for fine clothes is continually
alluded to by writers of the time. Harrison (1577-87)
thus inveighs against the extravagant expenditure on
dress :—

Oh how much cost is bestowed now adaies upon our bodies and
how little upon our soules! how manie sutes of apparell hath the
one, and how little furniture hath the other? . . . Neither was it
ever merier with England, than when an Englishman was knowne
abroad by his owne cloth, and contented himselfe at home with
his fine carsie hosen, and a meane slop ; his coat, gowne, and cloake
of browne blue or puke, with some pretie furniture of velvet or furre,
and a doublet of sad tawnie, or blacke velvet, or other comelie
silke, without such cuts and gawrish colours as are worne in these
daies, and never brought in but by the consent of the French, who
thinke themselves the gaiest men, when they have most diversities
of jagges, and change of colours, about them. Certes of all estates
our merchants doo least alter their attire,! and therefore are most to
be commended : for albeit that which they weare be verie fine
and costlie, yet in forme and colour it representeth a great peece
of the ancient gravitie apperteining to citizens and burgesses,
albeit the yoonger sort of their wives both in attire and costlie
housekeeping can not tell when and how to make an end, as being
women in deed in whome all kind of curiositie is to be found and
seene, and 1n farre greater measure than in women of higher calling.

Women’s dresses preserved their early Tudor character
for a longer period than men’s, since Elizabeth did not
change her fashions until she had been for some time on the
throne. The first alterations were the extreme prolonga-
tion of the corsage, the enlargement of the farthingale, and
the growth of the ruff. Then the times became rich

1 This is illustrated in the plate by Caspar Rutz reproduced here.
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With silken coats and caps and golden rings,

With ruffs and cuffs and farthingales and things;

With scarfs and fans and double change of bravery.
(Tam. Sh. 1v. iil. 55-7)

The ruff, introduced by Catherine de Médicis into France
on her marriage with Henry II (1533), was then no more
than a small and simple frill, encircling the neck as high as
the ears, but it increased so quickly in size in this country
that even before Shakespeare’s birth an edict had been
issued in 1562 against the wearing of great ruffs. This
decree was evidently efficacious, as the ruff from that
date till 1577 consisted merely of pleated f{rills of fine
linen or cambric, sometimes edged with lace, of about
three inches wide by two inches thick. But the rage for
eccentricity of size must soon have recommenced. The
proportions of the ruff began again to increase, and seem
to have attained their greatest elaboration after 1580. In
1583 we find Philip Stubbes saying :
beyond all this they have a further fetch, nothing inferiour to the
rest; as, namely, three or foure degrees of minor ruffes, placed gradatim,
step by step, one beneath another, and all under the Maister devil
ruffe; the skyrts, then, of these great ruffes are long and side
eve:f way, pleted and crested ful curiously, God wot. Then last
of all they are either clogged with golde, silver, or silk lace of
stately dprice, wrought all over with needle woork, speckled and
sparkled heer and there with the sonne, the moone, the starres,
and many other antiquities straunge to beholde. Some are wrought
with open woork down to the midst of the ruffe and further, some
with close woork some with purled lace so cloyd, and other gewgawes
so pestred, as the ruffe is the least parte of it self.

He adds that, when these fashionable ladies are caught
in a shower of rain,

theié great ruffes strike sayle and flutter like dishe-clouts about their
neckes.

Stow states that ruffs, which were made of linen until the
second year of Elizabeth’s reign, were after this date con-
structed of cambric or lawn, and as no one could be found to
starch or stiffen them well, the Queen imported Dutch women
for this purpose. Amongst these was Mistress Dinghen
Vanderplasse, who in 1564 met with great patronage from
the rich classes, and was the first who publicly taught
starching, charging four or five pounds per scholar, with
twenty shillings extra for instruction in starch-making.
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In 1597 we find Elizabeth herself giving

command to the Lord Chancellor and privy council that after the
21st of February of that year no person shall use or wear such great
and excessive ruffes, in or about the uppermost parts of their neckes,
as had not been used before two years past ; but that all such persons
shoulde in modest and semely sort leave off such fonde, disguised,
and monstrous manner of attyring themselves.

Towards the end of Elizabeth’s reign till the time of
Shakespeare’s death in 1616, changes took place in the shape
of the ruff. The most fashionable ruffs consisted almost
entirely of lace, often without pleats, and stood higher
than ever at the back of the neck, no longer encircling it
but open in front and ending in points at the V-shaped
opening of the doublet.r Excessive exposure of the hreast
was peculiar to England at this time; in a portrait of
Lady Seymour of Trowbridge, existing at Petworth, no
concealment of it is attempted ; portraits of other noble
ladies show that the taste was general, and divines devoted
many discourses to the obtrusive immodesty of women.
The ruffs starched yellow with saffron and other dyes that
came into fashion early in the seventeenth century seem to
have deeply stirred the conscientious scruples of the Dean
of Westminster. He forbade any gentleman or lady
wearing a yellow ruff to attend service in the Abbey ;
public opinion, however, forced him to forgo this pro-
hibition, and his congregation continued to endanger their
salvation for the sake of yellow starch. Shakespeare
ridicules the fashion in old Lafeu’s scornful speech about
the ‘ snipt-taffeta fellow’, the ‘ red-tailed humble-bee ’,
whose villanous saffron would have made all the unbaked and doughy
youth of a nation in his colour. (All’s Well 1v. v. 2—4)

The farthingale, the other peculiar characteristic of
female dress during Shakespeare’s lifetime, developed in
keeping with the ruff. Originally invented by a Spanish
princess and called a verdugado,® this artificial adjunct
was introduced under the name of verdugadin or verdu-
gale at the French court in the first half of the sixteenth
century, when the long gothic clinging skirts disappeared
for ever. The farthingale was a round petticoat made of
canvas distended with whalebone, cane hoops, or steel

! The portrait of Queen Elizabeth given in Chapter I illustrates the

extreme of fashion from about 1595 to 1600.
3 The literal meaning is ‘ fitted with rods or sticks’, from verdugo, a rod.
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strips ; it was covered with taffeta or other material, the
brocade, cloth, or velvet skirts being worn over this.
During the latter part of the century it was enormously
enlarged at the hips and called a cart-wheel farthingale,
the circumference of the skirt being as wide at the hips
as at the hem. At times a huge frill like a ruff headed the
skirt, forming a flat circular surface projecting at right
angles to the waist. Farthingales were also made in
semicircular form, confined to the back of the skirt,
leaving the front straight and so giving more freedom and
a more graceful appearance. Falstaff, flattering Mistress
Ford, says :
The firm fixture of thy foot would give an excellent motion to thy
gait in a semi-circled farthingale. (M. Wives 111. iii. 67—9)

The upper part of the figure was squeezed into a long,
stiff-pointed bodice, called the doublet both in men’s and
women’s dress, stiffened with wood, steel, or whalebone,
the lower point of the stomacher reaching below the level
of the hips. Early in Elizabeth’s reign sleeves were tight
and straight, headed by rolls at the shoulders and cut
and slashed, and criss-crossed with small puffings; but
by the year 1580 a large leg-of-mutton sleeve had become
fashionable, padded and stiffened with embroidery, and
often profusely sewn with jewels. The simple wrist-ruffs
of the earlier period were then exchanged for cuffs of lace,
six inches or more in depth and turned back on the sleeve.
Petruchio abuses this new fashion in Katherine’s sleeves
in The Taming of the Shrew (1v. iii. 88—91). Towards the
end of the century hanging sleeves were again introduced,
the doublet or bodice being epauletted at the shoulders.

This abnormal costume remained in fashion with slight
modifications through the greater part of Shakespeare’s
life ; it was most rigid and artificial in appearance, as it
gave no expression to the lines and grace of woman’s form.
The wearers, indeed, resembled nothing so much as a trussed
chicken set upon a bell. Stubbes condemns them bitterly
in these words :—

When they have all these goodly robes upon them women seem
to be the smallest part of themselves, not naturall women but arti-

ficial women ; not women of flesh and blood, but rather puppits
Or mawmets consisting of rags and clowtes compact together.

Ladies’ hair from 1560 until the end of the century was
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worn curled and taken back from the forehead, dressed
over a pad, and often interwoven with pearls and jewelled
ornaments. True golden hair was held in the highest
estimation, but naturally all shades of auburn and red
were favoured in a court whose Queen set the fashion by
her own Tudor tresses, supplementing them as they faded
with various wigs of these tints. Shakespeare alludes to
the prevailing fashion in :

Her hair is auburn, mine is perfect yellow :

If that be all the difference in his love

I’ll get me such a colour’d periwig.

(Two Gent. 1v. iv. 196-8)

Women of fashion incurred much censure from the
pulpit and scorn from the satirist for the general practice
of dyeing their hair and wearing wigs. Face-painting was
common among women and at court, and evidently was
carried much farther than ever before. Harrison, Stubbes,
Stow, Gosson, and other writers of the time see in it a token
of a depraved mind, and imply that the use of face-paint is
incompatible with moral behaviour. Nashe, in his Pierce
Penilesse his Supplication to the Divell (1592), speaks of
‘ their cheeks sugar-candied and cherry blusht so sweetly’,
and Shakespeare has more than one reference to the habit :

Your mistresses dare never come in rain,
For fear their colours should be wash’'d away.
(Love’s L. L. 1v. iii. 270-1)

The heart-shaped hood associated with Mary Stuart
was in favour till about 1575, but after that date the hair
was dressed high and crowded with jewels, a little head-
dress of material with ornaments and feathers being also
worn. The jewels worn in the hair often took the form of
little ships or other objects. Nichols records as a new
year’s gift to the Queen :

A Jewel being a ship of Mother-of-Pearl, garnished with rubyes;
and in Montemayor’s Diana (1598) occurs the following
description :

The attyre of her head was in form of two little ships made of
emeraldes, with all the shrouds and tackling of clear saphyres.
Falstaff has such ornaments in mind when he says :

Thou hast the right arched beauty of the brow that becomes the

ship-tire, the tire-valiant, or any tire of Venetian admittance.
(M. Wives 11. iii. 59-61)
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A popular form of female head-dress early in the reign
was the coif, a tight-fitting cap following the shape of
the head, banded in front with one or two rolls of coloured
or gold tissue, finishing at the back in a fall that reached
to the shoulders, and worn far back to show off the hair.
Autolycus, crying his wares, sings :

Golden quoifs and stomachers,
For my ?ads to give their dears.
(Wint. Tale 1v. iii. 226—7)

In 1575 Van Meteren, writing on England, remarks that
women habitually wore hats in the house :

The women are beautiful, fair, well dressed and modest, which is
seen there more than elsewhere, as they go about the streets without
any covering either of huke or mantle, hood, veil or the like. Married
women only wear a hat both in the street and in the house ; those
unmarried go without a hat, although ladies of distinction have
lately learnt to cover their faces with silken masks or vizards, and
feathers—for indeed they change very easily and that every year
to the astonishment of many.

Stow states that :

Womens Maskes, Buskes, Mufs, Fanns, Perewigs and Bodkins were
first devised and used in Italy by Curtezans, and from thence brought
into France, and from thence they came into England about the
time of the Massacre in Parris.

‘ Masks for faces and for noses’ (Wint. Tale 1v. iii. 223)
were of various colours, and were much worn by ladies of
quality when riding. The eyeholes at times were filled
with glass. They are frequently alluded to by Shakespeare.
Julia, disguised, says of herself :

But since she did neglect her looking-glass
And threw her sun-expelling mask away,
The air hath starv’d the roses in her cheeks.
(Two Gent. 1v. iv. 159-61)

The fan first made its appearance in England at
Elizabeth’s court, being introduced from Italy. It was
worn hanging from the point of the stomacher ; it often
contained a small mirror. At one time the Queen had no
less than twenty-seven fans, chiefly the gifts of her admirers,
their elaborate handles being of gold, silver, or agate,

‘mounted with precious stones. One, presented by Sir
Francis Drake, was of red and white feathers, with a gold
handle inlaid with half-moons of mother-of-pearl and

diamonds. Another, mentioned in an inventory of the
446.1 H
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time as belonging to the Countess of Bath, was made of
swan’s down and green velvet, sown with seed pearls.
Fans were generally of circular form, and made of feathers
or embroidered silk or velvet. Falstaff implies that the
handles were worth stealing when he says to Pistol :
And when Mistress Bridget lost the handle of her fan, I took’t upon
my honour thou hadst it not. (M. Wives 11. ii. 12-14)
Women’s shoes were slightly pointed, made of leather,
cloth, or silk to match their dresses. For out-of-door use
chopines or clogs were worn :

Your ladyship is nearer heaven than when I saw you last, by the
altitude of a chopine. (Ham. 11. ii. 454-5)

Silk, worsted, and fine yarn stockings were in general
use by the year 1580 ; the first pair of black silk stockings
was worn by the Queen in 1560, a present from Mistress
Montagu, her silk-woman. Such gifts to Her Majesty
were usually made on New Year’s Day and included all
forms of clothing, as well as money, plate, and jewels.
Thus in the year 1557-8 the bishops presented her with
thirty, twenty, or ten pounds respectively, the list of these
clergymen being headed by ‘ tharche busshop of Yorke’ £30.
The temporal peers gave sums varying from £30 downwards,
with jewels and occasionally dresses ; for instance:

Given by the Lord Cobham a getticote of yellow satten leyed al

over with a pasmane of silver and tawnye sylke, fringed with silver
and sylke lyned with tawnye sarcesnet.

The new year gifts of money for 1578 amounted to
£993 13s. 44., equivalent to about £8,000 of our currency.
The peeresses invariably gave portions of dresses, either
a ‘doublet’, ‘coate’, or ‘kyrtill with a trayne’, but
apparently never the entire costume ; some offered money,
others ‘ feyer cushyns embrawdered with sylke ’, or lengths
of velvet and lawn, ruffs, fans, gloves and every conceivable
conceit of the time. There is a charming bodice given
by the Lady Shandowes Dowager, a dublet of peche collered satten
al over covered with white cut worke, and leyed with a lace of Venice

gold, lyned with orenged colored sarcesnet and a swete bag of
crymson taphata embrawdered with Venice gold and spangills ;

and the Lady Sheffield gave :

adublet of sad tawnysatten covered with white cut workeembrawdered
with flowers of silver and spangills and lined with white sarcesnet.
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Eighty different people made presents of dress to the Queen
on New Year’s Day 1578, and these presentations were over
and above similar tributes showered upon her in her various
progresses during the year. The accumulation of 3,000
dresses found at her death, generally considered so remark-
able, would have represented the New Year’s gifts of the
previous decade in addition to her own considerable expendi-
ture. Below is the inventory of her clothes taken in 1600:

Robes . . . . . . . . 99
French Gowns . . . . . . . 102
Round Gowns . . . . . . . 67
Loose Gowns . . . . . . . I00
Kirtles . . . . . . . . 126
Foreparts . . . . . . . . 136
Petticoats . . . . . . . . 125
Cloaks . . . . . . . .
Cloaks and Safeguards . . . . . . 3r
Safeguards . . . . . . . . 13
Safeguards and jupes . . . . . . 43
Doublets . . . . . . . . 85
Lapmantles . . . . . . . 18
Pantofles . . . . . . . . 9
Fans . . . . . . . . .27
1077

Robes were evidently dresses of ceremony or state; in
this sense the word is repeatedly used by Shakespeare.
Friar Laurence tells Juliet :

Then—as the manner of our country is—
In thy best robes uncover’d on the bier,
Thou shalt be borne to that same ancient vault.
(Rom. & Jul. 1v. i. 109-11)

Gowns were over-dresses. Mistress Page, discussing
Falstaff’s disguise, reflects that

There is no woman’s gown big enough for him, otherwise he might
put on a hat, a muffler, and a kerchief, and so escape.

(M. Wives 1v. ii. 73-6)
Falstaff complains that his skin is like an old lady’s loose
gown (7 Hen. IV, 111. iii. 4), and Grumio insists in the face
of the tailor that he did not order ‘a loose-bodied gown’
(Tam. Sh. 1v. iii. 134). A kirtle (2 Hen. IV, 11. iv. 297)
was a jacket with skirt attached, a half-kirtle (ibid. v. iv. 24)
the skirt alone. Cloaks reached to the ground; they were
straight in front, but full at the back, with high-standing
H2
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collars to support the ruff. There are several examples in
the Isham Collection; one is of cream ‘branched’ damask
(i.e. brocaded with isolated bunches of flowers in colours);
there are no sleeves, but apertures edged with tabs of
salmon-coloured silk for the arms. Lap-mantles were
circular cloaks to envelop the entire figure.

In place of the tight-fitting whale-boned doublet with its
padded sleeves, jumps or jackets were worn for morning
dress by the less fashionable. There are two in the Isham
Collection, of about 1600, one of loosely woven white silk
with fine silver lines, still untarnished, the other a jacket,
with tight sleeves, of salmon-coloured silk embroidered with
a fine blue line.

Night-gowns are mentioned in wills and inventories, and
were worn both by men and women at this period. They
date from the beginning of the fifteenth century. They
were generally made of silk or satin faced with fur, and
fulfilled the purpose of a dressing-gown. Lady Macbeth’s
gentlewoman says :

I have seen her rise from her bed, throw her night-gown upon her.

(Macb. v. 1. 5-6)

It is generally supposed that the night-gown proper or
night-rail was not worn in England until the middle of the
sixteenth century, and then only by royalty or the nobility.
The rich may have slept in their ‘smocks’. At any rate,
Elizabeth wore ‘ night railes’, for amongst the New Year
gifts of 1588 we find Mrs. Wingfield giving her a ‘ night-raile
of fyne camberick wrought all over with blak sylke ’, while
her smocks are described as of ‘ fyne Hollan clothe ’ also
wrought over with black silk. Shakespeare alludes to
smocks as night-wear :

She’ll be up twenty times a night, and there will she sit in her
smock till she have writ a sheet of paper.  (Much Ado 11. iii. 146-8)

O, ill-starr’d wench !
Pale as thy smock ! (Oth. v. ii. 271-2)
The following extract from a letter written in 1578 by
Gilbert Talbot to his father, the Earl of Shrewsbury, shows
that ladies walked about in their night attire rather freely,
and that the Queen at the age of 45 did not refuse to display
herself in this manner :

On May Day I saw Her Majesty and it pleased her to speak to
me very graciously. In the morning about 8 o’clock I happened
to walk in the tiltyard under the gallery where Her Majesty useth
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to stand to see the running at tilt, where by chance she was, and
looking out of the window my eye was full towards her. She shewed
to be greatly ashamed there of, for that she was unready, and in
her night stuff, so when she saw me at after dinner as she went
to walk, she gave me a great fillip on the forehead, and told my
Lord Chamberlain, who was next to her, how I had seen her that
morning and how ashamed she was.

Gloves were important and expensive items of a lady’s
dress. They were gauntleted and embroidered on the backs
and cuffs with silk tassels and ‘ Venis gold’ and much
perfumed. An entry in the household book of Lord North
(1581) mentions presents of

Frogs and Flies for the Queens gloves 50s., gloves for the Queen
15s. for myself 7s.

Hero speaks of a present of gloves :
These gloves the count sent me; they are an excellent perfume ;
(Much Ado 11. iv. 61~2)
and Autolycus advertises
Gloves as sweet as damask roses.
(Wint. Tale 1v. iii. 222)
They were also lined with fur :
You fur your gloves with reason.
(T'rotlus 11. ii. 38)

Silks and velvets came from Italy or France. They were
not manufactured in this country until about 1604, when
they were made by
Master John Tyce dwelling near Shoreditch Church, the first English-
man that devised and attayned the perfection of making all manner
of Tufted Taffeties, Cloth of Tissue, wrought velvets, branched
Sattins and all other kind of curious silk stuffes.

These were all very costly : plain satin cost 12 to 14 shillings
a yard, equivalent to about £5 of our money; figured
Genoa velvets, and fabrics interwoven with metal and other
colours, were extravagantly dear. The colours produced
were very beautiful, and English selection ran for strong
colour, as opposed to the quieter tones adopted by the
French and Spanish courts. The names for the colours were
sometimes descriptive, but often, on the other hand, entirely
fanciful. Some of them are: Drakes colour satten, Ladie
blush satten, Claie colour satten, Beasar colour, Heare
colour, Gozelinge colour. tapheta, Marigold, Isabel, Judas
colour, Peas porridge tawny, Popingay blew, Lusty gallant.
Devil in the hedge, Dead Spaniard. The patterns gradually
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became smaller as the century proceeded and were geometri-
cal and conventional. These designs were enhanced by
the addition of embroidery and of jewels attached to both
the upper and lower portions of the dress. Plain silks
or taffetas were sometimes shot or changeable (as the term
then was):

The tailor make thy doublet of changeable taffeta, for thy mind
is a very opal | (Tw. N. 11. iv. 75-6)
Shakespeare also alludes to the most expensive kind of
velvet, cut in three heights:

Thou art good velvet ; thou art a three-piled piece, I warrant thee.
I had as lief be a list of an English kersey as be piled, as thou art
piled, for a French velvet. (‘]]W eas. for M. 1. ii. 33-7)

Itisalmost certain that neither rich nor poor wore anything
under the skirt ; when it was cold, they put one petticoat
over another. Nor is there any reason to suppose that rich
men in cold weather wore anything but one linen shirt
over another, besides their fur-lined coats and mantles.
The fact that Charles I wore three shirts on the cold morning
of his execution proves that by the middle of the seven-
teenth century nothing had been invented in the shape of
warm underclothes ; the doublets, however, of both men
and women were often thickly quilted and lined, and with
the solidly constructed stays afforded much protection.
Fur was comparatively common both for trimmings and
linings, the sumptuary laws against its use by any one
below a knight or dame being no longer rigidly enforced.
At the same time, we have records that a waistcoat in cold
weather was worn under the doublet, but over the shirt ;
for in a contemporary pamphlet describing the execution
of the Earl of Essex, which took place on a cold morning
at eight o’clock in an open courtyard of the Tower on
February 25, 1600, his dress is described as a
gowne of wrought velvet a blacke sattin sute a felt hatte blacke and
a little ruffe about his necke. After his speech to the spectators he put
off his gowne and on finishing his prayers opening and putting off his
dublet he was in a scarlet wastecote, and then ready to lay downe.
This waistcoat was probably of silk, for we learn from
Stow that :

In the yeere 1599 was devised, and perfected the Art of knitting,

or weaving silk stockings wastecoates, and divers other things,
by engines or steele loomes by William Lee.
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The dramatic change from black to scarlet was probably
inspired by a similar arrangement of colour adopted by
Mary Stuart at her execution in 1587. This is Froude’s
fine description of her last appearance, taken from ‘Le
Vray Rapport de l'execution faicte sur la personne de
la Royne d’Ecosse ’.

She laid her crucifix on her chair. The chief executioner took it
as a perquisite, but was ordered instantly to lay it down. The lawn
veil was lifted carefully off not to disturb the hair, and was hung
upon the rail. The black robe was next removed. Below it was a
petticoat of crimson velvet. The black jacket followed, and under
the jacket was a body of crimson satin, one of her ladies handed her
a pair of crimson sleeves, with which she hastily covered her arms,
and thus she stood on the black scaffold with black figures all around
her, blood red from head to foot. Her reasons for adopting so
extraordinary a costume must be left to conjecture. It is only
certain that it must have been carefully studied, and that the pictorial
effect must have been appalling.

At the accession of Elizabeth men’s clothes were reasonable
and restrained in their style—the ruff still small and close,
and the double and upper hose tight-fitting—but the fashion
and relative proportions of these soon began to alter, and
rapidly, for, as Fynes Moryson wrote,

No people in the world is so curious in new fangles as they of
England bee.

This newfangledness was more marked in men than in
women. An Englishman’s dress in the period with which
we are concerned was a byword in the rest of Europe,
and the medley of taste and cut, borrowed from various
countries, which he bore upon his person was proverbial.
That this vanity was carried into all classes is shown by
Stubbes, who says :

it is impossible to know who is noble, who is worshipful, who is
a gentleman, who is not, because all persons dress indiscriminately
in silks, velvets, satens, damaskes, taffeties and such like notwith-
standing that they be both base by birth, and servile by calling, and

this I count a great confusion and a general disorder, God be
merciful unto us.

After 1560 the doublet became longer and more pointed,
with a shorter skirt; the sleeves, braided and slashed,
with puffings at the shoulders, were fairly tight. The
upper hose or breeches, which in Mary’s reign had been
short and melon-shaped, now assumed, by reason of
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excessive padding, most absurd proportions, and were soon
suppressed in favour of a shorter hose showing more of the
leg. This was quickly followed by round hose gartered
below the knee. Large leg-of-mutton sleeves resembling
those worn by women, covered with embroidery and
jewels, went along with them. Towards the end of the
century puffed breeches, distended by wool and hair, were
again brought into fashion, and these far exceeded in size
their prototypes of 1566.

The chronology of these changes is as follows :

1550-60. Melon-shaped upper hose or breeches with long
lower hose. Doublet reaching to waist with six-inch
skirt. Puffed shoulders with tight sleeves.

1560-6. Similar upper hose, much enlarged. The doublet
longer and more pointed, with a two-inch skirt. Sleeves
rather looser.

1566—75. Small puffed upper hose again in fashion. The
doublet still longer with no skirt. Sleeves slightly
padded.

1575—90. Long round French hose reaching from the hips
to below the knee, worn with stockings and garters.
Padded leg-of-muttonsleeves. The doublet usually with-
out a skirt; excessively long and pointed, in many cases
finishing far below the hips in the form of a pea-pod,
hence called peascod-bellied doublets ; of Italian origin.

1590-1616. The upper hose was now enormous, reaching
from the hips to just above the knee and fastened to the
stockings by broad garters of silk or velvet trimmed
with gold fringes. The doublet shorter, pointed, but
hollow-bellied instead of convex. The sleeves were
tight and simple with tabs or rolls at the shoulders.!

Stubbes in 1583 ridicules the ‘ dublets with great bellies
. . . stuffed with four, five, or six pounds of Bombast
at the least’. Shakespeare dresses Falstaff in a ‘great-
belly doublet’, which is no doubt a jocose allusion to his
circumference rather than a precise description of his attire ;
similarly he makes the page describe Armado thus :

with your arms crossed on your thin-belly doublet like a rabbit
on a spit. (Love’s L. L. 1. i. 19-21)

1 Some of these changes can be studied in the following illustrations to this
book: the title-pages of Turbervile's Booke of Faulconrie, 1575, and of The
Noble Arte of Venerie, 15{6, in Chapter XXVII, the portraits of Prince Henry
in Chapters III and XXII, and the portrait of the Earl of Southampton in
Chapter XXII.
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Shakespeare nowhere employs the term °trunk hose’,
and it is not found earlier than 1637. His names for this
garment are hose, round hose, breeches, and slops. Nashe,
however, in 1592, speaks of trunk slops. ‘Slops’ was a
generic term for wide loose breeches long before the
Elizabethan period. Mercutio gives Romeo bonjour, and
adds :

There’s a French salutation to your French slop.
(Rom. & Jul. 11. iv. 48-9)

Portia, describing her English admirer, says :

I think he bought his doublet in Italy, his round hose in France, his
bonnet in Germany. (Merch. of V. 1. ii. 78-80)
Other terms for wide hose were ‘ galligaskins’ and ‘gally-
hose’. Shakespeare uses neither, but only the short form
‘gaskins’ (Tw. N. 1. v. 27).

The long doublet and hose frequently ornamented with
ribbings, spots, and stripes were suggestive of insects, and
the wearer, with his winged triangular cloak and bee-
headed bonnet, must have been in character with the
court drones who hummed and buzzed round their queen
in 1585. Shakespeare marks this feature when he makes
Hamlet say of Osric:

Dost know this water-fly ? (Haml. v.ii. 84)

What changed very little in fashion was the shape of the
short cloak, which was invariably worn over the doublet
and hose. Falstaff inquires of his page:
What said Master Dombledon about the satin for my short cloak
and my slops ? (2 Hen. IV, 1. ii. 32-3)
Older men wore a long cloak or gown. Cloaks are con-
’Elinuallly mentioned in wills; one in 1573 gives the following
etails:

I give to my brother Mr. William Sheney my best black gown,
garded and faced with velvet and my velvet cap, also I will unto m{
brother Thomas Marcal my new shepe coloured gown garded wit
velvet and faced with cony also I give unto my son Tyble my shorte
gowne faced with wolf and laid with Billements lace also I give
unto my brother Cowper my other shorte gown, faced with foxe :
also I give unto Thomas Walker my night gown faced with cony
and my ruddy coloured hose.

Then follow other bequests of everyday canvas and cloth
clothes to his servants, until we come to a frieze jerkin with
silk buttons and another of the same material with stone
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buttons, and some hose lined with crane-coloured silk.
The lining was under the strappings of the puffed upper
hose.

Doublets and hose of frieze were worn as morning dress
about the court, but probably as an affectation of simplicity.
Sir John Harington writes : . '
the Queene loveth to see me in my laste frize jerkin, and saithe ’tis
well enoughe cutt. I will have another made liken to it. .
but adds that she simply spat on the fringed cloth suit of
another gentleman, saying, ‘the fooles wit was gone to
ragges’. _

We may presume that the ordinary gentleman in town
wore cloth, or sometimes stout linen, stitched with coloured
cording and embroidery. The accounts of William Darrell
of Littlecote, during his last season in London, 1589, show
bim ordering a suit of plain fustian with silk buttons, and
two doublets and cloaks of ‘murry and black satten’,
both lined with a similar-coloured taffeta sarcenet. The
satten cost him 12 shillings a yard and the sarccnet 7,
3 dozen silk points 3 shillings, 3 dozen silk buttons 1 shilling,
4 shirts 6 bands and 6 pairs of cuffs 4 pounds 6 shillings.
The latter item seems large, but shirts were elaborately
embroidered and cost anything from ten shillings up to
10 pounds; even a cheap shirt cost a crown. The careful
bequests of clothes in wills of this period can be well under-
stood. For the making of these two suits William Darrell
paid thirty shillings. His washing bill for this three
months’ visit to London is also instructive :

5 shirts, handkerchiefs, nightkerchiefs and socks . . . 184.
6 shirts, 18 handkerchiefs and a waistcoat . . . . 24d.
6 shirts, handkerchiefs, nightkerchiefs, socks and collars . 2od.

5 shirts, 8 handkerchiefs, a nightkerchief, a collar and socks 2zod.

4 shirts, 6 handkerchiefs, socks and nightkerchiefs 14d.
3 shirts, 4 handkerchiefs, and socks . . 10d.
3 shirts, 5 handkerchiefs . . . . . 10d.
2 shirts, 4 handkerchiefs, 1 pair of socks and 5 sheets 13d.
6 shirts, 6 handkerchiefs and 1 pair of socks 19d.
4 shirts, 5 handkerchiefs and 1 pair of socks 13d.
1 tablecloth and 14 napkins . 144.

These are details from the daily expenditure of a country
gentleman occupying a small house in Warwick Lane,
a narrow thoroughfare which still connects Newgate
Street with Ludgate Hill, where he lived in some luxury,
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having trout, game, fruit, and other delicacies of the country
sent up from Littlecote to London by express messengers.

In the Isham Collection is a doublet of the same date
and of similar cut to those mentioned in the Darrell
accounts. It is of a deep turquoise malachite Genoa
velvet, the pattern faded to a mossy green; down the
front is a row of silk buttons, placed so close that they
touch. The short skirt is perforated with six eyelet-holes
on each side, to take the silk points that tied the doublet
to the upper hose.

The fronts of such doublets were stiffened inside six
inches from the waist-line with a triangular piece of wood
of the consistency of thick cardboard. Elaborate buttons
were a prominent feature. Stow states :

The tenth yeere of Queen Elizabeth, many lylroung Citizens and
others began to weare Christall buttons upon their doublets, coats
and jerkins. And within few yeeres after, began the generall wear-
ing of buttons, of threed, silke, haire, and of gold and silver threed.

Crystal buttons were worn by vintners and other respect-
able tradespeople.

This leathern-jerkin, crystal-button, knot-pated, agate-ring, puke-
stocking, caddis-garter, smooth-tongue, Spanish-pouch,—

(r Hen. IV, 11. iv. 78-81)
is a string of epithets applied to the vintner by Prince
Henry. Greene speaks of a pawnbroker dressed in a black
taffeta doublet and a leather jerkin with crystal buttons.

The wide flat ruff worn with this phase of dress was
introduced from the court of France, Henry III’s ruff
measuring over a foot from neck to edge and containing
18 yards of linen. Nine inches from neck to edge appears
to have been the usual limit in this country, as in one of
Elizabeth’s sumptuary laws it was ordered to be clipped
when reaching ‘ within a nayle of a yard in depth’. These
wide dimensions continued till about Shakespeare’s death,
the huge puffed upper hose requiring a balance near the
face. These must have made the legs look small, and so
the wearing of very long boots reaching above the knee
became fashionable. To such a point was this carried that
Gondomar, the Spanish ambassador, is recorded to have
said to James I:

I shall amaze m‘}; countrymen by letting them know at my return
that all London is booted and apparently ready to walk out of town.
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These boots were eccentric and costly, of russet cloth or
leather, sometimes tight and smooth (2 Hen. IV, 11 1v.
270), sometimes hanging loose about the leg and turned
down and fringed, when they were called ‘lugged boots’.
Stubbes states they were also made of fine cloth with the
tops elaborately embroidered, and Dekker prescribes :

Let it be thy prudence to have the tops of them as wide as the
mouth of a wallet, and those with fringed boot-hose over them to
hang down to thy ancles.

In Markham’s Cavelarice (1607) there are full instruc-
tions for a horseman’s boots and apparel, some of which
are as follows :

A hat which must sit close and firme upon your heade. About
your neck you shall wear a falling band, and no ruffe. Your doublet
shal be made close and hansome to your bodie. Your hose would
be large, rounde and full, your bootes must be cleane, blacke, long
and close to your legge. Your bootehose must come some two
inches higher than your bootes being hansomely tied up with points.
Women apparently at this time often hunted and hawked
in men’s riding costume with breeches and long boots.
Leather or velvet shoes were the general footwear through-
out Elizabeth’s reign ; they were slightly pointed, slashed,
or pinked,! and decorated with buckles, silver or copper
gilt. Towards the end of the century large ornamental
rosettes of silk were introduced which are stated to have
cost as much as five pounds. ‘Gabriel's pumps were
all unpink’d i’ the heel’ (Tam. Sh. 1v. i. 136) is one of
Grumio’s excuses for not meeting Petruchio according to
appointment. Hamlet asks whether ‘ a forest of feathers’
(which were much used on the stage) ‘ with two provincial
roses ’ on his ‘raced’ (i.e. slashed) shoes are not sufficient
qualification for his admittance to a theatrical company
(If{ayﬁ{l. II. ii. 291—4). The stockings of the well-to-do were
of silk :
how many pair of silk stockings thou hast ; v:z. these, and those that
were thy peach-coloured ones ! (2 Hen. IV, 11. ii. 17-19)
Hats, according to Stubbes, were of all shapes,
sometimes pearking upg like the spere or shaft of a steeple, standyng
a quarter of a yard above the crowne of their heads, some more
some lesse as pleased the fantasies of their inconstant minds, some

! Pinking was perforation, usually as a preparation for embroidery. The
hat of a haberdasher’s wife—no doubt a confection of some elegance—is
slightingly spoken of as a ‘ pinked porringer ' (Hen. VIII, v. iv. 51).
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of velvet some of silk, some of wool and wiche is more curious some
of a certain kind of fine haire. These they called bever hattes of xx,
xxx, or xl shillinges price, fetched from beyond the seas from whence
a great sort of other vanities doe come besides.

One form of the sugar-loaf hat was called ‘copintank’,
‘coppid tank’, ‘coptank’, and by Shakespeare ‘ copatain’
(Tam. Sh. v. i. 6g). The hat was a great asset in a well-
dressed man’s attire : he fought in it, and with it, using it
as a parry; he sat at church and at meals with it on, and
only removed it with most profuse ceremony on meeting
a lady, instantly replacing it : he remained uncovered only
at court and in the presence of royalty. Ophelia remarks
on Hamlet’s hatless appearance :
with his doublet all unbrac’d;
No hat upon his head. (Haml. 1. i. 78—9)

There was a certain stiffness and formality in Elizabethan
hats. The feathers with which they were decked were
small, but as the size of hats increased in James’s reign
the feathers were worn larger. Small handkerchiefs of
about four inches square, with a button or tassel at each
corner or edged with gold lace, were folded and worn in
hats as favours. Other objects, such as gloves and ribbons,
were also stuck in the hat or cap, as passages in Shakespeare
show (see Hen. V, 1v. 1. 232; Haml. 1v. Vii. 77; Lear 11l
iv. 85-6).

The last important change in man’s costume that took
place before the death of Shakespeare was the introduction
of the falling collar in place of the ruff. Accepted portraits
of the poet represent him with this. In the Windsor
miniature of Essex, painted between 1590 and 1600, a small
ruff surmounts this falling collar, showing a transitional and
by no means successful style. These falling collars were
no novelty ; instances of their use are continually found
before 1600. In the well-known miniature at Windsor
of Sir Philip Sidney, painted after his retirement, he wears
a small square-cut lace collar and long close-fitting black
boots topped with lace to match his collar and cuffs.
The picture of Robert Dudley, Earl of Leicester, at Hat-
field, probably painted about 1585, shows a combined
collar and ruff; we may safely assign to this date the
beginning of the turn-down collar, which lasted with various
alterations till the Restoration.
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In all portraits of the latter part of the century the
hair is worn longer at the sides than it was early In
Elizabeth’s reign. The trimming of beards was fantastic
and various, nor does there appear to have been any
generally accepted fashion. It was customary to dye them
and to mould them in various forms according to the pro-
fession, age, or fancy of the wearer -

Quickly. Does he not wear a great round beard like a glover’s
paring-knife ?

Simple. No, forsooth: he hath but a little whey-face, with a
little yellow beard—a cane-coloured beard.

(M. Wives 1. iv. 20—4)

At the date of Shakespeare’s birth women’s dress amongst
the middle and lower classes was sensible and economical,
and his youthful eyes must have seen a style of dress very
different from that with which he was familiar in his later
manhood, for even gentlewomen in 1564 ordinarily wore
simple cloth gowns. Coventry and Worcester were impor-
tant centres of the manufacture of coloured cloth. The
dress of a citizen's wife about 1570 was composed of a
jacket-shaped bodice over a partelet or neckerchief of
linen headed by a small ruff, together with a kirtled skirt,
often looped up to show another coloured petticoat, An
inventory of clothes taken at the early part of Elizabeth’s
reign in the cottage of a husbandman renting land to the
value of twenty shillings a year, shows the value of dress
of this class:

H es rayment Hur best gowne ten shillings, Her olde gowne
five ?hmgs Ayxl?yrtill of Russget nine shillingsg, Two Kyrt%lls of
Fusten nine shillings, Hur best petticoat four shillings, Hur olde
%etticoat one shilling. A silver pynne one shilling and twopence.

he best cappe two shillings and fourpence. A neckercher sixpence
five kerchers five shillings. Her husbands clothes consisted of a
gowne five shillings, a dublet and jacket six shillings and eight
pence. Two payr hoses two shillings and eightpence. Two sherts
one shilling and sixpence. A blak sleved cote three shillings and
sixpence. A Fryse one shilling and eightpence. A canvass dublet
tenpence, a cappe sixpence.
With the growth of luxury in the upper classes this
simplicity of clothing gradually disappeared. Ruffs and
farthingales began to make their appearance amongst
the country people, and the poorer classes carried on
their backs the greater part of what they earned. Aprons
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were worn by all classes, and, according to Stephen Gosson,
were at times very elaborate :

These aprones white of finest thrid

So choicelie tide, so dearly bought

So finely fringed, so nicelie spred

So quaintlie cut, so richlie wrought ;

Were they in worke to save their cotes

They need not cast so many grotes.
Close-fitting linen caps, sometimes winged, with an over-
cap of coloured cloth, were the customary head-dress for
women and children. For out-of-door wear a hood was
added, and frequently over this, particularly by married
women,a high-crowned hat. One variety,called ‘thrummed’,
was made from weavers’ thrums, the small tufts of wool
where the thread of thewarp is tied. Mrs. Page mentions one:

And there’s her thrummed hat.

(M. Wives 1v. ii. 82)

Stubbes calls attention to the growing extravagance in the
head-gear of this class :
to such excesse is it growen, as every artificers wyfe (almost) wil
not stick to goe in her hat of Veluet every day, every marchants
wyfe and meane Gentlewomen in her french hood and every poor
Cottage Daughter in her taffatie hat, or els of woll at least, wel
lined with silk, veluet or taffatie. But how they come by this, they
care not ; who payeth for it, they regard not.

May Day and Morris dresses of this period were merely
fancy costumes, and evidently of cheap material, as one
is mentioned of gilt leather and silver paper, and another
of spangled fustian with bells. Stubbes describes the
colours used as ‘ greene, yellow, or some other light wanton
colours ’.

Townsmen wore fine cloth hats or bonnets, green blue
and red being favourite colours with the younger men.

In 1571 an Act of Parliament was passed for the benefit
of the cappers, enjoining the wearing of a woollen cap on
Sundays and holy days by every person above the age of
six years except women and certain specified officials.
This cap is referred to under similar circumstances by
Shakespeare and Marston :

Better wits have worn plain statute-caps. (Love’sL. L. V.ii. 282)

Nay, though my husband be a citizen, and ’s cap made of wool,
yet I ha’ wit. (Dutch Courtesan, III. i)

Towards the close of the sixteenth century the round
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cap with a low flat crown was commonly called a flat cap,
and a flat cap came to indicate nothing more nor less than
a Londoner, but especially a London ’prentice. In Jon-
son’s Every Man in his Humour Kitely the merchant says :
they . . . mocke me all over,
From my flat cap, unto my shining shooes.

The rest of the dress was by preference of russet cloth,
often a dark blue, seldom black, and made as a tight-
fitting doublet rather longer in the skirt than that of
gentlemen. Tight sleeves of a different colour, plain and
loose upper hose, grey stockings and shoes, with a leather
belt from which hung a pouch, completed the suit. Buttons
were often of polished pewter, and the points and laces
of some bright colour. Older men wore a half-circular
cloak reaching below the knee. In an engraving of the
end of the century a young man wears a leather doublet,
a jerkin with long skirts buttoned to the waist, and a hat
such as is usually still associated with Guy Fawkes. His
rather long hose show just below the doublet, he carries
a sword and a buckler with a point that exceeds in length
that allowed by the edicts of the time, and his shoes are
evidently of black velvet slashed to show the stocking hose,
which in all probability were red or gay in colour.

A broadsword or dagger was the invariable equipment
of every ordinary man qualified to wear weapons. At
the beginning of Elizabeth’s reign even agricultural
labourers, when at work, put down in a corner of the field
their sword, buckler, and bow. London apprentices, how-
ever, were forbidden to carry any weapon but a knife.
Apprentices wore blue cloaks in summer and blue gowns
in winter, with breeches and stockings of white broad-
cloth, and the flat caps already mentioned.

Servants in good families wore doublets of shorter
waist and rather longer skirt than their masters, their
upper hose or breeches were not padded, and the lower
hose were gartered above the knee. Loose, hanging
shoulder-sleeves were added towards the middle of the
reign, and on these were embroidered the master’s arms.
A shade of blue was very popular for liveries. Grumio,
giving directions about the underservants, says :

Let their heads be sleekly combed, their blue coats brushed, and
their garters of an indifferent knit. (Tam. Sh. 1v. i. 93~4)
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And the Duke of Gloucester, egging on his men to attack
the Cardinal Beaufort, exclaims :

Draw, men, for all this privileged place ;
Blue-coats to tawny-coats. ?I Hen. VI, 1. iii. 46—7)

Tawny was the shade adopted by ajgnitaries of the Church ;
Wolsey’s pillar-bearers were clothed in tawny velvet.
By ‘indifferent knit’ is meant of quiet appearance.
Such garters would have been of coarse wool (‘caddis’
or ‘crewel’), occasionally bound over with a small scarf.
They are mentioned in an account of 1571 thus—

vi pece of gartoning crewle iijs.

iij double peces of saye gartoning iijs. and ivd ;
and they are the subject of a joke by the Foolin King Lear
(11. iv. 7-8):

He wears cruel garters. Horses are tied by the head.

Gartering above and below the knee, called cross-
gartering, was an eccentric fashion, to which there are
many references in literature, as in Twelfth Night
(11. v. 169, 111. iv. 23—4) ; it was becoming obsolete towards
the end of James I's reign, and was finally relegated to
May and Morris dancers.

Yeomen, keepers, and those who managed hunting-dogs
were usually dressed in Kendal green (z Hen. IV, 11. iv. 250),
with bugles, short hangers by their side, and a quarter-staff
in their hands.

Plain canvas doublets were worn by inferior servants :

Look you Francis, your white canvas doublet will sully.
(z Hen. IV, 11. iv. 84-5)

Ben Jonson in A Tale of a Tub (11. ii) describes a rustic
on his wedding day as wearing a leather doublet with long
points, ‘a paire of pin’d up breeches like pudding bags,’
with yellow stockings, and hat turned up with a silver clasp.

Men of the poorest class wore skirted fustian tunics with
loose breeches, coarse stockings, or canvas leggings bus-
kined with leather or strips of cloth, and a hat differing
little from that worn by the mediaeval peasant. There
was no distinctive type of dress for the women of this class.

The Elizabethan period of costume is one of Freat dis-

tinction. The men’s clothes conveyed a sense of elegance
416.1
I
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and activity inseparable from the time. Women’s dress
was more artificial, stilted, and overladen with ornament,
yet preserved a fine sense of dignity, and marked an
important epoch in the evolution of sartorial art.

JEWELLERY

Existing examples of Elizabethan jewellery and orna-
ments reveal the same ingenuity and industrious novelty
evident in other branches of contemporary art; they
mostly bear decided traces of foreign influence, accounted
for by the fact that Hubert Moret, the celebrated English
goldsmith of the previous reign, worked with Holbein, and
that the school founded by them was further developed
and emphasized by the many Huguenot and Flemish
workers in precious metals who settled in this country
after 1572 and became members of the Goldsmiths Com-
pany. Taste and technique were also strongly affected
by jewellery of the Cellini school that drifted over here
from the Valois court. Cellini died in 1571, and
the individualities of his style were in vogue during the
greater part of Shakespeare’s life. The earlier geometrical
arrangements of stones in heavy gothic settings gradually
gave way to the use of minute nude figures, realistically
modelled with exquisite taste and precision and set
amongst enamelled strapwork or arabesques, accentuated
at important points with precious stones; this flat treat-
ment was particularly suitable for the pendants so much
sought after and worn by both men and women. These
were of various shapes, oval, round, and heart-shaped, as
well as in the form of ships, lizards, dragons, birds, mer-
maids, and sea-monsters, the object being suggested by an
eccentric-shaped pearl or stone for the body, to which a
head and limbs were added in gold and small precious
stones.

The Darnley pendant, preserved at Windsor Castle,
which was made for the mother of Henry Darnley, the
Countess of Lennox, in memory of her husband who was
killed in 1571, is heart-shaped. Shakespeare alludes to
the form :

I took a costly jewel from my neck,
A heart it was, bound in with diamonds.
(2 Hen. VI, 1m1. ii. 106~7)
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A miniature was frequently inserted in the back of these
pendants, and sometimes a portrait medallion in cameo
set in jewelled ornament formed the obverse. These were
made chiefly for gifts. In 1596, the Earl of Shrewsbury
presented the admiral of the ship by which he went on
his embassy to France with ‘a Jewell of the Queen’s
Pieture and a ring sent to his lady ’. The lines,

He that wears her like her medal, hanging

About his neck, (Wint. Tale 1. ii. 307-8)
and

Here ; wear this jewel for me, 'tis my picture ;

_ (Tw. N. 11 iv. 231)
suggest portrait medallions or miniatures. They were
suspended from chains or broad ribbons reaching just
below the chest. Chains were worn by most citizens,
and were provided by the wealthy for their retainers;
every well-dressed gentleman wore a gold chain. In
1587, when Sir Christopher Hatton rode from Holborn to
Westminster on the first day of his term as Lord Chancellor,
he had in attendance, among others, forty of his gentlemen
in blue liveries and chains of gold. These would have
been plain; gentlemen’s chains were often intricate in
the link, frequently enamelled, black and white being
a favourite combination. In 1596, the Earl of Shrewsbury,
when in France, distributed, among other gifts from the
Queen, four gold chains, varying in value from £100 to
£52 apiece. The collars of SS, which are set down in
the Order of the Coronation of Anne Boleyn (Hen. VIII,
Iv. i), were of Lancastrian origin, but of uncertain signifi-
cance. These and other chains of office were flat and
broad in the link, and at times very highly decorated.

Ladies wore long chains of stones or pearls. In 1588,
a New Year’s gift to Elizabeth is described as
a chayne, containing 22 aggetts slytely garnesshed with gold and
22 bawles of jheat slytely garnesshed over with seede pearles.

Stow quotes the price of a chain of pearls given by the
Lord Mayor, aldermen, and citizens of London to Princess
Elizabeth on her marriage in 1613 as ‘a fayre chain of
orientall pearle which cost about £2,000’.

Pomanders were very popular trinkets. Men wore them
suspended from a long slender chain, and women from
their girdles. They were either made in the form of a

12
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hollow perforated sphere to contain a ball of scent or
constructed after the manner of an orange, the ‘ quarters’
being secured at the base by hinges opening outwards
when the top was unscrewed, and containing various per-
fumes and disinfectants, such as ambergris, musk, clove,
and hartshorn. They were of gold or silver, engraved and
ornamented inside and outside, and occasionally jewelled
and enamelled. The love of perfumery was carried into
other ornaments, such as carcanets and coronals. Anne
of Denmark in 1607 possessed a dress, ‘the fore part
adorned with 48 tags 3 inches long of beaten and enamelled
gold, hollow within and filled with ambergreece’. The
pomanders alluded to by Autolycus (Wint. Tale 1v. iii. 611)
would have been the common wax perfume balls moulded
into shapes and impregnated with scent.

Women’s girdles remained in fashion till about 1600 ;
they were of velvet covered with small plaquettes of
embossed metal, or wholly of metal links, enamelled and
jewelled ; from these were hung a variety of trinkets
and sometimes a watch. Watches were introduced into
England during Henry VIII’s reign, but were worn only
by the rich in Shakespeare’s time. They were large,
octagonal, oval, or round in shape, the outer cover being
pierced with elaborate openwork to enable the strike to
be heard. As they decreased in size towards 1580, they
became personal ornaments of great value. Several are
mentioned among New Year gifts to Elizabeth ; in 1581
we find a long gold chain set with diamonds and ‘hanging
thereat a rounde clocke fullie garnished with dyamondes .’

Malvolio pictures himself with a watch:

I frown the while ; and perchance wind up my watch.
(Tw. N. 1L v. 66—)
There is a reference to the strike movement in

Look, he’s winding up the watch of his wit; by and by it will
strike. (Temp. 11. i. 12-13)

Carcanets were hanging collars of linked ornamental
design set with important jewels surrounded by smaller
stones, from which often hung little pendants. Their
construction is accurately suggested in Sonnet lii :

Like stones of worth they thinly placed are,
Or captain jewels in the carcanet.
As they were of considerable value, their use was confined to
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Royalty and ladies of the Court, the less wealthy being
content with simple strings of pearls or other suitable
stones. Queen Elizabeth was presented with three car-
canets on New Year’s Day 1588, one by Sir Christopher
Hatton, another by the Lord Howard, and another by the
Earl of Warwick, the contemporary description of which
exactly explains its composition :

A sarceonet of gold, conteyninge 15 peeces, seven sett with foure
rubyes, and one small diamond in the middest, the other seven sett
with nyne pearles in a peece sett in gold, having a rowe of small
pearles on thupside, and pendaunts of sparks of rubyes, oppalls,
and ragged pearles.

Bracelets were composed of ornamental gold links,
enamelled and jewelled, rows of pearls or beads of amber"
(Tam. Sh. 1v. iii. 58), coral, agates, and bugles, which were
long black tubular glass beads (Wint. Tale 1v. iii. 224);
they were also made of hair (Mid. N. D. 1. i. 33). They
were always worn outside the sleeve, which came down to
the wrist. Shakespeare makes several allusions to them.

Rings were worn by all classes, the poorer kinds being
of silver, brass, or pewter. An ordinary gentleman’s
signet ring was of plain gold, deeply engraved with his
arms, or his crest and initials. The most valued stone for
a ring was the pointed or table-cut diamond, but all
stones were used. Shylock alludes to his turquoise ring,
which Jessica had taken, and which he had of Leah when
he was a bachelor (Merch. of V. 11. i. 126-30). Many of
the settings were exquisitely modelled and chased in delicate
Renaissance designs; classical cameos and intaglios were
also much used. The celebrated Essex ring, still in existence,
1s composed of a very small cameo of Elizabeth’s head.
Memorial rings were also popular ; Shakespeare in his will
leaves seven bequests of twenty-six shillings and eightpence
each to buy rings. He alludes to memento mori rings in

A death’s face in a ring ; (Love’s L. L. v. ii. 613)
and he makes rings important factors in the plots of several
plays. They were also given with other jewels as prizes
In contests of skill. The King says before the fencing
match in Hamlet : .

And in the culg an union shall he throw,
Richer than that which four successive kings
. In Denmark’s crown have worn. (v. ii. 286-8)
A union was a large fine pearl.
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Brooches and ouches were worn by men in their hats,
often to clasp the feather, and by women for the same
purpose, as well as to ornament the front of the dress
and stomacher. Falstaff uses the two terms in conjunction,
¢ Your brooches, pearls, and ouches’ (2 Hen. IV, 11. iv. 52).

Ear-rings were not worn by women early in Elizabeth’s
reign because the ear at that time was concealed by the
head-dress. Harrison, writing in 1587, says: ‘Some
lustie courtiers also and gentlemen of courage doo weare
either rings of gold, stones, or pearle in their eares.” There
is no mention of the word ‘ ear-ring ’ by Shakespeare, but
he alludes to them:

I would my daughter were dead at my foot, and the jewels in her
ear ! (Merch. of V. 11. i. 94-6)
Elizabeth, in her later portraits, and Anne of Denmark
are generally represented as wearing long pear-shaped
pearl ear-rings.

Jewelled sprigs of gold, hair-pins, and bodkins with
most elaborate tops with falling jewels, were much used
for decorating the hair, and a woman fashionably dressed
for any important entertainment was besprinkled with
stones, chains, and jewels, from the crown of her head
to her girdle. Women of the middle class, who strove to
emulate the manner of dressing of their richer sisters, had
recourse to the counterfeit representations which were so
abundant and so remarkable that they are said to have
deceived even those accustomed to handle the finest
specimens of goldsmith’s work.

BiBL1oGRAPHY.—The important Isham Collection of clothes of this period
is described at the beginning of this chapter. Much information is to be
ga.thered as to details of fashion and changes in costume from the works of

tow, Harrison, and Stubbes, and from the dramatic, satirical, and other
literature of the period (see the Bibliography to Chapter I). Wills, inven-
tories, and household books are invaluable for records of expenditure on
clothing ; see also NicHOLs's The Progresses and Public Processions ?f Queen
Elisabeth, 3 vols., 1805 and 1823, and FEUILLERAT'S Documents relating to
the Office of the Revels in the time of Queen Elizabeth, 1908. Foreigners’ ac-
counts of English costume can be read in ESTIENNE PERLIN’s Description
des Royaulmes d’Angleterre et d’Escosse, 1558, and in W. B. RyE’s England
as seen by Foreigners, 1865. There are no books dealing in detail with the
costume of our period, but the following may be consulted for a general
view : JosEPH STRUTT'S A Complete View of the Dyess and Habits of the People
of England, 2 vols., 1796, 1799 ; new ed. by Planché, 1842 ; Planché’s and

airholt’s works ; HUBERT HALL's Society in the Elizabethan Age, 3rd ed.,
1888 ; and, for jewellery, H. CLIFFORD SMITH'S [ewellery, 1908.
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THE HOME : FURNITURE: FOOD AND
DRINK: CHRISTENINGS, WEDDINGS,
FUNERALS

BY

PercY MacgQuoiDp

FURNITURE AND PLATE

HoWwEVER scanty the supply of furniture was at the date
of Shakespeare’s birth, the universal growth of luxury
during the next twenty years so promoted and improved
its manufacture that many innovations, hitherto unknown,
were speedily introduced amongst all classes. How this
luxury developed is best described by Harrison (1577-87) :

The furniture of our houses. .. is growne in maner even to passing
delicacie : and herein I doo not speake of the nobilitie and gentrie
onelie, but likewise of the lowest sort in most places of our south
countrie, that haue anie thing at all to take to. Certes, in noble mens
houses it is not rare to see abundance of Arras, rich hangings of
tapestrie, silver vessell, and so much other plate, as may furnish
sundrie cupbords, to the summe oftentimes of a thousand or two
thousand pounds at the least. ... Likewise in the houses of knights,
gentlemen, merchantmen, and some other wealthie citizens, it is not
geson to behold generallie their great provision of tapistrie, Turkie
worke, pewter, brasse, fine linen, and thereto costlie cupbords of
glate, worth five or six hundred or a thousand pounds, to be deemed

y estimation. But as herein all these sorts doo far exceed their
elders and predecessors, and in neatnesse and curiositie, the merchant
all other ; so in time past, the costlie furniture staied there, whereas
now it is descended yet lower, even unto the inferiour artificers
and manie farmers, who by vertue of their old and not of their
new leases have for the most part learned also to garnish their
cupbords with plate, their ioined beds with tapistrie and silke
hangings, and their tables with carpets & fine naperie.

) He_ goes on to say that notwithstanding the great rise
In prices, the community is able to buy and manufacture
such furniture as up to that time ‘ hath beene unpossible .
He also states that three things connected with domestic
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comfort are ‘ marvellouslie altred’ in his time: one, the
increase of chimneys, which had been hitherto confined
to the religious and rich houses; the second being the
great improvement in beds and bedding amongst country
folk, who had till then been content to lie on straw pallets
with a sack of chaff for a pillow. ‘As for servants’, he
goes on to say,

if they had anie sheet above them, it was well, for seldome had they
anie under their bodies, to keepe them from the pricking straws that
ran oft through the canvas of the pallet, and rased their hardened

hides.
The third is the change among the artisan and farming
classes of their ‘ treene ! platters into pewter, and woodden
spoones into silver or tin’. We have a record only ten years
earlier than this of the Foor quality and state of the furniture
even in the royal palace of Sheen in a letter written by
Lord Buckhurst in 1568 :
Two daies before the Cardinals arivall, I spake with Her M. officers
with whome I had conferens for the better accomodating of the
Cardinal. Ibrought themin toeverie part of thehous that I possessed,
and shewed them all such stuf and furniture as I had. And where
they required plate of me, I told them that I had no plate at all.
Such glasse vessell as I had I offred them which they thought to
base. The table whereon I dine me self I offred them ; and for
that yt was but a square table they refused yt. One onelie tester
and bedsted not occupied I had, and thos I delivered for the Cardinall
himself ; and when we cold not by any menes in so shorte a time
ggocure another bedsted for the bishop, I assighned them the
dsted on which my wiefes waiting women did lie, and laid them on
the ground. Mine own basin and ewer I lent to the Cardinall and
wanted me self.
Even the Queen, when she left one palace for another, moved
her surroundings with the court, and was accompanied by
some four to six hundred two-wheeled carts, each drawn
by six horses and laden with trunks.

The lower and middle classes were content with the
rough and scanty furniture inherited from their prede-
cessors or with pieces of coarse gothic discarded by fashion-
able householders. A typical inventory of the year 1592
from the house of Henry Field, a tanner, friend and
neighbour of John Shakespeare, shows the furniture
possessed by a tradesman in a small country town? at

1 Made of ‘ tree’, i. e. wooden.
2 See Sir Sidney Lee’s Stratford-on-Avon.
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the time when the changes mentioned by Harrison were
in progress. In the hall of this house, which evidently
served as a kitchen and room for meals, there was one
table upon a joined frame, five small joint-stools, a small
chair, a wainscot bench, and painted cloths. The table
would have been on a frame, morticed or joined on bulbous
legs uncarved. The term ‘joined’ distinguished them from
the trestle form, which could be taken to pieces and was
used up to the middle of the century. Capulet alludes to
this trestle shape when he cries ‘turn the tables up’
(Rom. & Jul. 1. v. 31), for, when the pegs holding the
stretchers to the trestles were withdrawn, the top could
be lifted from its slots and the whole piece stacked against
a wall to make more room. The joined or joint-stools of
the last half of the sixteenth century resembled tables in
miniature and were used at meals both by rich and poor ;
in a large hall, they were packed when not in use, with
the legs turned inwards under the tables, resting on the
stretchers.

The joint-stool, being the piece of furniture most com-
monly encountered, inevitably lent itself to jocular refer-
ence. There is a pleasant allusion in The Taming of the
Shrew. Petruchio tells Katherine that he is moved to woo
her. ‘Mov’d!’ she exclaims,

in good time : let him that mov’d you hither
Remove you hence. I knew you at the first,
You were a moveable.
Pet. Why, what’s a moveable ?
Kath. A joint-stool.
Pet. Thou hast hit it ; come, sit on me.  (IL i. 196—9)
The Fool in King Lear makes use of the old proverb, ‘ Cry
you mercy, I took you for a joint-stool’ (111. vi. 55).

Chairs were so scarce even in important houses that the
master and mistress of the house or the principal guests
were alone entitled to sit upon these rare commodities at
the high table. The ¢small chair’ of the inventory must
have been a plain panel-backed oak armchair without
carving. The ‘ wainscote bench’ is interesting as iden-
tifying the settle with Elizabethan times; an allusion is
made to it in ‘and sleeping upon benches after noon’
(I. Hen.IV,1.ii. 4). Such a seat was formed of a long chest,
with a panelled back about three feet high, finishing at
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both ends with arms. They were placed facing the fire in
winter and with their backs to the fire in summer. A
couple of settles or benches usually stood near the great
fire-place. The box of the settle often contained guards of
wicker-work, which were used to protect the stockinged
legs from being scorched. What comifort there was was
supplied by loose cushions, since no stuffing was upholstered
to the woodwork before the early part of the seventeenth
century.

In the parlour of the same house was a small table upon
a frame, two joint-stools, two chairs, a press, a joined bed
and a small plank, also three painted cloths, one feather
bed, one flock bed, two bolsters, one pillow, one bed cover-
ing of yellow and green, four old blankets, one old carpet,
and two chests containing articles of linen. The chairs
were probably of the kind known as ‘ turned chairs ’ made
of beech wood. The joined bed stood about four feet high
at the back. It was generally carved and ended in short
knopped posts of about three feet in height at the footrail,
and was the ordinary type of bed for middle-class people.
In another room, mention is made of a truckle bed,! a little
round table, and two old chests. In two other rooms there
were more beds, coffers, and a ‘press of boards with
shelves’; the last was a cupboard of plain wainscot for
clothes, which were also kept in the coffers. The bedding
appears to have provided the only item of comfort in this
house. The possession of feather beds and bedding was by
1590 considered necessary by all decent folk. The old carpet
mentioned was probably of cloth or felt, and used for the
table, not for the floor.

The furniture of cottages must have been of the roughest
description ; there does not seem to be any authentic
record that it was distinctive ; a common labourer’s wages
in 1593 being about £7 a year, there was but little margin
for its purchase. A plain unpanelled chest no doubt ful-
filled many purposes, and Shakespeare alludes more than
once to three-legged stools,” always in poor surroundings.
It can be gathered from inventories that the labouring
class used wooden trenchers and bowls for eating and
drinking, and often possessed pewter candlesticks and

1 See p. 126 below.
8 Mid. N. D. 11.i. 52; Cymb. 11 iii. 89.
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spoons, flock mattresses, and canvas sheets for their beds,
and sometimes an old feather bed.

In an Elizabethan mansion, the hall, where the meals
took place, was furnished with an upper table capable of
extension, known as a draw-top table, at which the family
sat, chairs being set for the master and mistress of the
house and stools for the younger members of the household
and ordinary guests ; along the sides of the hall were ranged
plain long tables and forms for the servants and poorer
dependents. When guests could not find room at the high
table, the upper ends of the side tables were used for their
accommodation, a salt being placed where the distinction
of class commenced. There is an allusion to this in
Coriolanus : :

As if he were son and heir to Mars; set at upper end o’ the table.

(1v. v. 204-5)
Dekker in the Honest Whore (1604) also mentions this
distinction of place as follows :
Plague him, set him beneath the salt ; and let him not touch a bit,
till every one has had his full cut.

In an inventory of the goods of one Peter Fratevile of
Stavely, taken in 1581, there is the item :

In the Hall one longe table, ii long fourems x shillings.

At the ends of the room stood court-cupboards on which
the silver plate was arranged, and these were also the
receptacles for wine, fruit, cordials, spoons, and table
linen. The only allusion to these by Shakespeare is in

Away with the joint-stools, remove the court-cupboard, look to
the plate. (Rom. & Jul. 1. v. 7-8)
Great numbers of these court-cupboards were made, some
plain, some richly carved and inlaid, for they were used
by all householders; the term °court-cupboard’ dis-
tinguished them from the smaller livery cupboards con-
taining the livery allowances of the servants, which were
generally made to hang on the wall, and had large per-
forations in the doors for ventilation.

The stone floor was strewn with rushes, which were
allowed to accumulate until they became offensive. In
the household accounts of Lord North at Kertlinge, 1578,
15s. a load is quoted for rushes, equivalent to about £6 of
our money. These may perhaps have come from some
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distance so that carriage added to their cost, but the
continual supply required must have been expensive.

The hall was lighted by candles in wooden or iron coronas
suspended from the ceiling, which had superseded the
earlier torch-lights fixed in iron brackets on the walls.
Dipped candles, with rushes for wicks, were generally
made in the homes by each family from fat accumulated
in the kitchens; they were therefore dark in colour.
Better candles of wax or white tallow with cotton wicks
were purchased from candlemakers or made by journey-
men who travelled from house to house working at the
rate of 44d. a day. In 1602, 12lb. of white candles cost
4s. in London. Candles were also used on the tables, but
existing specimens of English domestic candlesticks before
1600 are extremely rare. They are short and baluster-
shaped, with a double spreading round base. They were
made of latten, pewter, or silver.

Buffets about 4 feet in height, consisting of two shelves
with drawers separated by bulbous supports, were an
innovation of about 1580 and probably stood in the
wainscoted parlour, a room that was often used for meals
when privacy was required. They were essentially a piece
of furniture for a sitting-room, and are usually of inlaid
walnut or oak of fine quality. The chairs in such a room
would have been panel-backed and carved, with plain
arms and baluster legs. A small draw-table, when not in
use for meals, would have been covered with a Persian
or needlework carpet, and the floor with mats. Mats
were made of broad-leaved rushes coarsely plaited, and
were known as Bedfordshire mats, costing in 1576 5d.
a yard. The window curtains were probably of cloth, with
embroidered borders and valances.

The best furniture in an important Elizabethan house
was placed in the long gallery, used as a withdrawing-room
and ball-room. Along the elaborate wainscot were ranged
buffets and cabinets of English or foreign workmanship, and
these were more often made of walnut, rosewood, or ebony
mounted in silver, than of oak. Window seats, chests, stools,
and cushions on the floor formed the principal seats, for even
here there would have been no great supply of chairs.

Decorative buffets with doors formed a sort of cabinet
against the wall for the display of such rare pieces of
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majolica, china, bronzes, and other curios as had found
their way to this country ; they were sometimes elaborately
inlaid with checker-work marquetry of light woods and
ebony, and they represent the highest quality of English
furniture about 1585.

Other smaller cabinets on stands, often of exquisite
workmanship, full of secret drawers, evidently stood out
in the rooms, as they are decorated on all sides; they
often have a slide inlaid with figures of writing implements,
clearly denoting their purpose. There is a fine specimen
in the Victoria and Albert Museum, the cabinet of foreign
make resting on an English stand inlaid with Tudor
emblems. The perfect execution of this piece makes one
realize the good taste and brilliant colouring of the
furniture and decorations of an Elizabethan mansion. It
must be remembered that the panelling of these houses,
being of new oak, was not dark as it is to-day, that the
stiles and rails were frequently painted a rich red, and
the panels decorated with designs in green or other colours;
that the tapestries, being fresh from the loom, were bright
and full of ‘gorgeous harmonious tones, and these with
the costumes, stained glass, needlework, and silk hangings
formed a fine combination of decorative colour ; cabinets
and tables inlaid with ivory, silver, tortoise-shell, precious
stones, and coloured woods helped to complete this vivid
effect. Ornamental tables of this kind still remain n situ
at Hardwicke, though the brilliancy of their inlay has faded
like the tapestry.

Such luxuries as day-beds were probably introduced
towards the end of the sixteenth century, for before this
time our ancestors could not loll in their stiffly-constructed
uncomfortable oak chairs and settles. The earliest known
existing example of a day-bed is in the gallery at Hardwicke.
It is of oak, with two panelled ends raking outwards ; it is
painted chocolate red, with floral arabesques, and the arms of
Talbot and Cavendish. Itis 7ft. 3in. long, with a long, loose
mattress covered in red damask embroidered in coloured silks
and gold. Day-beds are twice alluded to by Shakespeare :

He is not lolling on a lewd day-bed.
(Rich. I11, 1m1. vii. 71)

Having come from a day-bed, where I have left Olivia sleepir_lg.

(Tw. N. 11. v. 55-6)



126 SHAKESPEARE’S ENGLAND

The furniture of the great chamber or bedroom was an
elaborate affair, the hangings of the bed, walls, and win-
dows often costing a very large sum. The oak or walnut
bedsteads, finely carved and inlaid, consisted of a panelled
head and corniced tester, supported on two posts at the
foot. Occasionally the posts stood on plinths separate
from the frame. The bedding, which was carried on a
wide criss-cross of ropes, was a pallet of straw or wool
underneath two or more feather beds; over the sheets
and blankets lay another thin feather bed as a coverlid,
with an embroidered quilt ; curtains of needlework, tester
valances, lower valances called basses, consisting of fine
silks interwoven with gold and trimmed with most elaborate
fringes, completed a structure that often cost considerably
over £1,000 of our money. Some Elizabethan fringes for
repairing the hangings of these beds have been reproduced
in modern times, and have cost over £5 a yard.

The so-called ‘ Great Bed of Ware’, measuring 11 feet
square, now at the Rye House in Hertfordshire, is an
interesting example of this period; it is referred to by
Sir Toby :

Although the sheet were big enough for the bed of Ware in England.

(Tw. N. 11. ii. 52—4)

All important beds, small or large, were made more or
less on these lines until the beginning of the seventeenth
century, when in fashionable households the carved oak
posts, tester, and back, were discarded, and the structure
was hung with embroidered silk, linen, velvet, cloth, or
other material. The bed at Knole, prepared for James I
and hung entirely with embroidered cloth-of-gold, cost
the Earl of Dorset £8,000 in money of that time. Small
truckle-beds or trundle-beds were placed at the foot of
these standing beds for the accommodation of the personal
servant at night; they were very low frames on small
wheels, so that they could be ‘truckled’? or ¢ trundled’
under another bedstead in the day-time. They are men-
tioned in The Merry Wives of Windsor (1v. v. 7), Romeo and
l[uliet (1. i. 39), and by Joseph Hall in the following
ines :

First that he lie upon the Truckle-bed,
Whiles his yong maister lieth on his hed.

1 A truckle is a small roller, wheel, or castor.
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The curtains round standing beds were carefully drawn
and often pinned at night; draughty leaded glass, and
ill-fitting doors, doubtless made these stuffy precautions
necessary. Bequests of beds are very numerous; there
is the well-known legacy to his wife in Shakespeare’s
will ‘ of his second best bed’, and evidently unimportant
standing beds were considered valuable, as Francis
Fitton, in Cheshire, 1608, leaves to his niece, Lady Anne
Newdigate,
my bedd of downe etc. in my bed chamber at London with a canopy
of yellow double taffaty and a yellow silke quilte.
The decorations of an important bedchamber in Shake-
speare’s time is best described in his own words :
It was hang’d

With tapestry of silk and silver ; the story

Proud Cleopatra, when she met her Roman,

. . . a piece of work

So bravely done, so rich, that it did strive

In workmanship and value ; . . . and the chimney-piece

Chaste Dian bathing ; never saw I figures

So likely to report themselves. ...

... The roof o’ the chamber

With golden cherubins is fretted ; her andirons . . .

. . . were two winking Cupids

Of silver. (Cymb. 11. iv. 68-90)
Rushes were evidently strewn even in such a bedroom,
for Tachimo, speaking of the same chamber, says :

Our Tarquin thus
Did softly press the rushes ere he waken'd
The chastity he wounded. (Cymb. 11. ii. 12-14)
There were no chests-of-drawers, few washing-tables,

and, except in large houses, no regular dressing-tables.
The top of a chest, furnished with cushions, served as a
couch, and often as an extra bed, and a taller chest held
the silver or brass ewer, basin, and other articles of toilet.
These were, however, sometimes placed on a shelf affixed
to the wainscot.

_Chests or coffers were composed of three or more panels,
either plain or painted, and often beautifully carved and
inlaid with coloured woods. Clothes of all kinds, as well as
napery, were kept in these. Inside all of them was a little ..
hanging covered box supposed to have been made origin-
ally to hold candles—the old remedy against moth—
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but certainly used as well for money, trinkets, and the
smaller details connected with dress. The linen stored in
the coffers of the poorer classes was homespun, but better
qualities were imported from the Netherlands. Important
houses certainly possessed more chests than chairs. The
other furniture of a fine bedroom comprised a hanging
cupboard, carved or inlaid with marquetry, two or more
carved chests, a small table for the little standing looking-
glass, which by the end of the sixteenth century had begun
to make its appearance, and silver boxes and jars for the
many essences, cosmetics, and paints used by an Elizabethan
lady of fashion. Wall mirrors were exceedingly scarce
and small. In the royal palace they were evidently not
encouraged by the Queen, for, in the account of her death,
we read that :

In the me ancholy of her sicknes, she desired to see a true looking
glass, which in twenty years she had not sene, but only such a one
as was made of purpose to deceive her sight; which glasse being
brought her, she fell presently into exclayming against these which
had so much commended her.

When not strewn with rushes, the floors were matted, for
in the ‘ North household accounts’ there is an entry :

Twelve score yards of matts for the great chamber £3 10s.
Eastern carpets and carpets of cloth and Turkey work
were also used, but usually for covering tables and chests.
At Gorhambury there is a carpet of Turkey work in per-
fect preservation with Elizabeth’s cognizances and initials,
made for and used by the Queen when making her frequent
visits to Sir Francis Bacon. This Turkey work was a
needlework imitation of an Eastern carpet, and was
chiefly used for window seats, bed valances, and chair
cushions. It was a treble cross-stitch on canvas in coloured
wools, cut open to a close pile. There are constant allu-
sions to it. In The Comedy of Errors 1v. i. 104-5, there
is mention of a desk

That’s cover’d o’er with Turkish tapestry.

As there was no such fabric made in Turkey at that
date, this undoubtedly refers to a small carpet of Turkey
work forming a table-cloth to the flat Elizabethan oak
- box-desk on legs. There has been much confusion between
needlework and loom tapestry, and inventories make little
discrimination between them. Weaving of tapestry was
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carried on in England before the sixteenth century, and
there was a manufactory established, about 1509, at Bar-
chester, in Warwickshire, by William Sheldon, but it did
not assume any industrial importance till the founding of
the Mortlake works three years after the death of Shake-
speare. Tapestry, both figures and verdure, was imported
in great quantities from Flanders throughout the sixteenth
century ; and the accumulation of it in this country
towards the close of Elizabeth’s reign was very great.
The royal collection alone was enormous, and selections
from it were in constant requisition for various functions.
On the occasion of the royal visit to Cambridge in 1564,
King’s College Chapel was entirely hung with the ‘ Queen’s
Arras’, and in 1613, on the occasion of the marriage of.
the Princess Elizabeth to the Palgrave at Whitehall, the
temporary banqueting-hall for the extra accommodation
of the guests was hung with tapestry representing the fight
between the English and Spanish fleets. Estienne Perlin,
writing in 1558, remarks that the English make great use
of tapestry and painted cloths, and that there were few
houses in which some would not be found. :
Painted cloths, often inventoried as ‘steyned cloths’,
were a form of wall hangings used as a substitute for
the more costly tapestry, and chiefly represented biblical
or mythological subjects, carried out in water-staining
and tempera on canvas, the method being -practically
the same as that employed at the present day for the
imitation tapestry in theatrical use. Such hangings were
popular for bedrooms. Falstaff describes his men as
‘ragged as Lazarus in the painted cloth’ (r Hen. IV,
Iv. ii. 27-8). Dekker advises his young gallant to sleep
his bellyful regardless of the ‘ coarse painted cloth rhymes’,
referring to the stereotyped maxims painted on scrolls
Issuing from the mouths of the figures. In an inventory
of Sir Henry Parker’s goods taken about the time of Shake-
speare’s birth there is an entry :
In the chamber over the kitchen. A steynid cloth over chymney,
with Marie and Gabryell iiijd.
No doubt at times these painted cloths were direct copies
from tapestry, but they were more often of local design
after the manner of the crude pictorial ornamentations
in ‘xlater-staining on plaster walls, many of which are
K :



130 SHAKESPEARE’S ENGLAND

extant. In the Savoy House, Denham, there are some
rooms decorated in this manner; one being a series of
scenes from Exodus, in which Moses and his followers are
represented in the costume of about 1600, with texts on
scrolls spouting from their mouths. Such pictures are
referred to in the following passage :

Quick. 1 must be fain to pawn both my plate and the tapestry
of my dining-chambers.

Fal. Glasses, glasses, is the only drinking : and for thy walls,
a pretty slight drollery, or the story of the Prodigal, or the German
hunting in water-work, is worth a thousand of these bed-hangings
and these fly-bitten tapestries. (2 Hen. IV, 11. i. 157-63)
Hentzner, writing in 1598, mentions that beds were covered
with tapestry, even those of farmers; but this must have
been needlework, probably a large pattern of flowers and
birds worked on linen in coloured crewels, or else an imita-
tion of some tapestry work in cross-stitch.

Towards the close of Shakespeare’s life, important
changes in furniture took place. The X-chair of Henry VIII,
which had never wholly disappeared, again became popular,!
the woodwork being entirely covered with velvet or silk,
the back heightened, and the seat upholstered to the frame.
There are several of these chairs at Knole with their X-
shaped stools to match. A still more important innovation
was sets of chairs without arms, with stuffed seats and backs,
called farthingale chairs, the absence of arms being designed
for the better accommodation of the outrageous size of
women’s skirts. There is a complete set of these also at
Knole with couches and stools to match. Sets of furniture
were not made before the early years of the seventeenth
century, but chairs from this date onwards became com-
paratively common, and were no longer confined to the use
of important members of the household. The ordina;
furniture of this class was covered in cowhide studded with
nails. When furniture began to be upholstered the multitude
of cushions grew less; until then they had furnished the
chief element of comfort, being much used on the floor as
seats. Itisstated that Queen Elizabeth passed the last three
days of her life resting on cushions placed on the floor.

ever at any time in the history of our silver plate has
such elegance and mastery of design been displayed as
during the sixteenth century, and in the three technical

1 It is seen in Rogers’s portrait of Queen Elizabeth reproduced in Chapter I.
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points of engraving, chasing, and hammering, England could
at that period hold its own with the rest of Europe. So
highly was the possession of plate esteemed, that by 1585
even farmers and town folk had acquired some small
articles of silver, and it is usual to find in contemporary
inventories of such households mention of silver spoons
and a drinking-bowl. Seal-top and apostle spoons are too
well known to need description ; the type was universal,
and the quality was much the same for rich and poor
alike, except that those of country make were generally
inferior to London hall-marked spoons.

Colleges, city companies, and similar institutions had
great possessions of plate, and most of their drinking-vessels
were of sterling silver. Hentzner mentions that, when a-
person of distinction remarked on the number of the cups
at Gray’s Inn and Lincoln’s Inn, he was given the answer :

They were rcady to make him a present of all their plate, provided
he would undertake to supply them with all the glass and earthen-
ware, they should have a demand for ; since it was very likely he
would find the expense, from constant breaking, exceed the value
of the silver.

Prelates and noblemen such as Archbishop Parker and
Lord Burghley were famous for their taste in plate. The
former made many superb gifts to various colleges, which
are still preserved, and Lord Burghley, who was by no
means addicted to ostentatious luxury, but merely kept up
the necessary state attaching to his great position, left plate
at his death in 1598 to the value of about £15,000 in money
of that time. Both Lord Burghley and his son appear to
have had fine and original taste in selecting plate for their
Queen, and evidently went out of their way to find some
novelty that might attract her, such as
one porrynger of white porselyn, garnished with golde, the cover of

gﬁldes, with alyon on the toppe therof ; geven by the Lord Threasorour
all 38 oz.

or again—

one cup of grene pursselyne, the foote shanke, and cover silver guilte,
ch.ase lyke droppes. Geven by Mr. Robert Cecill, 15 oz.

Pieces of china, agate, crystal, and other stones mounted

in gold or silver were considered greater rarities than
silver plate, as for example—

Oone poringer of blodstone, garnished with four fete and two handles
of golde, made like snakes. Geven by therle of Leycestor. 7 oz.
K2
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—also given to the Queen. The royal store of plate must
have been enormous, not only embracing Plantagenet relics
and the pick of the monastic treasures taken by Cromwell for
Henry VIII, but also the accumulation of presents made
to Elizabeth during a period of forty-five years. Out of
this stock came the gifts to the various ambassadors and
foreign princes who visited England. One of these was the
gold enamelled standing-cup originally made for Charles V
of France; it became Henry VI's property in 1450, but was
given from the royal collection in 1604 by James I to Don
Juan Velasco, the Spanish ambassador. It was brought
back to this country and is now in the British Museum.
Large standing-cups were used only at banquets and for
decorative purposes. In wealthy houses these were supple-
mented by small standing-cups and bowls for use at table ;
the rich also prided themselves on the possession of cups
formed of carved coco-nuts, ostrich eggs, nautilus shells,
agate, and rock crystal. Shakespeare constantly mentions
ordinary drinking-cups and bowls. He refers to a standing-
cup in Pericles (11. iii. 65) :
Here say we drink this standing-bowl of wine to him

and in Richard II (111. iii. 147-50) to figured goblets,

I'll give my jewels for a set of beads,

My gorgeous palace for a hermitage,

My gay apparel for an almsman’s gown,

My figur’d goblets for a dish of wood.
The stage directions for the christening of Princess Elizabeth
in Henry VIII (sc. v.) include ‘two noblemen, bearing
great standing-bowls for the christening gifts ’.

Quite as important as this form of cup and equal to it in
elaboration of workmanship were the great salts marking
the distinction of rank at table. These, with their covers,
often stood over a foot in height. In addition to these
there were highly-finished small salts such as :

a smale saulte of blewe stone, called lapus lazarus, with pillars
slitly garnished with golde. Geven by the Lady Sidney ;

and

a sault of golde, in the form of a globe, enameled grene, with a cover,
with two personages naked, enameled white, with a lion in the toppe
of the cover. Geven by the Lady Burley. % oz. dim.

The ordinary salt for daily use was of trencher form. Poorer
members of the community used small plain cylindrical
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salts of pewter, and drank from wooden, pewter, or horn
bowls and beakers. Another very favourite form of
drinking-vessel was the stoneware jug. This pottery
was mostly imported from Germany ; it was mounted with
neckband, foot,and cover of elaborately engraved and chased
silver, and was highly esteemed. This fashion came in about
1540 and lasted hardly more than a decade. Asthe bowl died
out as a drinking-vessel, the tankard came in ; but the shape
remained slight until 1600 ; nor was the form adopted in
pewter by the poorer classes until after Shakespeare’s death.
The ewer and basin for use at meals gave a great oppor-
tunity for decoration; the best examples were of very
elaborate workmanship. The dish centred in a raised boss
enamelled with the arms of the owner, on which the base of
the ewer fitted. Like all highly decorated plate of this
period, they were gilt, to obviate abrasion. Pewter and
brass ewers and basins were used by those who could not
afford the more valuable metal. They were more or less in-
dispensable before and after eating, since the fingers assisted
the knife and spoon, forks being used in the early seventeenth
century only by the ultra-fashionable or eccentric. Forks
were of Italian origin,*long, slight, and two-pronged, of steel,
with beautiful handles, and were accompanied by a knife
tomatch, ofteninahighly ornamented case. They were taken
by their owners with them when they dined abroad. Roasted
and cold meats were offered by the carver on a broad flat
knife ; some of these were as much as four inches wide.

MEALS: FOOD AND DRINK: COOKING

The arrangement of meals remained much the same as
during the previous reign. Grace was regularly said
before meals, and to this there are many allusions by
Shakespeare. Evans, the Welsh parson, says :

Od’s plessed will! I will not be absence at the grace.
(M. Wives 1. 1. 275-6)

1 Politique Would-bee in Jonson’s Volpone instructs Peregrine, the gentle-
man traveller, how ‘ here in this height of Venice ' he must comport himself,
and particularly,

then, must you learne the use,
And handling of your silver forke, at meales.
Forks for sgecial purposes had been known in England since the middle of
the fifteenth century; a bequest of 1463 includes a ‘silver forke for grene
gyngour ’, and one of 1554 mentions a ‘ spone with a forke in the end ’.
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Breakfast was at 6.30. According to Harrison, it was no
longer so substantial a meal as in former times, though
Queen Elizabeth, in some royal accounts signed by
herself, included in that meal bread, butter, beer, and wine,
a stew of mutton, beef, and veal, besides rabbits and
chickens.

Dinner was served from 11 to 12. Dromio of Ephesus
says :
The capon burns, the pig falls from the spit,

The clock hath strucken twelve u(%on th} gell. )
Com. of E. 1. ii. 44-5

This was the great meal of the day, and every kind of
food that we are familiar with nowadays appears to have
been served, including fresh and salt-water fish, oysters,
game of all kinds, vegetables and fruits. Merchants and
gentlemen kept much the same table at dinner, contenting
themselves with one to three dishes when alone, and having
four to six when entertaining guests. There was usually a
separate diet for servants.

Supper was taken about 5.30. This meal, except in
special circumstances, was a modified version of dinner.
Elaborate cooking with eccentric flavourings was popular
among the rich, and with the universal increase of pros-
perity, extravagance in food became general. This is
shown by the high prices given for luxuries, and the enor-
mous quantity of meat consumed in a household. One
of Hentzner’s first impressions of this country was that
‘the English were more polite in eating, devouring less
bread, but more meat, which they roast in perfection’.
Shakespeare records the foreign opinion of the English
liking for meat in the following dialogue :

Orl. These English are shrewdly out of beef.
Con. Then shall we find to-morrow they have only stomachs to
eat and none to fight. (Hen. V, 111. vii. 169-72)

The diet of a well-to-do bachelor who lived in lodgings
in Warwick Lane, London, for four months in 1589 shows
a monotonous quantity of meat day after day, except
on Fridays, when he sometimes indulged in elaborate fish
dinners.
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On May 11 he had for dinner :

A pece of bief . . . . . . . . xviijd.
A loyne of veale . . . . . . . 1s.
2 chickens . . . . . . . . . xiiijd.
Orenges . . ijd.
For dressings ye veale & chickens & sawce . . . xijd.
and for supper :

A shoulder of mutton . . . . . . . xvjd.
2 Rabbettes . xd.
For dressinge ye mutton rabbettes & a plgges pettle toes viijd.
Colde bief . . . . viijd.
Cheese . . . . . . . . . ijd.

On June 20 he evidently had friends to dinner, as several
delicacies are introduced :

Butter . . . . . . . . . liija.
A pece of bief . . . . . . . . xiiijd.
A legg of mutton . . . . . . . xvii)d.
A loyne of veale . . . . . . . xxijd.

cks of Pescodes . . . . . . . viijd.
3 abbettes . . . . . . . . 1js.
A quart of creame . . . . . . . vid.
3 quarts of Strawberies . . . . . . Xvid.
2 li. of cheries . . . . . . . xxd.
Di: li. of muske confectes . . . . . . xd.
Di: li. of violett confectes . . . . . . xjd.
Orenges . . . . . . . . . iijd.
2 Lemans . . . . . . . . . vjd.
Bred . . . . . . . . . . viijd.
Beare . . . . . . . . . . ixd.

One of the Friday dinners, on May 2, is interesting :
A side of hab[er]dyn & another of grene fishe . . xiiijd.

Foure playses . . . xijd.
ij whitinges . . . . . . . . Vii)d.
nger . . . . . . . . . viijd.

Butter - . . . . . . . iiijd.

Lettise for sallett . . . ijd.

A pynt of white wyne & another of clarett . . . vjd.

Suger . . . . ijd.

A pound of butter . . . . . . . vd.

For dressinge the fishe . . . . . . viijd.

Oyle & suger for sallett . . . . . . ijd.

More for butter . . . . . . . . ijd.

A pounde of candles . . . . . . . iiija.
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He appears to have been a moderate drinker, contenting
himself with an occasional pint of claret, Rhenish, or beer
for dinner.

On May 23 he has among other things ‘ a pynt of Straw-
beries, xijd.’—a very early date, even in old style, for this
fruit, if grown without protection. On May 29 he gets
three pints of strawberries for the same price.

Beef, mutton, and veal were the staple meats. Moryson
wrote that

England abounds in Cattell of all kinds, and particularly hath very
great Oxen, the flesh whereof is so tender, as no meate is more
desired. . . . The flesh of Hogges and Swine is more savoury then
in any other parts, excepting the bacon of Westphalia.

He adds that the people eat fish, oysters, wild-fowl, conies,
hens, geese, fallow deer in pasties, and a variety of white-
meats; that hares though eaten are thought to nourish
melancholy ; and that *

English Husbandmen eate Barley and Rye browne bread, and
preferre it to white bread as abiding longer in the stomack, and not
so soon disgested with their labour.

In 1589 beef cost three farthings a pound, a leg of mutton
1s. 6d., a neck of mutton 6d., sugar 20s. a pound, pepper
4s. a pound, salt! 3 bushells for 6d.

The givers of private feasts and banquets strove to
outvie each other in lavish display. Unnecessarily large
quantities of food of every description, often with eccentric
flavourings to the sauces, such as musk, saffron, and
ambergris (the last costing 6s. a pound), were a common
feature. Beer and ale were drunk at these feasts, and
wines in great variety, such as sack, alicant, claret, musca-
dine, Rhenish, and charneco; the last, a kind of port,
is mentioned once by Shakespeare (2 Hen. VI, 11 iii. 63).
Sack was the generic name for Spanish and Canary wines,
and was popular with all classes. Shakespeare gives its
correct price in Falstaff’s tavern bill :

Item, Sack, two gallons 5s. 84.
(z Hen, IV, 11 iv. 595)

P
1 Salt was used for many purposes. In the Churchwarden accounts of
St. Margaret’s, Westminster, 1610, there is this entry:
Paiﬁdd to goodwyfe Wells, for salt to destroy the fleas in the Churchwardens
pew 6d.
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Bastard was another wine of common quality sold in
taverns :
Why then, your brown bastard is your only drink.
(zr Hen. IV, 11. iv. 83—4)
Cider or pommage was made and drunk in the west country.
Sugar, spices, and even ambergris were added to sack
and other wines.

All manner of sweets, cakes, and comfits—* sugar meats ’,
as they were generically called—were in great demand.
Among the most popular cakes were gingerbread, Naples
biscuits, sold at 2s. 64. a pound by a London confectioner,
and marchpane. The last was made of pounded almonds,
pistachio nuts, sugar, and flour, with various essences,
highly ornamented and sometimes gilt.

Save me a piece of marchpane (Rom. & Jul. 1. v. )

is a request of a servant after a banquet. Sugarplate,
a dainty kind of sweetmeat, was made by taking ‘gum
dragon’ and laying it in rose-water for two days, after
which powder of sugar was added, with the juice of an
orange, beaten into a paste and moulded. A favourite
sugary dish was sugar sops, which consisted of steeped
slices of bread, sweetened and spiced. Eringo, the candied
root of sea-holly, was another sweetmeat; it is coupled
with kissing-comfits, which were perfumed for sweetening
the breath (M. Wives v. v. 22).

On great occasions sweets were modelled in sugar to
represent animals or mythological events ; and even fortifi-
cations in pastry were a fashionable device during the reigns
of Elizabeth and James. Dekker says :

Custards stood like the sinful suburbs of cookery, and had not
a wall so much as a handful high, built round about them.

Fruit was highly appreciated and much cultivated.
Fynes Moryson mentions that England yielded at that
time apples, pears, cherries, and plums, and that apricots,
musk-melons, and figs ripened well in some places.
Grapes were grown in the south and west; early in the
century wine was made from these, though with little
success, and was discarded in favour.ef French wines.
Cherries were grown chiefly in Kent ; in 1589 they fetched
3d., a pound and pears 1s. a peck. Imported oranges in
December 1591 were sold at seven for 2d. These were
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also grown: in this country about 1590, under removal;le
protection, by Sir Francis Carew and others. Beatrice
says, punning on the word ‘ Seville’ :
Civil as an orange, and something of that jealous complexion ;
(Much Ado 11. i. 306-8)
and the following speech shows that they were then, as
now, sold by women in the streets :

You wear out a good wholesome forenoon in hearing a cause
between an orange-wife and a fosset-seller. (Cor. 11. i. 78-80)

Plums, cherries, gooseberries, and other fruits are men-
tioned by Shakespeare. Titania commands a varied
fruit diet :

%‘;ec}ll him rvith apricocks agd dewgern;:lsg
it e grapes, green figs, and mulberries.
PHiple grapes, gt 8 (Mid. N. D. 1. 1. 173-4)

Of vegetables, cabbages and beans were plentiful,
carrots and radishes cost 2d. a bunch, and a cucumber 24.,
onions 2d. a rope, olives Is. a pint; and Harrison says
that ‘the English eat dangerous fruits, like mushrooms’.
Shakespeare mentions salads, green peas, and potatoes.
By the last must be understood the yam or sweet potato
introduced by Sir John Hawkins. Aphrodisiac properties
were attributed to them, and these are referred to in
Troilus and Cressida (V. ii. 54), and in the following :

Let the s}‘?’ rain potatoes; . . . hail kissing-comfits and snow
eringoes. (M. Wives V. v. 20-23)

Gerarde declares that
the roots being roasted in the embers do loose much of their windi-
ness especially being eaten sopped in wine.

The other potatoes? (called ‘ Virginian’ at the time) were
considered a great luxury and mentioned, among the
articles provided for Anne of Denmark’s table, as costing
2s. the pound. Artichokes were a favourite vegetable.
Lord Burghley, writing to his son in 1598, says that he
cannot recover his appetite ‘and supped yesternight on
4 or 5 leaves of an artichok ’; and Lady Shuttleworth had
them sent to her as a present in her last illness in 1592.
Their cost was about 10d. for eight.

The cooking of fodd took place at an open fire ; it was
roasted on spits or seethed and stewed in large pots hanging
from the series of rods and chains forming part of the

1 See Chapter XII, vol. i, pp. 353 and 374.
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tall andirons. The tops of these were constructed like
brazier baskets that could be filled with hot fuel to cook
sauces and the like. All ovens were of brick, some ¢f them
of immense size, and in kitchens of importance a double
fire-place was usual, to accommodate all the meats to be
roasted. The spits were sometimes turned by dogs, but
more generally by lads, or even by vagrants who travelled
from house to house for this purpose. In the accounts of
St. Bartholomew’s Hospital, Sandwich, there is in the
entry for entertaining the Mayor on St. Bartholomew’s
Day, 1569, an item ‘for turnynge the spytte iiiid.” The
turnspit was the lowest menial in the kitchen. And so
Benedict says of Beatrice :

She would have made Hercules have turned spit, yea, and have cleft
his club to make the fire too. (Much Ado 11. i. 262—4)

~~ The wages of a cook in a gentleman’s house early in
James I's reign were £3 6s. 84. a year. Extra cooks were
evidently hired for entertainments, as Capulet says :
So many guests invite as here are writ.
Sirrah, go hire me twenty cunning cooks.
(Rom. & Jul. 1v. ii. 1-2)
There were numerous servants unger the cooks, as boy
scullions and kitchen wenches. A kitchen wench is vividly
described and at great length in The Comedy of Errors
(111. ii. 97-144), and more briefly in Coriolanus (11. 1. 227-8) :

the kitchen malkin pins
Her richest lockram ’bout her reechy neck.

In most gentlemen’s houses, in addition to those in the
kitchen, there were three superior house servants, serving
men who waited at table, and three or four females for
upstairs work. The aggregate wages of four female ser-
vants (including a housekeeper) in Mr. Shuttleworth’s
bachelor establishment at Gawthorpe in 1605 amounted
to only 17s. 6d. a quarter. These servants, however, no
doubt had their clothes provided, as there are many entries
in the accounts for material for wenches’ dresses, shoes, and
aprons.

A butler’s chief duty was to attend to the wants of
the high table at meals, and to fill the silver cups and bowls
or glasses. The use of glasses rapidly became fashionable,
the rich preferring them to cups, of which they possessed
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a superfluity, They were chiefly of the Venetian style.
Stow states that their manufacture began at The
Crutched Friars by an Italian, Jacob Venaline, in the first
{ws of Elizabeth’s reign. In the next century they
ecame cheaper. In December 1608 two Venice glasses

were bought for 2s. Glasses used in ordinary households
do not appear to have been expensive :

October 1600, six drinking glasses gd.

May 1602z, four ditto 7d.

April 1610, a glass for the cook’s use 1d.
Harrison wrote :

The poorest also will have glasse if they may; but sith the
Venecian is somewhat too deere for them, they content themselves
with such as are made at home of ferne and burned stone.
Shakespeare speaks of them as used in taverns (2 Hen. IV,
11. i. 159), and in The Taming of the Shrew the hostess of
an alehouse says :

You will not pay for the glasses you have burst ? (Ind. 1. 7-8)

After dinner in summer the afternoon was devoted to

various sports, the more elderly retiring to an arbour in
the garden, to eat fruit or to smoke and watch the various
games. Of Lord Burghley it was written that his greatest
disport was riding in his garden
upon his little muile, he seldom or never plaied at anie game, for
he cold plaie at none, he wold sometymes looke a while on shooters
or bowlers as he rid.
Ladies wasted no time in playing outdoor games, though
some of the more energetic hunted and hawked. Apart
from ordinary domestic duties, in which they took part
not only by personal superintendence, but in practical hard
work, they devoted much time to embroidery and needle-
work, and this was of a quality generally acknowledged
at the time to be as good as any in Europe, an opinion
which the existing examples of curtains, carpets, quilts,
and cushions, &c., amply substantiate. A certain amount
of time must also have been spent by both sexes in
writing. It is interesting to note that ink was often home-
made ; a house recipe for making it in 1599 consisted of
2 oz. of gum, 2 oz. of copperas, and 4 oz. of galls, costing
84. In 1585 half a ream of paper and half a pound of
sealing wax cost 2s. Sir Toby says :

Let there be gall enough in thy ink. (Tw. N. 111. ii. 54-5)
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Tobacco was introduced into England in 1565. Under
the year 1573 Harrison writes in his Chronologie that
In these daies, the taking-in of the smoke of the Indian herbe called
Tabaco by an instrument formed like a litle ladell, wherby it
passeth from the mouth into the hed and stomach, is gretlie taken
up and used in England, against Rewmes and some other diseases
ingendered in the longes.
Hentzner in 1598 mentions that the English are every-
where constantly smoking. The practice assumed such
proportions that in 1604 James issued his celebrated
Counterblaste. His protest must have been shared by many,
for we find as late as 1616 in the will of Peter Campbell
of Darly, who left his household goods to his son Roger,
that the legacy was to be revoked should one of his brothers
or sisters find him ‘ taking of tobacco’. Snuff-taking was
as much in fashion as smoking. In 1589 in London, tobacco
cost 5s. an ounce and pipes 6d. each. Shakespeare does not
mention either smoking or tobacco.

THE TOILET

Personal cleanliness received considerable attention.
There were public baths; and Hentzner describes bathing-
rooms attached to the royal apartments at Windsor, one
wainscoted with looking-glass. But the bath for ordinary
people was a large wooden tub placed before the fire as in
earlier times.

There were many varieties of sweet-scented soap in
Elizabeth’s time, besides those for household use, and the
numerous recipes prove that much of this must have been
made in the homes, although there was a soap manufactory
in London as early as 1524. In accounts of 1583, we find
a pound of soap for the house costing 4d., and in January
1612 two pounds of sweet soap made into balls, gd.

Clothes at this time were frequently washed in the rivers

and wells, a practice which drew forth certain sanitary
regulations. At Lyme in 1608 an order was issued
tlfxag n%ltlie do wash their bucks in the street stream, under a penalty
of 6s. 8d.
In The Merry Wives of Windsor (111 iii. 162—70) there is
a conversation about this buck (laundry) washing while
Falstaff is concealed in the buck-basket.

It is uncertain when tooth-brushes were first used, but
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care of the teeth is shown by an entry in the Shuttleworth
accounts of  halfe a yarde of cloth to rubb my Mrs. teeth
ixd.’; and of the Rev. Dr. Bois, who was born in 1550,
lived 83 years, and was renowned for his attention to
hygiene, it was said that
after meat, he was careful, almost to curiosity in picking and
rubbing his teeth, esteeming that a special preservative of health.
The first known occurrence of the name ‘teeth-brush’
(as it then was) is of the date 1651 ; but tooth-blanch’
(i. e. a dentifrice), ‘ tooth-powder’, and ‘tooth-soap’ are
names at least as old as the sixteenth century. Toothpicks,
introduced from abroad, were much in request. These
when treated as trinkets were often of gold highly orna-
mented ; many such are mentioned among the Queen’s
gifts. In King John (1. i. 189-92) the Bastard says :
Now your traveller,

He and his toothpick at my worship’s mess,

And when my knightly stomach is suffic’d,

Why then I suck my teeth ;
and Benedict in Much Ado (11. i. 276-)
AsI will fetch you a toothpicker now from the furthest inch of

ia.

The ewers and basins for washing in ordinary bedrooms
were of latten or pewter, in great houses often of silver.
In the household books of Lord North, 1576, the following
occurs :

For the use of the Quene a rownd bason and ewer with a pot of
silver weighing 57 oz. paid for the weight 5s. per oz. and 6d. per oz.
for the fashion £15 r0s.

The towels, of fine damask, were generally hung from a
roller placed above the washing utensils.

CHRISTENING, MARRIAGE, AND BURIAL CUSTOMS

Even in Shakespeare’s lifetime much superstition sur-
rounded the birth and christening ceremonies of a child.
In 1567 midwives took an oath not to suffer any other
body’s child to be set, brought, or laid before any woman
delivered of a child, and not to use any kind of sorcery
or incantation. In Herrick’s Hesperides there is this further
injunction to a midwife :

Let the superstitious wife
Neer the child’s heart lay a knife ;
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Point be up and haft be down,

(While she gossips in the towne :)

This, ‘mongst other mystick Charmes,

Keeps the sleeping Child from harmes.
The christenings of royal and noble infants were very
elaborate ceremonies, the most imposing during this period
being that of the Princess Mary in 1605, very minutely
described by Stow. The font in this instance was silver-
gilt, worked in all kinds of imagery. In 1559, at the
christening of Sir Thomas Chamberlayne’s son at St.
Benet’s Church, Paul’s Wharf, the church was hung with
cloth of arras; and after the ceremony were brought
wafers, comfits, and divers banqueting-dishes, and hypo-
cras and muscadine wine to entertain the guests. This
feasting was sometimes preceded by a christening sermon
or address to the godparents. The fees for baptism varied
according to the position of the family, and it was enjoined
in 1560 that
to avoid contention, let the Curate have the value of the Chrisome,
not under the value of 44. and above as they can agree, and as the
state of the parents may require.
The chrisom was a white cloth put upon the child after
the ceremony. If it died within the month, this was used
as a shroud for its burial and it was then called a ‘ chrisome
child’. The Hostess says in Henry V (1l iii. 11-12) :
A’ made a finer end and went away an it had been any christom child.

At this period the gifts generally took the form of a caudle-
cup, a silver-mounted coral with bells, supposed to avert
witchcraft and the evil eye, and apostle spoons. Wealthy
godparents are recorded to have presented an entire set
of these spoons, including the master spoon. When given
singly they represented the patron saint of the month in
which the child was born. When Archbishop Cranmer

hesitates to be godfather to Elizabeth, King Henry says,

Come, come, my lord, you’d spare your spoons.

(Hen. VIII, v. iii. 166—7)
Base metal apostle spoons were made for gifts among. the
lower classes. Oak cradles were also given and carved
with appropriate legends, those of the rich being sometimes

covered with velvet trimmed with gold galon and fringes.
The extravagance in the upholstery of a state bedroom
at this time for the child’s mother is almost incredible.
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We read in a letter written by John Chamberlaine to
Mrs. Alice Carton in 1612 that

about this day sevenight, the Countess of Salisbury was brought
a bed of a daughter, and lyes in very richly, for the hangings of
her chamber being white satin embroidered with silver and pearl,
is valued at fourteen thousand pounds.

Over fifty thousand pounds of our money seems a great
expenditure for the furniture and decoration of a lying-in
chamber, but it must be remembered that such events were
important functions in this extravagant age, and that
presents, receptions, and card parties in the room were
considered necessary for the lady’s recovery. This custom
of visiting and making presents, usually of money, to the
mother extended to all classes.

The customs and superstitions connected with marriage
during the second half of the sixteenth century had altered
little from those of the previous hundred years, and many
of them can be traced to classical times, the Reformation
having only affected the actual marriage ritual and some-
what lessened the hitherto strict legal importance of
betrothal. Shakespeare shows that a form of betrothal still
existed in his time, when he makes Olivia say to Sebastian :

Now go with me and with this holy man
Into the chantry by ; there, before him,
And underneath that consecrated roof,
Plight me the full assurance of your faith.
(Tw. N. 1v. iii. 23-6)
The breaking of a gold or silver coin, with the interchange
of rings and small gifts, was still adhered to; Portia and
Nerissa both gave their lovers rings as a sign of betrothal,
and Shakespeare gives the whole formula in The Two
Gentlemen of Verona (11. ii. 5-7) :
Jul. Keep this remembrance for thy Julia’s sake.
[Gives him a ring.
Pro. Why, then, we’ll make exchange : here, take you this.
[Gives her another.
Jul. And seal the bargain with a holy kiss.
The actual wedding ring was the most important emblem
of marriage. A popular form was two hands clasping a
heart made of a jewel, or an enamelled hoop with small
s;;lones and a motto engraved inside. Herrick mentions
these :
What, posies, for our wedding rings ?
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And Gratiano, alluding to his betrothal ring:

About a hoop of gold, a paltry ring
That she dic}) give me, whose poesy was
For all the world like cutlers’ poetry
Upon a knife, ‘ Love me, and leave me not.’
(Merch. of V. v. i. 147-50)
The plain gold hoop was not introduced till Puritan times.

So-called ‘ rush ring marriages ' were sometimes a mock
ceremony, chiefly practised by designing men in cases of
seduction or as a provisional emblem of a promised future
marriage. In earlier times these rings were used in the
{eligious ceremony when an illicit connexion was made
egal:

¢ Tib’s rush for Tom’s forefinger. (AW's W. 11. ii. 25)
is an allusion to one of these customs; and a little later
D’Avenant writes in The Rivals (1664):

I'll crown thee with a garland of straw, then
And I'll marry thee with a rush ring.

Another important form of betrothal and marriage was
by the gimmal, or jointed ring, which was composed of two
hoops, each with its own bezel set with a stone, working
on a hinge that enabled the hoops to be separated on
betrothal, so that each of the affianced parties could retain
one, the hoops being reunited on marriage to form the
wedding ring. Sometimes these rings were made of three
hoops, and then a witness to the betrothal held the third.
These were constructed with a hand affixed to the side
of the upper and lower hoops, closing over a heart on the
centre portion.

English ladies at this time are occasionally represented
in portraits as wearing their wedding rings on the thumb.
In Southerne’s Maid’'s last Prayer (1692) we find

Marry him I must, and wear my wedding-ring upon my thumb.
This fashion originated from the Catholic ritual of marriage,
in which the husband placed the ring on the top of the
thumb of the left hand, with the words ‘ In the name of the
Father’, then moved it to the forefinger with ‘ and of the
Son’, then to the middle finger, adding ‘ and of the Holy
Ghost ’, finally leaving it on the fourth finger with the
closing word ‘ Amen ’.

Brides at this period probably wore white or russet with

coloured favours, which were a great feature. These were
446,1 T
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made of ribbons, tied in a true-lover’s knot (a form of
Runic origin), and were emblematical of love, friendship,
and the ties of duty between the contracting parties.
They were stitched as a trimming on to the sleeves, body,
and skirt, and it was customary immediately after the
ceremony for the young men present to rush forward and
pluck these off the bride’s dress, and also remove her
ribbon garters, this sometimes occurring even before she
had left the altar. They were then distributed among the
guests, who wore them in their hats sometimes for weeks
afterwards ; the points on the bridegroom’s doublet were
treated in a similar fashion. The bride wore her hair
down,' and was crcwned with a garland of wheat-ears or
flowers. In The Fifteen Comforts of Marriage, the favourite
colours for brides’ favours are given as blue, red, peach
colour, orange, tawny, flame-colour and milk-white. Gold
colour was rejected as signifying avarice; flesh colour,
lasciviousness; and popinjay green, wantonness. For
garters blue or a perfect yellow were chosen to signify
honour and joy. In Herrick’s Hesperides there are these
lines—

Quickly, quickly then prepare ;

And let the Young-men, and the Bride-maids share

Your Garters ; and their joynts

Encircle with the Bride-grooms Points

The bride’s gloves also formed an important item of
her costume, and these with some other pairs were
generally presented to guests and the two bachelors who
led her to church. The bridegroom was often conducted
by the bridesmaids along the path strewn with flowers and
rushes. In hisaccount of the wedding of John Winchcombe,
the wealthy clothier of Newbury, Thomas Deloney says :

The bride being attired in a gown of sheeps russet, and a kirtle
of fine worsted, her head attireg with a billiment of gold, and her
hair as yellow as gold hanging down behind her, which was curiously
combed and pleated, according to the manner in' those days: she
was led to church between two sweet boys, with bride-laces and
rosemary tied about their silken sleeves. . .. Then was there a fair
bride-cup of silver and §ilt carried before her, wherein was a goodl
branch of rosemary, gilded very fair, hung about with silken riban
of all colours : next was there a noise of musicians, that played all the

1A cugtom alluded to by Shakespeare in ‘ a new untrimmed bride ’ (John
11, i. 209). :
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way before her: after her came all the chiefest maidens of the country,
some bearing great bride-cakes, and some garlands of wheat, ﬁng,y
gilded, and so she passed to the Church.
This description, though written of a marriage of an earlier
date, may be taken to represent what took place at a
country marriage during the latter half of the sixteenth
century. Rosemary was emblematical of manly qualities,
and on the morning of the marriage the bridegroom was
presented with a bunch tied up with ribbons, which he wore
throughout the ceremony. The nurse infers its signifi-
cance when she says:
Doth not rosemary and Romeo begin both with a letter ?
(Rom. & Jul. 11. iv. 221-2)
At the conclusion of the service a cup of muscadel with
cakes or sops in it was drunk by the bride, the bridegroom,
and the company. Gremio, describing Petruchio’s wild
wedding, says that the bridegroom
quaff’d off the muscadel,
And threw the sops all in the sexton’s face ; ...
This done, he took the bride about the neck,
And kiss’d her lips with such a clamorous smack
That at the parting all the church did echo.
(Tam. Sh. 111. ii. 175-82)
The cup used was often a mazer bowl kept for the purpose.
Such cups still exist in some churches. An inventory of
goods belonging to Wilsdon Church in the sixteenth century
contains this entry :
Two masers to remayne in the church for to drynk at Brideales.

The entrance to the house was strewn and decorated with
flowers for the return of the bridal party. Armin’s comedy
The History of the Two Maids of Move-clacke (1609) opens
in the following manner :

Enter a maide strewing flowers, and a scrving man perfuming

) the doove.
Maide. Strow, strow.

Man. The Muskadine stayes for the bride at Church,
The Priest and himens cerimonies tend
To make them man and wife.

Maid. By my maiden-head, a Joyfull time, ile pave their way
With flowers.

Man. While I perfume.
The feasting and festivities that followed sometimes lasted

for a fortnight. Stow’s Swrvey has an account of the
L2
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wedding of a daughter of Mr. Nicholls, the bridge-master,
which took place in London in July 1562 :

At the celebration whereof were present, my Lord Mayor, and all
the Aldermen with many Ladies etc. and Mr. Becon, an eminent
Divine preached a Wedding sermon. Then all the Company went
home to the Bridge House to dinner : where was as good cheer as
ever was known, with all manner of Musick, and Dancing all the
remainder of the day; and at night a goodly Supper; and then
followed a Masque till midnight. The next a(miy the wedding was
kept at the Bridge House with great cheer ; and after Supper came
in Masquers. One was in cloth of gold.

A great wedding, with most important results to England,
which took place in the latter part of Shakespeare’s life,
was that of the Princess Elizabeth to Frederick, Count
Palatine. The whole ceremony is described by Stow, who
begins his account of the bride thus:

She was attired all in white, having her hair hanging down at length
in faire and seemely tresses.

Marriages appear to have taken place by preference in April
and November ; May was a month to be avoided. There is
an entry in the Shuttleworth accounts which shows that
a marriage licence in 1586 cost 11s. 3d. When a marriage
of the lower classes took place, a basin was put in the
church on a table to receive the presents of the invited
guests, and ale was drunk at the conclusion of the cere-
mony instead of muscadel. Harrison records the expendi-
ture of food at poorer weddings in these words :

In feasting the husbandmen doo exceed after their manner :

especiallie at bridales, purifications of women and such od meetings,
where it is incredible to tell what meat is consumed and spent ech
one bringing such a dish, or so manie, as his wife and he doo consult
upon. :
The term ‘ bridale’ was derived from the circumstance of
a bride of this class selling ale on her wedding day, for
which she received whatever price the friends assembled
chose to pay her for it.

Funerals during Elizabeth’s reign were also conducted
with many of the traditional ceremonies and rites of
pre-Reformation times, the passing-bell being one of these.
The custom is mentioned in Venus and Adonis (701-2) :

And now his grief may be compared well
To one sore sick that hears the passing-bell.
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Immediately after a death had taken place in a well-to-do
house, the chief rooms and staircase were draped in black
cloth and a black mourning bed was introduced for the
surviving head of the family, who occupied it for a stated
time and there received the visits of condolence. These
beds were common property in a family and lent round as
occasion required, with the black velvet window-curtains
and carpets thereto belonging. Guilds and colleges and
similar institutions possessed highly ornamental palls,
which they lent for the funerals of their members. One
of early sixteenth-century date, still existing at the Fish-
mongers’ Hall, was used in this manner till Georgian
times. It is of dark purple velvet and cloth of gold. The
hearse or canopy was carried over the coffin, or, when
a horse litter was employed, was fixed to this. When
the Lady Anne meets the funeral procession of Henry VI
she says:
set down your honourable load,

If honour may be shrouded in a hearse. (Rich. III, 1.1ii. 1-2)
Here the word ‘hearse’ is not used in its proper and
original sense, but, as always in Shakespeare, for a coffin on
a bier.

It was customary for the mourners to carry small branches
of bay, rosemary, or other evergreens as emblems of the
soul’s immortality, which they threw into the grave.
These mourners were frequently poor people and were paid
for their services. In 1575 Sir Thomas Gresham directed in
his will that black gowns, of cloth at 6s. 84. the yard, were
to be given to a hundred poor men and a hundred poor
women to bring him to his grave; and at Sir Christopher
Hatton’s funeral in 1592 the bier was preceded by one
hundred poor people whose gowns and caps were given
them, and was followed by more than 300 gentlemen and
yeomen in ‘ gownes, cloakes, and coates’, &c. Richard says
m 3 Henry VI (11. i. 160-1) :

Shall we go throw away our coats of steel,

And wrap our bodies in black mourning gowns ?
The funerals of noblemen were often very costly, Sir
Thomas Gresham’s costing £800. They were also some-
times conducted at night and, on occasion, by river. The
infant Princess Sophia, who was born in 1607 and only
lived for a day, was, according to Stow,
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very solemnly conveyed from Greenwich by Barge, covered w@th
blacke velvet, accompanied with three other Barges, covered with
blacke cloath into the Chappell Royall in Westminster.
It was not uncommon for English people of importance who
died abroad to leave directions for their hearts to be sent
back to England for interment. In July 1586 in Denham
Church
the harte of Sir Robert Peckham, Knight, was buried in the vault
under the chappell.
He had died abroad in 1569. Edward Lord Windsor of
Bradenham, who died at Spa in 1574, bequeathed his body
to be buried in the
Cathedral Church of the noble city of Liege, with a convenient tomb
to his memory, but his heart to be enclosed in lead, and sent into
England, there to be buried in the Chapel at Bradenham under his
father’s tomb in token of a true Englishman.
When a man of good family was buried in a church it was
usual to hang his casque, sword, and coat armour in its
tinctures over his tomb, special funeral armour often being
made for the purpose. Laertes speaks of
his obscure burial,
No trophy, sword, nor hatchment o’er his bones.
(Haml. 1v. v. 213-14)

Coffins, except for royalty, when sometimes they were purple,
were covered in black with bunches of yew and rosemary
tied to the sides. The Clown’s song in Twelfth Night (11.
iv. 55-60) gives several details :

My shroud of white, stuck all with yew,

O | prepareit. ...

Not a flower, not a flower sweet,

On my black coffin let there be strown.
And Friar Laurence says:

Dry up your tears, and stick your rosemary

On this fair corse. (Rom. & Jul. 1v. v. 79-80)
The manner in which music was employed at burials in
1598 is best shown by the following extract from a book
of that date:

It is a custome still in use with Christians, to attend the funerall
of their deceased friendes, with whole chantries of choyce quire-men
singing solemnly before them.

Another author of the time alludes to the ‘ howling and
hollowing of the mourners’, and Anthony Stafford, in
his Meditations and Resolutions (1612), says :
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It is a wonder to see the childish whining we now-adayes use at
the funeralls of our friends. If we could houl them back againe,
our Lamentations were to some purpose ; but as they are. they are
vaine and in vain.

Among the sums paid for Lady Shuttleworth’s funeral in
1592 are the following items :

For making a coffyn ijs. to the tayllors for making a covering to
the litter, and barbing the horses with blacke xs. 3 peces of blacke
cotten. 40 yardes xxvijs.ij d. a pounde of blacke thride xviij d. for
the coveringe of the litter and barbing of towe horses the pryst
iijs. iiijd. ; the clerke ix d.

And at Mr. Shuttleworth’s funeral the following year
Mourners were paid xlvijs. & viij d.

the funerall sermon vs.

and 10 score and 11 people were dyned at sixe-pence and five-pence
the meall.

In the accounts of the same household in 1583 there is
an entry of 7d4. to bury Thomas Burton, a servant, with
another of 8s. gd. for the ale and bread consumed at the
funeral.

Little was spent on the burial of the poor. In the
churchwarden’s accounts of St. Margaret’s, Westminster,
there is an entry in 1603 :

Item, paid for the graves of 451 poor Folks. 1. 17. 7.

This may have been at the commencement of the plague
of that date. At this time it was not usual to inter the
lower class people in coffins. There is no doubt that the
poor, especially in the more remote counties of England,
continued the old custom of the wake, or nightly feasting
before and after a funeral. Shakespeare uses the word in
connexion with a night revel in Sonnet 1xi :

For thee watch I whilst thou dost wake elsewhere.
Garlands and flowers were placed on the graves of both
rich and poor, and especially on those of young unmarried
women. The priest speaking at Ophelia’s burial says:

Yet here she is allow’d her virgin crants,!
Her maiden strewments. (Hami. v.1i. 254-5)

And Belarius:

The herbs that have on them cold dew o’ the night
Are strewings fitt’st for graves. (Cymb. 1v. ii. 284-5)

Funerals invariably ended with an elaborate feast of cold
* An Elizabethan word for ‘ garland *. The First Folio reads ‘ Rites ",
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food of all kinds, with wines and ale; sometimes a sum
for that purpose was set apart in the will, and in such
bequests it was even customary to prescribe the particular
food that was to be eaten. These feasts lasted for many
days, with excessive drinking and dancing. Shakespeare
alludes to them as follows :

Thrift, thrift, Horatio ! the funeral bak’d meats
Did coldly furnish forth the marriage tables.
(Hamil. 1. ii. 180-1)

And again, where Capulet bewails Juliet’s seeming death:

All things that we ordained festival,
Turn from their office to black funeral ;
Our instruments to melancholy bells,
Our wedding cheer to a sad burial feast.
(Rom. & Jul. 1v. v. 84-7)

The poor had their feasts in like manner, the guests
contributing offerings of food as at their weddings.

BiBsLioGrRAPHY.—The general sources of information are the same as for
the subject of the preceding chapter. The Collections of Lancashire and
Cheshire wills and inventories from which extracts are quoted above are
those published for the Chetham Society : The House and Farm Accounts
of the Shuttleworths, Chetham Society, 4 parts, 18568, has also been used.
Authorities affording miscellaneous details as to manners and customs are :
F. PEck’s Desiderata Curiosa, 2 vols., 1732, 1735; J. STRUTT’s Worda Angei-
cynnan : or a compleat View of the Manners, Customs, Arms, Habits, &c.,
of the Inhabitants of England, 3 vols., 1775-6 ; NICHOLS’s series of volumes
of antiquities, 1782, &c. For the significance of rings, WILLIAM JONES’s
Finger-ring Love, historical, legendayy, anecdotal, 1877, is important.



XXI ‘
LONDON AND THE LIFE OF THE TOWN
BY

HeENRY B. WHEATLEY

THERE were two routes by which Shakespeare might
make his journeys to and from Stratford—one through
Oxford and the other through Banbury. The former
led by Shipston-on-Stour, Long Compton, Chipping Norton,
Woodstock, Oxford, High Wycombe, and Beaconsfield ; the
latter by Pillerton Hercy over Edgehill, and on by Banbury,
Buckingham, Aylesbury, Wendover, Amersham, and the
two Chalfonts. Ogilby describes this as ke London Road.
The Stratford-Oxford route was the straighter and the
shorter, and there is reason to believe that it was the one
Shakespeare preferred. The Stratford-Banbury route,
however, was sometimes used by him, as at Grendon Under-
wood, eight miles south of Buckingham, he met, accord-
ing to Aubrey, the constable whose egregious humours were
exhibited in the person of Dogberry. These two roads
met at Uxbridge, and went on through Hillingdon and
Brentford. The traveller walked or rode along the Uxbridge
Road by Shepherd’s Bush, the gibbet at Tyburn, the
Lord Mayor’'s banqueting house in Oxford Road, and
turned south by the village of St. Giles-in-the-Fields into
Holborn. After passing St. Andrew’s Church and St.
Sepulchre’s he would enter the City at Newgate.

It is probable that Shakespeare in his first journey
(supposed to have been made in the year 1586) was on
foot, and took about four days, with an average of about
twenty-five miles a day; when he had obtained an occupa-
tion and was better off, it is probable that he engaged
a horse for his journeys. Having arrived within the
City walls, he would naturally be drawn to the Thames,
where a dazzling scene was spread before his eyes. For
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centuries London had grown by the side of her river, and
there only was to be seen London in her greatness. It
did not matter that the streets were narrow, for the heart
of the town was on the river. Few cities, if any,-had such
a length of river front, and Elizabethan London impressed
all visitors by its size. It may seem small to us in com-
parison with what it has grown to be, but it had a unity
which has been lost since buildings have grown on all sides,
particularly in the north and south. ]

John Norden’s two maps of London and Westminster
give us a trustworthy idea of Shakespeare’s London.
They mark the high importance of the river, which was for
centuries the great highway of London, extending from the
Tower to Westminster Abbey. The Thames has been
appropriately styled the silent highway, because the
traffic is comparatively noiseless; but it was really
London’s gayest thoroughfare, and the people who enjoyed
journeying upon it, and the watermen who guided the
craft, were, from all accounts, somewhat noisy.

The Queen, the Archbishop of Canterbury, the Mayor,
and the City Companies, all had their state barges there
for grand occasions and lighter boats for ordinary use.
Most of the great houses on the river had their stairs and
boats attached. Then there were innumerable wherries
for hire at all the public stairs, with their watermen crying,
‘Eastward Ho!’ or ‘ Westward Ho!’—cries represented in
our literature by two famous plays—ZEastward Hoe, written
by Chapman, Jonson, and Marston, and Westward Hoe,
by Webster and Dekker. Strype (1720), on the authority
of the Watermen’s Company, states that there were 40,000
watermen on its rolls, and of these 8,000 were in service.
John Taylor, the water-poet, affirmed that 2,000 small
boats were to be found about London, and that ¢the
number of watermen, and those that lived and were main-
tained by them, and by the labour of the oar and scull,
betwixt the bridge of Windsor and Gravesend, could not
be fewer than 40,000°’. Of course these numbers are
conjectural, but during Shakespeare’s lifetime the numbers
were certainly very considerable. Taylor, in later days,
complained of bad times, caused by too many coaches,

1 In Cymbeline he takes from Holinshed the spurious ‘ Lud’s town’, which
was invented by the mediaeval chroniclers to account for the name ‘ London ’,
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too many watermen, and the decay of the theatres on the
bankside. The watermen, although they were Lcensed
with fixed fares, were often very extortionate in their
demands and were notorious for their strong vocabu-
lary. Taylor himself, who was a sort of king among his
fellows, had a coarse tongue. Many poets have celebrated
the river, but few have written more to the point than
this self-named ‘ Water-poet ’ :

But noble Thames, whilst I can hold a pen,

I will divulge thy glory unto men ;

Thou in the morning, when my coin is scant,

Before the evening doth supply my want.
In 1613 he arranged the details of the water pageant on
the marriage of the Princess Elizabeth to the Elector
Palatine. The Princess did not forget him, and afterwards
entertained him at Prague during her transitory reign of
one winter as Queen Consort of Bohemia (which caused
her husband to be styled the Winter King, and herself
the Snow Queen). The river was the scene of many royal
pageants, and civic ceremonies of all kinds were constantly
occurring. On these gala occasions the water was covered
with vessels of varied sizes and the concourse was very
great. Sometimes state funerals proceeded with splendour
along the Thames.

The silent highway united east and west and north
and south, and made London and Westminster one town,
as no road could have done so successfully; and the
watermen were foremost in promoting this union. Shake-
speare, living as he did during most of his sojourn in
London on the Bankside, must have daily crossed the
river and been well known to the watermen. He used them
as Chaucer and Hoccleve did before him, and as Pepys
did in the next century. We know that still later Samuel
Johnson loved to fight a wordy duel with the Thames
watermen.

Norden’s maps of London and Westminster contain
the names of most of the places mentioned by or associated
with Shakespeare. Unfortunately the fields outside Bishops-
gate are only partially shown, and the Theater and
the Curtain at Haliwell, Shoreditch, were outside the
limits of the map of London. Norden was a good Londoner,
and he describes the City as
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most sweetelie scituate upon the Thamis, served with all kind of
necessaries most commodiouslie. The aire is healthfull, it is populous,
rich and beautiful ; be it also loving and faithfull.

As the Thames was London’s greatest and most used
thoroughfare, with a large proportion of its most important
buildings on the north bank, it will be well in the first
place to describe these in order as they appear in
Norden’s maps. There are, however, three places on the
river outside Norden’s London which first need some
notice—Deptford, Limehouse, and Wapping. It was at
Deptford on April 4, 1581, that Queen Elizabeth went on
board the Golden Hind, and on the deck of the first English
ship that had voyaged round the world knighted Francis
Drake, its captain. This ship was retained here as a
famous relic, and it is mentioned in Peacham’s verses
prefixed to Coryate’s Crudities (1611) as among the chief
English sights. It became a holiday resort, and dinners
and suppers were supplied to visitors until the vessel fell
into complete decay; and gradually the public reduced it
to nothingness by stealing pieces as keepsakes. Young
Knowell in Every Man in his Humour (1. iii), to clinch
an argument, says, ‘ Drake’s old ship at Deptford may
sooner circle the world again’.

Limehouse is mentioned in Henry VIII (v. iv. 68),
where the porter alludes to ‘the Limbs of Limehouse’}
a phrase which may mean no more than the reprobates
of that place. Execution Dock, just below Wapping Old
Stairs, is described by Stow as the usuall place of execu-
tion for hanging of Pirats and sea Rovers, at the low
water marke, there to remaine, till three tides had over-
flowed them’. John Taylor in his Description of Tyburn
writes :

And there’s a waterish Tree at Wapping,
Whereas sea-thieves or pirates are catch’d napping.
This reference to three tides has been ingeniously con-
nected with a passage in The Tempest, where Antonio,
denouncing the boatswain, says :
This wide-chapp’d rascal, would thou mightst lie drowning,
The washing of ten tides | (1. i. 62-3)

Antonio evidently considered three tides too small a

! The name is due to the Lyme oasts, or lime houses. There was a Lime-
kiln Hill until the latter half of the nineteenth century,
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punishment for such a ‘wide-chapped rascal’ as the
boatswain.!

The royal hospital, college, or free chapel of St. Katherine
fills up the extreme eastern limit of Norden’s map of
London. It was founded in 1148 by Matilda, wife of
King Stephen, augmented in 1273 by Eleanor, widow of
Henry III, refounded by Eleanor, Queen of Edward I,
and enlarged by Philippa, Queen of Edward III. It was
placed under the especial patronage of the Queens Consort
of England. Three years after the publication of Norden's
map Queen Elizabeth appointed Sir Julius Caesar Master
of the Hospital. In 1825 the hospital was removed to
Regent’s Park and the historical buildings were destroyed
to make room for the St. Katherine Docks.

Next comes the Tower, the uses of which are thus
summarized by Stow :

This tower is a Citadell, to defende or command the Citie : a royall
place for assemblies, and treaties. A Prison of Estate, for the most
daungerous offenders : the onely place of coynage for all England
at this time: the armorie for warlike provision: the Treasurie
of the ornaments and Jewels of the crowne, and generall con-
server of the most Recordes of the Kings Courts of iustice at
Westminster.

To the Tower Shakespeare has more references than to any
other great building in London. The old but unfounded
tradition that it owed its origin to Julius Caesar finds
support in two of the plays : in Richard II (v.i. 1-2),

This way the king will come ; this is the way
To Julius Caesar’s ill-erected tower.

and in Richard I1I (111. 1. 68—9)—

I do not like the Tower, of any place ;
Did Julius Caesar build that place, my lord ?

In this play there is a scene on the Tower Walls where
€Gloucester orders: ‘Look to the drawbridge there’
(111. v. 15). In another of the histories, there is a scene on
Tower Hill at the entrance of the Tower. Humphrey,
Duke of Gloucester, calls out at the closed gates:

I am come to survey the Tower this day ;
Since Henry’s death I fear there is conveyance,

1 J. W. Hales, Notes and Essays on Shakespeare (1884).
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Where be these warders that they wait not here ?
Open the gates ! 'Tis Gloucester that calls.
(z Hen. VI, 1. iii. 1-4)

A reference to the menagerie at the Tower will be found
in an unlikely place. Speed alludes to it when he says,
‘You were wont . . . when you walked, to walk like one
of the lions’* (Two Gent. 11. i. 28-30).

The Tower was extra-parochial, and appears to have
been used for private marriages. Ben Jonson alludes to
this in Every Man in his Humour (1v. viii).

The Custom House was built in Elizabeth’s reign, and
superseded an earlier building where Chaucer had worked.
Brainworm says to young Knowell in Every Man in his
Humour, * Would we were e’en prest to make porters of,
and serve out the remnant of our days in Thames Street
or at Custom house key, in a civil war against the carmen.’
Three Custom houses have since been built on the same site.

Billingsgate was originally not confined to a fish market,
and at this time it was ‘an open place for the landing
and bringing in of any fish, corn, salt stores, victuals, and
fruit (grocery wares excepted)’. Geoffrey of Monmouth
gives an account of a gate of wonderful design, with a pro-
digiously large tower and a haven of ships.

London Bridge was considered to be the glory of London,
and many important incidents in English history were
connected with it. Jack Cade ordered his rabble to burn
it ; much damage was done and many of the inhabitants
were killed (2 Hen. VI, 1v. vi). The Bridge led to the great
highway to the south. The waterway was obstructed not
merely by the great breadth of the piers and starlings
and the narrowness of the arches, but by cornmills which
in the first half of the sixteenth century had been built
in some of the openings, and the great waterworks con-
structed at the southern end of the bridge in 1582. With
the flood tide it was impossible, and with ebb tide dangerous,
to shoot the arches of the bridge. The London watermen
were particularly proud of the skill with which they shipped
oars and shot the bridge, but amateurs were generally
unfortunate in their attempts. Prudent passengers insisted
upon being landed above bridge, generally at the Old Swan
itz}irs, and walked to some wharf, generally Billingsgate,

elow it.



LONDON AND THE LIFE OF THE TOWN 159

Shrewsbury House is better known as Cold Harbour,
which was popularly regarded as a sanctuary. References
to it in that capacity are common in the old plays. - Morose
in The Silent Woman speaks of taking sanctuary there.
It was pulled down in 1600, when it was in the possession
of Gilbert, seventh Earl of Shrewsbury.

The Stilliard, corrupted to Steel Yard, was the settle-
ment of the powerful Hanse Merchants, or Hanseatic
League, until they were expelled by Elizabeth before
Shakespeare appeared in London. The Stilliard occupied
four acres of ground ; the site is marked by the present
Cannon Street railway station.

‘The Three Cranes in the Vintry’ was a very famous
tavern ; Scott makes the host of the Black Bear at
Cumnor describe it as ‘ the most topping tavernin London’.
It had been called ‘ The Crane in Vintry’ when there was
only one crane at the wharf. Ben Jonson mentions it in
Bartholomew Fair and The Devil is an Ass.

Queenhithe was of great antiquity and long the rival
of Billingsgate for the wharfage of London, and in the
first quarter of the seventeenth century it was the head-
quarters of the watermen, whose place of meeting was
an alehouse called the Red Knight, as we learn from
Westward for Smelts. Mistress Birdlime says in Westward
Hoe: ‘But I'll down to Queenhive, and the watermen
which were wont to carry to Lambeth Marsh shall carry
me thither.” It was from here that the Earl of Essex
took boat for Essex House in February 1601, after he had
fled down Friday Street on finding that his attempt to
raise the City was hopeless and that he could not escape
by Ludgate.

There were two Baynard Castles; the first was built
by Ralph Baynard, or Bainardus, a Norman follower of
William I, and afterwards came into the possession of
Fitzwalter. The tower or castle, a bulwark of the City
wall, was dismantled, and Fitzwalter gave the site and
Montfitchet tower to Archbishop Kilwardby to be added
to the property of the Black Friars, when they removed
from Holborn in 1276. In 1428 Humphrey Duke of
Gloucester built the second Baynard Castle on the banks
of the river, with an entrance in Thames Street. This was
the building inhabited by Richard Duke of Gloucester,
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when he had made the way smooth for him to receive the
crown :

Glo. If you thrive well, bring them to Baynard’s Castle ;
Where you shall find me well accompanied
With reverend fathers and well-learned bisho

(Rich. I})Is , I V. 97-9)
The house and precinct of Blackfriars was surrendered to
Henry VIII on November 12, 1538, but nine years before
the great hall had been appropriated for the trial of the
King’s divorce from Catherine of Arragon. The Court was
opened on May 31, 1529, but it was not until Monday,
June 21, that the King and Queen attended to hear the
decision of the Court. This is the occasion of the great
scene in King Henry VIII, ending with the King’s com-
mand :
Break up the court ;

I say, set on. (11. iv. 238-9)
Several of Queen Elizabeth’s courtiers lived in Blackfriars,
but its associations with Shakespeare is later than the
publication of Norden’s map.

Burbage’s theatre, the site of which is marked by Play-
house Yard, was not opened until 1596, and Shakespeare
did not buy the house near Puddle Dock until 1612.

Bridewell, named after the well of St. Bride, was in
Shakespeare’s day a house of correction, but it had pre-
viously been used as a palace ; in the words of Dekker :

a Princes Court
Is thus a prison now.
The first scene of the third act of King Henry VIII is laid
in the Queen’s apartment, then occupied during the trial,
while the second scene is laid in the King’s apartment,
in the same palace at Bridewell.

Whitefriars was the friary of the Carmelites. The
church was surrendered at the Dissolution, and, according
to Stow, it was replaced by ‘many fair houses, lodgings
for noblemen and others’. Richard, Duke of Gloucester,
sent the body of Henry VI to the old church:

Glo. Sirs, take up the corse.
Gend. Toward Chertsey, noble lord ?
Glo. No, to Whitefriars, there attend my coming.
(Rich. III, 1. ii. 226-8)
The place is better known in literature as Alsatia, a com-
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munity of the lawless, whose privilege of sanctuary was
abolished only in 1697.

Temple Gardens will always be associated with the
story of the roses plucked by the adherents of the houses
of York and Lancaster:

Plantagenet. Hath not thy rose a canker, Somerset ?
Somerset. Hath not thy rose a thorn, Plantagenet ?
Warwick. this brawl to-day,
Grown to this faction in the Temple garden,
Shall send between the red rose and the white
A thousand souls to death and deadly night.
(z Hen. VI, 11. iv. 68-9, 124—7)

Leicester House is better known as Essex House. It
was originally the inn of the see of Exeter, held on lease
from the Knights of St. John of Jerusalem. At the
Reformation it came into the possession of William Lord
Paget, when it was called Paget Place. Dudley, Earl of
Leicester, obtained the house in Elizabeth’s reign, and
after his death in 1588 it passed into the hands of his
stepson, the unfortunate Earl of Essex.

- 'We now cross the city borders and pass into Westmin-
ster. Somerset House, named after the Protector Somerset,
was during a portion of the reign of Mary appropriated
to her sister. In 1596 Elizabeth granted the keeping of
the house to her kinsman, Lord Hunsdon, for life. James I
gave it to his Queen, Anne of Denmark, and commanded
it to be called Denmark House.

The Savoy was built in 1245 by Peter of Savoy, Earl
of Richmond, uncle to Eleanor, wife of Henry III. When
it was in the possession of John of Gaunt, Duke of Lan-
caster, it was burnt down by Wat Tyler and his followers
(x381). The second scene of the first act of Richard II
is described as ‘A room in the Duke of Lancaster’s
Palace’. In The Second Part of Henry VI (1v. iii. 1-3)
Jack Cade cries out :

Now go some and pull down the Savoy; others to the inns of
court ; down with them all.

Cade’s predecessor, Wat Tyler, had left very little to pull
down.

Durham House is of interest as the residence of Sir
Walter Ralegh for many years. The site is now occupied
by the Adelphi.

446.1 M
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Of Charing Cross there is but one mention in Shake-
speare. A Rochester carrier tells his fellow :

1 have a gammon of bacon and two razes of ginger, to be delivered
as far as Charing Cross. (r Hen. IV, 1. i. 26-8)

Whitehall is naturally often referred to in the historical
plays, both by that name and by the older one of York
Place :

You must no more call it York-place, that's past;

For, since the cardinal fell, that title’s lost:

"Tis now the king’s, and call’d Whitehall. (Hen. VIII,1v.i.95-7)
A portion of the cellars of Wolsey’s house still exists
under the offices of the Board of Trade. The position of
“The Great Chamber’ in which many of Shakespeare’s
plays were acted before Elizabeth and James I has been
satisfactorily traced; a portion of this chamber was
immediately over Wolsey’s cellars. The stage stood rather
to the south of the middle line of the Horse Guards Avenue,
and exactly in the middle of the avenue, by the cabstand,
is the site of the ‘screens’ at the back of the stage where
the actors awaited their cues. Upwards of a hundred
performances of Shakespeare’s plays must have taken
place during his lifetime at Whitehall Palace alone. The
old Banqueting House, in which several of the plays were
acted, was burnt down in 1619.

All around the grand old Hall of Westminster were the
old buildings of the Exchequer, which were visited in
state when the Lord High Treasurer took up office.

Gadshill. Case ye, case ye, on with your vizards, there’s money
of the king’s coming down the hill, ’tis going to the king’s exchequer,

Falstaff. You lie, you rogue ; ’tis going to the king’s tavern.

(r Hen. IV, 11. ii. 58-62)
Near by was the notorious Star Chamber, which took
cognizance, among other things, of riots. In 1590 a deer-
stealer was bound over by Lord Derby to appear before Lord
Shrewsbury to answer at this court for his misdemeanour.
This may have suggested Shakespeare’s reference to the
court in The Merry Wives of Windsor :

Shallow. Sir Hugh, persuade me not ; I will make a star-chamber
matter of it ; if he were twenty Sir John Falstaffs he shall not abuse
Robert Shallow Esquire. (. i. 1-4)

Westminster Hall was rebuilt by Richard II, and the
first use that the new building was put to was to try the
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unfortunate king himself. The deposition forms the
pathetic fourth act of King Richard 11.

The Abbey, the coronation place of our kings, is not
overlooked by Shakespeare. The Duchess of Gloucester
dreamt that she

sat in seat of majesty
In the cathedral church of Westminster,

And in that chair where kings and queens are crown’d.

(2 Hen. VI, 1. ii. 36-8)
Henry IV asks upon his deathbed :
Doth any name particular belon,

Unto the lodging where I first did swound ?
Warwick. 'Tis called Jerusalem, my noble lord.
K. Hen. . . . It hath been prophesied to me many years
I should not die but in Jerusalem,
Which vainly I suppos’d the Holy Land.
But bear me to that chamber; there I'll lie;
In that Jerusalem shall Harry die. (2 Hen.IV,1v.v.23I-9)

The Jerusalem Chamber has so many historical associa-
tions that it is almost a national shrine. It was originally
the Abbot’s private drawing-room, but, after the disso-
lution of the Abbey and the appropriation of the Chapter
house to national purposes, it became the meeting place
of the Dean and Chapter, as well as of important com-
missions.

We pass now to the south side of the Thames. Owing
to the existence of London Bridge, Southwark has always
formed a busy continuation of the city of London. Being
on the high road to the sea coast, it was full of large
galleried inns from which coaches were continually running.
The Tabard, from which Chaucer’s Canterbury pilgrims
started, has the widest fame of all. It is at the White Hart
in Southwark that Cade complained that the peasants
had left him (2 Hen. VI, 1v. viii. 26). S. Towleyes in
Norden’s map is St. Olave’s, and is the origin of Tooley
Street. St. Mary Overy, the present Cathedral of
St. Saviour gives a fine architectural effect to the neigh-
bourhood. Winchester House is just below the church.
It was the town residence of the Bishops of Winchester,
who possessed much property of ill repute in the neigh-
bourhood. Bankside is of special interest as the home of
the South London theatres, and because Shakespeare
himself lived there for a considerable period. In 1593
there were a ‘ Beare howse ’, which afterwards became the

M2
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Hope theatre, and the playhouse, a little to the south-east,
known as the Rose theatre. The Globe and the Swan
had not yet been built. The Globe is referred to by
Shakespeare as ‘ this wooden O’, and there is one mention
of Paris @arden (or as the First Folio has it—Parish
Garden), where the bears were kept :
Porter. You'll leave your noise anon, you rascals.
Do you take the court for Paris Garden%’
(Hen. VIII, v. iv. 2-2)
St. George’s Fields, a wide open space through which the
Canterbury Road was driven, is the occasion of one of
Shallow’s silly boasts :
O, Sir John, do you remember since we lay all night in the Windmill
in St. George’s fields ?
This was a notorious place, and Falstaff had to call Shallow
to order:
No more of that, good Master Shallow, no more of that.
(2 Hen. IV, 111. ii. 211-12)
It will be seen that most of the great houses and the
grand buildings from the Tower to Westminster Abbey
were on the river front, but there are some others to con-
sider in taking stock of the main topographical features
of sixteenth-century London. The walls and gates were
intact, and the main roads out of London were fairly well
kept. The great southern road from London Bridge was
well frequented, and the great eastern road from Aldgate,
through Whitechapel, Mile End, on to Bow was a hand-
some thoroughfare with fields on either side. Shallow says:
I remember at Mile-end Green, when I lay at Clements’ Inn.
(2 Hen. IV, 11. ii. 301-2)
There were several gates on the north ; but it was from
Bishopsgate that the great northern road started. Moorgate
was merely a postern leading to Moorfields, which were
not drained until 1606, and formed for long an impassable
morass. When Prince Henry exclaims :
What sayest thou to a hare,! or the melancholy of Moor-ditch ?
Falstaff answers :
Thou hast the most unsavoury similes. (z Hen. IV, 1. ii. 87—9)
Cripplegate was also only a postern, but in a convenient
position, and a village grew up near it outside the walls.

1 A melancholy animal.
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Newgate opened upon the great West road by which
Shakespeare entered London.

Fleet Street was the show place of the town, and here
was exhibited a constant succession of puppets, naked
Indians, and strange fishes, to which the people eagerly
flocked. Trinculo says :

A strange fish | Were I in England now, as once I was, and had
but this fish painted, not a holiday fool there but would give a piece
of silver: there would this monster make a man; any strange
beast there makes a man. When they will not give a doit to relieve
a lame beggar, they will lay out ten to see a dead Indian.

(Temp. 11. ii. 28-35)

Among the sights were a ‘motion’ or puppet show, of
London and Nineveh, and one of Eltham and the giant
Dutchman. Shakespeare does not omit to mention London
Stone, the greatest antiquity of the City. Camden considered
it to have been the central milestone of the town, similar
to that in the forum at Rome. It is now a small rounded
stone in a stone case built into the outer or street wall of
the church of St. Swithin, in Cannon Street.

Jack Cade, following a then old tradition, struck his
staff on London Stone and exclaimed :

Now is Mortimer lord of this city. And here, sitting upon London-
stone, I charge and command that, of the city’s cost, the pissing-
conduit ! run nothing but claret wine this first year of our reign.
And now, henceforward, it shall be treason for any that calls me
other than Lord Mortimer. (2 Hen. VI, 1v. vi. 1)

A marked feature of old London was the number of
gardens and open spaces, of which a few are still to be
seen. Walbrook was famous for its gardens from Roman
times. Gerarde the herbalist superintended Lord Burghley’s
gardens in the Strand, and he himself possessed some in
Holborn, nearly opposite Gray’s Inn, as well as in the
Strand. The strawberries of Ely Place (Rich. III, 1.
iv. 32) are as well known as the roses of Temple Gardens.
Sir Christopher Hatton obtained in 1576 a lease of the gate-
house and part of the buildings in the first courtyard of Ely
Place and the garden and orchard of the Temple for the term
of twenty-one years. The rent was a red rose, ten loads of
hay, and ten pounds per annum ; Bishop Cox, on whom
the hard bargain was forced by Queen Elizabeth, reserving

! The popular name of a conduit near the Royal Exchange, which ran
with a small stream,
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to himself and his successors the right of walking in the
gardens and gathering twenty bushels of roses yearly.

To the great chamber at Whitehall may be added two
other important buildings where Shakespeare’s plays were
acted before the Court : Gray’s Inn, where The Comedy of
Errors was performed on December 28, 1594, and the
Middle Temple Hall, twice mentioned in the plays (1 Hen.
IV, m. iii. 221, 7 Hen. VI, 11. iv. 3), where Twelfth-Night
was presented on Candlemas, 1602.

To the frequenters of the noble Cathedral of St. Paul
which dominated the large churchyard might well have
been applied the words of condemnation passed by Christ
upon the Jews of old: ‘It is written, my house is the
house of prayer, and ye have made it a den of thieves.’
Ben Jonson opens the third act of Every Man in his Humour
in the middle aisle of St. Paul’s, called commonly ‘ Duke
Humphrey’s Walk’ or ‘Paul’s Walk’. This was long the
common news-room of London, the resort of the wits and
gallants about town. Here lawyers stood at their pillars,
like merchants on change, and received their clients. Here
masterless men set up their bills for service. Here the
rood loft, tombs, and font were used as counters for the
payment of money, and here assignations were made.
Here also ale and beer, baskets of bread, fish, flesh, and
fruit were sold, and mules and horses were led, until the
scandal became so great that in 1554 the Mayor and Common
Council prohibited such  unreverent’ practices. Dugdale
says that Inigo Jones’s portico to the west front was built
as ‘an ambulatory for such as usually walking in the body
of the church, disturbed the solemn service in the choir’.
Shakespeare and Ben Jonson have drawn the living picture
of the frequenters of the place in Bardolph, bought by Falstaff
“in Pauls’ (2 Hen. IV, 1. ii. 57), and in Bobadil, ‘a Paul’s
man ' (Every Man in his Humour).

Whatever be the exact explanation of

Humphrey Hour, that call’d your Grace

To breakfast once forth of my company, (Rich. III,1v.iv. 176-7)
Shakespeare must certainly be alluding to Duke Humphrey’s
walk, where, it is presumed, needy loiterers who could
not buy or beg a meal were constrained to spend the
dinner hour—*‘to seeke his dinner in Poules with Duke
Humphrey ’, as Gabriel Harvey says.
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Great and solemn scenes were, however, enacted in the
Cathedral, and two of these occurred shortly after the
arrival of Shakespeare in the capital. They were the tuneral
of Sir Philip Sidney on February 16, 1586—7, which proved
how deep was the grief of the whole country for the loss
of its most popular hero, and the rejoicings after the defeat
of the Spanish Armada on November 24, 1588, when the
national joy at the great deliverance was unrestrainedly
expressed. The funeral procession was accompanied by
700 mourners of all classes of the people, and each of the
seven United Provinces sent a representative to the funeral.
In the great thanksgiving for the defeat of the Armada
the Queen drove from Somerset House to St. Paul’s, her
palfrey of honour being led by the Master of the Horse,
the Earl of Sussex.

A large portion of old London was occupied by the great
religious houses, or what remained of them. By their
suppression in the reign of Henry VIII a great change
had been made in the appearance of the city.

Some were continued as charitable establishments ; thus
the Greyfriars by Newgate and the Priories of St. Bartholo-
mew and Bermondsey became Christ’s Hospital for the
education of young children, St. Bartholomew’s Hospital,
and St. Thomas’s Hospital ; others were destroyed or given
to courtiers ; others again became ruinous and were cleared
away, new buildings being raised on the sites.

We have already seen that the Thames formed London’s
pre-eminent highway, and that as a consequence the
narrow streets were much neglected. With the increase of
traffic caused by the carriers’ carts and the increased
number of coaches, they often became blocked. The hubbub
was great, caused by the cries of itinerant salesmen, the
clamour of the bells, the singing of the ballad-monger,
the beggar with his clapper, clap-dish, or ‘clack-dish’
(Meas. for M. 111. ii. 139), ‘ those tunes . . . that he heard
the carmen whistle’ (2 Hen. IV, 1l ii. 344-5), and the
violent bad language of the crowd. Before 1564 there
were no coaches, but by 1601 it was thought necessary to
introduce a Bill into the House of Lords ‘ to restrain the
excessive and superfluous use of coaches within this realm’.
This Bill was rejected and more coaches appeared, to the
great injury of the watermen. But the convenience of
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the coach to fashionable well-dressed gallants in saving
them from the defilement of the streets must have dis-
counted the claims of other forms of traffic. For at no
time was the extravagance of dress greater than in
Elizabeth’s reign, and unquestionably men were more
gorgeous in their attire than women. Costumes were
continually changing, and greater eccentricity was con-
sistently aimed at. Much of this was most effeminate,
especially the treatment of men’s hair. The use of
extravagant lovelocks, the wearing of jewels and roses in
the ear, is beyond our understanding to-day. Eccentricity
in boots and shoes was so great that the law was called in
to restrict it.

The cries in the streets were much the same as those
recorded in the fifteenth-century poem London Lickpenny.
‘Hot peas’, ‘ Hot fine oatcake’, * Whiting, maids, whiting’,
were heard on all sides ; costermongers with their apples,
shopmen with their constant repetition of their cry of
‘What do you lack?’ joined in the din. ‘Rock samphires’
formed one of the chief condiments of the time, used as
a pickle or fresh in salads; it grew on rocky cliffs near the
sea, and was common in the south of England:

Half way down
Hangs one that gathers samphire ; dreadful trade !

says Edgar in King Lear (1v. vi. 15-16), standing over
Dover cliffs, where the plant is recorded to have been
gathered as late as the year 1886. The Elizabethan
dramatists transferred the cries of London to the streets
of Rome, and Heywood’s song in The Rape of Lucrece
includes samphire in the list:
I ha’ rock-samphire, rock sampbhire.

Other cries in London were ‘ small coals’, ‘ have you any
old boots’, ‘ buy a mat’, ‘ new brooms, green brooms ’.

Then outside the prison doors were piteous cries for the
poor women in the dark dungeons, and ‘ bread and meat,
for the tender mercy of God, to the poor prisoners of
Newgate’, or for those who were ‘for the Lord’s sake’
(Meas. for M. 1v. iii. 21) in Ludgate gaol. Mingled with
these were the moanings of the prisoners themselves,

the cries of the damned in the Fleet. (B. Jonson, Epigrams)

But the most dangerous cry was ‘Clubs’, which
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signified the arising of a fray. Its frequency in the streets
of London proves the inefficiency of the police. The
porter in King Henry VIII says :

I missed the meteor once, and hit that woman, who cried out
‘Clubs | ’, when I might see from far some forty truncheoners
draw to her succour, which were the hope o’ the Strand, where she
was quartered. (v. iv. 53-7)
The authorities -themselves sometimes used the cry on
serious occasions. The mayor, when the partisans of
Humphrey, Duke of Gloucester, and Beaufort, Bishop of
Winchester, quarrelled before the Tower, cried out:

I'll call for Clubs if you will not away.
(zr Hen. VI, 1. iii. 85)

The streets were cleared for an important procession by
an officer called a whiffler:

The deep-mouth’d sea,
Which, like a mighty whiffler "fore the king,
Seems to prepare his way. (Hen. V, chor. 11-13)

When James I and his Queen proceeded from the Tower
to Whitehall on March 15, 1604, a very great pageant was
produced. Seven fine arches of triumph at short intervals
were erected from the designs of Stephen Harrison, which
were, as far as we can judge from the engravings, the finest
ever used in a London pageant.

The prestige of the Government of London—Regum
Angliae Camera, the Chamber of the Kings of England'—
was not so high in the Elizabethan age as it had been,
and the feud between the courtier and the citizen had
just begun. The Lord Mayor was still a man of con-
sequence, although he had somewhat fallen from the
high rank he held in the Middle Ages as a frequent
counsellor of the king. The importance of his office
is shown in several of the plays, as in King Henry VIII,
where he is introduced in the last scene as a witness to
"the christening of the infant Elizabeth, and in King
Richard III, where Sir Edmond Shaa is introduced as
a prominent supporter of Gloucester in his struggle for
the throne. .

Middleton, in The Triumphs of Truth (1613), writes :

Search all chronicles, histories, records, in what language or letter

1 ‘ Welcome, sweet prince, to London, to your chamber,’ says Buckingham
to the Prince of Wales (Rick. I11. 111, i. 1).
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soever let the inquisitive man waste the dear treasures of his time
and eyesight, he shall conclude his life only in this certainty, that
there is no subject upon earth received into the place of government
with the like state and magnificence as is the Lord Mayor of the
City of London. ,

Associated with the Lord Mayor in the government of
the city were the twenty-six aldermen of the wards, and
the sheriffs, each of whom had his own compter or prison,
the one of these being in the Poultry and the other in
Wood Street.

Crime was rampant in the streets of London, and the
watchmen, constables, serjeants, and catchpoles were
quite incompetent to deal with the criminals. The most
ingenious mode of punishment which the governors could
devise was to execute the criminal as near to the scene of
his crime as was possible. The chief place of execution was
Tyburn.

Thou mak’st the triumviry, the corner-cap of society,

The shape of love’s Tyburn, that hangs up simplicity,
(Love’s L. L. 1v. iii. 53—4)

says Biron, alluding to the triangular form of the gallows.

The administration of justice left much to be desired.
Well-bred in Every Man in his Humour speaks in dis-
paraging terms of a Guildhall verdict, and the general
opinion of London juries was not high. A Bishop of
London wrote to Cardinal Wolsey in behalf of his Chan-
cellor, desiring the Attorney-General to stop a prosecution
against him ‘because London juries are so prejudiced
that they would find Abel guilty of the murder of
Cain’. Thomas Fuller corroborates this by quoting a
proverb to the effect ‘that London juries hang half and
save half’.

Prisons were numerous ; there were five in Southwark
alone, the Clink, the Compter, the Marshalsea, the King’s
Bench, and the White Lion ; besides these there were the
Cage, the Cripplegate, the Fleet, Ludgate, and Newgate ;
the Tower has been already named.

Besides the Tower and the Marshalsea (Hen. VIII,
V. iv. 92), Shakespeare alludes to the Compter or Counter,
which had become a common name for a debtor’s prison,
in the punning description of the common serjeant, put
into the mouth of Dromio of Syracuse :
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A back-friend, a shoulder-clapper, one that countermands
The passaies of alleys, creeks, and narrow lands
A hound t

at runs counter and yet draws dr oot well ;
(Com. of. E. 1v. ii. 37-9)

and in Falstaff’s address to the Lord Chief Justice’s servant :
You hunt-counter: hence! avaunt !
(2 Hen. IV, 1. ii. 102-3)

More explicit is Falstaff’s reference in The Merry Wives of
Windsor

Thou miihtst as well say, I love to walk by the Counter-gate,
which is as hateful to me as the reek of a lime-kiln.  (111. iii. 84-6)

In the Middle Ages the water supply was abundant on
account of the large number of springs, but, as London
grew, these were less trusted, and until Sir Hugh Middelton
formed the New River (1609-13) the inhabitants depended
entirely on the Thames. Water had to be fetched from
the river itself or from the conduits by which it was con-
veyed thence. | These conduits, often marked by an orna-
mental structure, and not infrequently bearing a human
or other figure from which the water spouted, were familiar
objects, and appear in Shakespeare in more than one
allusive passage.

The old shepherd in The Winter's Tale is compared in
appearance to

a weather-bitten conduit of many kings’ reigns.
(Wint. T. v. ii. 61-2)
Lavinia’s wounds, says Marcus, pour forth blood
As from a conduit with three issuing spouts.
(T'st. Andr. 11. iv. 30)
Capulet, in his upbraiding of the weeping Juliet, uses the
word ‘ conduit ’ in very rough and homely simile :
How now ! a conduit, girl ? what ! still in tears?
Evermore showering ? (Rom. & Jul. 11. v. 130-1)
The weeping Lucrece and her maid are set in a lovely
picture in these two lines :
A pretty while these pretty creatures stand,
Like ivory conduits coral cisterns filling.  (Lucr. 1233-4)

The man who supplied the houses was the water-bearer,
or carrier, who drew off the water into large wooden
tankards, broad at the bottom but narrow at the top,
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which held about three gallons. This vessel was borne
upon the shoulder, and to keep the carrier dry two towels
were fastened over him, one to fall in front and the other
to cover his back. The classical example of the water-
bearer in the literature of the time is the character who
follows this occupation in Every Man in his Humour ; he
is named Oliver Cob, and dwells ‘ at the sign of the Water
Tankard hard by the Green Lattice’.

The London amusements of the sixteenth century seem
to have been numerous and various enough to satisfy the
tastes of all classes of Londoners. Burton writes thus
approvingly in The Anatomy of Melancholy :

The country hath his recreations, the city his several gymnicks,
exercises, feasts, and merry meetings—What so pleasant as to see
some pageant as at Coronations, wedding, and such like solemnities, to
see an Embassadour or a Prince met, received, entertain’d with Masks,
Shews, Fireworks, &c.

A long list of town amusements appears in The Pleasant
and Stately Morall of the Three Lordes and Three Ladies of
London (1590) :
Lord Pomp, let nothing that ’s magnificall,

Or that may tend to Londons graceful state,

Be unperfourm’d, As showes and solemne feastes,

Watches in armour, triumphes, Cresset-lightes ;

Bonefiers, belles, and peales of ordinance

And Pleasure, see that plaies be published,

Mai-games and maskes, with mirth and minstrelsie,

Pageants and school-feastes, beares, and puppit plaies.
The theatre, bear-baiting and bull-baiting, card-playing
and gaming, dancing, and fencing are all dealt with in
another chapter of this book, and need only be mentioned
here as a part of London life.

London had been famous for its cookshops since the
twelfth century ; in the fourteenth century many of these
houses were turned into inns. In Shakespeare’s time
tavern life had become very popular, and in his plays
there are 'many references to these places of entertain-
ment.

The Boar’s Head in Eastcheap was one of the chief London
inns in his day, but there is no authority for supposing
that Prince Henry, Falstaff, and the other roysterers really
met at that hostelry. The first reference to the Boar’s
Head as a tavern is in a lease dated 1537. In 2 Henry IV
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(11. ii. 159-62) the Prince inquires after Falstaft, ‘ Where
sups he?’ to which Bardolph replies, ‘ At the old place, my
lord, in Eastcheap’. The statue of William IV in King
William Street nearly marks the site of the old inn.

The Dagger in Holborn, an ordinary and tavern, is
mentioned by Ben Jonson in The Alchemist and The Divell
is an Asse, but it appears to have been a low-class gam-
bling-house frequented by disreputable characters. It was
famous for its strong drink; Dagger ale and Dagger
furmety were highly appreciated, as well as Dagger pies,
ornamented with a representation of a dagger and a magpie
on the point. There was another Dagger tavern in Cheapside,
mentioned in The Penniles Parliament of Thred-Bare Poets
(1608) and in The Pleasant Conceites of Old Hobson (1607).
Itis a matter of dispute which of these two Daggers produced
the celebrated pies.

The Mitre and the Mermaid were the rival taverns
in Cheapside ; both of them were really in Bread Street.
They lay back from the street and had entrances in both
thoroughfares. The Mermaid had also an entry from
Friday Street.!

The Mitre is frequently mentioned by the dramatists.
Middleton seems to have esteemed it more highly than the
Mermaid:

Goldstone. Where sup we, gallants ?

Pursenet. Name the place, master Goldstone,—

Goldstowe. Why the Mitre, in my mind, for neat attendance,
diligent boys, and push excels it far.

All. Agreed. The Mitre then. (Your Five Gallants, 1607)
Againin A Mad World, My Masters, Sir Bounteous exclaims :

Why this will be a true feast, a right Mitre supper.

There was another Mitre in Fleet Street, with which
Shakespeare and Ben Jonson are reported to have been
connected. This, however, must not be confused with
Dr. Johnson’s Mitre.

The Mitre and the Mermaid may have been equally
esteemed in the sixteenth century, but the fame of the
latter from its association with Shakespeare has become
world-wide. Social clubs held at the best of these taverns

! Ben Jonson changed the names of the taverns mentioned by him in
Ez{ery Man in his Humour ; the Mermaid of the 1601 quarto became the
Windmill in the folio of 1616, and the Mitre of the quarto became the Star
of the folio edition.
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had become common and in great favour towards the end
of the century, but what club that ever existed could
compare with the one at whose meetings might be seen
and heard such men as Shakespeare, Ben Jonson, Francis
Beaumont, John Fletcher, Carew, Donne, Selden, and
Ralegh ? One of these members put into exquisite verse
his remembrance of the flow of wit, which makes us truly
grateful, though we grieve at not having more :
What things have we seen
Done at the Mermaid ! heard words that have been
So nimble and so full of subtle flame,
As if that every one from whence they came
Had meant to put his whole wit in a jest,
And had resolv’d to live a fool the rest
Of his dull life ; then when there hath been thrown
Wit able enough to justify the town
For three days past ; wit that might warrant be
For the whole city to talk foolishly
Till that were cancell’d ; and when that was gone
We left an air behind us, which alone
Was able to make the two next companies
(Right witty though but downright fools) more wise.
(Francis Beaumont, Epistle to Ben Jonson)
The Devil at Temple Bar owed its designation to its
proximity to St. Dunstan’s Church; the original sign
represented St. Dunstan pulling the Devil by the nose.
Ben Jonson has given a lasting distinction to the tavern
and the landlord, Simon Wadloe, the original ‘ Old Simon
the King’. From the mention of the ‘ Mermaid’ in the
first draft of Every Man im his Humour it may be
inferred that Jonson was a frequenter of this tavern before
the Club was established by Ralegh in 1603. It was some
years after this that he established the Apollo Club at the
Devil. He drew up his Leges Conviviales about the year
1624, and placed over the entrance to the Apollo Club
some verses beginning :
Welcome all who lead or follow
To the Oracle of Apollo.
The Pegasus in Cheapside is mentioned in The Returne from
Parnassus (1602), and in Randolph’s Jealous Lovers (1632),
Shakespeare transfers it to Italy :
Near twenty years ago, in Genoa,
Where we were lodgers at the Pegasus.
(Tam. Sh. 1v. iv. 4-5)
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Thomas Heywood made a humorous rhyming catalogue
of London taverns, beginning :

The Gentry to the King's Head,
The Nobles to the Crown,
The Knights unto the Golden Fleece,
And to the Plough, the Clown.
The Churchman to the Mitre,
The Shepherd to the Star,
The Gardener hies him to the Rose,
To the Drum the man of war.
To the Feathers Ladies you! The Globe
The Seaman doth not scorn !
The Usurer to the Devil ; and
The Townsman to the Horxn.
The Huntsman to the White Hart,
To the Ship the Merchants go :
But you that do the Muses love,
The Swan, called river Po.
The Bankrupt to the World's End,
The Fool to the Fortune hie ;
Unto the Mouth, the Oyster Wife ;
The Fiddler to the Pie.
The manners and customs of taverns are abundantly
illustrated in the drama. A painted lattice was the sign
of an alehouse, sometimes green, but more often red.
Falstaff at the Garter Inn at Windsor calls Pistol to account
for his ‘red-lattice phrases and bold-beating oaths’ (M.
Wives, 11. ii. 28—9), fit only for the pothouse. The vintner
was said to be known by his shining shoes, which were
considered to be fit only for shopkeepers, after boots had
come into fashion. In Massinger’s Guardian the question
is given, ‘ How shall we know the vintners ? ’, the answer
being, ¢ If they walk on foot, by their rat-coloured stockings
and shining shoes.” The favourite phrase of the innkeeper
was ‘ Said I well ?’ and of the drawers, ¢ Anon, anon, sir,’
of which the modern equivalent is ‘Coming, sir’. No inn-
servant is credited with a good character. So Celia says :
The oath of a lover is no stronger than the word of a tapster; they
are both the confirmers of false reckonings. (4. Y. L. utiv. 31-3)

Scorn is thrown upon ‘a tapster’s arithmetic’ (Trotlus
I. ii. 121). Waiters were tempted to cheat by the absurdity
of the frequenters of the taverns, who paid whatever was
asked because it was beneath the dignity of a gallant to
cast up his bill.
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Passing to commerce and trade, we have first to notice

the place

where merchants most do congregate, (Merch. of V. 1. iii. 50)

the Royal Exchange, founded by Sir Thomas Gresham.
The first stone was laid June 7, 1566, and in 1571 the
Queen, after dining with Sir Thomas Gresham in Bishopsgate
Street, visited the newly erected ‘ Burse’ and caused the
herald to proclaim it the Royal Exchange,  so to be called
from thenceforth and no otherwise’. It soon became
almost as favourite a lounge as St. Paul’s. The merchants
went on business and others to see and be seen. Kitely,
in Every Man in his Humour, says, ‘I will meet him on
the Exchange anon’, and Bobadil boasts that he has been
‘on the Exchange, at my lodging and at my ordinary’.
In Gresham’s time the bell for closure was rung at
twelve noon and at six in the evening, but subsequently
the Exchange was kept open to a later hour. Gresham’s
building was often called the Old Exchange or Old Change
to distinguish it from the New Exchange or Britain’s
Burse in the Strand, built by the Earl of Salisbury in 160g.
In both there were shops; there are references in plays
to buying and selling there.

Old London was practically divided into districts accord-
ing to trades. Many changes had been made before Shake-
speare’s day, but the divisions still existed, and even now
some localized trades subsist.

In a notice of the trade of Shakespeare’s London it
seems proper to begin with the book trade. In the thirteenth
century Paternoster Row was inhabited by ‘ paternostrers ’
or makers of prayer beads (rosaries), and by sellers of
various objects used in the services of the Cathedral, such
as books of devotion, candles, censers, and the like. The
‘ paternostrers’ were succeeded by mercers, and eventually
by booksellers and publishers.

In Shakespeare’s time and for long afterwards St. Paul’s
Churchyard was the head-quarters of the book trade, and
vaults 1in old St. Paul’'s were used as storeplaces for the
booksellers’ stocks. It is well to remember that the yard
was not a public thoroughfare, but more like the close
of a country cathedral, with a high and strong wall around
it, within which was included the deanery on the south
and the bishop’s palace on the north. The shops of the
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publishers in the Churchyard were of two kinds: the
ordinary houses within the close having plenty of accom-
modation not only for a stock of books but alse for the
occupier and his household; and the little sheds or stalls
of one storey fixed against the walls of the Cathedral,
with accommeodation for a small number of books, which
were kept by such printers and publishers as had larger
shops elsewhere. Some of the publishers were sellers of
other than their own books and kept a show of foreign
publications on their tables and shelves. From these shops
Shakespeare would have been able to obtain the books he
made use of for the plots of his plays. We have authority
foi'l saying that books were sometimes lent by these book-
sellers.

The prominent position of the Churchyard as the head-

uarters of the bookselling business is seen from the fact
?hat more than half of the plays of Shakespeare were
issued from this place.

The riches of the goldsmiths’ shops was a constant
subject of wonder and admiration, and Cheapside or Gold-
smith’s Row was styled the ‘ Beauty of London’. As late
as the fourteenth century the north side of the road was
open ground reserved for jousts and other entertainments.
The market was held in the middle of the street. The
south side of West Cheap was therefore properly called
Cheapside. Dick the butcher (with the inevitable pun on
‘bill ’) asks Jack Cade:

My lord, when shall we go to Cheapside and take up commodities
upon our bills ? (2 Hen. VI, 1v. vii. 133-4)

As to the localities of the various trades Stow gives us
valuable information :

Men of trades and sellers of wares in this City have oftentimes
chaunged their places, as they have found their best advantage.

For where as Mercers, and Haberdashers used to keep their shoppes
in West Cheape, of later time they helde them on fondon Bnd%z,
where partly they yet remaine. The Goldsmithes of Gutherons lane,
and old Exchange, are now for the most part removed into the
Southside of west Cheape, the Peperers and Grocers of Sopers lane,
are now i Bucklesberrie, and other places dispersed. The Drapers
of Lombardstreete and of Cornehill, are seated in Candlewickstreete,
and Watheling streete : the Skinners from Saint Marie Pellipers, or
at the Axe, into Budge row, and Walbrooke : The Stockfishmongers

in Thames streete : wet Fishmongers in Knightriders streete, and
448.1 N
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Bridge streete; The Ironmongers of Ironmongers lane, and old
Jurie, into Thames streete ; the Vinteners from the Vinetree into
divers places. But the Brewers for the more part remaine neare
to the friendly water of Thames; the Butchers in Eastcheape,
Saint Nicholas Shambles, and the Stockes Market ; the Hosiers of
olde time in Hosier lane, neare unto Smithfield, are since remooved
into Cordwayner streete, the ufper part thereof by Bow Church,
and last of all into Birchoverislane by Cornehil: the Shoomakers
and Curriors of Cordwayner streete, remooved the one to Saint
Martins le Grand, the other to London wall neare unto Moregate,
the Founders remaine by themselves in Lothberie: Cookes or
Pastelars for the more part in Thames streete, the other dispersed
into diverse partes. Poulters of late remooved out of the Poultrie
betwixt the Stockes and the great Conduit in Cheape into Grasse
streete, and St. Nicholas Shambles : Bowyers from Bowyers row by
Ludgate into divers places, and almost worne out with the Fletchers :
Pater noster makers of olde time, or Beade makers, or Text Writers,
are gone out of Pater noster Rowe, and are called Stationers of
Paules Church yarde : Pattenmakers of Saint Margaret Pattens lane,
cleane worne out : Labourers everie worke day are to bee founde
in Cheape, . . . horse coursers and sellers of Oxen . . . and such like,
remaine in their olde Market of Smithfield.

This account by a contemporary is so full and important
that it needs no addition. Something more may, however,
be said of the pepperers (now the grocers), because Shake-
speare took a special interest in their trade. John Sadler,
a native of Stratford-on-Avon, came to London some years
after Shakespeare. He was without friends and found
much difficulty in obtaining any occupation, but at last
a grocer in Bucklersbury agreed to take him on trial, and,
being satisfied, bound him apprentice for eight years.
When the apprenticeship came to an end Sadler entered
into partnership with a fellow-townsman of Stratford,
Richard Quiney, who married Sadler’s sister on August
27, 1618. The father of Quiney was a friend of Shake-
speare, and his brother married Judith, the poet’s younger
daughter. There can be little doubt that Shakespeare was
a visitor to the business house of his two fellow-townsmen.
He would be well acquainted with ‘ Bucklersbury in simple
time’ (M. Wives 111. iii. 79).

The suburbs of a walled city have always had a bad name.
This was soin London, and the scenes of Measure for Measure,
which are placed in Vienna, suggest the vicious surroundings
of the English capital. ‘The skirts o’ the town’ were
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inhabited by disorderly persons who were not wanted
within the walls, and who found the freedom outside more
convenient to them. Chettle in The Kind Hart’s Dreame
(x592) wrote:

The suburbs of the cittie are in many places no other but dark
dennes for adulterers, theeves, murderers, and every mischief
worker.

The literature of the time is full of such allusions.
Stubbes in his Anatomie of Abuses justly denounced
suburb-gardens and garden-houses, and another writer
observed ‘ how happy were cities if they had no suburbs ’.
Portia in Julius Caesar makes a striking allusion to the
infamy attached to the word suburbs.

Dwell I but in the suburbs
Of your good pleasure ? If it be no more,
Portia is Brutus’ harlot, not his wife. (1. 1. 285-)

Two notorious localities are named by Shakespeare:
Pickt-hatch ! (M. Wives II. iii. 20), where the houses had
hatches or half-doors guarded with spikes, and Turnmill
Street (or as the First Folio has it, ¢ Turnball-street’),
near Clerkenwell Green, the resort of bullies and rogues
(2 Hen. IV, 11. ii. 333).

The times, however, were changing, and the suburbs
were beginning to reform themselves. Around the wide
roads from some of the principal gates well-inhabited
districts gradually grew up. Hoxton is now quite close
to the centre of London, but in the reign of Elizabeth it
was a country place cut off from the City by Moorfields.
In Every Man in his Humor Knowell’s house is described
as in Hogsden, which was then according to Stow ‘ a large
street with houses on both sides’. Master Stephen refers
to his uncle’s property as ‘ Middlesex land ’, and he himself
is called a country gull, in opposition to Master Matthew,
the town gull. Islington was some way north of the City,
and its gravelly soil made it a suitable site for a prosperous
village, although it was not free from disturbing elements.
The brick kilns at Islington had a population of rogues
and vagabonds, and when Queen Elizabeth took a country
drive there in 1581, these dangerous characters surrounded
her carriage, and filled the air with their clamour. Hamp-

thl N eir the Charterhouse Wall in Goswell Road ; Pickax Yard once marked
e spot.

N2
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stead and Highgate, Kentish Town and Tottenham Court,
were distant country places. The nearness of field and
open country to the walls of London gave the inhabitants
the opportunity of rising early on May-Day to seek for
May-dew, which was esteemed a sovereign salve for the
complexion. Stow relates how

In the moneth of May, namely on May day in the morning, every
man, except impediment, would walke into the sweet meadowes and
greene woods, there to rejoyce their spirites with the beauty and
savour of sweete flowers and with the harmony of birds, praysing
God in their kind, and for example Edward Hall hath noted that
K. Henry the eight, as in the 3 of his raigne and divers other yeares,
so namely in the seaventh of his raigne, on May day in the mornin
with Queen Katheren his wife accompanied with many Lords an
Ladies, rode a maying from Greenwitch to the high ground of
Shooters hill.

These pleasant rural scenes have no charms for Philip
Stubbes, who lays stress on the evils of the custom, affirm-
ing that

All the young men and maides, old men and wives, run gadding
over night to the woods, groves, hils, and mountains, where they
spend all the night in pleasant pastime, and in the morning the
return bringing with them birch and branches of trees and dec
their assemblies withall.

Stubbes’s view is not corroborated by others, for later
writers describe the practice much in Stow’s terms,
saying that the custom was to go out in the early morning
in family parties.

BIBLIOGRAPHY.—STOW'’s Survay of London, 1598, 1603, is the most valuable
contemporary authority on the subject, as the work of a contempora.rg of
Shakespeare. It is founded on documents and personal knowledge. Suc-
cessive editors continued it until it grew into two folio volumes edited by
Strype, 1720, 1754—-5. In consequence Stow has been frequently quoted
for information respecting what had occurred long after his death.” The
original was regrinted by W. J. Thoms, 1842, 1876, and by Henry Morley,
1889, 1893. The 1603 edition was admirably edited by C. L. Kingsford in
1908 (Oxford, 2 vols.), with corrections from MS. sources, particular atten-
tion being given to Stow’s faulty etymology of local names.

HARRIsON’s Description of England, attached to Holinshed’s Chronicle,
1 5{7, 1587, is of great value. Dr. F. J. Furnivall’s reprint of Books II and
III for the New Shakspere Society, 1877, contains much additional matter.

Maps of London were common in the sixteenth century, but being often

asted on the walls of houses they were generally destroyed. The earliest
own to us is a view of London, drawn by A. vAN DEN WYNGAERDE, about
1550, in the Sutherland Collection (Bodlejan Library). This was redrawn
on a smaller scale and engraved by N. Whittock. It'is a pretty view, but
untrustworthy, as the original has tampered with, and a representation
of Bermondsey Abbey is added from another source at the south-east corner
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of the view. The drawing was accurately reproduced for the first time from
the original by the London Topographical Society. .

HOEFNAGEL'’S Ipla.n of London, published in Braun and Hogenberg’s
Civitates Orbis Terrarum, 1572, with the heading Londinum feracissimi
Amngliae Regni Metyopolis, is a very fine and well-engraved map, but the
detail is so full that it is difficult to follow, in spite of the clearness of the
lines, The map was reproduced with French descriptions in Belleforest’s
Cosmography.

The map attributed to RALPH AGGaAs is on a much larger scale, but a very
inferior engraving. The date of first publication is unknown ; it was prob-
ably to a certain extent indebted to Hoefnagel. Two copies only are known:
one in the Peagf'sian Library, Magdalene College, Cambridge, and the other
in the Guildhall Library, London, both published in the reign of James I.

NorDEN’s two maps of London and Westminster, 1593, are reproduced
in this volume. Norden’s map of Middlesex is valuable as showing clearly
the suburbs of Elizabethan London. J. C. VisscHER’s view of London,
1616, is specially interesting as a fine panoramic picture of Shakespeare's
Iszgé:don. All these plans have been reproduced by the London Topographical

iety.

A g¥ea.ter number of books and pamphlets on the evil manners of some
of the people of England, and of London in particular, were published in
Elizabeth’s reign than in any other period. PHILIP STUBBES'S The Anatomy
of Abuses, 1583, holds a prominent position in this class. It was reprinted
for the New Shakspere Society, 1877.

NATHAN DRAKE's Shakespeare and his Times, 1817, 2 vols., 4to, is a trust-
worthy book, of which part ii is devoted to Shakespeare in London. G. W.
THORNBURY’S Shakespeare’s England, 1856, 2 vols., contains an excellent
picture of the time, but is not always accurate in details, and few authorities
are quoted. HuUBERT HALL's Society in the Elizabethan Age, 1887, contains
illustrations of characters in town and at court. Shakespeare’s England,
by E. Goadby, 1881, 1889, contains a chapter on London.

T. F. OrDIsH’s Shakespeare’s London, 1897, new ed. 1co4, and H. T.
STEPHENSON’S Shakespeare’s London, 1905, are important contributions to
the subject in recent times. Sir WALTER BESANT’s London in the time of the
Tudors, 1904, London in the time of the Stuarts, 1903, and WILLIAM PAGE’s
History of Londom, vol. i, 1909 (Victoria County History), contain useful
information on customs, &c.



XXII
AUTHORS AND PATRONS

BY
D. NicHor SMitH

THE relations of authors and patrons underwent a
gradual change during the sixteenth century. In older
days a poet had trusted to the bounty of a royal or noble
protector. He was in a sense a servant, however lightly
he may have treated the bond. His recognized privilege
of presenting a ‘ Compleynt to his Purse’ implied depen-
dence on his part and obligation on the patron’s. The
relationship was a survival from the days of the minstrels ;
and it finally broke down when literature came to have a
value in the open market.

The change was due mainly to the great development
of printing, notably during the reign of Edward VI. Direct
encouragement was thus given to authorship, and there
arose before the end of the century a class of authors by
profession who, whether or not they were able to live by
their writings, made their writings their chief occupation,
and lived by them as well as they could. The rise of the
man of letters, the change in the methods of patronage,
and the increase of the importance of the printer are
different aspects of one large movement.

But the professional author received little from the
printer. The common offer for a pamphlet was apparently
forty shillings. ‘I lost by your last booke’, says Danter
the printer to a Cambridge student in The Returne from Par-
nassus, ‘and you knowe there is many a one that payes me
largely for the printing of their inventions, but for all this you
shall have 40 shillings and an odde pottle of wine.’* Wither
complained in The Schollers Purgatory that the printers could
‘ hyre for a matter of 40 shillings some needy Ignoramus ’.?

! The Returne from Parnassus, part ii, ed. W. D. Macray, p. 88.
& The Schollers Purgatory, n. d. [1624], p. 130.
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In both these passages the sum named is purposely small ;
and it is certain that an accomplished pamphleteer could
command a higher price. ‘Glad was that Printer’, said
Nashe of Greene, ‘that might bee so blest to pay him deare
for the very dregs of his wit.”* Of himself he said, * When
I doo play my Prizes in Print, Ile be paid for my paines,
that’s once.’* But what is known of the number of copies
printed and the price at which they were sold indicates
that even a pamphlet that was likely to prove popular
cannot have brought its author a substantial sum.? A
common method of payment was to give the author several
copies which he could dispose of for his own profit. Richard
Robinson’s Eupolemia (1603)—the only Elizabethan docu-
ment that gives a direct statement of literary earnings—
shows that Robinson as a rule received twenty-five copies
and considered himself fairly treated. Sometimes an
author was paid both in books and money ; John Stow,
for instance, received ¢£3 and 40 copies for his painsin The
Swurvey of London, and 20s. and 50 copies for his pains in the
Brief Chronicle’.* It appears to have been not uncommon
for an author to pay for the printing of his inventions,
though this was a method that would not be employed
by the impecunious authors of the popular literature.
Nashe has his gibe at Gabriel Harvey because he ‘gives
money to be seene and have his wit lookt upon, never
printing booke yet for whose impression he hath not either
paid or run in debt’.? Other authors are known to
have given their works to the printer. Gascoigne repu-
diated as a calumny the report that he had received great
sums of money for the publication of his Posies: ‘for
answere heereof ’, he proclaims, ‘it is moste true (and I call
Heaven and Earth too witnesse) that I never receyved of
the Printer, or of anye other, one grote or pennie for the
firste Copyes of these Posyes.’” But in such cases the
social position of the author has to be remembered. We
know nothing of Spenser’s dealings with his printers, but
it may be presumed that he never thought of receiving

1 Foure Letters Confuted, ed. R. B. McKerrow, i. 287.

* Have with you to Saffron-Walden, iii. 128.

3 Mr. McKerrow suggests that more than £5 can hardly have been paid
for a pamphlet sold at sixpence a copy.

4 Registers of the Company of Stationers, ed. Arber, vol. v, p. Iv'. In 1702 we
find Sir Roger L’'Estrange receiving £300 and 50 copies for his Josephus
(Hist. MSS. Com. 11th Report, App. vii, p. 113).
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money for the publication of his poems. He was more
likely to have paid the printer than to have been paid by
him, and he was probably content to have copies for
distribution among his friends. There is ample material
dealing with the printers’ and booksellers’ relations with the
authorities and the public and with each other in the
reign of Elizabeth. The little that is known about their
relations with the authors is derived from casual allusions ;
and it shows that they were able to look very carefully
after their own interests.

The author who endeavoured to make a living by his
writings was forced to find another source of income,
and he found it in a patron. There are many references to
the necessity of this form of assistance. Lodge made it
the theme of his third eclogue in A4 fig for Momus (1595):

The Muses have some friends, who will esteeme

A man of worth, and give desert his dewe ;
but if frugal patrons ‘ skantle learning with a servile pay ’,
it were better for the poet to ‘ hould the plough a while,
and plie the cart’. Massinger spoke frankly of his own
experience in his address to the patrons of The Maid of
Honour (1632): ‘I heartily wish’, he wrote, ‘that the
world may take notice, and from my selfe, that I had not
to this time subsisted, but that I was supported by your
frequent courtesies, and favours.” A personal tie some-
times prompted or dictated the choice of a particular
patron; but needy authors are continually found seeking
for a patron,® and presenting a work to him on the chance
of his favour. A very large number of the Elizabethan
dedications fail to reveal any reason why they should be
made to one man rather than another.

The change from the conditions which prevailed during
the first half of the century is not definitely marked, but
on the whole it is clear. Sir Thomas Elyot thought of
his Governour as a duty to his king and country, and could
dedicate it only to Henry VIII. Ascham wrote his Toxo-
philus with the aim of effecting a social reformation, and
won for it Henry’s protection. It was at Henry's com-
mand that Berners translated Froissart. Latimer’s sermons

! Cf. The Pilgrimage to Parnassus, ed. Macray, p. 20, ‘ looking still when
I shoulde meete with some good Maecenas that liberallie would rewarde my
deserts, I fed soe long upon hope, till I had almoste starved ’.
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before Edward VI, which were ‘ gathered, writ, and brought
into lyght’ by Thomas Some, were fitly dedicated by him
to the Lady Katherine, Duchess of Suffolk. Thomas
Wilson dedicated The Rule of Reasow, conteyning the Arte
of Logike, to Edward VI; and having been encouraged
by the Earl of Warwick, then Chancellor of the University
of Cambridge, to write its sequel, The Arte of Rhetorique,
he duly commended it to his Chancellor’s patronage.
Margaret Ascham, with like fitness, dedicated her husband’s
Scholemaster to a later Cambridge Chancellor, Sir William
Cecil, afterwards Lord Burghley. There is an obvious
reason in all these books for the choice of the patron. At
the beginning of the reign of Elizabeth there were still no
signs of the indiscriminate dedicating which became common
in later years, when authors would ply the art of flattery,
and when patrons might feel no obligation. \
The conditions of patronage at the court of Elizabeth
appear to have remained much as they were at the court of
Henry VIII, but side by side with them there were growing
up new conditions as a result of the great spread of literary
activity. When authors were drawn from every rank of life,
methods and motives of patronage were bound to vary with
their social positions. A gentleman of the court, even when
he was a great poet, could not regard literature as a pro-
fession. It might be his main occupation, he might know
that by it alone he would be remembered, but he did not
wish it to be thought the serious business of his life. The
early poems of Spenser were moves in the difficult game
of preferment. They helped him to win the private-
secretaryship to Lord Grey of Wilton, which made Ireland
his home for the rest of his life. When in 1589 he returned
to London with the first three books of The Faerie Queene
he hoped that they would carry him to high office ; and in
1596, when he issued the next three books, he still
looked to the poem for his advancement. This unrivalled
tribute to the glories of an English monarch was enriched
with the noblest of dedications; it was dedicated to
Elizabeth to live with the eternitie of her fame’? But
Elizabeth did not give Spenser the reward that he sought.
He had to rest content with a pension of £50 a year, a sum
corresponding to at least £300 now. Counted merely as

! These great words were added to the dedication in 1596.
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money it was a great gift, but it was a disappointment
to the poet, who craved for a post that would remove him
from his exile in Ireland. Sir John Harington, Elizabeth’s
godson, had his translation of the Orlando imposed upon
him by her as a task. He had circulated among the ladies
of the court his version of the story of Giocondo in the
twenty-eighth book, and Elizabeth, as a punishment for
the youthful frolic, forbade him the court till he had pro-
duced a translation of the whole poem.! When his Orlando
Furioso in English Heroical Verse was published in 1591
it was therefore humbly recommended to her gracious
protection. His only reward may have been the per-
mission to return to court; or he may have received, as
on many other occasions, a personal gift. Edward Fairfax
also inscribed to the Queen his Godfrey of Bulloigne, or
The Recoverie of Jerusalem (1600). Elizabeth was thus the
)i_atron of the three great heroic poems of her reign—The

aerie Queene and the English Ariosto and Tasso. Another
princely book which could have no meaner patron was
North’s translation of Plutarch’s Lives (1579).

The search for office by the method of gaining the Queen’s
favour with poems or other literary gifts is well illustrated
by George Gascoigne. He had been employed by Leicester
to provide part of the entertainment on her famous visit
to Kenilworth in 1575, and he was also present at the
ensuing visit to Woodstock, where he saw that her learned
judgement was greatly pleased with the prose tale of
Hemetes the Heremyte. Next New Year’s Day he presented
her with a copy of the tale accompanied by versions of it
in Latin, Italian, and French, hoping thereby to give
proof of his sufficiency for her service. His request for
employment was soon granted, and another work .in
manuscript,® The Grief of Joye, followed as a thank-offering
and as a witness to the serious and dutiful use of his leisure.
Hemetes has the special interest of containing a frontispiece
which represents Gascoigne in the act of offering his gift.
The author, who had fought in the Low Countries and was a
member of Gray’s Inn, supplied the explanation in a sonnet :

Beholde (good Queene) A poett with a Speare
(Straundge sightes well markt are understode the better)

* Nuge Antigum, second ed. (1779), vol. i, p. [iii]. ,
* Both are printed in J. W, Cunliffe’s edition of Gascoigne, ii. 473-557.
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A Soldyer armde, with pensyle in his eare,

With penn to fight, anfesworde to wryte a letter,

His gowne haulffe off, his blade not fully bownde,

In dowbtfull doompes, which waye were best to take ;
and he offered to serve

as maye become me beste

In Feilde, in Towne, in Cowrte, or any where.
As this frontispiece (which is here reproduced) was designed
in prospect of what it purports to represent, its historical
value does not lie so much in its details as in its illustra-
tion of the custom of making literary offerings in person.
Ascham presented his Toxophilus to Henry VIII in the
picture gallery at Greenwich,! and even Richard Robinson
was allowed to present his Third Proceeding tn the Harmony
of King Davids Harp to Elizabeth at Richmond, when
she was ‘ goyng to the chappell in the morning ’. .

A servant of the Crown would be expected to present
to his sovereign a book dealing with his office. Richard
Jones, the printer, dedicated to Sir Christopher Hatton,
the Lord Chancellor, The Booke of Honour and Armes (1590),
but Sir William Segar, as Norroy King of Arms, could
dedicate only to Elizabeth his Honor Military and Civill
(1602). Books on all kinds of subjects boasted her name—
Foxe's Actes and Monuments (1563), Shute’s Groundes of
Architecture (1563), Sanford’s Epictetus (1567), Lyte’s trans-
lation of the great Herball of Dodoens (1578), Mulcaster’s
Positions (1581), the edition by Raph Rabbards of George
Ripley’s Compound of Alchymy (1501), Savile’s Tacitus
(1591) and Scriptores post Bedam (1596), Andrew Maunsell's
Catalogue of English printed Bookes (1595), John Davies’s
Nosce teipsum (1599), Philemon Holland’s Livy (1600).
But she knew when her royal acknowledgement was
an ample reward. When Robinson presented his Har-
mony of King Davids Harp she received it graciously ;
he was told that she was glad to have a subject who could
do so well and that he deserved commendation; but he
also heard from the Master of Requests that Her Majesty
had enough to do in relieving her needy soldiers and
requiting their pains, and that, as she had not set him
on the work, he was not to be paid any wages. Nor did
a dedication to Elizabeth necessarily serve as any protec-
tion to a book. Giles Fletcher on his return from Russia,
1 Works of Ascham, ed. Giles, vol. i, p. xxxiv.
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where he had been employed in the Queen’s service, duly
inscribed to her his short treatise Of the Russe Common
Wealth (1591). But the company of Muscovy merchants,
fearing that some passages in it would prejudice the friendly
relations between the two countries, and their trade,
complained to Burghley and procured its suppression.?

Of the two English versions of the Bible produced
during Elizabeth’s reign—the Geneva and the Bishops’—
only the former was dedicated to her. It was in origin
a private enterprise, undertaken by Protestant exiles at
Geneva during the reign of Mary, but a Protestant monarch
was on the throne when it was completed, and a loyal
address was duly prefixed. It was sanctioned in so far as
it was allowed to be printed under episcopal supervision ;
but though it was the popular Bible of the reign, it continued,
as it began, without royal authority. For the official
Bible, which was produced mainly by the English bishops,
no dedication was thought necessary. Similarly there was
a dedication to Henry VIII in Coverdale’s Bible and
Matthew’s Bible, but not in the Great Bible. And just
as on the title-page of the Great Bible Henry VIII was
represented on his throne, so on the title-page of the
Bishops’ Bible there is a portrait of Elizabeth; and the
supremacy of the Crown is further symbolized within the
volume in the portraits of her great favourite and her
great minister—the Earl of Leicester,? who occupies most of
the title-page to the second part beginning with the book of
Joshua, and Lord Burghley, who ornaments the initial B
at the beginning of the Psalms.? The first official Bible to
contain a dedication was the authorized version of 1611.

Leicester and Burghley both rank with Elizabeth as
patrons. Indeed, the number of authors whom Leicester
befriended, and the continual testimony to his encourage-
ment, give him the right to be considered the chief patron
of the earlier part of the reign. Several works were dedi-
cated to him before he was raised to his earldom. One
of the earliest was Blundeville’s New booke containing the

3 Letters of Eminent Literary Men (Camden Society, 1843), pp. 76-9.

# Reproduced in vol. i, p. 4.

3 Mr. A. W, Pollard speaks of this as an instance of ‘ punning capitals’
(Records of the English Bible, 1911, p. 33). This Bible was published in 1568,
and Sir William Cecil did not become Lord Bur%hley till 1571. In the second
folio edition (1572) the portrait was removed to the title-page of the third part

ms.

beginning with the Psal
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arte of ryding. It was dedicated to him because he was
Master of the Horse, just as Turbervile’s Noble Arte of
Venerie was dedicated to Lord Clinton, the Master of the
Hart Hounds. But as early as 1565 Arthur Golding, in
the prose dedication of his Fyrst Fower Bookes of Ovid's
Metamorphoses, spoke of Leicester as already well known
for his support of learning and authorship; and he repeated
these praises in the verse epistle prefixed to the complete
translation in 1567. He wished his patron long life
that all such students as

Doo travell too enrich our toong with knowledge heretofore

Not common too our vulgar speech, may dayly more and more

Proceede through thy good furtherance and favor in the same,

Too all mens profit and delyght, and thy eternall fame.

John Stow spoke to the same effect in the dedication of
his Summarie of Englyshe Chronicles (1565).

Because, bothe by the universall reporte of all men, I heare, and

also by myne owne experience I perfectly know (right honourable
and my very good lorde) how honorably and cherefully divers workes
presented to your lordship have ben accepted : I (though of al others
most simFle) was therebz encouraged, to offer to your honour this
my simple worke, in token of my bounden duty.... I was the
bolder to dedicate to your honour, because I know your lordships
good inclination to al sortes of good knowledges.
Ascham, whose son Dudley was Leicester’s godson, said
in a letter in 1566, ‘I surely fixed my hope to have had
more stay of your lordship’s goodness than of any man
else.’” John Florio spoke of Leicester’s ‘ continuall delight
in setting foorth of good letters, and earnest zeale in main-
taining of languages ’ when he offered him his First Fruites
(1578) ; and he added with emphasis that to his knowledge
Leicester was ‘the onely furtherer, maintayner, and
supporter of all well disposed mindes toward any kinde
of studie’. Greene, in dedicating his Planetomachia (1585),
remarked on the numbers who dutifully presented the
fruits of their labours to this Maecenas of learning. So,
too, did Geffrey Whitney in A Choice of Emblemes (1586).
In the lengthy dedication, which is notable for its attempt
to describe the history of patronage from earliest times,
Whitney alluded in particular to Leicester’s fame for his
services to Literature :

For leavinge your native countrie, where so manie godlie and
vertuous are countenanced: So manie learned advaunced, and so
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manie studious incoraged by your honour. What other countrie
in Christendome, but knoweth that your lordship is a . . . lovinge
patron of learninge, and a bountifull Meccenas to all the professors
of worthie artes, and sciences : whereof my selfe is a witnes, who
have often harde the same in other countries, to your everlastinge
memorie, . . . Divers who are nowe famous men, had bin, throughe
povertie, longe since discouraged from their studies: if they had
not founde your honour, so prone to bee their patron.

These are more than conventional praises. Leicester’s
authors seem to have approached him with a stronger
sense of his large-minded benevolence than they generally
felt towards their other patrons. He was ‘a supporter
of any kind of study’. Spenser, who started his career
in Leicester’s service and always looked to him for support,
dedicated to him his Virgils Gnat, and ventured to address
him with greater frankness than allegory could conceal
in Mother Hubberds Tale. At the other extreme of poetry
Edward Hake offered to Leicester’s protection his Newes
out of Powles Churchyarde (1579). The ‘ good acceptation’
of the Summarie of Englyshe Chromicles caused Stow to
choose the same patron for his Chronicles of England (1580) ;
Stow’s rival, Richard Grafton, also inscribed to Leicester the
Abridgement of the Chronicles of England (1563); and he
was likewise the patron of Holinshed’s Hisforie of Scotlande
(x577). Thomas Cooper dedicated to him on his appoint-
ment as Chancellor of the University of Oxford the great
Latin-English dictionary, Thesaurus Linguae Romanae &
Britannicae (1565). A mainstay of the Puritans, Leicester
was the patron of Arthur Golding’s translation of Calvin’s
Sermons upon the Booke of Iob (1574) and of Calvin’s Two
godly and learned Sermoms (1584), translated by Robert
Horne, bishop of Winchester, and dedicated by Anthony
Munday ; and he gave Thomas Cartwright the master-
ship of his hospital at Warwick, with an annuity of £50.
At the same time he was a jealous supporter of the drama,
the ‘ Earl of Leicester’s Players’ being for many years
the most prominent acting company. The range and
diversity of his interests finds even additional proof in the
dedications of James Rowbothum'’s Pleasaunt and wittie
Playe of the Cheasts (1562), Thomas Gale’s Certatne Workes
of Chirurgerie (1563), North’s Morall Philosophie of Dong

bkl Cf. Gabriel Harvey's Gratulationum Valdinensium Libri Quatuor (1578),
i,
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(1570), and Mulcaster’s First Part of the Elementarie
(x582). Leicester was the universal patron. He may
have been erratic in his rewards. Stow speaks of having
received from him nothing but ‘ hearty thanks with com-
mendations ’.! But there can be no doubt of his interest
in all kinds of literature, and his encouragement of them.
Unlike Leicester, Burghley was not accessible to all

classes of authors. He did not encourage the poets. Spenser
hints at this in the sonnet addressed to him at the con-
clusion of the first three books of The Faerie Queene. To
one who bears the burden of the kingdom’s government,
the poem he fears may appear but  ydle rimes, . . the labor
of lost time, and wit unstayd’. In the opening stanza of
the fourth book, published six years later, when hope of
preferment was vanishing, he spoke with greater freedom :

The rugged forhead that with grave foresight

Welds kingdomes causes, and affaires of state,

My looser rimes (I wote) doth sharpl?l wite,
For praising love, as I have done of late.

To such therefore I do not sing at all,
But to that sacred Saint my soveraigne Queene.

The allusion to Burghley is unmistakable. It may
betray Spenser’s personal resentment towards the chief
obstacle to his ambitions, but it confirms what is clearly
indicated elsewhere. Burghley’s indifference to the poets
and dramatists is hinted at even in Richard Field’s dedica-
tion of Puttenham’s Arte of English Poesie. ‘ Perceyving’,
says Field, ‘ the title to purport so slender a subiect, as
nothing almost could be more discrepant from the gravitie
of your yeeres and Honorable function, whose contem-
plations are every houre more seriously employed upon
the publicke administration and services, I thought it no
condigne gratification, nor scarce any good satisfaction for
such a person as you’ ; and he is therefore careful to point
out, by way of excuse, that many passages in the treatise
show it to have been written for the recreation and service
of the Queen. The kind of book which Burghley favoured
had a direct bearing on the welfare of the State. In par-
ticular he helped the historians. Grafton dedicated to
him his Chronicle at large (1569), Holinshed his Chronicles

! Annals, 1592, p. 815.
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{xs77), and Camden his Brifannia (1586) ; and it was at
his instance that Camden began in 1597 his Annales
regnante Elizabetha® Though in his old age Camden
could boast that he ‘ never made suit to any man, no, not
to his Majesty’,® he was proud to allude to Burghley,
even in the text of his Britannia, as his ‘ right honourable
Patron, highly accomplish’d with all the ornaments of
virtue, wisdom, and nobility’. Arthur Golding translated
The historie of Leonard Aretine (1563) while in the household
of Burghley, and was encouraged by him to translate also
Caesar’s Martiall exploytes in the Realme of Gallia (1565) ;
and twenty years later he dedicated to him also his transla-
tion of The Rare and Singuler worke of Pomponius Mela
of the situation of the world (1585). As Chancellor of the
University of Cambridge, Burghley was the patron of
Thomas Wilson’s Three Orations of Demosthenes in favour
of the Olynthians (1570), Ascham’s Scholemaster (1570),
and John Baret's Alvearie or Triple Dictionary ?573).
And there could have been no more obvious patron for the
Catalogus arborum in horto Iohannis Gerardi (1596) and
for Gerarde's Herball or Generall Historie of Plantes (1597)
than the great nobleman whose princely gardens were
renowned throughout Europe. They are all serious books
with which Burghley’s name is associated. The one con-
temporary poem in which he appears to have taken real
interest was his friend Sir Thomas Chaloner’s De Rep[ublica]
Anglorum Instauranda Libri Decem (1579). He gave the
manuscript to William Malim, master of St. Paul’s School,
to prepare for the press, and contributed to the introductory
matter of the volume some Latin verses of his own. In
January 1595-6 George Peele, then in failing health, offered
to Burghley by the hand of his eldest daughter, ‘necessity’s
servant’, what he called ‘the history of Troy in 500 verses’,
perhaps a revised version of The Tale of T¥0y published in
1589. Peele’s letter (which is reproduced as an illustration
to Chapter X) gives no indication that he had any reason
to rely on Burghley’s good-will.

Sir Philip Sidney has a place by himself among the
Elizabethan patrons. Though the nephew of Leicester,

1 ¢ Life of Camden ’ prefixed to Brilannia, ed. Gibson, 1722, f 1.
6 '8 V.CL. Gulielmi Camdeni Epistolae, 1691, p. 247, letter to Usher, July 10,
18,
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he did not owe his power to his high birth, nor could he
owe it to his slender fortune. He was a comrade in letters
who gave the great encouragement of example. ‘The
president of noblesse and of chevalree’ and ‘ the hope of
all learned men’, as Spenser called him, was also by com-
mon consent the most accomplished writer of his day.
Spenser delighted to proclaim his debt to his earliest and
most influential patron,
Who first my Muse did lift out of the flore,
To sing his sweet delights in lowlie laies.

Whether or not Sidney had any direct influence on the
composition of The Shepheardes Calender, the poem was
the pledge of their active friendship. Next to it, the
most important work dedicated to Sidney was Richard
Hakluyt’s first book, Divers voyages touching the discoverie
of America (1582). Hakluyt knew Sidney well at Christ
Church, and could speak of his continual readiness to help"
and of his ‘accustomed favour towarde these godly and
honourable discoveries’. While at Oxford, Sidney also
assisted Camden.! His skill in arms and horsemanship
pointed him out as the patron of Nicholas Lichefild’s
translation from the Spanish of L. G. de la Vega’s De
Re Militari (1582), and of Christopher Clifford’s Schoole
of Horsemanship (1585). His earnest Protestantism brought
him the dedication by John Stell of The Bee hiue of the
Romishe Churche. . . . Translated out of Dutch into English
by George Gilpin (1580). At the same time his chivalrous
and intellectual accomplishments won the admiration of
Giordano Bruno, who addressed to him both Spaccio de
la Bestia Trionfante (Paris, 1583) and De gl’Heroici Furori
(Paris, 1585). He was the one English author of his time
who had a European reputation ; Du Bartas, for instance,
some years later, grouped ‘le milor Cydné’ with Sir
Thomas More and Sir Nicholas Bacon as the three pillars
of the English speech. Of no significance in itself, but
mmportant in its unexpected results, was the dedication
of Stephen Gosson’s Schoole of Abuse (1579). Gosson, who
was also a member of Christ Church, chose with thick-
headed assurance the most distinguished member of his
college as the patron of his ‘invective against Poets and
such like Caterpillers of a Commonwealth.” In Spenser’s

. 1 ¢ Life of Camden ’, Britannia, 1722, d 2.

~

446.1



194 SHAKESPEARE'S ENGLAND

words, he ‘ was for hys labor scorned, if at leaste it be in
the goodnesse of that nature to scorne: suche follie is it,
not to regarde aforehande the inclination and qualitie
of him to whome wee dedicate oure Bookes’. Sidney at
first did not think of replying, but the spread of the con-
troversy at length forced him to take up his pen in ‘a
pittiful defence of poore poetry’ and thus to give us in
his Apologie the first great critical treatise in English.
His scorn must have been too gentle for Gosson, who later
in the same year dedicated to him also The Ephemerides
of Phialo, and shamelessly remarked on the safety which,
notwithstanding the fury of the storm raised by the Schoole
of Abuse, he had enjoyed in Sidney’s patronage. Thomas
Lodge, who had replied at once to Gosson in his ‘ Defence
of Poetry’ (1579), dedicated to Sidney the work in which
incidentally he made his second contribution to the con-
troversy, An Alarum against Usurers (1584).

No patron was held in greater affection than Sidney,
no fellow craftsman was more ready to offer his help.
Spenser acknowledged his debt and repaid it in noble verse ;
but even those who cannot have experienced the bounty
of Sidney’s gentle nature came to think of him as the
perfect patron. Thomas Nashe was still an undergraduate
at Cambridge when Sidney left England for the Low
Countries and the fatal field of Zutphen, and could speak
only from hearsay when, six years later, he lamented the
loss that struggling authors had sustained in Sidney’s
death :

Gentle Sir Phillip Sidney, thou knewst what belongd to a Scholler,
thou knewst what paines, what toyle, what travel, conduct to
perfection : wel couldst thou %:lve every Vertue his encouragement,
every Art his due, every writer his desert : cause none more vertuous,
witty, or learned than thy selfe. :

But thou art dead in thy grave, and hast left too few successors
to thy glory, too few to cherish the Sons of the Muses, or water
those budding hopes with their plenty, which thy bounty erst
planted.?

This passage is none the less valuable because Nashe did not

know Sidney ; it expressed the common opinion. ‘Report

delivers of the Renowned Sidney’, said John Budge the

bookseller, in 1615, ‘that the most unfiled worke, the poorest

hand could offer up, hee received with thanks, making the
1 Pierce Penilesse, ed. M°Kerrow, i. 159.
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love of the man to supply the worth.”* It soon became
almost a fashion to write regretfully of the good old days
of intelligent patronage. There were more reasons for
it than Sidney’s death; the attitude of the patrons was
bound to be affected by the great increase in the profession
of literature. But the complaints were coloured with the
thought of Sidney’s reputation. Fulke Greville dedicated
‘all his monuments’ to the memory of the friend of his
outh.
d The seventeen sonnets added to The Faerie Queene have
the incidental interest of providing a list of the chief
patrons about the year 1590. The most prominent at this
time was Essex, who may be regarded as the true successor
of Leicester. A poet himself in the intervals of more ambi-
tious pursuits, he was a friend to the poets. In Daniel’s
words, he was ‘the Mercury of peace, the Mars of war’.?
Spenser looked forward to giving a place in The Faerie
Queene to the celebration of his heroic achievements. In
the calamitous circumstances of Spenser’s death, Essex was
at hand with the offer of help; and he defrayed the
expenses of the poet’s funeral. Shakespeare spoke of the
welcome that awaited him when he returned from Ireland
‘bringing rebellion broached on his sword’ (Hen. V, V.
chorus 32). Chapman chose him as the first patron of his
Iliad because he was ‘ the most honored now living instance
of the Achilleian vertues eternized by divine Homer ’.
Technical treatises on military matters were submitted to
his martial censure, such as Sir Roger Williams’s Briefe
discourse of Warre (1590) and George Silver's Paradoxes
of Defence (1599). Willingly or unwillingly, he had books
of all kinds dedicated to him, so diverse in character as
Thomas Newton’s Herbal for the Bible (1587), Thomas
Watson'’s First sett of Italian Madrigalls Englished (1590),
Henry Holland’s Treatise against Witchcraft (1590), John
Mundy’s Songs and Psalmes for all such as either love or
learne musicke (1594), Ralph Brooke’s Discoverie of Certaine
Errours in the much commended Britannia (1596), Sylvester’s
translation of the Second Weeke of Du Bartas (1598), and
William Gager’s Meleager (1592). The last of these, a
Latin play that had been performed at Christ Church
1 Harington’s Epigrams, 1615, dedication.
2 Civile Warres, 1595, bk. ii, conclusion.
02
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before Leicester and Sidney, was inscribed to Essex in
memory of his brother, Walter Devereux. The dedications
to Essex did not escape the scrutiny of the government,
who rightly distrusted his headstrong ambitions and his
popularity. The Queen is known to have taxed him with
the patronage of A Conference about the Next Succession to
the Crowne of Ingland (1594), printed abroad by Parsons
under the name of ‘R. Doleman’; the book had been dis-
honestly dedicated to Essex in order to compromise him
politically.r John Hayward’s First Part of the Life and
raigne of King Henrie the IIII (1599) was suspected
because of the account of the deposition of Richard II;
both author and printer were prosecuted, and the laudatory
but innocuous Latin address to Essex was ordered to be
cancelled.? Another kind of interest attaches to his associa-
tion with the Elizabethan translations of Tacitus. Richard
Grenewey dedicated to him his Annales and Germania
(1598) ; but in Henry Savile’s Ende of Nevo and Beginning
of Galba and Agricola (1591)—which was dedicated to
Elizabeth—there is a prefatory note, entitled ‘A. B. To the
Reader’, that he was believed to have written. Edmund
Bolton said in his Hypercritica that ‘ Fame gives it him ’,
and Ben Jonson showed no doubt of the authorship in
his conversations with Drummond. The initials were
evidently meant to suggest the name of Anthony Bacon,
who may have had some share in it. On the other hand
his greater brother, Francis Bacon, is said to have given
assistance in writings which appear under Essex’s name.?
It was on the career of Francis Bacon that Essex exerted
the full force of his patronage. He did what he could
for Bacon’s advancement in the legal profession, and
forced on him a gift of land to the value of £1,800. But
this was not the patronage of literature.

Sir Francis Walsingham is described in Spenser’s sonnet as

the great Mecenas of this age,

As wel to al that civil artes professe
As those that are inspird with Martial rage.

1 Syduney Papers, ed. Arthur Collins (1746), i, E 357, letter from Rowland
White to Sir Robert Sydney, November 5, 1595; Lives of the Devereux, Earls of
Essex, by W. B. Devereux (1853), i, pp. 312, 313.

3 Letlers written by John Chamberiain (Camden Society, 1861), pp. 47-8 ;
H. R. Plomer’s article on the book in Tke Library, second series, vol. iii (1g02),
Pp. 13-23; Bacon, Apophthegms, 58.

3 See The Advancement of Learning, ed. W, Aldis Wright, p. xvi.
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These high praises are hardly borne out by the mere
number of dedications, though Thomas Watson also spoke
of him as ‘ chiefe patron of vertue, learning, and chivalrie ’,
His active interest in colonial enterprise made him the
great patron of books of discovery and adventure. Above
all he was the patron of The Principall Navigations, Voiages
and Discoveries of the English nation (1589). In dedicating
it to Walsingham Hakluyt described it as ‘the fruits of
your owne incouragements’. Several books of Protestant
theology also sought his vigorous protection. The poet
most closely associated with him as a patron was Thomas
Watson, who lamented his death in Meliboeus (1590).
On the other hand it was the poets who had the first claim
on the patronage of his younger cousin, Sir Thomas Walsing-
ham. He was a friend to Marlowe, who, when under
warrant for arrest, took refuge in his house; and to him
Edward Blunt felt bound to dedicate the posthumous
edition of Hero and Leander (1598). He writes :

I suppose my selfe executor to the unhappily deceased author
of this Poem, upon whom knowing that in his life time you bestowed
many kind favors, entertaining the parts of reckoning and woorth
which you found in him, with good countenance and liberall affec-
tion : E' cannot but see so far into the will of him dead, that what-
soever issue of his brain should chance to come abroad, that the
first breath it should take might be the gentle aire of your liking.
Walsingham was also the constant friend’ of Chapman,
who dedicated to him The Conspiracie and Tragedie of
Charles Duke of Byron (1608). Had Walsingham not ‘stood
little affected to these unprofitable rites of dedication’,
Chapman says he would have declared him to be the patron
of other works.!

Other notable patrons of what may be called the older
generation were Sir Christopher Hatton, the Earl of Oxford,
Lord Charles Howard of Effingham, Lord Hunsdon, and
Sir Walter Ralegh. \

The Countess of Pembroke looked on the encourage-
ment of the poets as a duty to the memory of her brother,
Sir Philip Sidney. She owed much to him. To have the
Arcadia written under her eyes and for her sole pleasure
was the most liberal of educations. But there would have

! On the authenticity of the dedication printed in modern editions of Al

Fooles (1605), see T. M, Parrott’s edition, 1907, pp. I 2, and letter
in The /iﬂumaum, June 27, 1908, pp. 788-9. 907, PP- 13974



198 SHAKESPEARE'S ENGLAND

been no 'Arcadia had Sidney not found continued inspiration
in the native gifts of this ‘ most dear, and most worthy
to be most dear lady’. Her own writings show how well
she was qualified to be regarded as his representative,
and to have books dedicated to her both ‘ for his and for
her own especial sake’. Thomas Howell, a retainer of
the Pembroke family, had dedicated his Devises to her
as early as 1581. Abraham Fraunce, the friend of Sidney
and Spenser, attached himself to her service and found
in her the patron of The Lamentations of Amyntas . . trans-
lated out of Latine into English Hexameters (1587), The
Arcadian Rhetorike (1588), The Countesse of Pembrokes
Emanuell (1591), and The Countesse of Pembrokes Yvychurch
(1591) ; and though the unsuitability of the subject kept
him from offering her The Lawiers Logike (1588), he ad-
dressed it to her husband, the second earl. Spenser, who
was moved by remembrance of the heroic spirit of Sidney
to include a sonnet to her in the first volume of The Faerie
Queene, and to dedicate to her The Ruines of Time (1591),
sang of her with grateful admiration in his Colin Clout (1595) :

all I praise, but in the highest place,
Urania, sister unto Astrofell,

She is the well of bountie and brave mynd,

Excelling most in glorie and great light :

She is the ornament of womankind,

And Courts chief garlond with all vertues dight. (1l. 486-99)

Nicholas Breton dedicated to her The Pilgrimage to Paradise,
toyned with the Countesse of Penbrookes love (1592) and
Maries Exercise (1597), and called himself her ‘unworthy
poet’. Nashe addressed her in his preface to Sidney’s
Astrophel and Stella (1591) as ‘eloquent secretary to the
Muses, most rare Countesse of Pembroke . . . whom Artes
doe adore as a second Minerva, and our Poets extoll as the
Patronesse of their invention’; and he added that his praises
of her virtues came short of the general report. Francis
Meres, the professional echo of current opinion, spoke of
her in Palladis Tamia (1598) as the representative English
patroness, worthy to be put in comparison with Octavia,
the sister of Augustus and the bountiful patroness of
Virgil. But no one spoke of her more eloquently than
the poet who knew her best. Samuel Daniel never forgot
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the encouragement which he received from her in the
household at Wilton. He called Wilton his best school.!
In dedicating to her his Delia (1592) he said :

I desire onely to bee graced by the countenance of your protec-
tion: whome the fortune of our time hath made the haﬁpie and
iudiciall Patronesse of the Muses (a glory hereditary to your house) to
preserve them from those hidious Beastes, Oblivion and Barbarisme.?
He dedicated his Cleopatra (1594) to her as a companion
piece to her own Tragedie of Antomie, a translation of
Garnier’s Marc-Antoine. And in 1609, in the dedication of
his Civile Warres, he again spoke of her continued encour-
agement, adding that he would ever hold himself bound
to her and her noble family. There were many other
poets who felt her influence or enjoyed her bounty. Even
Thomas Kyd was prompted by the example of her Anfonie
to make his translation of Garnier’s Cornelie, though there is
no evidence that he won her interest. She was the centre
of the little Senecan school which held to the dramatic
tenets of Sidney’s early Apologie, and included Sidney’s
devoted friend, Fulke Greville. In her later life dedications
to her became less frequent, but they still continued. What
she had inherited from her brother passed in turn to her
son. She was ‘Sidney’s sister, Pembroke’s mother’. But
for her own merits she was ‘the subject of all vegse’, as
William Browne, one of her younger friends, called her in the
epitaph which for long was attributed to Ben Jonson.

A representative list of the other patronesses during
Shakespeare’s lifetime may be formed from the dedica-
tions of Spenser’s poems and the six dedications in Florio’s
translation of Montaigne. Among them Lucy Countess of
Bedford has a clear pre-eminence. During the reign of
James I she became more important than even the Countess
of Pembroke, whose activities belong chiefly to the last
years of Elizabeth. Drayton, Daniel, Jonson, Chapman,
and Donne sang her praises.

It is to Shakespeare that Southampton owes his fame
asa patron. There is abundant proof of his love of learning ®

1 A Defence of Ryme, ad. init.

® The prose address was replaced by a sonnet to his ‘ great patroness’ in
the second edition (1504).

# He gave £100 in 1605 to the Bodleian Library (Annals, ed. W. D, Macray,
1890, Y 422), and collected books to the value of £360 for the library of his
old college, St. John’s, Cambridge.



200 SHAKESPEARE'S ENGLAND

and delight in poetry. But what is known of him apart
from his connexion with Shakespeare would not of itself
suggest that he was a patron of great importance. Florio
boasted in his Worlde of Wordes (1598) that he had lived
some years in Southampton’s ‘ pay and patronage’, but
Southampton shared the dedication of this dictionary with
two others, the Earl of Rutland and the Countess of Bed-
ford. Gervase Markham dedicated The Most Honorable
Tragedie of Sir Richard Grinvile (1595) to Lord Mountjoy,
and added three sonnets, the second of which is to South-
ampton, but there is no indication in it that Markham
enjoyed any degree of intimacy ; while he acknowledges
Mountjoy’s favour, he only makes a bid for Southampton’s.
Robert Pricket’s Honors Fame in Triumph Riding. Or,
The Life and Death of the late honorable Earle of Essex (1604)
was likewise dedicated to Southampton along with two
other peers, and because of the part he had taken in
Essex’s rebellion. The works dedicated to him solely
appear to be few in number. The best known of them is
Nashe’s Unfortunate Traveller (1594), but, for some unknown
reason, and contrary to the usual custom, the dedication
was withdrawn in the second edition. Others are William
Burton’s translation of Achilles Tatius (1597) ;! The
Histortg of the Uniting of the Kingdom of Portugall to the
Crowne of Castill (1600)—an anonymous translation from
Contestaggio, dedicated by Blunt the bookseller; and
Thomas Wright's Passions of the minde in generall (1604).
There is also a manuscript version > by Thomas Wilson of
the Diana of Montemayor (1596)—not the printed version
by Bartholomew Yong (1598), which was dedicated to
Penelope Rich. Altogether it is not a remarkable list.?
The attempt to include other works by Nashe than his
Unfortunate Traveller rests only on conjecture. The patron
who is described at the conclusion of Pierce Penilesse
(1592) may or may not be Southampton ; but the evidence
for the identification of Southampton with ‘the right
Honorable the lord S.” to whom Nashe presented 7he

1 See The Times Literary Supplement, February 10, 1905, p. 50, and H. R.
Palmer’s List of English Translations (Bibliographical Society, 1911), p. 1.

2 British Museum Addit. MS. 18638.

3 This list does not claim to be complete, but it has been made with
a greater attempt at completeness than the lists of works dedicated to
other patrons.
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Choice of Valentines is nothing but the first letter of his
name, and the evidence supplied by the matter of the
introductory sonnet is strong on the other side. And as
a whole the allusions in contemporary poetry to his
patronage of literature are not remarkable. Sir John
(]13eaumont laid stress on it in his elegy on Southampton’s
eath :

I keepe that glory last, which is the best,

The love of learning, which he oft exprest

In conversation, and respect to those

Who had a name in artes, in verse or prose.

But Daniel, Chapman, and John Davies of Hereford, spoke
rather of the part that he played in Elizabethan politics.
There is nothing to associate Daniel with Southampton
except the verse epistle addressed to him in 1603 on his
misfortunes, and there are no signs in it of intimacy. \

But it is enough for the fame of any man to have been
the patron of Shakespeare, and it is Southampton’s glory
to be the only patron that Shakespeare is known to have
had. The difference of tone in the dedications of Venus
and Adonis and The Rape of Lucrece is remarkable. Aloof
and formal terms give place, within a year, to expressions
of affection whose like will not easily be found. *The
love I dedicate to your lordship’, says Shakespeare, ‘is
without end. . . . What I have done is yours ; what I have
to do is yours; being part in all I have, devoted yours.’
There is no other dedication like this in Elizabethan
literature. As The Rape of Lucrece was the last book that
Shakespeare published, he did not again have occasion to
speak of Southampton by name, and further proofs of
their friendship must be sought in the Somnets. A seven-
teenth-century tradition told of a gift. ‘There is’, says
Rowe, in his ¢ Life of Shakespeare’, ‘ one instance so singular
in the magnificence of this Patron of Shakespeare’s, that
if T had not been assur’d that the story was handed down
by Sir William D’Avenant, I should not have ventur’d
to have inserted, that my Lord Southampton at ong time
gave him a thousand pounds, to enable him to go t#rough
with a purchase which he heard he had a mind to.’ If
the tradition is true, the gift has no equal in the history
of patronage. He was most active as a patron before
he attained his twenty-eighth year, when he shared in
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Essex’s rebellion. He cannot be described as one of the
great patrons of the reign of James I, though his interest
in literature never abated.! .
Southampton died in 1624, but the collected edition
of Shakespeare’s works, the First Folio of 1623, was not
dedicated to him. Heminge and Condell selected as its
patrons the Earl of Pembroke and his brother, the Earl
of Montgomery. Their address provides the only scrap
of evidence, as yet known, that can be advanced in proof
of Pembroke’s association with Shakespeare. But what
they say does not necessarily imply personal relations :
But since your L. L. have beene pleas’d to thinke these trifles
some-thing, heeretofore; and have prosequuted both them, and
their Authour living, with so much favour: we hope, that (they
out-living him, and he not having the fate, common with some, to
be exequutor to his owne writings) you will use the like indulgence
toward them, you have done unto their parent. There is a great
difference, whether any Booke choose his Patrones, or finde them :
This hath done both. For, so much were your L. L. likings of the
severall parts, when they were acted, as before they were published,
the Volume ask’d to be yours.
There is nothing in this to show intimacy, or even greater
interest than was generally taken in the performance of
Shakespeare’s plays. The identification of Pembroke with
the ‘ Mr. W. H.’ of the Sonnets is at best a wild conjecture.
And the story that the Countess of Pembroke sent her
son a letter in which she said ‘ we have the man Shake-
speare with us’? must be discredited. This letter is not
now to be found ; and if it ever existed, the chances are
that it was a nineteenth-century forgery. It is to be
expected that Pembroke knew Shakespeare, but there is
nothing to suggest that his relations with Shakespeare
corresponded in any way to his relations with Ben Jonson.
Every New Year’s Day he made Jonson the tactful gift
of £20 to buy books; and Jonson dedicated to him his
favourite play, Catiline (1611), and what he called ‘the
ripest of my studies ’, the Epigrams (1616). What appears
to be Ahe first book dedicated to Pembroke is Francis
Davis#’s Poetical Rapsody (1602). About the same time
Daniel addressed to him the Defence of Ryme. Thereafter

! For another account of Southampton as a patron, see Sir Sidney Lee’s
Life of Shakespeare (1915), pp. 664—71.
3 See Extracts from the Letters and Journals of William Cory (1897), p. 168.
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he gradually took over from his mother the duties of
patronage that were traditional in the family since the days
of Leicester. But he did not reach his full importance
as a patron till about 1610. The distinctive title which
Chapman gave him in the dedicatory sonnet in the Iliad
(1611) is ‘the learned and most noble patron of learning’.
John Budge, the publisher of the first separate edition
of the Epigrams of Harington, said, in inscribing it to
Pembroke, that ‘ your Sidneian blood, and your famed
favor to now despised Poesie, challenges the dedication of
these Epigrams’. William Browne presented the second
book of Britannia’s Pastorals (1616) to
that rare Lord, who judge and guerdon can
The richer gifts which do advantage man ;?

in later life he was received into the household at Wilton.
Pembroke was on terms of friendship with Donne, his
kinsman George Herbert, and William Vaughan, who
dedicated to him the sixth edition of his Directions for
Health (1626). Other books—such as Nathanael Car-
penter’s Geography delineated forth in two bookes, bk. i
(1625) — were dedicated to him as Chancellor of the
University of Oxford, where Pembroke College bears his
name. But his patronage during the later years of his
life belongs to another age than Shakespeare’s.

The one book in which James I showed an active interest
was the authorized version of the Bible. He had, in the
words of the translators, a ‘ vehement and perpetuated
desire of the accomplishing and publishing of this worke’,
and it was presented to him in terms of flattery which
now seem strangely out of place. Many other books were
dedicated to him as King, such as Philemon Holland’s
translation of Plutarch’s Morals (1603), Knolles’s History of
the Turks (1603), Bacon’s Advancement of Learning (1605),
Sylvester’s translation of Du Bartas (1605), Camden'’s
Britannia (sixth edition, 1607), Guillim’s Heraldry (1610),
and Minsheu’s Ductor in Linguas (1617). But as a patron
of literature he showed neither the taste nor the cagacity
of his son, Prince Henry. More remarkable thag¥ the
number of books dedicated to the Prince is the deference
which writers of experience paid to his judgement and his
wishes. Ben Jonson furnished The Masque of Queenes (1609)

! Commendatory verses by John Morgan.
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at his desire with its copious marginal notes, and dedi-
cated it to him in these words :

Your favour to letters, and these gentler studies, that goe under
the title of Humanitie, is not the least honor of your wreath. . . .
Poetry, my Lord, is not borne with every man; nor every day;
And in her generall right, it is now my minute to thanke your
Highnesse, who not only do honor her with your eare, but are
curious to examine her with your eye, and inquire into her beauties,
and strengthes. Where though it hath prov’d a worke of some
difficulty to me, to retrive the particular Authorities (according to
your gracious command, and a desire borne out of iudgement) to those
things, which I writ out of fulnesse, and memory of my former
readings; yet, now I have overcome it, the reward, that meetes me,
is double to one act : which is, that therby your excellent understand-
ing will not onely iustifie me to your owne knowledge, but decline the
stiffenesse of others originall ignorance, already arm’d to censure.!
Chapman, who had dedicated to Essex the earlier portions
of his Iliad, found in Henry the patron of the complete
translation. In an undated petition to the Privy Council,
written in poverty and age, and with the prospect of
endless imprisonment, he described himself as
attending, fower yeares our late lost Prince; in a service com-
manded by his highnes (being the translation of Homers Iliads
out of the Greeke) And being promist, with his often Princely
protestation of likinge, (both out of his owne rare towardnes, and
confirmation of the best in the Homericall language) three hundred

oundes ; And uppon his deathbed a good Pension during my
ife ; Commaunding me to go on with the Odysses [&c.].?
Even Sir Walter Ralegh, himself a patron, spoke with
no less fervour. At the end of the preface to his History
of the World (1614) he said that
it was for the service of that inestimable Prince Henry, the successive
hope, and one of the greatest of the Christian World, that I under-
tooke this Worke. It pleased him to peruse some part thereof,
and to pardon what was amisse. It is now left to the world without
a Maister.
And within the book, in a passage of striking interest, he
again lamented his own and his country’s loss :

Of the Art of Warre by Sea, I had written a Treatise, for the
Lord gfenrie, Prince of Wales ; a subject, to my knowledge, never

1 deedication in the quarto (1609) was not reproduced in the folio
edition of Jonson’s works (1616) because of Henry’s death in the interval.

* This important extract from a transcript of the now lost original has

been supplied by Mr. Percy Simpson, who made it while the transcript was
in the possession of the late Mr. Bertram Dobell. Cf. The Atheneum, April 6,

1901, P. 433.
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handled by any man, ancient or moderne : but God hath spared
me the labour of finishing it, by his losse ; by the losse of that grave
Prince ; of which, like an Eclypse of the Sunne, wee shall finde
the effects hereafter.! ,

There is much more in all these passages than the flattery
of a prince. They speak the language of genuine admira-
tion ; and they are the more remarkable as Henry died
at the age of eighteen. His household accounts for the
years 1610-12 show several payments to men of letters.?
One of them is a ‘gift’ of £10 to Thomas Coryat, who
presented Henry with the noble copy of the Crudities
(x611) that is now in the British Museum. Another
is an ‘annuity’ of fI1o to Michael Drayton, who was
then engaged on the Poly-Olbion. The poem was dedi-
cated to Henry, and adorned with a full-length engraving
by Hole representing him equipped for a tournament.?

It was not uncommon, as has been seen, for a book to
be dedicated to several patrons. The most notable instance
is Florio’s Montaigne, which has the names of six noble
ladies grouped together on the back of the title-page
(reproduced Vol. I, p. 276), the dedications to two of them
following at the beginning of each of the three books.
Drayton had separate patrons for his ‘ heroical epistles’;
and May followed this method with each book of his
Lucan.

It was also the regular custom to dedicate a new edition
to a new patron, if the original patron had died in the
interval. Two cases will show that this is not to be regarded
as the device of mere adventurers in the search for rewards.
Hakluyt dedicated his Diverse voyages to Sidney ; after
Sidney’s death he dedicated his Principall Navigations to
Sir Francis Walsingham ; after Walsingham’s death he
dedicated the second edition to Howard of Effingham.
Camden dedicated the first four editions of his Britannia
to Burghley, the fifth (1600) to Elizabeth, the sixth (1607)
to James.

A disappointed author did not always wait for his original
patron’s death. James Sanford inscribed The G of

! First edition (1614), bk. iii, p. 351. '

® See Peter Cunningham’s Extracts from the Accounts of the Revels at Court
(Shakespeare Society, 1842), pp. xvi—xviii.

3 The engra,vingI 1s in two states, without and with the words Henricus
Princeps (cf. Vol. I, p. 110); cf. Sidney Colvin, Early Engraving in England
(1905), pp. 95 and 152.
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Pleasure (1573) to Leicester, and offered the second edition,
under a somewhat different title (1576), to Christopher
Hatton. The probable explanation is that Leicester had
not given him what had been expected. A late instance
of a sudden change of patron is found in the two issues of
Massinger’s City-Madam. The play was brought out post-
humously by ‘ Andrew Pennycuicke, one of the Actors’,
in 1658, when it was dedicated ‘ To the truly Noble John
Wrath Esquire’. In 1659 it was dedicated ‘ To the truly
Noble and virtuous Lady Ann, Countess of Oxford’. The
type had been kept standing, and the terms of the dedica-
tion were not in any way altered ; the only change was
in the heading. )

Once a publisher had entered a book on the registers
of the Stationers’ Company it became his legal property,
and an author had, it would appear, to supply new matter
in order to gain anything from a new edition. Even
Fairfax had no rights in so great a poem as his Godfrey
of Bulloigne. The second edition (1624) was brought out
by John Bill, the King’s Printer, who added to Fairfax’s
verses to Queen Elizabeth a new dedication to Prince
Charles. While Fairfax was still living Bill said that he,
the publisher, ‘could not leave this second birth of so
excellent an author without a living patron’.

Men like Jonson, Chapman, and Daniel knew their
patrons, and offered their works in recognition of friend-
ship.. They could all have said, in Jonson’s words to the
Earl of Dorset in his Under-woods :

You cannot doubt, but I who freely know

This Good from you, as freely will it owe ;

And though my fortune humble me, to take

The smallest courtesies with thankes, I make

Yet choyce from whom I take them.
But the great majority of the Elizabethan dedications
seem to have been unauthorized. The lesser men com-
monly selected now one name and now another to put at
the head of their works, and took their chance of a reward.
If said that a nobleman was generous, he became
sub to a plague of dedications, which, with obvious
purpose, lauded his accustomed favour to learning, his
encouragement of the sons of the Muses, his thought of
‘not the gift, but giver’s poor good will’. He could not
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feel himself under any obligation. There was good excuse
for him if, like Pope’s Bufo,

grown more frugal in his riper days,
He paid some bards with port, and some with praise.

And the bards on their part were ready to find a grievance
if he remained cold to what was often little better than
a polite form of begging.

No better illustration of this need be desired than a
passage in the ‘ Epistle Dedicatorie to Sir Walter Ralegh’
with which Thomas Churchyard introduced his Sparke of
Frendship and Warme Goodwill (1588) :

Yet waying how little Fortune hath done for mee, and howe
fewe creditors I have, that have either lent me anie porcion of pre-
ferment (or procured me but a peece of anie certaine living) I thinke
my self somwhat able with the little talent God hath given me,
torepay all the debtes that ever I could bring to perfect remembrance,
saving one a most honorable Personage, that I dedicated my booke
of Choice! unto, who got me two great Seales (besides common
courtesies manie) to shifte withall a season. And furthermore,

our selfe 6. yeres past bestowed good speaches to the Q. Maiestie
in my behalfe, by the which I got some comfortable recreation, to
quicken my spirites and keepe me in breath. And yet loe a matter
to be mused at, I have sixteene severall bookes printed presently
to bee bought (albeit they are but trifles) dedicated in sundrie
seasons to severall men off good and great credite, but to be plaine
not one among them all, from the first day of my labour and studies,
to this present yeere and hower, hath anie waye preferred my sutes,
amended my state, or given mee anie countenaunce, I hope I am not
much indebted to those, nor fallen so farre in their dangers, but
may easely get out, though I yeelde them no more, but a custom-
able good will. So finding my Muses franke and free from their
servitude, I addresse this woorke of unfeyned friendshippe to your
good consideration.

Churchyard clearly had flitted from patron to patron, with
little or no claim on the consideration of any of them.
There were continual complaints of the niggardliness of
patrons. Nashe in particular never ceased to speak of it.
He counselled his friends not to cast away many months’
labour on ‘a clown that knowes not how to use a Scholer ’.?
‘ Many write bookes’, he said, ‘to knights and jien of
great place, and have thankes with promise of a Tarther

1 Churchyardes Choise (1579) was dedicated to Sir Christopher Hatton,
as well as Churchyardes Chippes (1578).
3 Pierce Penilesse, ed. MeKerrow, i. 241.
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reward for their paines : others come of with a long Epistle
to some rufling Courtier, that sweares swoundes and bloud,
as soone as ever their backe is turnd, a man can not goe
in the streetes for these impudent beggers.’* The case for
the patron could easily be stated. It is equally clear that
the author had no certainty of an adequate reward.

The contemporary criticisms of the system of patronage
vary with the standpoint of the writer. On the one hand
there are the complaints of men like Churchyard and
Nashe. Richard Barnfield lamented the indifference and
selfishness of the rich in The Complaint of Poetrie, for the
Death of Liberalitie (1598) :

I never then, did write one verse in vain ;
Nor ever went my Poems unregarded :
Then did each Noble breast, me intertaine,
And for my Labours I was well rewarded :
But now Good wordes are stept in Bounties place,
Thinking thereby, her glorie to disgrace.
Even Daniel, who had no reason to be dissatisfied with
his own experiences, and thought only of the proper
encouragement of literature, felt that much was amiss :
And it were well, if in this season, when
They leave erecting Churches, Colledges,
And pious monuments, they would build men
Who of their glory may be witnesses. . . .
For, would they but be ples’d to know, how small
A portion of that over-flowing waste
Which runs from them, would turne the wheeles and all
The frame of wit, to make their glory last,
I thinke they would doe something: but the stirre
Still about greatnesse, gives it not the space
To looke out from it selfe, or to conferre
Grace but by chance, and as men are in place.2
On the other hand there are the critics who, with equal
reason, spoke of the abuse of patronage. After dealing
in The Advancement of Learning with the old trencher
philosophers’ who were usually little better than solemn
Parasites, Bacon turned to his own times to say that
Neither is the modern dedication of books and writings,
as toWpatrons, to be commended: for that books (such
as are worthy the name of books) ought to have no patrons
but truth and reason’. John Stephens wrote a character

L An Almond for a Parrat, 'ed. M®Kerrow, iii. 341.
¢ Commendatory verses in Florio’s New World of Words, 1611.
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of the ‘ mercenary poet’! describing him as ‘the most
faithfull obsequious servant of him that gives most’. John
Davies of Hereford spoke out boldly in ‘ Papers Complaint’:

under Lords wings Metaphoricall
All Authors creepe, a shame upon them all . . .
Away with Patronage, a plague upon'’t,
That hideous Word is worse then Termagant.
Call for no aide where none is to be found ;
Protect my Booke : such Bookes, O fates, confound.?

Shakespeare too glanced at the abuses in the dedication
scene at the beginning of Ttmon of Athens :

When we for recompense have prais’d the vile,

It stains the glory in that happy verse

Which aptly sings the good. (n i. 15-17)

Other dedication scenes occur in Dekker’s Honest Whore

(second part)® and in John Daye’s Parliament of Bees
(Character 5). In the former of these the patron will not
consider the advances of the author till he makes sure that
the book has not already been dedicated to some one else.

Kings may be Schollers Patrons, but faith tell me,
To how many Lands besides hath this bird flowne,
How many partners share with me?

It was evidently a common trick to furnish several copies
of the same book with dedications to different patrons,
who might each be deluded into thinking that it was dedi-
cated to him alone. Dekker described the trick fully in
his Lanthorne and Candle-light. The patron had cause to
beware of the flattery of an unknown author. He knew
too that the recommendation which his name carried with
it was sometimes a bigger reward than he would willingly
have given. Authors in their need were ready to try their
luck even with one whose only qualifications for patronage
were position and wealth. Such a patron is described in
Thomas Thorpe’s mocking dedication of Marlowe’s Lucan
(1600) to his friend Edward Blunt. Another mocking dedi-
cation fittingly begins The Guls Horne-booke (1609). F

1 Satyrical Essayes Chavacters and Others (1615), pp. 239—44; cf. his
ess’a%‘ ,‘wOé Poetry):, I?p. 102-13. ‘
courge of Folly (1611), ‘ Papers Complaint ’, pp. 241~-2.
3 Act I, ed. 1630, A4v(B1 ) r y Pt

; Pearson’s reprint (1873), ii. 101,
446.1
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Sometimes a dedication was printed without a heading,
which could be supplied in writing. There are, for instance,
in the British Museum?! two copies of Walter Bailey’s
A Briefe Discourse of certain Bathes (1587), in one of which
the superscription has been inserted, while in the other it
is wanting. It need not be assumed that there was any
attempt at fraud. The recipient had no reason to regard
himself as sole patron, and must have known that his name
was written only in his own copy. Perhaps the author
adopted this device as a convenient method of making
several personal gifts. But the device lent itself to fraud,
as the headings could easily be supplied in print, and
Thomas Jordan used it fraudulently in 1664.2 An instance
in every way remarkable of a dedication specially printed
for a gift-copy is in the first Quarto of Cymthia’s Revels,
entitled The Fountaine of Selfe-Love (1601), which Jonson
presented to Camden? In words which anticipate his
great epigram on Camden, Jonson there spoke of himself
as ‘ Alumnus olim, &ternum Amicus’. Cynthia’s Revels was
publicly dedicated to ‘ The Court’ in the Folio of 1616, but
Camden was there paid the greater honour of being chosen
as the patron of the first play, Every Man in his Humour.

Little is known of what the author received. Writers
of social rank, as has been seen, hoped for office under the
crown. Spenser was given a pension of £50 for his Faerie
Queene. Shakespeare is said to have had f£1,000 from
Southampton. Chapman was promised f£300 by Prince
Henry; Drayton received from him an annuity of £1o0,
and Sylvester one of f20. Jonson had f20 every year
from Pembroke to buy books; he lived for long in the
house of Lord Aubigny, whose ‘timely succours’ he
acknowledged in the dedication of Sejanus and in the
Epigrams ; he was forced to accept the bounty of patrons
because, up to 1618, ‘ of all his Playes he never gained two
hundreth pounds’.* In the absence of further evidence
about the reward for the dedication of minor works, what
Peelg, was given by the Earl of Northumberland for The

1 See Catalogue of English Books to 1640, vol. i, p. 87.

* See Collier, Bibliographical Account, vol. i, pp. 416, 419.

8 This copy is in the Kemble collection, formerly at Chatsworth. The
dedication leaf is inserted between signatures A and A2. The writer is in-
debted for these facts to Mr. Percy Simpson.

4 ‘ Conversations with Drummond.’
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Honour of the Garter may be taken as typical. Peele
celebrated in this poem the earl’s installation as a knight
of the Garter in 1593, and he received for it £3.* Richard
Robinson once received £3, but his usual reward ranged
from two to ten shillings.

The habit of offering to a patron the published version
of a successful play appears to have been established by
Ben Jonson. Chapman speaks of the habit as recent in
the dedication of The Revenge of Bussy D’Ambois (1613).2
The reward which might be expected by a dramatist of
ordinary merit was evidently forty shillings. The authority
for this is the dedication of Nathaniel Field’s A Woman
i1s @ Weather-cocke (1612). ‘I Did determine’, says Field,
‘not to have Dedicated my Play to any Body, because
forty shillings I care not for, and above, few-or none will
bestowe on these matters, especially falling from so fame-
lesse a pen as mine is yet.’

The system of patronage which began in the age of
Elizabeth continued till the eighteenth century. It arose
with the development of the printing trade, and it ended
when the growth of the reading public enabled authors
to obtain larger payments from their booksellers.

1 Peele’s works, ed. A. H. Bullen, ii. 316.
3 Cf. the dedication to Sir Arthur Mannering, s:ilgned by Francis Burton,
the publisher, of The Statelie Tragedie of Claudius Tiberius Nero (1607).

BiBLioGRAPHY.—The chief authorities are mentioned throughout the
chapter and in the footnotes ; and to them must be added R. B. McKErrOW'’s
article on Robinson’s Eupolemia in The Gentleman’s Magazine, April 1906,
PP- 277-84. The subject is dealt with in PHOEBE SHEAVYN’'S The Literary
Profession in the Age of Elizabeth, 1909, and H. B, WHEATLEY's The Dedica-
tion of Books, 1887, and is touched on in H. G. Aldis’s chapter on ‘ The Book
Trade ' in The Cambridge History of -English Literature, vol. iv. See also
G. J. GraY's Index to Hazliit's Handbook, 1893.
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XXIII

BOOKSELLERS, PRINTERS, AND THE
STATIONERS’ TRADE

BY
R. B. McKERROW

THERE were many things in the England of Shakespeare
upon which we can look back with satisfaction and even
with pride to-day, but among these the condition of print-
ing, and of the book trade in general, is certainly not to
be numbered. Not unpromising in its beginnings, the art
of printing never developed in England as it did on the
Continent: with very few exceptions the books produced
here are not to be compared, whether in beauty, in correct-
ness, or in perfection of workmanship, with the ordinary
output of the chief foreign presses. More especially during
the century 1551-1650 was there a steady decline not only
in the mechanical art of the press, but in the enterprise,
ability, and social position of the masters and men engaged
in all the various branches of book production and dis-
tribution. In the earlier part of the period we indeed find
a few printers, such as Richard Grafton, John Day, and
Reynold Wolfe, who were men of education and even of
learning, but how far are even these from ranking with
the Etiennes at Paris and Geneva, Paolo and Aldo Manuzio
at Venice, the Elzevirs at Leyden, or Christoffel Plantin
at Antwerp | Later, the trade came more and more into
the hands of an inferior class, until the great majority of
those who dealt in books were tradesmen pure and simple,
regarding their business solely from the point of view of
immediate returns.

There were two chief reasons for this inferiority of the
English book-trade. In the first place, the press was in
the main a vernacular one, and lacked the consideration
which would have been lent to it by the association of the
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learned. The circulation of elaborate and expensive editions
of the Greek and Latin classics in England alone was
insufficient to make their production remunerative, even

Dex Buchdriscker.

Yehy bin gefchickee mitder pref
Soich aufferagden Firmfvef/
So batdmein dienr denbengel sucke/
Ghoifteinbognpapyrs gedrudte.
DuadurchPombe manche Kunfi an tag/
DiemanTeithtlichbefommemmag.
Bor geitenBat man diebilcher gfchribn/
SuReingdie Kunft ward erfilich ericbr.

The Printer, by Jost Amman.

if England had been more favourably situated than it was
as regards manuscript sources, and the demand for such
works was easily and cheaply supplied by importation
from abroad. English printers and publishers not un-
naturally preferred to invest their money and labour in
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wares more readily saleable, and so far as they printed
the classics at all, devoted their attention mainly to cheap
editions for school purposes. We meet with several com-
plaints on the part of scholars of the difficulty of getting
their works properly printed in this country, and of the
want of enterprise shown by the trade in general.

The second and indeed chief cause of the general slack-
ness was the censorship which was exercised by the Govern-
ment over all kinds of book production. This, while far
from efficient as regards the purpose for which it was
instituted, produced its usual effect of diminishing the
enterprise and lowering the character of all who came
under its influence. It was indeed of such importance in
its results upon the trade in general that it will be necessary
to give some account of its beginnings and progress.

In the early years of printing in this country there
appears to have been little, if any, attempt at control on
the part of the authorities, and practically the sole official
recognition which the trade received was the appointment
from time to time of a King’s Printer. Even when the
State began to concern itself in the matter, its attention
was at first entirely directed to the foreign printers resident
in England, and to the importers of books from abroad,
and its action was designed to protect the native workman.
In 1484 an Act to regulate the conditions under which
foreigners might trade in England had expressly excluded
from its provisions scriveners, binders, and printers, who
were allowed to carry on their business where and how
they pleased. This complete free trade in books lasted
until 1523, when an Act was passed forbidding aliens who
practised any handicraft in England from taking other
apprentices than English-born, and from keeping more
than two foreign journeymen. The Act makes no special
mention of printers, who are, however, of course included
among handicraftsmen. In 1529 a more stringent Act was
passed which had the effect of preventing any further
establishment of foreign presses in England, but did not
interfere with those already existing. The last of these
ordinances which we need notice was in 1534, when the
importation of bound books was prohibited, and the
purchase from foreigners of any books printed abroad,
except for the purpose of the wholesale trade, was for-
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bidden. Aliens were, in fact, simply to act as importers,
selling their wares to the English booksellers, not direct
to the public. Mr. Duff notes that these jenactments
against aliens were so effective that ¢ whereas in the first
forty years after the introduction of printing into England
the majority of persons connected with the book trade
were foreigners, the second forty years saw this state of
things entirely changed, all the important men of business
being Englishmen, and the foreigners decreasing in number
and status’.

The year 1538 saw the commencement of a long series
of enactments of a different kind; those, namely, which
had for their object the suppression of treasonable or
heretical literature. Before, however, we turn to these,
it may be well to say something as to the purpose and
justification of the Tudor censorship in general. Theoreti-
cally the control seems to have been theological, political,
and moral ; practically, however, it was exercised solely
for political purposes, though the books censored were,
for the most part, theological. It is generally hard for
a later generation to understand the workings of the
censorship in an earlier one, or to see why one book is
deemed obnoxious, while another far more revolutionary
in its teachings is allowed to pass, but it seems clear that
the principal anxiety of those who directed the censorship
was to prevent the circulation of anything which could
bring into question the unity and authority of the Estab-
lished Church, whatever at the time it might be. Heresy
as heresy mattered little, what did matter was the danger
of schism : there was nothing of religious bigotry, or even
of the desire to save souls; the intention was throughout
political, to avoid the danger of civil dissension.

That the censorship was so exercised is its main defence,
even, some may think, its justification; for the unity of
the English Church was, in the sixteenth century, vital
to a degree which we can now scarcely realize. To the
mass of the people outside London the Church was the
chief visible symbol of the unity of the State: in days
when communication was so slow and the dissemination
of news so irregular, it must indeed have been practically
the only one. Without it, a centralizing Government of
the Elizabethan type would hardly have been possible.
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The maintenance of that unity was, then, indispensable ;
and if we grant this, we cannot greatly blame the Govern-
ment for objecting, in so important a matter, to a freedom
of discussion for which the times were clearly not ripe.

The wvarious injunctions, proclamations, and decrees
establishing or confirming the censorship are so closely
interconnected and in some points so obscure that it is
impossible to give an intelligible account of them in a few
words, and those desirous of knowing more about them
must be referred to Mr. Duff’s introduction to his Century
of the English Book Trade and to that by the present writer
to A Dictionary of Printers, 1557-1640. The importance
of the earlier decrees at any rate is overshadowed by the
great change which was made in the conditions and status
of the book-trade by the incorporation of the Stationers’
Company on May 4, 1557.

Next to the establishment of Caxton’s press at West-
minster eighty years earlier, this was the most important
event in the history of English printing. The Company
was indeed not altogether a new thing. It had existed
since 1404 in the form originally of a brotherhood of
scriveners or copyists, and seems to have admitted printers
to membership almost as soon as the art was introduced
into England. Unfortunately, however, no records of its
doings earlier than 1554 are now extant, and practically
nothing is known of its early history. The incorporation
in 1557 made probably little difference in the membership
of the society, but it profoundly altered its position and
power by constituting it the official authority over the
whole of the book trade in the country, and holding it
responsible for the doings of its members. For the future
almost all decrees as to the printing and sale of books were
issued in the form of instructions to the master and wardens
of the Company, who were to see to their being carried out.

The charter of incorporation sets forth that the society
shall consist in the first instance of a master, two wardens,
and ninety-four freemen, all of whom are named, being
‘freemen of the mystery or art of a stationer of our city
of London and suburbs thereof . They are authorized to
hold meetings to elect their master and wardens from time
to time, make such rules as are necessary for the well-
being of the society, own a limited amount of property
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in London, and sue and be sued as a corporate body. They
are given the sole rights of printing throughout England,
saving that other persons may be permitted to print by
royal warrant, and the wardens are empowered to search
the premises of any ‘stamper, printer, binder, or seller
of any manner of books within our kingdom of England’,
and to seize any books printed ‘contrary to the form of
any statute, act, or proclamation made or to be made’.
They may burn the books thus seized, and imprison the
printer of them, or any one resisting them in their search,
for three months, and fine him 100s., the fine going half
to the Company and half to the Crown.

It is unnecessary to insist on the immense importance
of this charter to the trade. Not only did it give the
Company supreme power over printing, but the right of
search permitted the wardens to exercise quite effective,
if somewhat anomalous, control over all stationers, pub-
lishers, importers of books, or bookbinders not belonging
to the Company, as well as over its own members. From
the point of view of the Government it was an excellent
piece of policy, for it is easy to see how much more effective
a search for contraband literature or secret presses would
be if made by the wardens of the Company, familiar as they
were with every detail of the business, than if—as was
formerly the case—it was entrusted to bishops and justices
of the peace, who might fail to recognize printing materials
even when they found them.

The charter of the stationers was confirmed by Queen
Elizabeth in 1559, and in the same year began the strict
censorship, which was maintained—at least in intention—
throughout the reign. Twenty-one years before, it had
been ordered that certain classes of books should not be
printed without having been previously examined by the
King or the Privy Council, but there is little evidence that
this rule was strictly enforced. Now in 1559 we find new

injunctions on much the same lines, but far more precise.
According to these,

no manner of person shall print any manner of book or paper of
what sort, nature, or in what language soever it be, except the
same be first licensed by her Majesty by express words in writing,
or by six of her Privy Council or be perused and licensed by the
Archbishops of Canterbury and York, the Bishop of London, the
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Chancellors of both Universities, the bishop being Ordinary, and
the Archdeacon also of the place where any such shall be printed,
or by two of them, whereof the Ordinary of the place to be always
one.

The names of such as shall allow the book are to be
added at the end—presumably at the end of the manu-
script—* for a testimony of the allowance thereof’. Simi-
larly, pamphlets, plays, and ballads, which appear not to
come under the description of ‘any manner of book or
paper’, are, before printing, to be approved by at least
three members of the Court of Ecclesiastical Commission ;
and, lastly, all books dealing with religion, polity, or
government, whether printed abroad or at home, are to
be submitted to the same body, which may permit or
prohibit them at its discretion. The only exception to
these rules is in favour of books which have been or are
generally used in universities and schools. The injunction
1s addressed especially to the Wardens and Company of the
Stationers, who are evidently expected to see it carried out.

In 1559 and for some years after, a few printers made
use, on their title-pages, of some such formula as ‘Set
forth and allowed according to the order appointed in the
Queen’s Majesty’s Injunctions’, to indicate that the terms
of the injunctions had been complied with. Later we
sometimes find ‘ Seen and allowed’ (as on the title-page
of the first edition of Bacon’s Essays, 1597), less frequently
‘ Perused and allowed’; at the end of Stubbes’s Anatomie
of Abuses (1583) there is an example of a much fuller form:

Perused, authorised, and allowed, according to the order ap-
pointed in the Queen’s Majesty’s Injunctions.

We need not delay over a Star Chamber decree of 1566,
much on the same lines, but further requiring that all
engaged in the trade should enter into recognizances of
reasonable sums of money to observe the law, and we ma;
pass at once to the still more stringent enactment of 1586.
By this it was provided that all printers should deliver
a note of the number of their presses and of any which
they should erect hereafter. There was to be no printing
save at London, Cambridge, and Oxford. In view of the
excessive number of printers already in business—some
fifty-three in London, as we know from other sources—
the erection of any new presses was forbidden until the
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number should be diminished. On its being decided by
the Archbishop of Canterbury and the Bishop of London
that there was room for a new printer, they were to inform
the master and wardens of the Stationers’ Company, and the
Company should then elect out of their number a fit person
to have the grant of a licence. Severe punishments were
decreed against the use or possession of any secret press
and against the printing of anything which had not been
perused and allowed by the Archbishop of Canterbury
and the Bishop of London or one of them. Lastly, the
number of apprentices that might be taken by any printer
is limited.

This was in several respects the most important enact-
ment dealing with the press during the period. From
1586 until after Shakespeare’s death there is nothing
which materially alters the position of affairs. ‘

Such, then, were the chief regulations affecting the book
trade in the sixteenth century. They were severe enough,
and should have rendered quite impossible the sale and
circulation of literature obnoxious to the authorities. Like
many Elizabethan ordinances they seem, however, to have
been very irregularly observed—indeed, so much is indi-
cated by their being several times renewed. Secret printing
seems to have gone on almost continuously until towards
the close of the century, and there must also have been
much smuggling of forbidden books from the Continent.
It is improbable that the demand for contraband litera-
ture was anything like what it was for Lutheran books in
Henry VIII's days, when, according to John Foxe the
martyrologist, ‘some gave five marks, some more, some
less, for a book ; some gave a load of hay for a few chapters
of St. James, or of St. Paul in English’, but now there
were both the Catholics and the extreme Puritans to be
supf)hed, and one can imagine that the trade would be
fairly profitable. Even apart from that secret printing
which was in intentional defiance of the law, there seems
to have been much slackness in obeying the regulations
as to licensing. The authorities named in the injunctions
could not of course themselves peruse all the books which
were submitted for licence, and frequently delegated their
functions to others: it is not improbable that it was only
when books were by suspected authors or upon dangerous



220 SHAKESPEARE'S ENGLAND

subjects that any care was taken that the orders should
be strictly followed. Unfortunately in the case of a very
large number of works we have no evidence whether they
were licensed or not.

Little or nothing in the shape of reports or discussions
of the working of the censorship has come down to us. Our
knowledge of it is, save for the injunctions and a few
miscellaneous papers dealing with special cases, derived
almost entirely from the records of the Stationers’ Com-
pany. These records, which happily are almost complete
from the date of the incorporation of the Company to the
present time, deal of course with a variety of matters:
among them are lists of apprentices taken by the various
members, proceedings of official meetings, fines levied for
offences, as well as the ordinary accounts of the Company,
but their chief interest to us at the present day is that
they include a series of entries of books published. This
is of the highest bibliographical importance, for it enables
us to ascertain the date of original publication of many
works of which the early editions are undated or have
disappeared, and incidentally tells us much about the
licensing. The original purpose of these entries seems to
have been as a register of copyright. Any member of the
Company proposing to publish a book was apparently
entitled and even required to have it entered to his name
upon payment of a small fee, and, provided that no objec-
tion was raised to the entry on the ground of a prior claim,
he then had the sole right of printing or publishing it for
the future. Presumably the register was open to inspec-
tion by members of the Company in order that they might
guard their interests in this respect. Transfers of copy-
right from one publisher to another were often, though by
no means always, recorded in the same list.

The register of copyrights seems, however, to have
served at the same time another purpose, namely, as
a certification that the conditions imposed by the law
had been duly complied with. Whenever a licence was
required, the wardens of the Company apparently de-
manded the production of the licence before permitting
the entry of the book in the register. Thus, although the
Company in no way took any direct part in the censorship,
an entry in the register—at any rate from about 1566
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onwards—may be taken to imply, in the absence of any
statement to the contrary, that the book had been duly
submitted to the censors and passed by them. From
1569 onwards the name of the licenser—in early times
generally the Bishop of London—is frequently given in
the entry.

There is evidence that all books were supposed to be
entered in the register of the Company, with the exception
of certain classes of works which were the monopoly of
particular firms, such as Bibles, almanacks, and a few
school-books. Many books, however, were published with-
out this having been done. The reason for the omission
is not clear, for the fee demanded was too small to be
worth serious consideration when set against the possibility
of losing the copyright of a book by non-payment. In
some cases it is probable that the printer was not anxious
to call undue attention to his work, in others the cause
of non-entry may have been simply carelessness, or the
conviction that the book was not one which would run to
a second edition, and that therefore it would be a waste
of time and money to secure the copyright. Whatever
the reason, this irregularity in the entries must make us
suspect that there was similar irregularity in submitting
works for licence.

The influence of the censorship upon the book trade
was undoubtedly bad, in the main because it tended to
stifle free competition among the printing houses. Success
must have depended far less upon enterprise or good
workmanship than on being in favour with the authorities.
A printer who stood well with them would no doubt have
a much better chance of getting books that had been
submitted by him, or which he was known to be about
to print, licensed quickly, than one who was regarded with
dislike or suspicion. As we know from more than one
complaint, the work of Puritan writers was especially
liable to long delays, even when a licence was finally
granted ; and the whole system must inevitably have led
to favouritism of the worst kind. On the other hand, it can
hardly be maintained that literature suffered at all by it.
There is, so far as the writer is aware, not a single instance
of a work of literary importance having been lost to us
through the refusal to license it; though of course we
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cannot say what might have been written had freer criti-
cism of current affairs been permitted. But even had there
been no formal censorship, there would undoubtedly have
been other checks on the publication of anything seriously
obnoxious to Queen Elizabeth or her ministers.

The Puritan grievance is loudly voiced by Stubbes in
A Motive to good Workes (1593) : !

I cannot but lament the corruption of our time, for (alas) now-
a-days it is grown to be a hard matter to get a good book licensed
without staying, peradventure, a quarter of a year for it; yea,
sometimes two or three years before he can have it allowed, and
in the end happly rejected too ; so that that which many a good

man hath . . . travailed long in . . . shall . . . never see the light ;
whilst . . . other bookes, full of all filthines, scurrility, baudry,
dissolutenes, cosenage, conycatching and the like . . . are either

quickly licensed, or at least easily tollerate.

i~ By the censorship the whole body of the trade was
affected alike, but there was another practice of the day
which bore especially hardly on the smaller printing-
houses. This was the granting by the Queen of monopolies
for the printing of certain classes of books. Thus at one
time Jugge had the sole right of printing Bibles and Testa-
ments, Tottle of printing law-books, Roberts and Watkins
of almanacks and prognostications, Marsh of certain school-
books, John Day of the A BC. and the Catechism, and
so on. A decennial monopoly granted to Day for the
printing of Ascham’s Scholemaster is indicated at the foot
of the title-page by the legend, ‘ Cum Gratia et Privilegio
Regiae Maiestatis, per Decennium’. Even persons who
were not printers at all might be granted privileges of
this kind ; thus, the musician, William Byrd, had a mono-
poly of music-books and paper ruled for music, and one
Francis Flower, a gentleman, had the sole right of printing
Lily’s Grammar, a right which he farmed out to a group of
printers for £100 a year. The existence of these patents
was naturally a great grievance to the poorer members of
the Company, for it deprived them of much of the most
profitable work, and there was in 1582 a serious attempt
at revolt, which at one time threatened to cause a split
in the society. Several of the younger members declared
their intention of printing whatever seemed to them good,
without regard to the patents, and their action resulted in
the Star Chamber case of John Day against Roger Ward
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and William Holmes for illegally printing the A B C. and
Catechism in contravention of his privilege. The matter
was eventually settled by the patentees agreeing to give
up a number of their most valuable monopolies for the
benefit of needy members of the Company. ¥ sa-~=ogh Fi =

The history of the formula, ‘Cum privilegio ad im-
primendum solum’—used by Shakespeare in The Taming
of the Shrew, 1v. iv. 93, with allusion to marriage rites—is
somewhat curious. It has recently been pointed out by
Mr. A. W. Pollard that the original intention of the phrase
was to make clear that no other privilege had been granted
than that of a mere licence to print. Hence, in 1538,
printers were expressly forbidden to use the words ‘ cum
privilegio regali ’ without adding ¢ ad imprimendum solum ’.
Later, however, it was taken to mean that the printer had
a monopoly of printing the book, and it is evidently in
this sense that Shakespeare understood it.

Up to this point we have treated the book trade as
though it were a homogeneous body all engaged in the
same business. It seems certainly to have been so regarded
by the Government, but, in reality, the distinctions between
the several branches of printer, publisher, bookseller, and
bookbinder, were clearly recognized, although there was
a good deal more overlapping than there is at present.
As regards the two first we shall not be far wrong if we
say that, at any rate towards the close of the sixteenth
century, all printers were also publishers, but many
publishers were not printers; this being indeed what we
might expect from the strict limitation in the number of
printers and from the fact that publishers did not neces-
sarily belong to the Stationers’ Company, whereas printers
did. There seems to be no evidence of any master printer
who was merely a printer, that is to say, who did not
himself deal to some extent in copyrights and issue books
on his own account. On the other hand, even as early
as 1582, we learn that the smaller printers were becoming
financially dependent upon the publishers. In that year
Christopher Barker, the Queen’s Printer, reporting on the
condition of the trade, said that the provision of type, &c.,
was so costly that most of the printers were driven to
compound beforehand with the booksellers (i. e. pub-
lishers) at such low rates for their work that they made
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little, if any, profit. The booksellers now, he says, keep
no printing-house, but merely pay for the workmanship.
In this report we have a clear indication that the two
branches of the trade were tending to become altogether
distinct, though it was some time before they actually
became so.

Printing and publishing were then recognized as separate
trades: can we say the same thing of publishing and
bookselling ?  On the whole it seems not ; but the evidence
is too scanty to enable us to speak with certainty on the
point. It seems clear that the publishers, as well as many
printers, had open stalls either in St. Paul’'s Churchyard
or before their own houses, at which they sold books ;
what we do not know is whether the books which they .
sold were their own publications alone or whether they
dealt in all books, new and second-hand. The most prob-
able view seems to be that the larger publishers dealt
chiefly in their own works, but also did a certain amount
of business in foreign books as well as in English books of
the better class, while the smaller firms, who published
little themselves, carried on a general trade in the cheaper
literature. Such general book-shops are referred to in the
prologue to Rowlands’s Tis Merrie when Gossips meete, and
in Dekker’s Guls Horne-booke.

A good deal of bookselling was, as we should expect,
done at Oxford and Cambridge, and there were ‘ stationers ’
at several of the larger provincial towns, but the amount
of their trade in books cannot be ascertained with certainty.
The lighter literature probably found a ready sale at the
numerous fairs throughout the country, and ballads were
sold by itinerant hawkers. London, however, was during
the whole period the main book-mart for the country, and
this not only because there was, save at the Universities,
no printing outside it, but at least as much on account
of the great influx from the provinces which took place into
London at each of the four law-terms.

Few personal details have been preserved of the Eliza-
bethan printers and publishers; not one of them seems
to have been of remarkable attainments. Save for one or
two of the University printers and a London compositor
who was also a pamphleteer and dramatist—Henry Chettle
—we find among them no scholars, no authors, and hardly
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even a compiler of importance. They were merchants pure
and simple. One or two of them such as Waldegrave the
Puritan have some small place in religious history, but the
most noteworthy are known for their commercial achieve-
ments alone. For the most part they entered the trade
at an early age as apprentices and could have had no
opportunity for an extended education : only one or two
were university men, who took up printing or publish-
ing comparatively late in life, having been originally
intended for some profession. They came from various
classes of society : many were the sons of earlier stationers
or printers ; others the sons of well-to-do tradesmen or of
smaller professional men. Christopher Barker, the Queen’s
Printer from 1577 to 1588, owner of what was probably the
largest business of the time, is said to have been related
to a Garter King of Arms of the same name, and at the
time of his death was a person of considerable wealth.
The brothers John and William Jaggard, the latter of whom
printed the First Folio of Shakespeare, were the sons of
a barber surgeon of London. Robert Dexter, publisher
of a large number of popular books, was the son of a sailor
of Ipswich. Richard Field, the printer of Shakespeare’s
earliest works, Venus and Adonis (1593) and Lucrece (1594)
was the son of a tanner of Stratford-on-Avon, and it has
been plausibly conjectured that it was owing to his being
a fellow townsman that these works came into his hands
to print. He became one of the most important of con-
temporary printers, was Master of the Stationers’ Company
in 1616 and 1622, and died in 1624. Nothing is known of
his connexion with Shakespeare, and after the two early
poems he printed no more of his work. As Field’s out-
put consisted mainly of large and serious volumes, and as
he hardly touched popular literature at all, this fact has
no significance.

Turning now from questions of the trade in general,
let us consider the actual process of the publication of
a book in Elizabethan times. It is first to be remarked
that there seems to have been a considerable circulation
of works in manuseript. Not only was much verse cir-
culated in this form, without ever getting into print at all,
but occasionally larger works were thus handed about

among the friends of the: author. A well-known example
446.1 ' Q
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is that of Sidney’s Arcadia, which, written in the years
1580-3, was already famous by 1587, though it was not
printed until three years later. There is evidence of
a certain amount of trade in manuscript copies of books,
carried on by scriveners, but this can harcfl’y have been
very large. Comparatively few of the manuscript copies
of Elizabethan works which have come down to the present
time. have the appearance of having been written by
professional scribes, though one would expect that from
their greater neatness and legibility these would have been
more valued and more likely to be preserved than private
copies. They would of course in comparison with printed
books have been very expensive, certainly no cheaper than
a transcript of a modern work of equal size made at the
present day; indeed, considering that writing was by no
means a universal accomplishment, it is reasonable to
suppose that they would have been dearer. On the other
hand printed books were, as we shall see, little more expen-
sive than they are to-day.

Apparently transcripts of a manuscript were made
without restriction,® for although such copying was as
illegal as it is at present, detection was probably difficult
and prosecution certainly not worth while. The same was
probably true also of the printing of such transcripts: we
find frequent complaints that a work has been published
without the knowledge or consent of the author or his
representatives, but instances in which action was taken
in consequence are very few. We do, however, hear of
one work the publication of which was stopped for this
reason. This was Sidney’s Arcadia, and the fact is known
to us from a letter written in November 1586, a month
after the author’s death, by Sir Fulke Greville to Sir
Francis Walsingham. The writer states that he has
learnt from one Ponsonby, a bookbinder, that some
one intends to print the work. Ponsonby, who is
presumably identical with the bookseller of the name by
whom the Arcadia was eventually issued, had inquired
whether this was being done by the consent of Sidney’s
friends, and had advised that, if this was not so, notice

1 Thomas Nashe, the satirist, complains in the dedication of his Terrors
of the Night, that that work had—before being printed—* p!:g;eued from one
scrivener’s shop to another, and at 1 .grew so common that it was ready
to be hung out for one of their signs, like a pair of indentures.’ )
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should be given to the Archbishop of Canterbury or to
Dr. Cosin, who had copies for perusal with a view to
licensing. Probably representations were made and the
licence refused, for the book did not appear until 1590,
but the course proposed for stopping publication strongly
suggests that there was no regular or direct way of doing
it, and that one who could not bring influence to bear with
the licensers might have found difficulty in protecting his
rights in similar circumstances.

Having obtained the manuscript, the publisher, before
sending it to press, would have to see that the work was
properly licensed and, if he thought fit, would enter it at
Stationers’ Hall. He would then, if not a printer himself,
contract with one for the printing of the work. The printer
might, if he had a large establishment, employ journeymen
or apprentices to set it up in type on the premises, or he
might, according to a curious and, one would imagine,
most inconvenient system, give out the work to com-
positors to be set up in their own homes, only doing the
actual printing himself. While the work was being printed
the author would often visit the printing-house for the
purpose of reading the proofs, and sometimes had the type
corrected during the actual progress of the impression,
with the result that differences frequently occur in copies
of the same edition of a book, in some cases extending to
the insertion or omission of whole lines. There is much of
interest in the study of the actual processes of Elizabethan
printing, a knowledge of which will often be found to throw
light on points of textual criticism and even of literary
history, but any attempt to discuss such matters here
would lead us into technicalities alien to the design of the
present work.

We may, however, notice in passing the employment from
quite an early date of literary men as publishers’ advisers,
editors, or correctors of the press. In the economy
of the Elizabethan printing-house such persons had never
anything approaching the importance or status that they
had on the Continent, but it seems clear that some of the
chief printers had a connexion with one or more scholars
or writers who assisted them when required. Thus John
Foxe, after being a reader of the press with Johann Herbst,
or Oporinus, at Basle during Mary’s reign, lived on his
_ Q2
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return to England for some time with the printer of the
English edition of his Actes and Monuments, John Day,
and took a prominent part in his business. We hear later of
Gabriel Harvey, Barnabe Barnes, Thomas Nashe, and other
literary men of the day as lodging in printers’ houses,
and we may suppose that the arrangement was a profitable
one for both parties. Precise details on this point, as on
so many others affecting the means of livelihood of Eliza-
bethan men of letters, are, however, wanting.

The number of copies of a book which in Shakespeare’s
time formed an ‘edition’ is another matter about which
little is known. In or about 1586 the Stationers’ Company
had ordered that no more than 1,250 copies of an ordinary
book should be printed ; if more were needed the type
must be distributed and set up afresh, the object of this
regulation being that work should be more evenly distri-
buted between compositors and press-men. An excep-
tion was made in the case of a few school-books and
others for which the demand was very great: of these
double the number, or even more, might be printed.
We may presume that in fixing the number 1,250 as a
maximum, regard would have been had to the number
of copies likely to be required of the most popular books,
such as Robert Greene’s pamphlets and the like, and a few
favourite plays: more serious and more extensive works
could hardly have had a sale approaching this. It has
been estimated that the number printed of the First Folio
of Shakespeare’s plays was from 500 to 600, but we have
no direct evidence on the point.

To turn now to the question of price. None of the very
few booksellers’ catalogues that have come down to us
from early times makes any mention of price, and it is
consequently very difficult to arrive at a c{)ear idea of the
average cost of new, and especially of the larger publica-
tions. We do not even know whether books, apart from
certain service-books for which a maximum charge was
fixed by the authorities, had any definite price at all, or
whether the bookseller got what he could for them. The
absence of any established style of ‘ publishers’ binding '—
unless we regard the common limp vellum covers as one—
must have prevented the better class of books from having
a price absolutely fixed, but it seems likely that the price
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of pamphlet literature was fixed. Occasionally, but very
rarely, the price of a book is mentioned in the book itself.
Thus we learn that The Forrest of Fancy, a pamphlet by
H. C. published in 1579, was sold at a shilling, and that
the quarto of Troilus and Cressida, published in 1609, cost
a testern, i.e.sixpence. The first of these works is a quarto
of 80 leaves, that is to say of about twice the length of such
a play as The Merchant of Venice. The quarto of Troilus
and Cressida is slightly thicker than the average play :
it contains 48 leaves. A work of either Nashe or Harvey,
probably the former’'s Have with you to Saffron-walden
(84 leaves), cost five groats (1s. 84.) and, according to John
Davies of Hereford, was very dear at the price. There are
numerous references to twopenny and threepenny pam-
phlets, but it is doubtful whether these expressions are to
be taken literally or have merely a depreciatory sense.
Even more caution must be used in accepting the entries
in diaries and accounts of prices paid for books, for on the
one hand it is seldom certain that the book was a new copy,
and on the other it may have been in an elaborate binding,
which would of course add greatly to its value. On the
whole we shall probably be not far wrong if we suppose the
ordinary quarto play to have been sold, sewn or ‘stabbed’
at 4d. or 6d., or in a vellum wrapper at 84. or gd. The
greater part of the pamphlet literature—Greene’s, Dekker’s,
Rowlands’s, &c.—would probably cost about the same.
Of course if properly bound in leather such books would
be considerably more expensive, but thin pamphlets would
seldom, if ever, be bound in this way, unless several were
bound together.

Of larger works it is quite impossible to say anything
definite. They were probably sold bound, and much
depended on the style of the binding. It has generally
been said that the First Folio of Shakespeare cost £I
when new, but the statement should be received with
caution, for it appears to rest on no more than a manu-
script note cited by George Steevens® as occurring in a copy
then in the possession of Messrs. White, booksellers in
Fleet Street. The copy does not seem to be now known,

.. } The note seems to be first given in the Variorum Shakespeare of 1803,
gf- :gg-s"’hmh appeared after Steevens’s death. It is not in his own edition
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and until it is found we must not attach too much
importance to Steevens’s statement. It is not clear that
the note of price is contemporary with the original publica-
tion, nor do we know how the volume was bound.

Assuming then that a play such as The Merchant of
Venice cost 6d. in Elizabethan money, we have to con-
sider what the equivalent value of this sum would be at the
present day. We shall probaby not be far wrong if we
say about 2s. 6d. or 3s.—in fact not very much more than
the price of a new play at the present time, and modern
plays are as a rule much shorter than Elizabethan. There
seems, on the whole, little reason to think that, so far as
new books were concerned, prices were appreciably higher
than at the present day. Whatever cheapening there has
been is in the reprints of standard works, for which nothing
is paid to the author.

The only other point which remains for discussion is
the question of the means taken by the publisher to bring
new works to the notice of the public. Caxton, as is well
known, soon after the establishment of his press in England,
printed an advertisement to inform the public where
certain service-books were to be procured, but after his
time we hear hardly anything of publishers’ advertise-
ments for a century and a half. About 1650 it became
quite usual to add at the end of a volume a list of other
works to be sold by the same stationer, and the practice
has continued. A few service-books contain a statement
of the price not only of the book itself but of others,
but with this exception there seems in this country to
have been nothing of the nature of a bookseller's cata-
logue until the appearance of the well-known Catalogue o
English printed Bookes, by the stationer, Andrew Maunsell,
of which the first and second parts were issued in 1595.
These two parts contain the divisions of theology and
science : unfortunately the others, which would have
included poetry and imaginative literature, never appeared.
But even this work is not to be regarded exactly as a book-
seller’s catalogue, for, although Maunsell probably intended
it to serve the purposes of his business, it is not merely
a list of the books which he himself had for sale, but one
as complete as he could make it of all that had appeared
in England. It is in fact an attempt to do for this country
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what had been done for the learned literature of the Con-
tinent in the Bibliotheca Universalis of Conrad Gesner, or
the condensed Elenchus Scriptorum of Wolffhart, and the
public utility of the work was recognized by the Stationers’
Company, who made to Maunsell a grant of money and
books for his ‘ pains and charges ’ in compiling it. Although
no other catalogues from this time have come down to us,
it is not impossible that something of the kind existed, for
otherwise it is not easy to explain Thomas Nashe’s sugges-
tion in his Sirange Newes (1592) that his enemy Richard
Harvey had stolen the names of certain authors whom he
professed to have read ‘out of some Bookseller’s Catalogue’.
It may be that booksellers kept manuscript catalogues in
their shops for the use of customers, or Nashe may be
referring to some foreign compilation. Had the date beena
few years later, one might have supposed him to refer to the
famous half-yearly catalogue issued in connexion with the
great book-fair at Frankfort, but this catalogue seems not
to have begun before 1598. It probably had some circula-
tion in this country, for in 1617 John Bill began to reprint
it, and from 1622 to 1626 added to it a supplement of
books printed in England. From about this date also we
begin to find other evidence of the sale of books by such
means. There are, for example, at the British Museum
two booksellers’ catalogues, dating from 1628 and 1637,
of works purchased in Italy for sale in London.

It is then abundantly clear that, at the period with
which we are here concerned, the issue of catalogues was
by no means a usual or necessary part of a London pub-
lisher’s or bookseller’s business. He must have used other
methods than this to make his publications known. Seeing
that the area to which the trade was confined was so
limited, a great part of the sale would probably be to
customers who looked round the stalls and whose attention
would undoubtedly be directed by the apprentices to
anything new. ‘What lack you, gentleman? See a new
book come forth, sir! Buy a new book, sir!’ cries the
ap]::'entice in Rowlands’s tract, Tts Merrie when Gossips
meete.

Various allusions point to a system of advertising by
printing copies of the title-page alone and fixing these up
at the recognized ‘ posts ’ throughout the town—a practice
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which would account for the frequency with which the
address at which a book is to be purchased is set forth
on the title-page, and for the fact that a title-page was
sometimes kept standing in type until a new edition of
the book was required. On the whole, however, we must
suppose that the trade was carried on with a very small
expenditure on advertisement ; that, in fact, books became
known chiefly by being talked of. After all, the literary
public was so small that it must have almost formed one
society, and the number of new books was so limited that
every one could be discussed.

Few words must suffice for the various arts or trades
subsidiary to printing, namely book-illustration, binding,
type-casting, and paper-making.

The history of book-illustration during the first century
of printing is of much interest, but in the period with which
we are concerned there is far less to say about it. Indeed,
one of the most remarkable facts connected with Eliza-
bethan printing is the decline and almost complete extinc-
tion of the art of wood-cutting for the decoration of books.
In the early part of the sixteenth century woodcuts were
an important feature in a very large proportion of the
books issued, and, rough as they were, they seem to
have proved very attractive. These cuts, often copied
from Continental cuts, are especially numerous in the
work of Wynkyn de Worde and of Pynson, but they
occur in practically all the more popular literature of the
time. Printers seem, however, soon to have found them
too costly an item in the production of a book, and almost
from the beginning we find the same illustrations used
over and over again, sometimes in the same work, to
represent different subjects. Indeed, probably the less
distinctly a cut represented a particular person or scene,
the more useful it would be to its owner. Occasionally
a printer would have a block newly cut from an impres-
sion of the old one—thus usually reversing the design—
but often the actual blocks passed from printer to printer,
until in the last stage of wear and decay they are found
in chap-books or ballads of generations and even of
centuries later. A notable instance of these ‘factotum’
woodcuts is a set of figures which seem to have originally
appeared in the Terence en Framgois printed at Paris by
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Antoine Vérard about 1500. These cuts were used again
in the elaborately illustrated edition of the first English
translation of a famous compendium of astronomy, moral
grecepts, and rules for health, printed anonymously in

aris in 1503 as The Kalendayr of the Shyppars (i.e. Shep-
herds). This version was, however, in such curious English
that when imported into England the volumes proved to
be unintelligible, and a new one was therefore made and
Erinted in London by Richard Pynson three years later.

or this he copied the series of figures referred to above,
and, once naturalized in England, they became very
fopular. Their great virtue seems to have lain in the
act that each figure had a scroll over its head in which
could be inserted in type the name of the character whom
it was intended to represent, and several printers had sets
cut for their own use, and employed them constantly.
They appear at the head of several early editions of inter-
ludes, such as Everyman, Youth, Hyckescorner, and Jacke
Jugeler, to represent the various characters of the play,
and in other works of a popular kind. It need har g be
pointed out that the attempt which has sometimes been
made to derive from them information about the dress
worn by the players in these interludes, is absurd.

It may have been in some measure this economy of
material on the part of the printers and the consequent
lowering of the standard of illustration that brought wood-
cutting out of favour, but other causes probably con-
tributed. One may have been the Reformation, for many
of the early illustrated books were religious, and the cuts
represented incidents in the lives of saints. All such
pictures were by Edward VI and Elizabeth rigidly sup-
pressed, and thereby a large part of the field for illustration
was at once cut off. Another cause was perhaps that the
printers found that books might be decorated almost
equally well by the use of ornamental initial letters and
borders as by illustrations of the subject-matter, and these
could be freely used over and over again without incon-
gruity. A third cause may have been the introduction of
copfer-plate engravin% which, though much more costly,
could be used sparingly in the more expensive work, and
was regarded as infinitely superior to the current wood-
cuts. However this may be, pictorial illustrations, as
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distinct from diagrams, &c., became, early in Elizabeth’s
reign, scarce in works of the better class. Such woodcuts
as we find are generally very rough, and occur chiefly
in books of a popular character, such as plays and a
few pamphlets, and even in these the illustration is
generally limited to a cut on the title-page. There are
indeed exceptions. Foxe’s Actes and Monuments (1563) has
numerous woodcuts, the first edition of Holinshed's
Chronicles (1577) has a few, repeated over and over again,
and Spenser’s Shepheardes Calender (1579) has a series of
twelve, o