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CHAPTER I
ELIZABETHAN LYRICS

The "golden age™ of the arts in England in the six-
teenth century came about largely because of the combined
efforts of poets and musicians. That Elizabethan England
is renowned for her musi¢ and literature is no accident.
Experiments in new musical forms were being made on the
Continent, particularly in Italy. Here the first efforts
were made to fuse music and the drama in purely secular
ways. This was fiﬁaily'ne lead to the creation of opera,
and from that it was but a step to the creation of other
secular voeal forms. The strong hold of the church was per-
ceptibly 1oaseniﬁg by reason of the need for the expression
of emotion of a purely earthly kind. The Flemish madrigal-
ists, drawn by thelr interest in the new method, went to
Italy, some to stay and some to return to theilr homeland
enthusiastically proclaiming the new art, England received
the impetus of this spirit late in the century; and she was
more than ready to receive it.

. Fortunately, Eligabeth had come to the throne and,
because of her avid interest, culture was richly provided
for at her court. Henry had given his children many oppor-
tunities to become acquainted with the arts., He himself had
dabbled in the fine arts when his other pursuits permitted.
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Elizabeth in particular profited by this instruction. When
she ascended the throne she gathered around her promlsing
young men who took Castiglione's advice to heart, vying with
each other in writing scintillating verse,

Baldassare Castiglione's book on menners,

Il Cortegiano, first published in 1528, was a standard work
for welleread people even before its translation into English
by Sir Thomas Hoby in 1561,

Castiglione laid much stresg on the value of musical
at@aiﬁments in courtiers and gentlemen. English gentlemen
were disposed to take the recommendations of Castiglione to
heart, all the more readily because they included suggestions
which flattered their vanity, a fact not without some weight
in human beings:

I would not our Courtier should do as many do,
that assone as they come to any place, and also in
the presence of great men with whom they have no
acquaintance at &l, without much entreating sett out
themselves to shew asmuch as they know, yea and many
times that thei know not, so that a man would weene
they cam purposely to shew themselves for that, and
that it is their principall profession. Therefore
let oure Courtier come to shewe his musike as a
thing to passe the time withall, and as he wer en-
forced to doe it, and not in the presence of noble
menne, nor of any great multitude. And for all he
be skilfull and oeth wel understand it, yet wil I
have him to dissemble the study and peines that a
man must needes take in all thinges that are well
done. And let him make semblante that he estemeth
but litle in himself that qualitie, but in doing it 1
excellently wel make it muche estemed of other menne,

‘ Baldassare Castiglione, The Book of the Courtier, trans.
by Thomas Hoby, edited by . E! Henloy Lorden. T900. pp, 117,
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Now Elizabeth's patronage was both timely and .provi-
dential, It should be remembered that Byrd, Morley, and
others found themselves in rather precarious situations when
‘England broke with Rome, William Byrd has long been regarded
as the founder of the English Madrigal School and Thomas
Morley waes his eutétandiag pupil. These men had been writ-
ing for the Catholic ﬂhareh; and when Henry placed himself
at the head of the Church of England, they had no choice but
to use their talents in the Protestant cause, if they wanted
to remain on the job. ﬁenae; with their customary activities
suddenly curtailed to fit the new order, they turned to writ-
ing secular motets and Protestant c¢hurch music. When, in
Elizabeth's reign, the madrigal became the dominant art form,
nany madrigalists, caught in the political tangle, feverishly
devoted themselves (o this new art as a means of creative
escape.

, ?rebab%y as impdrtant a reascn as any for the prolific
output of Elizabeth lyriciaté was the urge to get away from
the literature of the fifteenth century; the medieval tales
with théir exaggerated plots and heévywhaﬁded moral implica-
tions had.bec@me,diszaatefui to the Eligzabethans. They were
ready for lighter verae; for the kind of lyric which would
be completely impersonal, which would reflect emotion for

the sake of emotion. It was a time for light-hearted gaiety
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and spontaneous expression. The pains of love were spoken
of in the same hreath with the joys of mirth.

This, then, was the highetide of the Elizabethan
lyric in general and the English madrigal in particular. It
was to be of very brief duration in the measurement of time;
in the case of the madrigai; little more than twenty-five
years. The detached impersonal feeling was to change near the
end of the century as a result of changing times. The madri-
gals were likewise to reflect this return to the serious mood.

It was at the high point of thls surge of expression
thet England came into contact with the madrigal. English
poets and musicians had learned of the Italian madrigal
through Yonge's Musica Transalpina, published in 1588,

For some reasbn; Fellowes, the great madrigal scholar,
felt that it was strange the English people had not taken
note of the madrigal before 1588, but England's geographical
position together with her preoccupation with other matters
are sound reasons for her tardiness in recognizing the merits
of the madrigal. The matter of geographical position is more
important than it seems on the surface.z England's distance

. 2Edmund Fellowss, The English Madrigal Composerg,
London: Oxford University Press, 1950, pp. 2020,
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from the Continent, a formidable barrier in those days, was
just enough to keep her from recelving %hese influences long
after every other country. The amazing fact, to this writer,
is not so much England's tardiness in accepting and develop-
ing any of the musical forms of the day as the lack of native
talent in England to produce great music. Until the time of
the madrigal; England's contact with music in any of its
forms was a result of the importation of talented musieclans
from the Continent. Purcell is remembered as the great
figure in English music; aside from the madrigalists. After
Pareallé there was no man of musical stature for some time
to come.

Understandably enough, this interest in the madrigal
simply followed the pattern of the fondness of the English
people for vocal mugic, Until the time of Henry VIII, the
church had influenced culture in England and this influence
affected Engliah music. When the Renaissance with its
h&méﬁistig aspects made its impaect on Eaglané; what was more
natural than that the eompoeers should take great interest
in the madrigal to express the mood of the people and of
themselves as wali; gsince 1t was the nearest and newest
musical form at hand?

Hence, if 1t had not been for the interest of men like
Yonge, Byrd and Morley, the madrigal might never have arrived



in England. This would have been unfortunate, for of all
the forms being developed on the Continent, the madrigal
was the one which provided the best opportunities for the

mutual relationship of poet and musician.



CHAPTER II
ENGLISH MADRIGAL VERSE

The madrigalists had the rare advantage of being
contemporaries of Shakespeare and other dramatists and poets
of the Elizabethan periocd. The names of those who wrote the
words of the madrigals were never recorded in the part-books,
but it has been possible to identify the authorship of a few
poems because of other connections.’ It has often been suge~
gested that the madrigalists wrote many of the lyrics them-
selves, but there is no positive evidence that they did.
great Elizsbethan poets; it is very pessible that the madri-
galists were on terms of intimacy with the leading posts of
the time.*

The one thing that distinguishes the English madrigal,
aside from the great freedoms taken with the verse, is the
kind of subject material. The ltalian madrigal, from which
the English madrigal took its form, was generally calm and
restrained; in fact, many Italian madrigals were spiritual

3am¢ng the noted authors often credited with writing
madrigal verses was John Dowland. Shakespeare, Spenser and
Sidney have all been menticned as possible authors of
madrigal verse.

ASee Edmund Fellowes, The English Madrigsel, London:
Oxford University Press, 19%2?‘5@. 7, 68, .



madrigals and were of a devotional nature. The English

kept this calm abti@nda in many of their madrigals; however,
in many others they braneheé out to include any and all of
the activities of the day. This diversity of subject
 matariai, which wau&d'dall for diversity of musical materials
as well, probably accounts for the fact that Elingeﬁhan
madrigals have a spontaneity and a sparkle not to be féuna
in the Italian medrigals.

Perhaps the two most prominent toples of madrigal
verse are those concerning spiritusl matters and love; many
of the spiritual madrigals are quotations lifted bodily from
the Seriptures, while others are the personal reflections of
the madrigalists themselves. The love verse runs the gamut
from the.lyrical; which involves nymphs and shepherds, to
the highly idealized verse proclaiming lofty sentiments
directed to the Queen; however, most of this peétry is of a
definitely pastoral nature. Kenneth Muir mentions the varia-
tions on the love theme, most prominent among which is that
of unrequited love. The other varieties sghare in importance
according to the individual preferences of the authors. There
is much mention of the transitoriness of beauty, the pains of
absence, the immortality conferred upon mortals by poetry,

and the cruelty and chastity of a 1ady.5

53ee Kenneth Muir, editor, Elizabethan Lyrics, New York:
Barnes and Noble, Incorpor&ted, PpPs 9, .
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In contradistinction to this verse, much madrigal
verse deals with the vigorous physical aativi#ias so dear
to ghe“haawﬁs'af Englishmen, Craig notes that the
"Elizabethans preached the strenuous 1ife,"® This is ree-
flected in the madrigals, especially in those dealing with
sports and festive occasions, The May~-day revels were kept
up with great galety in the Elizabethan days; the madrigals
are full of May-day subjects, and May-day is the theme of
Morley's famous ballet "Now is the Month of Maying." The
marris danaars~0£tan found a place in the madrigals. One
of Morley's best, "Ho! Who Comes Here?" ié a splendid ex~
ample of description by means of tone-painting. The wedding
festivities, which in cultured families were elaborate and
lengthy, previded ample material for imaginative men like
Morley. In his "Arise, Get Up My Dear™ NMorley displays all
of his technical wisardry. Since the English are a sports-
loving people, it is not éurpriaing to £find a number of
madrigals singing the praises of some field sport.
Though there is ecertainly é diversity of subject

matter in the English madrigals, there is yet a homogeneous
quality about Elizabethan lyrics in general which makes itself

SHardin Craig, The Enchented Glass, New York, 1936
pp. 188, 189, & A3 SHRNORINE X808, Fk, 1930,
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felt in the madrigal. Cralg recognizes this when he says,
*, . .in Elizabethan literature an inconsistent convention-
ality lends conformity to individual writers and to the
group as a whoiea”? The secret seems to be in the English-
man's extreme sest for life which reflects itself in his
verse.

The diversity of subject matter is not more notable
than the diversity of verse forms. Madrigal research re-
veals that there is a general lack of agreement among
gcholars as to the exact form of a madrigal; this same vague-
ness of definition gersists in distinguishing the kind of
* lyric which seemed to be favored by the madrigalists.
Fellowes seems to feel that the favorite lyric among the
madrigalists was one of six lines; though this is true in
many cases, many madrigals are much longer, meny are much
shorter, with three-foot and four-foot liﬁ&Bas A few madri-
galists, like mgrley; combine line lengths using extremely
ghort lines with extremely long lines for rhythmic effect,
and some madrigalists use verse which closely resembles some

of the "shaped" verse of the next century. Generally speaking,

Teraig, p. 177.
SFellewea, The English Madrigal Composers, p. 148,
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however, the line lengths of most of the madrigals are
rather regular; there is a tendency toward semeness of
rhythm in individual verses.

8¢ far as the mechanics of madrigal writing are con-
cerned, there does not seem to be any hard and fast rule
which governed the work of the madrigalists. One thing is
sure. Their primary consideration was the proper accentua-
tion of the verse; the musical accent was made to c¢oineide
with the syllabic se¢cent of the word, and the most important
words received the most musical stress.

Apparently it was necessary for the madrigalists
first to study the verse to be set until a rhythm suggested
itself. A line of verse has its own particular rhythm,
according to the arrangement of the words, and these rhythms
can be duplicated musically. ?ar‘axampla, an anapest, which
is short, short, long, can be duplicated musically by the
grouping of two notes of shorter value followed by one of
longer value; similarly, a dactyl, which is long, short,

"~ short, can be duplicated by the grouping of one longer and
two shorter ones. A favorite rhythmic game consists of
tapping out the characteristic rhythm of a well~known tune

on a table with the fingers. The tune can readily be
identified by the rhythm., This is evidence of the parallel
importence of musical and poetical rhythms. The madrigalists
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must, then, have studied the verse as Fellowes says,
n, . Juntil the vision of the poet had come to their own
eyes. Then they set themselves to interpret that vision
through the medium of music.?

There is one other distinctive feeture of the madri~
gals which must be mentioned: this is the addition of small
extra words, or epithets, to fill out a musical phrase to
the parts; madrigalists added these words wherever they
needed more material. Moreover, because of the demaends of
sixteenth century polyphony, some epithets would be added to,
say, the soprano part, but would be left out of the alto
part. This, of course, means that if one were to set down
separately the words of the verse for each voice~part, there
would be several different sets of words by reason of these
additions.

Of all the English madrigalists, none exercised this
freedom sc much as Morley; he not only added words wherever
he needed bhem; but he subtracted them from the original
text. It would seem that these interpolations would measur-
ably alter the musical stress on the important words. But

they do not. An examination of Morley's work reveals that,

gFellowes, The English Madrigal Composers, p. 105.
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with or without the interpolated words, the stress falls

or the most important syllabic accents of the words and,
indeed, upon the most important words. This is a testimony
to Morley's artistry and gkill, In addition,; Morley changed
some words for others of similar meaning which seemed to him
to unite more effectively with the music. The number of his
interpolations of "Alas" and "Ah me® is legion.

The two features, then, which seem to distinguish the
English madrigal from its Italian counterpart, are the wide
range of subjects treated and the complete freedom of treat-
ment, thus freeing the English madrigal frow the restrictions
felt by the Italians because of the limited scope of their
texts.



CHAPTER I11

MORLEY'S PLACE IR THE SIXTEENTH CENTURY AS A MAN
AND AS A MADRIGALIST

When the English madrigal is menticned, Thomas Morley's
name is almost sure to come to mind. Frequently his work is
considered superior to that of his famous teacher, Byrd,
Morley was the cutstanding pupil of Byrd, but it weuld be
difficult to say whether Byrd or Morley should rank first.
Both were meticulous workmen in the handling of the words and
music of their madrigals.

The point of departure is the specific verse cach
chose to work with., Byrd, like many of the other madrigalists,
seemed to lean towards reflective and more serious subjects;
Morley, with only one or two exceptions, chose light-hearted
and gay topics. Certainly it is safe to say that of all the
madrigalists Mcerley was the most succéssful in making his work

the most spenﬁan3935; the most rhythmieal; and the most
‘meladious.

Not much is known of the life of this great madrigal-
ist. There are a few isolated dates. By deduction, his date
of birth has been fairly well established. This date, 1558,
has been fixed only within the last thirty years. A note
attached to one of his manuscripts in the Bodlelan Library
gives his age as 18 in 1576, when he appears to have been the
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organist of St. Giles, Cripplegate. Shortly after this, he
became organist of St. Paul's, and in 1592 he was appointed
to the Chapel Royal. 1In the last years of his 1life he lived
at a house in Little S5t. Helen's in the parish of St. Helen's,
Bishopsgate. The reéarﬂs of the church of this parish show
the dates of baptism and burial of some of his children. It
was while he was living in this place that he obtained his
“extraordinary license" to print mnsie.ia

By some special arrangement unknown to anyone, Morley
enjoved & special printing license which passed to him from
Byrd. This was a2 little monopoly on music printing which
wag confined to a smell group of men, Morley among them. The
first license or patent of this kind was granted by the Crown
in the year 1575, It gave to Thomas Tallis and William Byrd
the exclusive right in England to print; net‘anly their own
compositions but also those of all other composers whether
English or foreign. The sole right of ruling end selling
music paper was also secured to them, After the death of
Tallis, Byrd became the sole proprietor of this monopoly, and
he agsigned the right of printing the music~books to

1QEdmund Fellowes, The English Madrigal Composer
London: Oxford University Fress, 1950, ps L77. (For ad‘itianal
biographical material see Frank ﬁowesi Willism Byrd and pref-
ace by Thurston Dart to Thomas Morley's A Plain & Easy Intro-
“duction to Practical Music.)
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Thomas Est. The last madrigal publication in which Est
{often spelled East or Este) was described as "the assign
of William Byrd" was Morley's book of two~part canszonets in
1595, In 1598 Morley succeeded in obtaining a fresh patent
from the Crown granting him a monopoly that was even nmore
binding then the original one. This one allowed him to se~
cure even more control over music printing than ever before.

Morley was an astute business man. Records showing
the transfer of property tell an eloquent story of his
acquisition of property and of the difficulties he had in
keeping it because of the machinations of a greedy relative.

In keeping with the mystery surrounding the life af
this unusual man, it is not surprising that he presumably
at cne time was employed as a sort of political agent, and
in playing that part, apparently had a narrow escape from
serious consequences. Thils mysterious episode is revealed
in an undated letter written from Flanders by one Paget, a
Roman Catholic intriguer. Paget wrote, "There is one Mor&ey
that playeth on the organies in poules that was with me in
my house. He secemsd here to be a good Catholicke and was
reconsliled, but notwithstanding, suspecting his behavior 1
intercepted letters that Mr. Nowell wrote to him, whereby I
discovered enoughe to have hanged him. Nevertheless he

shewing with teares great repentaunce, and asking on his
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knees forgivenes I was content to let him goe."ll Nothing
more of this incldent seems to be kﬁawn; the ietter itself
being the only evidence extant. It was a stroke of Providence
that ?gget decided go be lenient in this ¢ase. If he had
acted @therwise;fMorley might have died and English madrigal
literature would have been deprived of the glorious coﬂtribu*
tion he was to make to it,

Morley's health had already begun to fail before 1597.
There are several allusions %o his poor health in the
$ in faet; it is only because of these references
that we know of his ill health. The completion of his book

Introduction

was probably the result of enforced leisure, for his illness
frequently caused him to take long periods of rest when he
labored on the book, ﬂear the beginning of the book Morley
says to Phi&amathes; the pupil to whom he is revealing the
secrats of aampasiﬁien; "My health since you saw me hath
been so bad; as 1f it had been the pleasure of Him who made
all things to have taken me out of the world I should have
been very well can@e&ﬁeé; and have wished it more than

once."? Near theed of the book one of his pupils bids

llFellawes, Ds 178,

12?homas ‘Morley, A FPla ;a -
Practical Music, New erk. We ﬁﬁgison &
1952, p. 10,
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him farewell with these words, "The same Lord preserve and
direct you in all your actions and keep perfect your healsh
which I fear is already ﬁealining.”lB

The records of the Chapel Royal show that the vacancy
caused by Morley's resignation was filled in the autumn of
1602. The exact date of his retirement is not known. There
seems to bhe little doubt that ill health was the reason for
his retirement. His death took place the following year, in
1603, the same year which marked the death of Queen Elizabeth.
With her death there camé to an end perhaps the most glorious
period in the history of the English nation. HMorley's death
in middle life abruptly ended a promising and brilliant
career which was an integral part of Blizabethan England.

His burial place remains unknown, and even the details as to
his survivors are meagre. Records showing the disposal of
his estate indicate that he had been married twice and had
several children by both wives.

Though there are not many available facts about
Morley as a person, his own book A Plain & Easy Introduction

Lo Practical Music is a reliable index to his temperament,

xaMorley, pe. 299,
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his character emerges from the pages of his book. As he
leads his two pupils through the intricacies of musical
composition, the warm, friendly natu&e of the man is
apparent; he is at once the sensitive but tolerant teacher,
the genial but firm friend. His work sparkles with witty
passages. He knows when to be firm with his pupils and
when to loosen the reins of authority Just a bit.

Aside from being a treatise on the correct methods
of harmeny, the book deals with the literary aspects of the
various song forms. Morley carefully defines each variety
in the light of his own unéerstand&ng} and he is especially
careful to describe in detail just how the words and music
are to be wnited., It will be shown later that several things
contributed to Morley's superior madrigal writing; most promi-
nent among them, after his verse; was his meticulous handling
of the verse. In the Intreduction he instructs his pupils
about such princiyiea.

There is no doubt that his warm humanness had much
to do with his success as a madrigaelist. Occasionally, in
one or other of ﬁhg madrigals, he displays the same
tangue»i£~cheek humor that he does in the Introduction.

_____

are reflected in his book and likewise in his memorial song
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to his friend, Henry Noel, who was probably the same Noel
wlio aided him in his escape as a recusant. His flashes of
wit and gay camavaderie are equally evident in be‘ph his
book and his madrigals.



CHAPTER IV
THE AUTHORSHIP OF THE VERSE OF MORLEY'S MADRIGALS

At the outset, a proper discussion of Morley's verse
would seem to present certain difficulties. His madrigals
are generally considered to be more lively and gay than
many others of the period. If his madrigals are the com-
rlete works of art they are said to be, this pfeauppeaes an
identification of the workman with his work; this, then,
poses a question. OSince the madrigalists obtained their
verse from poet friends, how much, if any, influence did the
individuval madrigalists have upon the peoets from whom they
secured their verse? There must have been some influence,
for it is not reasonable to suppose that two highly imagina-
tive people Just joined forces without considering what the
ultimate outcome of their Joint efforts might be. Fellowes
mentions that the poets ", . .were constantly giving, and
-being asked for, a few lines of verse suitable for a madri-~
gal, without any thought of perpetuating & c¢laim to
authership.“lﬁ And again he says, ". . .it is probable that
in the great majority of instances the words were either
written or selected by theirufriénéa “ e e .”15 Along the

Yipellowes, pp. 142, 143.
151pid., p. 141.
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same lines, Fellowes feels it is not important to knew who
wrote the verse. He says, ". . .authorship is, after all,

a secondary consideration in relation to Art.”zé

However,; it is important to know who the personalities
waere who were so intimately concerned with the poetry of the
maﬁriga&a, if it is possible to know. It is known that
Morley did upon oc¢casion collaborate with fellow artists
and, in at least one instance, hiﬁ collaboration with
Shakespeare has been proved., This was in ¢onneetion with
Morley's lute song "It Was a Lover and his Lass," which
Shakespeare used in his play "As You Like It"; however, no
one has been able to determine exactly what Morley's connec-
tion with Shakespeare was. Their cellaborstion has long been
a gquestion for debate among sc¢holars, and it has been the
subject of recent scholarly researah.17 Fellowes states
definitely in his notes on the lyries of Morley's lute songs
that Morley's text was twenty~three years earlier than that
of the first folio edition of "As You Like It"; he seems

16?311‘9’“65 5 Do 1’&3 *

173&9 Ernest Brennetcke, Jr., "Shakespeare's Gollabora-
tion with Morley," and John Robert Moore, "A Reply and a
Symposium,” PMLA, LIV {1939), pp. 139-52.
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rather sure of himself on this date, though other scholars
approach the guestion with a good deal mare.hegitaaaysig

The only other answer is that Morley wrote his own
verse or that the same poet wrete all, or nearly all, of
the verse. Just one poet has been definitely named in this
connection. HNMichael Drayton wrote & tribute to Morley which
Morley used as a preface to his bock of ballets, and it has
sometimes been said that Drayton wrote Morley's verse. It
is difficult to believe this, however, for Drayton's style
seems far removed from Morley's. It is not reasonable that
a man of the highly creative instincts of & poet or a
musician, can dash off a work at the suggestion of someone
else without leaving the imprint of his own personality on
that work. Just as an example: when a work of Mozart,
Haydn, Brahms or Beethoven ig played; the discriminating
musician does not need a set of program notes to tell him
s0. There are the same characteristic little rhythms, the
same little melodic patterns, the same everything that stamps
the personality of the creator upon his ereation. The music
may be martial, it mey be fast, it may be slow, it may be

laﬁémnnd Fellowes, "Notes" prefacing The Eng%gsg
School of Lutenist Seng ﬁriters, London, $%§§§E% and Bell,

Ltd., 1932 [pages not numbered).,

99805
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tenderly soothing or it may be Jarringly cacophonous, but
wvhatever it is, the same favorite little devices of that
composer are inevitably going to appear.

The same thing is true of verse. Though a poet might
dash off verse at the suggestion of various friends, each
verse containing some particular sentiment designated by
the muéiaian, the poetry is undeniably going to be colored
with the emotions of the man who penned it. Therefore, this
writer offers the premise that Morley wrote his own verse,
with few exceptions. From the few facts available about hig
life, enough are known to show that he was bubbling over with
the kind of effervescence that marks the man who constantly
reflects the "all's well with the world” feeling, even in
the midst of what must have been his trying and painful later
years. In his most aobex-verae; which never plumbs the depths
of remorse and sorrow as some verse of that period does,
Morley intimates that life is not so bad after all and, given
time, all will be well. This is not flippant on Morley's
part; it is his deep conviction of his oneness with God. This
1s‘na more clearly indicated than in Morley's farewell to his
pupil in the Introduction:
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~ Farewell, and the Lord of Lords direct you in
all wisdom and learning, that when hereafter you
shall be admitted to the handling of the weighty
affalrs of the commonwealth, you may discreetly
and worthily discharge the offices whereunto you
shall be called.l9
Hence, if Drayton actually wrote Morley's verse, he
would have had to possess the same characteristics as it
appears the person who wrote mgriey's verse possessed.
Relatively little is known of Drayton too; but it has been
stated, and can be seen from verse which is definitely known
to be his, that he was a ¢ompetent workman, that his work
shows charm and clarity but ". , .little of 'the higher
faculty of the im&ginatzan.*"zﬁ
In the verse of Morley's madrigals there is the same
characteristic grouping of words, the same kinds of words,
the same patterns of rhyming in nearly all the madrigal
verse; moreover, there is the same characteristic alternation
of long and short lines throughout most of the verse. The
madrigal verse of the other poets tends more toward regu-
larity of meter. Perhaps in these two things, the complete
identification of Morley with both the musical and poetical

19%oriey, p. 269.

Qﬁnoy‘ﬁamaon and Hallett Smith, editors, The Golden
Hind, New York: W. W. Nbrton;&‘ﬂ@mpaa§, Inc., §;z%§6;‘
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aspects of his work, and his alternation of line lengths,
which in turn makes yess&b&é greater f&exibility in the
musical framework, it is possible to find another hint as
to the reasons for M@riay's supremady as a madrigalist.

8o far as the subject of the verse itself is eoﬁ~
cerned, the poet seemed fond of that describing the pains
of love: most of the verse centers around this topic, with
variations on the theme. Nymphs and shepherds, the familiar
characters of love pcetry; are pregent as well as the fickle
lady of all such verse.

Interestingly enough, though the love verse falls into
the same general genre as the great bulk of Elizabethan love
verse, there is gulite a distinct difference between this
verse and that of the other madrigalists. Morley is com-
pletely and dispassionately uninvolved in the verse. Though
he speaks of "false love" and "grief" and "dying," he quickly
dispels the gloom from the sadness by such a line as:

So spake, and sweetly; sweetly fell a dying,.
In juxtaposing "sweetly” and "dying" he takes the sting out
of the situation.

One of Michael Drayton's verses written for John Ward
i1llustrates graphically the difference in handling:
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If the deep sighs of an afflicted breast
Oterwhelmed with sorrow, or the rected eyes
Of a poor wretch with miseries oppressed, |
For whose complaints tears never ¢ould suffice,
Have not the power your deities to move,
Who shall eter look for succour from above?
From whom too long I tarried for relief,
Now ask but death, that only ends my grief.
There is no softening element here, Jjust the cold, stark,
desoclate fact of disappointed love.
The poet's "tears® are just the plain, ordinary kind.
Though he does {in "Since My Tears and Lamenting") say
loftily:

8till thus to weep for ever
These fountains shall persever,

he generally mentions "weeping® and "lamenting"™ in just
those terms. He seems to imply that the "tears™ of his
disappointed lovers are no more seriocus than the "e¢rocodile
tears” often attributed to women; they can be turned on and
off at will. A verse of John Ward's, which is identified
only with his name, is a striking example of the difference
in handling of the same thought:

Oft have I tendered tributary tears,

Mixed with grief and melancholy fears;

And sometime frolic Hope, sad woes beguiling,

Hath shined on my desires. ¢ but from smiling

Of late she changed, my sorrows not resenting,

Bade me despair, sign, groan, and die lamenting.

The poet never, even in the midst of his most

passionately complaining verse, gives vent to disappointment

in terms which revolt the senses. Some of the other
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madrigalists do. One of Thomas Weelkes' goes thus:

If Love lie in so foul e nest,

And foulness on so falr a breast, .

What lover may not hope the best?
When the verse mentions “¢rue1ness,“ it does so in a general
way so that there is never any thought of a particuler
cruéity. Henry Lichfild‘hés a verse the first two liaéé of
which read:

When first I saw those eruel eyes,
Those eyes the authors ef my cries,

Here the cruelty of the lady is locallzed in the one most
expressive feature of a woman's face. The chilling and
quelling power of the eyes in this verse dominates the whole
verse.

Furthermore, love is never put on a pedestal. The
poet keeps the participants in his love verse wrapped in an
aura of unreality, a dream-world kind of love, aympha'ané
shepherds, an ideal kind of love never actually to be shattered
by too close contact with reality. He seldom, if ever,
approaches the idea of the divinity of love. Michael Drayton
has one versé, written for John Ward, which removes love from
the realm of the world and places it in a shrine:

0 Divine Love, which so aloft can raise
And 1ift the mind out of this esarthly mire,
And doth inspire us with so glorious praise.
As with the heavens doth equal man's desire!
Who doth not help to deck thy holy shrine
With Venus' myrtle and Apollo's trees?

Who will not say that though art most divine,
At least confess a deity in thee?
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When Drayton's verses are compared with the verse found in
Morley's madrigal book, there is no doubt that he had
nothing to do with writing it.

The therapeutic wvalue of music as balm for the
ruffled feelings of ocutraged love never seems to have
occurred to the poet of Morley's verse. He saves his nmusic
for occasions when music would naturally be an important
element. In "Hark! Jolly Shepherds™ and "Now is the Gentle
Season" he gives expression to the pleasures to be found in
singing and dancing. Frequently other madrigalists used
music as a source of comfort, as Thomas Weelkes does in
one of his madrigals: _

Methinks I hear Amphion's warbling strings,

Arion's harp distiling silv'ring sound,

Orpheus' mean lute, which all in order brings,

And with soul~pleasing music doth abound,

Whilst that old Phemius softly plays the ground,

0 sweet consort, great may your comfort be,

And greater stiil to ease my misery,
These sentiments are never found in Morley's madrigals. They
are tied to earth while the latter are fastened to the wings
of fancy. There are other differences in treatment, but
“those mentioned above at least testify to the distinctive

quality of the verse of Morley's madrigals.?l

2lthe distinctive characteristics of Morley's verse
are discussed in Chapter V, page 33 and following.
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Whlie there are many Eliaab&than madrigals which are
light and gay and fanciful, there is a preponderance of
verse in which the author reflects his own feelings, in
whieh he cannot seem to aveid drawing a moral lescon from
his text. This becomes especially evident near the end of
the century with the changing times. It is interesting to
trace the change in feeling in the Elizabethan lyric from
the earliest lyric to that near the end of the eentur§e The
early verse ig almost completely dispassionate. Though the
poet. may identify himself with his verse, one never feels
the "pain" in the pains of love nor the "anguished suffering"
of a lover. These words are axten played with to obtain a
distinctly rhythmical pattern as, for example, this bit from
one of Morley's madrigals:

0 grief and bitter anguish!
For thee, unkind, I languish!

Words like "bitter," "sadness," and "groaning" are used
almost in the manner of our modern cliches; but near the end
of the century, a subtle change is noticed. The verse
speaks now of the "decay" of love, and when the verse speaks
of a man's dying for love, it is possible to feel the sudden
physical impact with death; instead of languilshing in a com-
pletely resigned fashien from the effects of his disappoint-
ment, the disappointed lover now bares his teeth and snarls
at the fickle lady. The tone is often vicious and
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farhi&d&ng. . The verse makes a complete turn-about. The
concern for the traaaiteripesa of beauty now turns to the
concern for the transitoriness of life itself. This concern
naturally centers around the condition of man's soul. There
is now the complete 1é§nt1£$eation of the poet with his

.verse, and more often than net} his earnest concern for his
own welfare in life here and in the hereafter. This 15 not
to say that there was no verse in the same light mood later
in the century; however, in nhe\i&ter madrigal verse there
is Juxtaposed the completely objective lyric and that lean-
ing towards the metaphysical.

It was in this peried, a period that was all but
ﬁransitional, that Morley did his best work, and in the midst
of it Morley preservedAaad pursued an unwavering gaﬁrse in
the cause of lightsome expression. He rarely aikéweé his
madrigals to slip into the reflective mood,  $&3 fact that
Morley was able to maintain this playful mood in all of his
work lends another element of continuity to his style which
eannot be overlooked. ‘

There are, then, these three aspects of ﬁorley's work
which seem to indicate that he wrote his own madrigal verse.
The genial, warm nature revealed in the vafse, coupled with
the evident fondness for the one kind of subject matter,
namely light, gay, love~verse, indicate a homogeneity which
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cannot be denied. From the technical standpoint, the
similar and often repeated grammatical aaages,‘céapied with
' the masterful correlation of these ugages with fine musical
araftamagship; indicate a close relationship of poet and
musician, The eviﬁeaée; thén; would suggest a single author,
?h@mag Earley; ?h&g anticipates the evidence supporting this
view found in Chapter IV; p. 21 and following, and Chapter
Vi; Pe h? and folleowing.



CHAPTER V

DIFFERENCES BETWEEN MORLEY'S MADRIGALS
ARD FPELLOWES' RECONSTRUCTION

It would probably be more proper to discuss Morley's
changes of verse and Fellowes'! reconstruction under the
heading of music as applied to the verse; however, since
some changes definitely affect the meaning of the text, they
will be discussed here.

Therefore, in this thesis all three sets of verse
will be taken into consideration. In comparing the literary
aspects of the madrigals, Morley's original verse and
Fellowes?! reconstruction will be considered. The verse, as
Morley set it to music, will be considered only in a general
way here and more extensively under the discussion of the
musical aspects of the madrigals. The evolution of this
verse, in ascending order, is from Morley's original verse
to the verse as it is set to music, and, finally, to
Fellowes' reconstruction from the musical setting.

Fellowes does not show the first madbiga& in his re-
construction just as Morley used it. Morley repeated the
first line three times and the second one twice. The others
he leaves ag they are, This seems to follow Morley's fondness
for grouping wWords, or lines, or phrases of melodies in

threes and twos.
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Often, the reconstruction of the words of the
madrigals shows interpolations and deletions which do not
in any way change the meaning'of the verse. However, in
others, there is a definite shift in the sense. Such a
change is found in "Help! I Fall." The original of one
line goes, "but you vouchsafe to slay me." PFellowes' ver-
sion goes, "But you vouchsafe to gtay me," which gives a
nuch different meaning to the rest of the line. In "Why
Sit I Here, Alas," whether deliberate or not, there is a
striking change in meaning accomplished by Morley's re-
arrangement of the words. Notice the change in emphasis
between the two. The original of one line is, "Hence false
comfort! in vain thou dost ease me." JIn this line, "hence"
4s not separated from "false comfort™ by a comma; therefore,
1t is difficult to determine whether "hence" should be
stressed as in a command or whether it should have no other
meaning than "therefore." In the Pellowes' version the line
runs, "False comfort, hence! in vain thou seek'st to ease
me."™ Here in the imperative mood "hence® is a command to
"false gomfort" to begone. In addition, there is an
extension of meaning in the latter half of the line,

In "Sport We, My Lovely Treasure" there is an extension
of meaning as a result of extra words. The original of one
line is "To kiss the while, Love's token," while the
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reconstructed verse is "To kiss the while we may, and that
love's other token." 1In "Ah Sweet Alasg, What Say You?"
there is an extension of meaning in c¢onnection with Morley's
use of color. The original of one line is "the bdblush of
sweet vermilion roses." The revised version is "the scarlet
blush of sweet vermilion roses." A line or two later, there '
is one which says, "And yet 1 know not if such staining,"
and which is changed to "if such a crimson staining." In
"Hark! Jolly Shepherds'" Morley extends "the groves they ring
resounding,” to “the woods and groves they ring, loudly
resounding.”

"Ho! Who Comes Here?" is one of the best examples of

alteration. The verses should be compared line for line:

With bagpiping who comes? and drumming?

The morris dance!l lo, 'tis a coming.

Come out, ladies, out come quickly!

See how trim they dence and trickly.

Hey! there again! how the bells they shake it!

Now for our town, hey ho! and take it!

Piper, not so fast! They melt them.

Seest thou the dencers how they swelt them?

Out there! you cone too far, 1 say, in,

Give the hobby-horse room to play in,
~wwwn-from Morley's Madrigal Verse
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Ho! who comes here along with bagpiping and drumming?
O 'tis the morris dance I see, a caming.-
- Come ladies out, come quicklyl A
And see about how trim they dance and trickly.
Hey! there again! how the bells they shake it!
| Hey ho! now for our town! and teke it!

Soft awhile, piper, not away so fast! They melt them.
Be hanged, knave! see’st thou not the dancers swelt them?
8tand out awhilel you come too far, I say, in.
There give the hobby-horse more room to play in!

"

- emwwnefrom Pallowes' English Madrigal Verse
It is immediately apparent how Morley has intensified some
ideas and softened others by his skilful manipulation of the
verse. It is perhaps no accident that this madrigel 4s one
of his best for verse and for its musical framework.
in "Die How, my Heart® the tensity seems to be reduced
by changes in some of the words. One line goes "Think not,
alas, thy dart shall pain me," The new cne is "0 think not,
Death, thy dart will pain me." In the original, the word
"death? appeared in the pravious line and the post used the
more forceful "shall" instead of "will." In the new verajon
Morley has placed "death” in the line and focused attention
upon it by coupling it with "0.7 He changes the verbdb strese
by replacing "shall” with "will.” These two complete versions
are requoted for convenience:?
Die now, my heart, from thy delight exiled,
Thy love is dead and all our hope beguiled,
0 Death! 0 Death! O thrice unkind and gruel,
To rob the world of that her fairest Jewell
Now shoot at me, now shoot and apare not,
Kill me, O Death! Kill mel I care not!
Think not, alas, thy dart shall pain mes
¥ihy shouldst, why shouldst thou here retaln me?
0 bear a doleful wretch's crying,

Or else I die for want of dying. _
mwwmwwfrom Morley's Madrigal Verse
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Die now, my heart, from they dellight exiled,
Thy love is dead, and all our hope begulled.
_ 0 Death, unkind and cruel
To rob the world so of that her fairest Jewel!
Row shoot at me and spare not, ‘
Kill me, I care notl :
~ O think not, Death, thy dart will fainvme‘ -
Why shouldst thou here against my will retain me?
O hear a doleful wretch's erying,
Or I die for want of dying.
wowmw=from Fellowes' Engiish Madrigal Verse

It is possible to find a good many examples in these
twenty~two madrigals of Morley's aeliberata'athempts to
soften some ideas and to erhance others; sometimes he desires
more vigor and force than is given by the originel verse.
There are times when he wishes to put a more urgent mood upon
a situation as he does in "In Dew of Roses." The original of
one line goes "Alas cannot my beauty'meée thee?" Morley makes
the heartbreak of the plea much more moving with his change,
which makes the line say, "Hear me; alas! Gannot my'beauﬁy
move thee?™ The same thing happens in "Coms, Lovers, Follow
Me.," The original line is rather lifeless and half-hearted.
By a slight change in punctuation, the new version becomes
much more meaningful. The original is:

Then are we woe~begone us,
Hence follow me away, begone, dispatch us!

The new one isi

_ put! well away! then are we woe-begone us,
Hence, follow me, away! begone! dispatch us!

The shift in commas around the word "away" is significant.

In the first version the word indicates that someone is to
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follow or ¢ome away. In the second version, "away" 1s a
command and, by implication, "begecne" takes on more stress.

These are ﬁﬁe'hést examples of Morley's changes, Now
let us consider Féilowas"jab of reconstruction from the
musical text. It must be remembered that the English
language in the sixteanth century waé not exaegly the ganme
éa we are used to tada#. Spellings werse bfﬁeﬁ irregular;
there was a tendency toward flowery, ornate language,
espacially'among poets, ﬁh@ae flights of fancy often caused
thenm to give way #Q rapturous expreasiaa. Though many
aspects of the language were in the praeéas of solidifying
anﬂ'ﬁeeeming more anif@rmi there was a graat deal of experi-
mentation going on. Words were being playe@ with and new
rules were being made governing usage. Added to this is the
fact of the evolution of meaning as well as the a#olueion of
purely grammgt&eal aspects. Many words, ﬁhaigh.apalled the
aama'then and now, had dis%imégly different meanings in the
sixteenth century; some words haviﬁg perfectly harmless mean~
ings in a well-bred society then evoke unmistakable feelings
of distaste for this generatien.

This same experimenta@ién.aaﬂ evolution was also
going on in music., Music was nqt yet barred in our modern
sense; moreover, musical notation as we know it now was

unknown in the sixteenth century, the notes were square-headed
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or diamond-headed with stems that made the whole closely
resemble some one~ctelled microscopic animalaizz Also, the
methods of indicating time signatures and key signatures
were different then; the clef sipgns for the individual parts
were indicated at the'baginﬂing of esch part.

It was this sort of problem that Edmund Fellowes had
to face when he decided. to eéie the madrigal verse of the
sixteenth century along with its music; a work which was to
take thirty-six years. He set out to edit all of this
méterial but, unfortunately, he died in December of 1951,
and apparently no one has taken over his work. Thus, some
of Morley's work, among others, remains unedited. In his
work Fellowes declided that the old staff notation of music
and the quaint style of printing, not to mention the language
idiom of Eliszabethan England, were gquite enough to discourage
the average twentieth.aehtury scholar. So he wrote out the
music in modern notation with all of the technical trappings
modern musicians are slaves to today; likewise, he put the
verse into our modern idiom. He said that he had tried to
keep the original meaning of the words and that he had
actually changed very few words,<3

22$ee copy of first edition of Morley's Plain and
asy Introduction.
23?0r a full discussion of this problem i gee Edmund

Fellowes, English Madrigal Verse, Preface to First Edition,
Oxford: At tge Clarendon Press, pp. x-xxiv.
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Now Fellowes probably made his arrangements from
Thomas Est's 1594 edition of the madrigals, at least this
is the recent opinion of those in charge of manuseripts at
the British Mﬁseum.zk

Fellowes many a weary, tiresome hour. Since the musical

This job of editing muat have caused

practices of the sixteenth century were not as simple a
matter as our presenﬁ~éay practices, such a job would pre-
suppose a certain amount of 1ntegprétation. In that period
there was no su¢h thing as a score showing all the voice~
parts. Bach voice~part had its own book, and there was no
way anyone could know what was going on in a madrigal in

all the voices at a given time. Today, in medern scoring,
all the parts are included in a master part, or a score,

and it 4s possible to see at a glance each part in its rela-
tion to all the others. In addition, the accompaniments are
added at the bottom of our modern scores, under the voice-
parts. In the sixteenth century madrigal, a voice-part
might be played on an instrument, especially when there were
not enough voices to sing all of the parts., Even then the
instruments frequently doubled the voice-parts. Moreover,

2k1n thie connection, the cantus part of this set
and that of 1600 have been microfilmed and these films are
available for use with this thesis in the Library of the
University of Omaha., The original part is in the British
Museum in London.
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accompaniment books as such weré unknown. A perforumer on
a keyboard ins@rnhen% was expected to be able to improvise
his part from one of the part-books.

In our vocal music today, as in our imstrumental
music, we are used to thinking vertically, thet is harmoni-
cally, being aware always of chordal structure. ISixteenth
century musicians were used to thinking horizontally, that
1s=me1aéiea11y; and chordal structure and intervals held
little interest for them as such, Hence, in a composition
for, say, four voices, the parts were not set down with each
voice singing exactly the same word at exactly the same time
and exactly on the same beat of the measure. Since music
was-not barred in that period, end since there was no com-
pulsion felt by the composer to distribute the parts so that
the text would fall the same in all the parts; the liberties
which the composer might take wers extreme. There might be
a great deal of imitation going on in the parts; the soprano
might sing a phrase with the alto coming along a count or |
two later with exactly the same words and melody; at the
same time the bass and tenor might be carrying on a similar
exchange. This would seem to make for utter musical chaos,
but as a matter of £act; the extreme care 9f the madrigal
composer, together with the proficiency of the performers,
nade it possible for madrigals to be created and sung with

harmonious results.
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The task for Fellowes, then, was little short of
monumental. He had to deeide how to fit tksae elements to-
ggther under the limitations imposed by aur’barbanéoaccant
syatem. As he aaiﬁg he faithfully repreduseé ﬁ&rley‘s wexks
making only those aﬁjua%m&nts necessary to comply with
“modern musical notation.

So much for the music. Now Fellowes had,.in a éense.
a retranslation Job to do uﬁeﬁlhe &ésiréd to set'Mar1e§'s
verse down in metrieax, pag%&@al‘f@rm. Vihy &id ha not take
Morley's original verse before it was set to music, since
it was the pure veﬁae,Withqn$ any of the little interpola-
tions Morley so dearly loved? No one knows. Perhaps he
weuld have agrae&‘with Roger Aschan, wha recommended trans-
lating a passage of Engliah'intaliatin and thén retranslating
1t into English to see how much fuller a meaaing4¢eulé be
derived, Whatever the reason, Fellowes reset the verse from
the musicel score and here he took some libafhiea; when
Morley repeated a phrase three or four times, Fellowes reduced
it to one, or sometimes two, repetitions, Moreover, it is
apparent that Fellowea reconstructed ths verse £rom only one
voicew~part, probably the cantus, so that the fuller meaning,
1f one is to be derived, is only one-fourth present. In
axplanatﬁonx Morley's praéiiéation fﬂr‘spitheté and

exclamations is now well known. £Keeping in nind what has
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already been said about the independence of the &ﬁdividuai
voice-parts, it should be clear that if one were to set down
the words from each individual part, there would be, in
actual fact, four different sets of words by reason of the
extra little epithets which might be in some parts and not
in others.

For a clearer understanding of Just how this works,
the four voilcee-parts of one of Morley's most famous madrigals
"Ho! Who Comes Here?" are set down:

Soprano: Ho! who comes here all along with bagpiping and

{Cantus) drumming, with bagpipingbaad drumming? O
the Morris 'tis I see, 'tis the Morris,
'tis the Morris dance a coming. Ho! who
comes here all along with bagpiping and
drumming with bagpiping and drumming? O
the Morris 'tis I see, 'tis the Morris,
'tis the Morris dance a coming. Come Ladies
come come quickly, come Ladies come come
quickly, come away come I say, 0O come come
quickly, and see about how trim how trim
they dance and trickly, and see about how
trim they dance and trickly. Hey there
again, hey ho there again, hey ho how the
bells they shake it! HNow for our town hey
ho, now for our town there and take it:
now for our town hey ho, now for our town
and take it. Soft awhile not away so fast,
they melt them. Piper! Piper! Piper! be
hanged awhile knave, look, the dancers
swelt them, the dancers swelt them., Out
there, out awhile, stand out you come too
far, too far you come I say in: there give
the hobby-horse more room for to play in,
there give the hobby-horse more room to
play in, more room to play in.




Soprano:
{Altus)

Alto:
{ Tenor)

4

All along with bagpiping and drumming, with
bagpiping and drumming? O the Morris dancs,
it is coming, O the Morris dance 1o it is a
coming. Ho who comes here all along, comes
here all along with bagpiping and drumming,
with bagpiping and drumming? © the Morris
dance it is coming, O the Morris dance lo it
is a coming. Come come Ladies, come Ladles
out, come ye Ladies out, come Ladies out, 0
come come quickly, and see about how trim they
dance about how trim and trickly, and see
about how trim they dance and trickly. Hey
there again, hey there again, there again
there again hey there again how the bells they
shake it! Now for our town once, for our town
and take it: now for our town now for our
town hey ho, now for our town once more and
take 1it. Soft awhile not away so fast, they
melt them. Piper! Piper! Piper! be hanged
awhile then look, be hanged awhile knave seest
not, the dancers how they swelt them? Out
there, out awhile, you eome 1 say in: thers
give the hobby-horse more room, there give the
hobby-horse more room to play in, there give
the hobby~horse more room to play in more room
to play in, :

All along who comes here with bagpiping and
drumming? 'tis the Morris dance, the Morris
dance a coming a coming, 'tis the Morris coming,
Ho who comes here all along, who comes here with
bagpiping and drumming? ‘'tis the Morris dance,
the Morris danee a coming & coming, 'tis the
Morris coming. Come Ladies quickly, come Ladies
out come quickly, come Ladies out come guickly,
and see about how trim they dance trim and
trickly, and see about how trim how trim, O how
trim, bow trim they dance and trickly. Hey
there again, hey ho there again, hey there again,
hey ho there again, hey there again, the bells
hey how they shake it! Now for our town oncs
there, now for our town there and take it: now
for our town, for our town, now, now for our
town once more and take it. Soft awhile not
away so fast, they melt them. Who ealls? who
calls? be hanged awhileé knaves all what care I
the dancers though they swelt, they swelt them?
Out there, you come too far 1 say in: there
give the hobby-horse room, there give the hobby«
horse more room to play in, more room to play in
yet more room to play in. '
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Alto or With bagpiping and drumming? 'tis the Morris

Tenor dance, "tis the Morris dance a coming, with

{Bassus) bagpiping and drumming? 'tis the Morris dance,
*tis the Morris dance a coming. Come come
Ladies, come Ladies out come quickly, come
Ladies out, come ye Ladies out, come Ladles out,
0 come come quickly, and see how trim they dance
trimly and trickly, and see about how trim they
dance how trim and trickly. Hey there again,
hey ho there again again, hey there again, there
again, again, again, how the bells they shake,
hey they shake it! Now for our town now for our
town hey, now for our town once more and take it.
Soft awhile not away so fast, they melt them,
What Piper hol be hanged awhile knave then,
seest thou not, seest thou not the dancers how
they swelt them, the dancers swelt them? Out
there, out awhile stand out there: fie you
come too far I say in there give the hobby-hcrse
more room, more room to play in, more room to
play in.

A comparison of these parts with the original verse and
Fellowes' reconstruction will show just how much liberty
Morley took in setting the words to music.

With bagpiping who comes? and drumming?

The morris dance! lo 'tis a coming.

Come out, ladies, out come quickly!

See how trim they dance and trickly,

Hey! there again! how the bells they shake it!

Now for our town, hey ho! and take it!

Piper, not s¢ fast! They melt them.

Seest thou the dancers how they swelt them?

Qut there! you come too far, I say, in,

Give the hobby-horse yoom to play in.
~ww-wefrom Morley's original verse

Ho! who comes here along with bagpiping and drumming?
0 'tis the morris dence I see, &4 coming.
_ Come ladies out, come quickly!
And see about how trim they dance and trickly,
Hey! there again! how the bells they shake iti
Hey ho! now for our town! and take it!

Soft awhile, piper, not away so fast! They melt them. .
Be hanged, knave! see'st thou not the dancers swelt them?
Stand out awhile! you come too far, I say, in.
There give the hobby-horse more room to play in!

~w=mw-from Fellowes?! English Madrigal Verse
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Some repetitions are deliberately calculated to drive the
rhythm along, to keep the emotions whipped up to a fever
piteh. Some parts contain bits of informetion which are
¢onfined to those parts alone. For axampie, the Bassusg
part is the only one which includes tha line "fie you come
too far." The word "fie" does not appear in any of the other
parts, and only once in the Bassus,

Hence, the compelling force of such a madrigal as this
is immediately apparent when the four voice-parts are placed
side by side and considered as a unit; when combined with the
lively music Morley wrote for it, the effect is breathtaking,
But if Fellowes had attempted to set down the words of all
the parts of all the madrigals, the amount of space required
for Morley's work alone would have made the undertaking pro-
hibitive, Fellowes had t¢ make a choice, and sQ; in
reconstructing each madriggl vsrse;«he chose the part which
came closest to expressing the fuller meaning of the text.
Fellowes was well aware of the difficulties under which he
labored, and he was also aware that others might not agree
with his methods in his work; he says he has made €these
arrangements with as few changes as possible and adds

succinetly that if anyone can do a better job, let him try.25

35Edmuné Pellowes, Thomae Morley, Congonets for Two
gggi Three Yoices, London: Stainer & Be 1 “1td., see "Notes,"
Pe 1V,



CHAPTER VI
MORLEY'S HANDLING OF HIS VERSE

Morley's verse will now be examined on the assumption
that he wrote it himself. In making this examination the
writer will present further evidence to show that he did so.

There are two things that eapecially stand out in
Morley's treatment of his madrigal verse. First, he likes
to end lines using the present participle. He does this in
naupiets making the lines rhyme in pairs: Veomplaining and
disdaining," "tormenting and contenting," Yinspiring and
desiring.” These are true rhymes. Next, Morley character-
istically uses feminine rhyme, in pairs, as in "betray me
and slay me,” "hide it and abide it," "prove thee and move
me,” "ease me and please me," and countless others.

In the matter of rhyming, there are several other
interesting features which mark the craftsmanship of Morley's
verse, Many of the verses are entirely rhymed couplets. In
"In Every Place™ the lines all end with "me"; the second
stanza of "Say Gentle Nymphs" contains four lines, all ending
with "her." In "In Dew of Roses," after #ha firat two lines
which rhyme, "steeping--weeping," all the rest of the lines
rhyme with "me--thee." In "Come Lovers Follow Me," after
starting with the customary tweylgne participial rhyme, the
lines are paired, first with twe lines of "him--him," and

the rest with "us~eus,®
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Poets often use the perscnal pronoun to bring the
reader and the poet more closely together. Perhaps the
best example of this is the oft-quoted "Clorinda False":

Clorinda false, adieu, thy love torments me:

Let Thyrsis have thy heart since he contents thee.
0 grief and bitter anguish!
For thee, unkind, I languish!
Fain I, alas, would hide it;
0, but who may ablide 1t?
Leave me, death now desiring,

, Thou hast, lo, they requiring.

Thus spake Philistuﬁ on his hook relying,

So spake, and sweetly, sweetly fell a dying.

In the madrigal "0 no Thou Dost but Flout Me" the
lines rhyme: ©"flout me--without me,"™ Ycare ncte«spare not,"”
"parting--gmarting," "crying--dying.” One of the most
melodious and rhythmical of the madrigals has two stanzas,
cach with four lines. The first stanga rhymes "way--May-=-
lay~--gay." The second stanza rhymes "hoe«troWe«row--go."

Dialogue is another device for euphonious effect which
may be used in poetry. In Morley's verse the dialogue, how-
ever, never interrupts the flow of the verse., Often the
change of speaker is apparent only by the sense of the words,
Frequently there are no quotation marks, Two of the best are
"Besides a Fountain® and "Ho! Who Comes Here?"

Another distinctive feature of Morley's verse is the
mood, which is set by a skilful cholce of words. In verse

which speaks of the pains of love, the stage is set with all
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of the usual "tears"™ and "lamenting." When speaking of
false love, the poet gantiﬂns the love that "torments," the
"bitter anguish,” and again the line "For thee, unkind, I
languish,” which works up to¢ the expected ciimax "leave me,
death now desiring," and finally "sweetly fell a dying."

The delights of wooing are expressed in a simple £hraew1ina
stansa in which it is mentioned that singing, playing, and
dancing are the neceasary concomitants of love.

In two of the best madrigals, through the use of
vigorous language, the proper mood is set. In "Ho! Who
Comes Here?" it is easy to picture the lively morris dance.
Even without the muaia; the rhythm suggested by the words
makes the feet tingle te join in the dance. .zn the other,
"On a Fair Morning,™ the mood becomes playful and, in speak-
ing of the man whose wife will'ﬁe his master, the language
becomes a good deal more vigorous.

In colerful and sparkling poetry one expects to find
a good deal of use of metaphor. But in Morley's twenty-two
madrigals there are only four instances of the use of this
device. ©One of the best examples is to be found in hig first
madrigal, The verse is only four lines long, and every line
contains a metaphor:

April is in my mistress' face,
And July in her eyes hath place;

Within her bosom is September,
But in her heart a c¢old December.
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"In Dew of Roses" starts "her lovely cheeks in dew of roses
steeping.". In "S8ince my Tears and Lamenting" the tearmfiiléd
eyes are spoken of thus: "These fountains shall persever.ﬁ
in "Help! I Fall," the iineg gos

See a nymph unkind and cruel
30 .to scorn her only Jewel!

Another device for adding interest to verse is con-
spicuously absent in Morley's madrigal verse, he.rarely
mentions colors. In all of his works, madrigals, canzonets,
and ballets, baken as a whole, there are only four colors
mentioned, and those sparingly. Morley apparently was fond
of three closely related colors, gold (not metallic gold,
but eorange)}, yeliaw; and green. These three colors lie side
by side in the color spectrum. Aside from these, only rose
or some variant is mentioned and this usually in connection
with the flower.

There are two devices that Morley uses to perfection,
repetition and alliteration. The overuse of repetition would
seem to work adversely rather than to add to the effectiveness
of the verse. In these verses the repetition, more often than
not, is a deliberate attempt to create rhythm. There are
lines like these: "So spake, and swaetly; sweetly fell
adyiagé; "Y love, I love"; "I die; I die, I die"; "My lovely

lovely, lover."
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This last example illustrates alliteration, too.

But perhaps the best example of alliteration ie to be found
in "On a Fair Morning." Three lines of the four are full of
this deviece: | | |

%‘;ﬁfﬁ*&?@ﬁ‘?*ﬁ%ﬁ%ﬁ She morry month'of May,

When a sweet love sings his lovely lovely lay,

And every bird upon ﬁh@'ﬁush.baehirps_it up so gay.
Frequently euphonious effect is achieved by the zmu?ling of
words like "mantled meads,”™ "woo aadfﬁed.“ The use of
&lliterétien effectively makes the sound eéhﬂ the sense in
lines like "spite me, spite and spare not."

Another interesting feature of this verse is the
conspicuous use of the concept of three. The sixteenth
century was still influenced by the feeling of the "threeness"
of things, largely as a result of t&é connsction with the
Holy Trinity. An equally logical premise is that the use of
the triple motive in verse was a reflection of the musical
function of threes. Until the fourteenth century music had
always been conceived in what was considered to be "time
perfect," which was triple rhythm, Music history records
the Ars Nova movement of the fourteenth eentury, when
courageous composers started experimenting with duple rhythm;
however, the force of habit of years led many composers to
continue to think in terms of triple rhythm. Poets took over'
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the triple motive and, indeed, whenever a madrigal men-
tioned dancing, it changed to triple rhythm, regardless of
the originel rhythm of the madrigal. Often the triple
rhythn would last only as long as mention of the dance -
lasted; then it would fétuﬁﬁ to the original tempo. Later
it will be shown how Morley makes great use of this technique
when he expands the verse itself.

A perfect example of Morley's use of the triple motive
is to be found in "Clorinda False." Here Morley has the first
two lines start on an unagcented syllable, the next three
lines on an unaceented syllable, the next three lines on an
aceented syllable, and the last two on an unaccented syllable;
this is a sample of perfect balance between the duple and
triple motives, with the two sets of lines starting with
unaccented syllables framing the two sets of three lines.
Frequently, the triple motive involves three whole ideas,
rather than words, as in the line "When hope, and faith, and
all no whit avails me,” or "0 gentle Love, 0 grant me less to
grieve me." This last, of course, is also perfeectly balanced
alliteration. Agein the poet says, "To sing and play and
dance while May endureth.”™ There is gtili another: "And
rings and pins and gloves deniest." Two other examples have
already been mentioned in other connections: "Lovely lovely

lay," and "lovely lovely lover.?” Here several lines of poetry
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do double duty; that is, one can find alliterat&oﬁ, repe~
tition, the triple motive, all in the same line of verse.
?his is'supériar eraftsmanship.

So far as grammatical uses are concerned, there are
other pointe which might be made. Morley stays rather close
to the present and future tenses; a few times he uses the
perfect and conditional teéenses, but not often. He likes
participles; in the twenty-~two madrigals be uses the present
participle forty-one times. He also likes infinitives and
uses them fourteen times.

One way in which Morley achieves a very flowing verse
is through the use of inverted word order. This is often
coupled with an infinitive as in "Cease this weeping, fool,
she does but ﬁhis to prove thee™; "So to gcorn her only
Jewel®™; and in ”Lady; why grieve you still me? If this be
love, to kill me," One of the loveliest bits using inverted
word order is found in--

Her lovely cheeks in dew of roses steeping,
Ah ﬁo?igcgiigaihggazgﬁaggegénggarﬁ bereft me.

Few madrigals have so much in three lines as these
from "Now iz the Gentle Season":

Kow is the gentle season freshly flowering _

To sing and play and dance while May endureth,
And woo and wed, that sweet delight procureth.
This has many of the features already menticned, together with

inverted word order as well as words like "endureth" and
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fprocureth® which Morley uses frequently. 1In addition to
the ifnversion of subject and predicate, Morley frequently
inverts the noun and its adjective ae in "Clorinda False,"
"my heart grief brim-filled," and "nymph unkind and cruel.”

Words which seem archaic $0 us today were used fre-
quently for smoothness of rhyme. These words often give a
saf%er)teuch'zo a line as in "And July 4in her eyes hath
place,™ and in "And now unkind hast left me." Also for
smoothness of rhyme the poet uses words which have been in-
tensified with other syllables as in "espy," "bereft,” and
*trickly." In other verses there is great use of the
imperative and emphatic moods. These add vitality and Jjust
enough vigor. "Ho! Who Comes Here?" 4is one of the best
examples.

Mention has already been made of the tendency toward
added words when the verse is united with the music. Words
like "adieu" and "fain," besides being archaic, add needed
syllables to a line; these word extensions often result in
interesting and musical-sounding combinations such as
"woe-begone us,"” "bonny-boots," "barley-break," and
"sweetemaker.”

It has been established that the force and vigor, as
well as the musicality and freshness, of Morley's verse have

resulted in large measure because of the use of certain
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devices, singly or in combination. It now remains to look
at the frequency of certain key-words, the frequency of use
of #nﬁela an&_aénsaaants.and, lastly, to consider M@rleyfg
bfeathetaking freedom with the verse.

It must be remembered that there are only twenty-two
verses under consideration here, some as short as three lines.
With this in mind, the frequency of certain words is strik-
ing. The forty-one "ing" participles have already been
mentioned as well as the faugtéen;infsﬁiﬁivesﬁ A tally of
othexr words reveals the use of "sweet" or "sweetly" twelve
times; the usé of "love" eighteen times; the use of "heart"
eight times; the use of "tears and weeping" five times;
”grief,? ten times; "false" and "torment," five times each;
"die" and "éying;“:eigg% times. There are frequent varia-
tiona on these wards; for examﬁie; "erying" instead of
"weeping.”

Certain vowels and consonants align themselves more
advantageously than others for a feorceful beginning of words.
A chart is given on the next page showing the frequency of
use of every letter of the alphabet in the first word of
every line of Morley's madrigal verse as it is found in his
madrigal book. A second chart shows this same data taken

from Felloweas'! reconstruction of the verse:



56

- Frequency of ';g_n.itia; vowels and gonsonants from the
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It is revealing to note that of the vowels, "a" and
"ot take top place for frequency. Ancther significant thing
to be noticed here, other than the preponderance of "a's" and
"o's" in the vowels, 4s the frequency of the "h's," "g's,”
4ts," and "w's" in the consonants. There is very little
variation between the two gets of figures. The vowel "i"
comes second in both sets, and *y" is used in the original
verse four times but only once in the reaanatrusheﬁ verse.
In the consonants, the "t's" and "th's" run very high with
the %"s's,” "h's," and "w's" running close. MWLM is used a
greater number of times in the original verse while "b*
gets more recognition in the reconstructed verse. |

Also significant are the particular vowel and conso-
nant sounds, Of the vowels, it is noticed that the most
prominent ones areﬂfrvnb vowels or mid-central vowels.
Scarcely ever is a back vowel used. The "o," though it is
a mideback vowel, 1is important and effective through its
combination with consenants which tend to make it prominent.
In the ronsonant sounds, theré is a preponderance of volced
sounds, the labial and dental éannds, and the fricatives.

Two other charts are given on the following pages
showing the particular words which are used as 1line
*gtarters™ and their frequency of use. The two word-lists

reveal the many instances of combination of these voviels
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and consonants which result in particularly propelling
force. Even if & line starts with a metrically unstressed
sylliable, say an anapest, there is still sufficient drive
to the word to carry the rhythm over te the raest of the
1line.
Just so much more is the force.

If the word happens'na be stressed metrically, then

Wordelist from the original verse

A April I Ifr {(2) o {10} Y You {3)
And 520} In 22% out (2; et
Away (2) i 3 ) Or (2
Ah (3) On
Alas
Asketh
A
B But {2) ¢ Clorinda For (2) H Hence (2}
" Break - Cease Fain ~ Help (2
Besides Come (3) False Her
Be : From Heard
Hark
How :2%
Hey (3
L Let (2) N Now (3} S0 (2) T Thou (2)
Leave Nay {2) Since {2; Thus
Lady (2) still (2 These
Lycorus See {3) 411
Late 8ay (3) That {2{
Softly To {6
Spite The Eﬁg
Sport Then (2
Beest Turn _
Saw Thy (2)
Straying ?hink
Sing
W Within
Why (3)
With (4)
Whom
When (2)

Whither
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Word-list from Fellowes' reconstruction

4 April I In (3) 0 (16) B But {3)
-And  (21) x_-iag Qut (2) - Brealt-
Adfeu It (2) Oor (%) Basides
vAway>E2; On {3)
Ah {3
Asketh
Along
A
¢ Clorinda F For H Help L Let (2)
Cease Fain - Her Lady
Come (3) ‘False (2) Hear Late
Forwhy Hence
Heard
Hark
How (2)
Ho
Hey (4)
E Now (2) 8 Since Thou (2} W Within
Ray (2) Still (2; Thus Why (2
gee (2) That (3) With {3)
gay (3) These hom
Softly Till When {2)
S8ince To {7) Whither
Spite The (5) Whilst
Sport Turn
Soft Then {2)
Stand There
Saw Thy {(2)

Sing
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It 48 difficult not to believe that Morley made a N
eeascious effort to use 3peeifi¢ words involving vcwﬁi and
eaﬂsanant sounds where farae aa& vigar were requareé, and
cthera wbera mara musiaal aﬁfaate ware desired. In ﬁaing
ss, hhe peeta of thia pariad ware antieipating simi&ar
usages of a ¢entury Qrvtwu later, for writer& of vocalises,
suah as‘Ferdinand $1ebar, in the 1800's made great use of
these same c@ébinaﬁinna to develop the "bel canto" style
ef ainging. From' a éoncéntiated study of the vowels anﬁ
cﬁnsoﬂants which eambine to bring out the voice in directed
practice, Sieber evolved a pattern of syllables which go
thus: "po to la be da me ni." They do not always go in
this @r&er; but are often mixed up to suit the particular
vocal need. For the poets, thias technique was valuable not
only from the standpoint of vigor or musical effect, which-
ever was desired, but gupposedly as a means @f'szimulazing
the emotions.

Ferhaps one of the most %elling reasons why Morley
was g0 skilled a madrigalist was the facﬁ that he knew how to
inspire reader-response by the use of subtle little devices
like this. Other madrigalists attempted to whip up emotional
feeoling; but it was often laid on, everything was explained
in detail and often nothing was left to the imaginatiﬁn of

the reader. Thelr heavy~handed moralizing frequently leaves
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the reader exhausted rather than stimulated, Morley knows
how to steal into the subconscicus of his reader and makes.
ﬁim feel the mirth or the pain of a situation. He has his
reader tapping his foot to keep time to the dance in the
morris dance madrigal; he makes the verse come alive with
his musfeally poetical deseriptions.

There is another important aspect of Morley's verse
which is responsible for its excellence; this is the manner
‘in which he combines line lengths. In scanning all of his
madrigel verse as it appears in the original setting, it is
noticed that he has a predilection for certain meters., His
longer lines are generally five-foot lines, or lambic
pentameter. If he uses a longer line, it is generally one
of aix feet. In many ¢ases he seems to like lines of three
and four feet, and all of his verse stays within these four
meters, though rarely does he retain one meter for the whole
stanga. If he daeﬁ; it is usually a very short stanzs, say,
three or four lines at most. He likes to combine five-~foot
and three~foot limas; or sixz-foot and four-foot lines. The
long lines give him a chance to lengthen out the musical
texture and the short lines provide welcome relief from the
monotony of the long linea. Generally, the longer stanzas
start with two lines of five or six feet, while the middle
section of several lines has three~foot or four-foot lines;

the whole is finished with another set of long lines.
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To see the significance in this matter of line
lengths, it is necessary to say something about the line
lengths of English poetry as influenced by the five-foot
line, Clement Wood has made a long study of this question,
and he shows in detail how English verse rhythmicslly has
always been influenced by a feeling of "four." This has
its roots in the Teutonic folk-custom of Leagcent lines,.
The Norman-French culture brought with it the iambic
péntametar.aé Thence began the struggle between the four-
foot and the five-~foot line 4n English poetry:
- Shortly after the Norman Cenquest, certain
foreign prosodic devices were imported into our
motherland, England. These included rhyme, syllable=
count, and meter. Meter socon pigidifed into the
fiveufootvithat is, pentameter) line as_4ts be-all
and end-all. . . .the English, /people/ had the
four-foot line-~the form still favored in both the
popular and classic music of our whole western
culture; and . ., .the imported versification had
the five~foot linej ., . .which of the two is the
more ancient, natural, and emotion~evoking.27
Wood goes on to show how a three-foot line often requires
four-foot treatment because of a secondary stress on a final
syllable; hence, there 4is a very definite relationship between

three-foot and four-foot linea.ae

_-26@16%3&%~W¢Qd. he Complete Book of Scansion, New
York: Valiant House, . fez orprete Beck of Seansien,
*T1bid.; p. iv.

281114, , p. 160.
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Very closely related to this in music is the fact
that somewhere near the beginning of the modern period in
music, measured music came into use. The tendency in all
music in our day is to feel nmusical phrases in groups of
four, rather than in fives, or any other number.?? Further-
more, the feeling of "fourness" is apparent in the very
motions of the human body. Marching and other movements re-
quiring the advancement in position from one place to another
are largely thought of in terms of "four." In the experience
of the human emotions, whether conneeted with music or poetry,
or with every~-day living, the natural feeling of rhythm tends
towards four rather than five pulsations, or beats.

Hence, it is not surprising to find Morley, who must
have been aware of these subtle implications, making use of
the combination of three-foot, four-foot, and five-foot lines,
In the stanzas where he ugses five-foot lines to introduce
the action, the opening lines do jJust that. In the lines
where he really lets the emotion surge and overflow, he uses
three~-foot and four-foot lines. His six-foot lines usually
are composed of two three-foot lines tacked together, More
often than nat; he puts a Caesura between ﬁﬁe two parts of
his six-foot 1inea; making two three~foot lines rather than
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‘ene long six-foot line. It is significant that in all of
his madrigal verse, Morley has only one in which he uses
jambic pentameter in all the lines; and this is composed of
only three lines.

| There is yet one aspect of Morley's verse which may
be considered in some detail before looking at his changes
when he set it to music; this also has to do with rhythm
and meter, that is, syllable counting. The excellence of
Morley's verse can be traced to several things: to his
skilful use of grammatical techniques; to the groupings of
Just the right words to achieve euphonious effect; to the
combination of certain vowels and consonants to achieve
definite feeling of strength snd movement; to the selection
of just the right words to achievs a musical effect and to
set the proper mood; to his extreme care in the selection of
line lengths. This last consideration, syllable gounting,
in a sense is a culmination of all the rest. Nearly all of
the techniques mentioned so far have had some connection with
rhythm; and this in itself is significant, for Wood notes,
too, that of the Fine Arts, dancing, music and poetry deal
with movement or succession, that is with relations in

time.ae

3%0049 P i.
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John Matthews Manly says of prose, "Perhaps the
ultimate test of the good sentence is whether it reads well

&laud.“BI

This same criterion could be applied to verse as
well, What Manly means is that if a sentence is good, among
other things, it will have a certain rhythm when it is read
aloud. In addition to this, of course, a good sentence will
have musical qualities or cacophonous qualities, depending
upcn the intent of the writer: a description of a beautiful
landscape will by its very nature demand musical sounding
words and words evoking thoughts of beautiful things; a
description of war and the battlefield will demand harshe
sounding words, dissonant combinations, to make the realities
of war more vivid. This is likewise true of verse.

Manly also points aut; in connection with prose, that
in order to write good prose it is necessary to avoid monotony
of rhythm, and to do this it is necessary to alternate mono-
syllabic words with polysyllabic words. He makes the point
that prose which gallops along incessantly with polysyllabic
words exhausts the reaéar; for he has no chan¢e to catch his
mental breath; mcreover; the reader cannot comprehend the
thought of such prose. Qonvarsely; too, many monosyllabic
words create a sameness of rhythm which not only hampers the

free flow of the thought but makes it bog down by its own

313¢hnimatthews Manly, The Writing of English, New
York: Henry Holt and ccmpanY: 1529, p. 102, ==
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weight. Another factor which bears upon this one is the
use of stressed or unstressed syllables, Manly says that
the use of too many of either in succession can destroy the
rhythmical effect of a sentence and that a proper balance
between the two 1s necessary.

Here 4is the point of departure between prose and
verse. It would seem that these same rules would apply
equally when considering either prose or poetry. But they
do not. It comes as something of a shock to discover that
exactly the reverse may be true. ' The writer does not care
to say that all poetry may violate these rules set down for
prose and still be good poetry. However, she has analyzed
each of Morley's madrigal verses with respeatvte syllable
counting, and the results are somewhat surprising.

Morley's first madrigal is set down to show the
method used in this syllable counting. Even without con-
sciously counting the number of words in each group; it is
instantly apparent that the greater number of words is
nonosyllabic. The lines should be read straight ac¢ross

before going down %o succeeding lines,



April is in my Mistress' Face

One-8yllable Eggﬁgzllagles Three-gyllables

‘ April
is :
in |
my migtress'
face -
iné : July (pronounced "Juli®")
n .
her
eyes
hath /
place Within
her bosom
is September
But :
in
her
heart
a |
cold December.

18 5 2

There is a possibility of some slight change in'ﬁhe‘ﬁwa~
syllable word list in favor of three-syllable words, for

words like "begulled" often become three«ayllable words if

the "ed" is stressed; Morley does change the stress on some
words when he sets them to music. By using this extra
syllable Morley is able to extend a word over several measures
of mugic, His morris dance madrigal, which ias by far one of
his most rhythmical, has 64 one-syllable words, 10 two-syllable
words, and'l three-syllable word. One other madrigal for
which Morley is so often remembered, "On a Fair Morning," has
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61 one-syllable words, 13 two-syllable words, and no three-
syllable words. Of the total of 1152 words used in all the
madrigals, 909 are one-syllable words, 20l are ﬁwo~syllable
words, and 39 are three-syllable words.

In the matter of accented syllables, of the two-
syllable words, 142 are sccented on the first syllable and
of the three-syllable words, 6 are accented on the first
syllable., The one~syllable words, of course, have a heavy
stress when they are isolated and read as words,

How, then, is it possible to rec¢oncile these seemingly
opposing factors? How is it possible to have rhythmical,
musicalegounding poetry when most of the words are one- |
syllable words and when those with more than one syllable
are accented on the first syllable? The answer, of course,
lies in the verse itself. Most of the words in the one~-
syllable list are small two-letter and three-letter words:
emecuims; articles, pronouns, interjections, and short
verbg (for the most part auxiliary verbs). The longer words
are nouns, adverbs, aéjeaﬁives; and longer verbs. Most of
these words, hswever; do not exceed five'@r gix letters. In
the 1ists of the two-syllable and three-syllable words are to
be found the especially forceful verbs and verbals, as well
as the longer adjectives, Morley makes use of forms such as
"eriest” and "denilest” in these groups. He frequently uses
words with prefixes which inﬁensify them such as “"bereft" and

"betray."
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Other devices to promote musicality and rhythmie
feeling have been discussed elsewhers. It now remains to
ghow how the combination of some of these elements results
in the particularly rhythmieal aﬁyle of Morley. This, it
must be remembered, takes into agna&deratien the Sa?ﬁ verse,
unembellished by the musical framework; this framework
greatly enhances these features to an even greater extent.

If all of Morley's verse were to have been written
with the stress falling on individual words, particularly
the one-syllable enes; in exactly the same places, his work
would have joined that of many of the forgotten poets of
his day. But Morley was an ingenious ¢ra£tsmén‘ His one-
syllable words did not always fall aso that they were streesed,
the short words frequently were parts of iambsvcr*were put
“into anapests and dactyls, causing some other word to receive
the accent. These words rarely begin a line of verse. With
the exception of "0O" and the breathless "Ah," thelir use is
negligible when compared with other initial words.

In order to discuss in some detail how MQiley accom-
plished his purpose, it is necessary to set down a verse
showing its scanning. One of the most famous verses, "Clorinda

False," is requoted on the next page:
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eﬁget§§r. The next three lines, which are three;ﬁqat lines,
all start on an unstressed syllable, and the lines are still
composed of iambs. These h&;anﬁe'yﬁrfgcﬁly with the first
two lines, f@t,'thaugh ﬁhe éeeand group of lines is two feet
shorter, the rhythm continues on just as smoothly. In the
next three lines the rhythm’cbanges, the lines are three-
foot lines, but~now'they start on a stressed syllable, and’
the unstressed syllable which would properly come at the be~
ginning is shifted to the middle of the lins, making an
anapest. In these six thres~foot lines there has been provided
8 balance between the monosyllabic words and those with more
syllables. Their placement in the 1ine, together with the
metric aceént, keeps the monosyllabic words ffem dominating
the rhythm. The last two lines are five«foot lines.

Just a word about the shift in stress in the last group
of three-foot lines. The first tiv&f@iﬁes»af the poem are a
lament ag&iast the fickleﬁess of léﬁe. The last five lines
contain a shift in thought: a declsion is made, and the
stress is now on the beginning word for three lines with the
stress retumrning in the last two xanes=te the second word of
the Iiae; in both cases a ?erb; “gpake.® It should be noted
how many times a strong stress comes on the verbs in a line.

Any one of Morley's ma&rigal'varaes may be inalyzed in

this way. No matter which poem is selected, this same balance
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between ideas and grammatieal devices is maintained. Also,
no matter how Mcrley'élabaranes on the text when he sets it
ﬁé musié, putting interjections and extra words here and
there, the same careful bslance is presarved.

Based on ahe'intri@ate and intensive craftsmanship
revealed in these verses, we may say that they were the work
of one man, & man with a lively interest in life; since it
is unlikely that Morley would have depended upon any one
poet, the writer is convinced that he wrote his own verse.

The frequent careful arrangement of lines geems to be especially
significant: the two long beginning lines, followed by several
shorter ones, finally to be set off by two longer omnes; the
paliring of the participial sndings and the feminine endings

all seem to indicate & special trademark. The sameness of
tfeatment in these verses is inescapable and, though it is
impossible to identify the poet positively, the workmanshlp

in all the verses is too similar to be pure sccident. Further-
more, the writer has examined all of the madrigal verse of

the pericd as edited by Edmund Fellowes, and there is none which
is even faintly similar to that of Morley. Even if there were
some slight similarity, the difference in treatment of subject
matter is so peculiarly Morley's that it is a very logleal

premise that Morley wrote his own verse.
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Agside from these considerations, it may readily be
said that the extreme care in detalls of workmanship, the
extreme sensitivity to the musical rhythm in a line of verse,
the extreme mastery of language all combine to make of
Morley's madrigal verse some of the most excellent to be.

found in the sixteenth century.



CHAPTER VII
THE MUSIC OF MORLEY'S MADRIGALS

Someone has called madrigalizing "tone-painting.”
Sometimes the term "musica reservata™ has also been used;
in the late 16th century this term meant the interpretation
of the text by expressive means.

In this respect, perhaps the most persistent feature
of the madrigals is the technique of giving words or ideas
in the poem musical sounds which suggest the actual meaning
of the words. Thus, the idea of joy, or the word "Jjoy"
itself, would inevitably be set to notes which suggested
Joyfulness either in their rhythm or meledic¢ progression.
The idea of sorrow would be set to slow, mournful sounds
while harsh or disagreeable sentiments would be set to
dissonant harmonic¢ intervals, and so on. This practice of
tone-painting appears in all the forms of vocal music of the
times; but seems particularly common in the madrigal. Morley
has much to say to his pupils in his bock on the proper
mating of words and music:

~ Now having discoursed unto you the composition
of three, four, five and six parts with these few
ways of canons and catches, it followeth to show you
how to dispose of your music according to the nature
of the words which you are therein to express, as
whatsoever matter it be which you have &in hand such

a kind of music must you frame to it. You must,
therefore, if you have a grave matter, apply a grave
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kind of music to it; if a merry subjeet you must
make your music also merry, for it will be a great
absurdity to use a sad harmony to a merry matter
or a merry harmony t¢ a sad, lamentabls, or tragi-

Morley put his own precepts to use in his maérigala.
Whenever he wanted to express ¢ruelty, bitterness or harsh-
ness, he used the proper musiecal intervals to do so, yet, as
he points out, "with propriety so as not t@~gffead."33 He
was specific as to the kinds of intervals (such as minor thirds
and minor sixths) to be used for these ceccasions, and he was
also specific as to the length of the notes. He was definite
in his ideas as to what sort of musical progressions would
make the whole sound masculine or feminine. He was more than
specific when he instructed his pupils in the matter of
musical descriptions to be used for particular words.

Moreover you must heve a care that when your

matter signifieth "ascending," "high," "heaven,"

and such like you make your music ascend; and by -
the contrary where your ditty speaketh of "descend-
ing," "lowness," "depth," "hell," and other such you
must make your musie descend; for as it will be
thought & great absurdity to talk of heaven and point
downwards to the earth, so will it be counted a great
incongruity if a musdcien upon the words "he ascended
into heaven® should cause his music to descend, or by

the contrary upon the descension should cause his
music to ascend,3! |

32Moriey, p. 290.

31v4d., p. 290.

2hrpid., p. 291.
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Morley was explicit in his instructions as to how to express
Just the right amount of feeling in words like "sigh." The
eriticism of torturing and twisting words to the convenience
of the music ¢sn never be laid at Morley's door. His menner
of expressing ideas such as #haA”pains of love," and the
doleful turn of mind of the disappointed swain, and. lastly,
the gay morris, all seatify'ta‘hia skill.

Morley was a careful teehnician.in every way. He
noted, "We must also have a ¢are so to apply thenates,ta
the words as in singing there be no barbarism committed; that
is, that we cause no syllable which is by nature short be ex-
pressed by many notes or one long note, nor no long syllable
be expressed with a short aate,”35 He also had something %o
say about separating a word, "We must also take heed of
separating any part of a word from another by a rest, as
some dunces have not slacked to do . . . .“36 He named John
Dunstable as one of the dunces,

" He followed his own instructions to the letter. Whene

ever the matter he was handling was light, and motion was to

35M@rleyg Pe 291.
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be expressed, Morley used notes of small value. Whenever
sadness and sambe&ness were the keynote,'he_useé notes of
long value, often stringing one word out over several

measures to emphasize the fact.

Zone-Painting

Since, for purposes of this thesis, tone-painting is
the most impertant masicai aspect, this will be discuséed
in some detail, using two of the best madrigals as examples,
"Ho! Who Comes Here?" and "Lady Why Grieve You Still Me7v37
Then some of the technical aspects of Morley's work will be
discussed and, zaatly; his handling of the verse and music
so far as wvocal sounds are concerned.

One point must be kept in mind in looking at these
musical examgles; Fellowes has scored these in modern nota-
tion snd barred them. Also, he has indicated different
degrees of dynamic intensity for the guidance and help of
present-day singers. These include crescendos, decrescendos,
and accent marks. Fellowes indicates that he included these
markings with a good deal of apprehension beeause of our
modern tendency to take these things too literally. Hence,
no mention of these differences in dynamics will be mentioned
since these fine distinctions were products of a much later date,-

37The'text of these two madrigals, with measures
numbered, will be found in the Appendix.
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0f all Morley's madrigals, perhaps his morris dance
madrigal "Ho! Who Comes Here?" is used more often as an ex-
ample than any other, for this one lends itself equally
well to musical and dramatic interpretation. It also is an
excellent picture of the life the Eiizabethana loved: it is
an especially good picture of the kind of light-hearted
pleasures of the day, including the village dance with all
of its colorful costumes. The dramatic qualities of this
madrigal give it even more interest. The morris dance was
a picturesque cne. It originated with the English people
and it was the usual practice to perform this dance in
costume, The participants often represented the characters
of the Robin Hood legend; these dances, moreover, wers popular
in the May Day festivities.

The first few bars of the madrigal set the stage for
the action to come; the music portrays the dancers hurrying
to their places in the village square, calling to one another
to "come quickly." Cares are forgotten and the dancers enter
wholeheartedly into this spirited danece. The villagers who
do not participate stand on the sidelines, Joining in in the
clapping and in the singing. In these May Day festivities
it was the custom for rival troupes of singers and dancers
to compete with one another; hence, the c¢ry "now for our

town,"
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Now the dance begins to the piper's tune and the
bells worn on the ankles and around ﬁhe waists of the
dancers. As the dance becomes more animated; the dancers
become more boisterous, calling to one another with good-
natured humor. The hobby-horse, an important feature of
any morris dance, comes in for a good deal of'horseplayg
The person who plays this part probably makes good use of
his opportunities for éléwning as he rides among the excited
dancers on his hobby«horse. There is much laughter and
bantéring as the dancers call "give the hobby~horse more
room for to play." -The gquick rhythms suggesﬁ the bells and
the "thump; thump" of the drum is suggested by using half-
notes on the word "drumming."™ On the words "come away," at
measure thirty, Morley uses a descending figure to suggest
the "away." At measures thirteen and fourteen, on the words
"all along," he uses an ascending figure to suggest the on-
ward movement. At measure sixty-one, on the words "not away
80 fast," Morley uses eighth notes to suggest speed. In other
madrigals he expresses this idea by rapid scale passages. Be-
ginning at measure sixtyenine there is the good-natured
ch&d&ngAaf one person who is apparently boing teased--"be
hanged awhils knave, seest thou not, the dancers how they
swelt them?" The word "swelt®™ is derived from an obsolete

word meaning to be ready to perish with the force of strong
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emotion. In the sixteenth century the notion of fainting
from the heat of emotion prevailed., This information adds
interest to this morris dance. It is quite evident that
the excitement of the dance, the extreme physical exertion,
together with the spirit of competition among the dancers
all contributed to a high state of emotion.

Frequently Morley's techniques, so far as musical
practices are concerned, s0 closely resemble tone-painting
that 1t is hard to sey that one example is tone-painting
and another ig purely a technical deviece. In the opening
measures of this madrigal, when he speaks of bagpiping,
Morley uses three notes of the same pitch, probably to
suggest the drone of the bagpipe. The dance and the bells
are described musically, too, usually with quick rhythms,

At the height of all the excitement we hear the various
dancers call the piper, who apparently does not hear, or
pretends not to hear, for as the singers alternate in call-
ing him, the calls become more intense and agitated. All of
this surgs of activity has come after a relative period of
quiet at meﬁsures twenty~four, twenty-five, and twenty-six.
After the dance has been under way a short time and all of
the singers have been actively engaged in the singing and
dancing, Morley thins out the texture and lets the action
become more subdued. He does this by suddenly letting all
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the voices alter their place, using nothing but half notes.
:He aﬂhiéves the same effect by letting several voices con=
tinue at the same rapid pa¢e,;1atting one voice become the
‘brake for the others by using aeﬁeé of longer value, as he
does at measure eighty-three. This has the effect of pro=-
viding a strong undergirding of rhythm. After the almost
overpowering excitement of the dance, Morley reduces the
tensity of the action by‘thia'meaas. Another way he dees
this is to let one or two voices drop out altogether for a
fow bars, which relaexes the tension and emotion of the dance,

Throughout the madrigal, the melody and rhythm suit
the mood. Starting at measure eighty, Morley creates a
rhythmic figure for the hobby~horse. This varies gomewhat
but always contains a dotted @uarter»fellawed by an eighth
note. The whole phrase is "give the hobby-horse more room
to play.®™ All the voices are siﬁging. As if to suit the
action to the deed; as he keeps reiterating these wq?&s,
Morley gradually thins out the texture by lengthening the
note values and using frequent rests. In the last four bars
Morley skilfully makes his point of giving the hobby-horse
mors room by reducing all the parts to half and whole notes.

The other madrigal, chosen for analysis here, "lLady,
Why Still You Grieve Me?" is a lament. Morley prepares for
effect by addressing the lady of the poem, using whole notes.
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The entire madrigal is concerned with the griaf.ax the
disappointed lover. For all practical purposes, the music
is in the key of g minor; Morley makes great use of the
F-sharp leading tone at particnlarly'emmaianam passages, as
he does in measures eight, nine and ten. He has a particular
phrase he likes to use in especially emotional ?assagaa; this
characteristic phrase appears in meny of his madrigals. It
starts on the word "kill" at measure sixteen in the altus
part. He uses exactly these note values and alsc these very
notes for meurnfﬁl ideas throughout his madrigals. Beginning
at measure eighteen of this one he makes the sense of the
words more vivid by the fact that he has, first of all, re-
duced the flow of the rhythm by introduecing half notes. Then
he uses a series of suspensions which force the drawing out
of the words. On words like "tormenting" this is very
effective. Immediately falleﬁing this, he introduces a
technique which very closely resembles the technique c¢alled
"hocket,"” which wasg used in the l4th century. Hocket is the
truncation of a melodic line into fragments ffrequénbly single
notes) which are given to two parts in alternation. This is
used in this madrigal from measure twenty-five to measure
forty. After this, Morley brings back the half-note rhythm
before resuming the faster rhythm which he used in the early

measures of the madr@galg In this exanmple of hocket the words
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are "break heart, alas." The alternation of these words
firgt between the cantus and the éltus and then between
the tenor and the bassus effectively bullds up the emotional
'stress, and sets the mood for what is to cone.

Occasionally Morley uses octave leaps teo maintain the
mood of sadness, as he does beginning in measure fifty-two.
For the same purpose he freguently uses wide leaps in the
intervals. All through this madrigal Morley makes great
‘use of suspensicns on particularly sad words like "grief,”
"glain,” and "disdain." He does this in measures eighteen
through twenty-four, where he wants to lengthen out the
words "0 strange tormenting." Again in the last four bars
of the madrigal, when he wants to emphasize "grief hath
slain,” Morley has the parts hold over notes on long values,
as in the cantus and bassus parts on the word "slain.®

Like most of the madrigalists, Morley used what is
called the "ercss relation™ to intensify emotion. The cross
relation is the use of two tones in different volices which
are respectively the major and minor third of the same triad.
The eantu3; say, may sing the major third and then the altus
may enter immediately on the minor third. These tones,
properly placed, should be written as a melodic progression
in one voice. 1In measure thirty-seven there is an example

of this relation between the cantus and the tenor. In



85
measure eighteen, in the cantus, there is the horizontal
progression from b-natural to B-flat in the same voice.
Morley's madriga&s'in géneralléwe full of these devices to
make the sound echo the sense. Of all the madrigalists, he
probably takes more liberties than any other.

There are some purely technical devices which Morley
uses in order to play up ideas and words which are not found
in these two madrigals, but which should be mentiona&e' Again,
some of these border so closely on tone-painting that it is
difficult to make a real distinction between these techniques
and those used as pure harmonic devices.

The one technique which keeps reappearing in all of
Morley's madrigals is the one which deals with his musical
painting of heavinessg and ser?&w, In "Deep Lamenting®" he
makes the heaviness of his subject more real by reiterating
the same word, "pity," over and over in all three voices. He
makes it still more evident by having the third voice proceed
in whole tones with the other two voices golng along above in
quarter notes. Near the end of the phrase he slows the for«
ward motion down by employing half-note values in the upper
voices, as well as suspended notes {suspensions were a favor-
ite device with the madrigalists), while the third voice
labors along in the bass with whole tones. In order to make

the words "pity" and "erying"™ even more effective, Morley
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uses the 7 to 6 suspension (see example, page 87}, creating
the most dissonant interval known in Elizabethan times.
This involved the use of the minor second (in this case, D
down teo C-gharp).

Another devioe he used for a similar purpose was
pedalpoint, the reiteration of the same note over and over
for a number of measures. A fine example of this is to be
found in "In Dew of Roses," where the pedalpoint is in the
lowest voice. {See page 88 for this example}. The entire
phrase is "my ghost still shall haunt thee."™ This device
is used in the last few bars of the plece and very effec-
tively helps to drive home the words as well as to slow
down the rhythm.

A device very familiar to us today in harmony is
that of augmentation. Morley used it, too, for purposes
of drawing out an idea. There is an excellent example in
"0 Hear A Doleful Crying" {see page 89). 1In fact, he has
the upper and lower voices both in augmentation. The upper
voice is in exact imitation with the tenor and the bassus
is at the interval of the fifth (from the cantus) for most
of the phrase.

Aside from the one little figure Morley uses to exe
praess sorrow, therse is one other which appears in his
madrigals; whenever he wants to picture grimness and fore-
boding, he uses E«flat, high or low, and usually on a



87

"Deep Lamenting"
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"0 Hear a Doleful Crying"
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reminiscent of the "leitmotif"38 of Wagner. Within a
madrigal, if Morley uses a particular rhythmic or melodic
figure for a certain idea, he reserves that figure for that
idea all through the madrigal. A good example is to be
found in "Die Now my Heart."™ The line is "Now shoot at me
and spare not." Each time the word "shoot" appears 1t is
always on the same note: 1in the cantus part it is on a B;
in the altus it is on a G; in the tenor it is on a D; and
in the bassus it is on a G, all combining to make a G-major
chord.

In "Come Lovers Follow Me" Morley uses notes of small
value to suggest escaping the "sleeping god of Love." After
several measures of this rhythm, he suddenly has two measures
of a whole-note each on the words "Soft then"; he immediately
resumes the earlier tempo. Just for a second Morley paints
the plcture of the fleeing lovers who suddenly come upon the
"lovely little God," their abrupt halt, and their immediate
stealthy escape. (See page 92 for example). In "On a Fair
Morning" there is a little phrase where Morley reiterates

the words "lustily all in a row" several times. On "lustily"

38"1eitmotif" or "leading motive"--the representation
of extra musical ideas, a character, a situation, or of
recurrent ideas by musical motives.
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All of Morley's madrigals contain many examples of
tone-painting and also the technical devices all the madri-
galists were fond of using, He had no peer when it came to
the imaginative use of these devices. He was acutely aware
of the literary and musical implications as appliea to the
verse., He was also aware of the phonic implications involved
in the verse, and he made the most of his opportunities to
draw out every bit of meaning of the words through his

manipulation of the verse and its musical framework.

Syllables and Phonic Sounds--Musical Application

In the early pages of this thesis the importance of
certain vowel and consonant sounds was shown; these aspects
were discussed from a literary standpoint, that is, strictly
as verse without any consideration of musical implications.
The prominence of "a" and "o" was noticed in the vowels and
the "s's,” "t's," and "h's" in the consonants. The frequency
of some sounds was so slight as to be almost negligible. The
use of the particularly propelling consonants was noticed and
notably those which united with especlially emphatic force.

In tiis discussion and in that dealing with syllable-counting
the emphasis was always on the consonants.

Now, when music is added to poetry, it is a much dif-
ferent story. The consonants are no longer of primary

importance, in fact, they are relegated to the background and
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are used merely as a framework for the vowels, though they
do give color and are necessary for well articulated sing-
ing. Any vocal teacher knows that in singing, the vowels
are the important syllable sounds, for it 1s only on vowel
sounds that a musical tone can be sustained; the moment a
consonant is added, musical tone ceases. The only excep-
tions to this are "m" and "n," which can be sustained in
humming.

Though vowel sounds are the preferred sounds in sing-
ing, not all vowels are equally desirable, Some vowels are
extremely hard to sing on high notes, especlally sustained
high notes; for example, long "i," which is really "ah-ee,"
when pronounced slowly, is very hard to sing in & word like
"dying," for it is the "ah" sound which must be sustained.
The "ah" is a back vowel and back vowels are by far the most
difficult to sing musically and with good tone quality. The
long "a's" and "e's" are front vowels and are much easier to
hold on high tones. Hence, it should be clear that front and
mid-front vowels lend themselves more readily to clean,
musical tone.

Morley's madrigals reveal much that is interesting in
this respect. A careful check of the music shows that, almost
without exception, he uses the front vowels for long sustained

passages. In order to see the significance of his use of
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In the initial vowel list the "a" sounds rank first
with the "i's" coming close behind and the "o's" ranking
third. The "u's" and "e's" trall along in the last places.
Significantly, as well as having the highest frequency, the
"a's" gshow a further interesting fact. Eighty-four of them
are accented initial vowels.

The second list is by far the more important, for a
check of the music shows that, more often than not, it is
the inner vowels which are musically the most important.
Whenever Morley has a long run of notes, the inner vowels
are the ones which are held.

By far the most significant group is that including
the long "i," which is shown as a diphthong "AI," the short
sound of the same letter, which has the greatest frequency,
and the "i" which sounds like long "e." Morley's long runs
occur on the latter two varieties with less frequent use of
the diphthong in suataiged notes, He generally uses the
diphthong "i" (sounding like AI) in rapid passages. In his
long melismatic-like passages he uses the "i" which sounds
like "e"; this is perhaps the most penetrating front vowel
from the standpoint of singing. HMorley's predilection for
front vowels has already been mentioned. In long runs he
also likes to use the short "e" sound, as in "tormenting,"
"September" and "December." Both long and short "a" sounds

figure prominently with the back "a" being used 24 times.
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The vowel "o" seems rather neglected, being used only 80
times. The most effective use of this vowel is in inter-
Jections like "C." The same may be said for the back "a"
when it is generally used in words like "Ah." Far down on the
list of frequency are those vowels which depend upon a conso-
nant for completion, such as the medial and final "er"™ sounds.
The use of the "co" and the variants of "u" is negligible.

Morley uses words combining the more facile front
vowels with the same prominent consonant sounds, which were
found to be prevalent in the discussion of the verse as
verse, on long sustained notes. Particularly noticeable now,
however, is his fondness for the liguid "1" on long tones in
words like "love" and "leave." The long "o" and "a" which
were so prominent in the verse as verse have now given way to
the long and short "e," and all the "i" sounds, and, with
less regularity, the "oo" and "ou"™ sounds.

Just one final observation regarding Morley's handling
of sounds: more often than not, he makes use of the final
"ed"” to draw a word out for a longer time than usual, often
two or three measures. 7This, of course, involves the use of
the short "e." By the same token he makes three-syllable
words out of otherwise two-syllable words. Conversely, when
Morley wants to compress syllables, he frequently elides,

squeezing out the vowel sound altogether as in words like
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"scornst"; however, in these cases the notes are of short
duration and no syllable is prolonged.

In the matter of syllable-counting, in connection
with the music, Morley is still the careful workman. He
is careful to preserve the metric rhythm of the verse, but
he is not shackled to a slavish observance of use. For ex-
ample, in lines containing anapests or dactyls, he may use
eighth notes combined with quarters to suggest these metric
rhythms, or he may use two quarter notes combined with one
half-note; whatever combination he uses, there are always
two notes of shorter value and one of longer value. He
still sees to it that the heaviest musical stress comes on
the correct syllable of the word. He is especially skilful
in his use of words at the beginning and at the ends of
lines. If a line starts on an unaccented syllable, he pre-
pares for the accented note in an iamb by using a short note
for the unaccented note. This acts like an up-beat to a
measure of music, He does the same thing on the final iamb
in a line. 1In his reconstruction of the verse, Fellowes has
made exactly this distinctiocn.

To show how much c¢are Morley exercised, one of the
short madrigals is quoted on the next page, with its scanning
and with bar-lines added to show where the stresses come

musiecally and poetically.
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for "sing" and "play" come on the first and third counts,
respectively. Though this particular madrigal is actually
in duple rhythm, the word "play" still is in an important
rhythmic position.

Just a word about Morley's repetitions of short
phrases and small epithets. It has already been said that
he makes these repetitions to suit the musiczl requirements.
There is a more subtle reason, too, directly related to the
metrics of the verse. Morley's absolute observance of
correct accentuation has been noted. In his scrupulous
attention to detail Morley has been so careful in this re-
gard that he even regulates his use of time values of notes
in connection with syllabls-counting.

For example, in "On a Fair Morning," which has a
preponderance of one-syllable words, Ilorley has first of
all set a pattern of notes wihich fits the mood of the poemn.
The stanzas are quoted on the next page with their scanning.
The variations of rhythm within the verse itself ars evident
enough; Morley's setting of the words to music adds

imneasurably to the interest:
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but are set in a rigid pattern which does not vary; it is
almost straight blocked chords. HNow Morley uses these
momentary changes in metric rhythm effectively, even on just
one iamb; he varies thé musical rhythm, too. Then, in order
‘te make the whole moré rhythmically inviting, he interjects
the small phrases, repeated over and over as many as four
ané f@va times. In these little repetitions he throws care
to the winds; there is no lack of movement, but no breaking
of his own self-imposed rules, for the proper care has been
taken; This matter of repe&iﬁion, skilfully handled, is
what makes his morryis dance madrigal what it is.

There is not much doubt that Morley used every device
at his eomménﬁ; both poetically and musieally, to interpret
his verse. His artistry came spontaneously. His verse came
from the heart as well as the head-~the muéieal framework

was no less inspired.



CHAPTER VIII
CONCLUSION

In this thesis it has been shown that in the six-
teonth century the English psople, whose musical efforts
have always leaned towards the veeai;_taok the madr&gai for
their own from the Italians, imbued 1t with distinetiva
Elizabethan fervor ané.flavar_far‘the short span of some-
thing like twenty-five yaars,‘and then laid it aside with
the passing of Elizabeth, who did so much to further the
ecause of culture in her reign.

Into this panorama of @hanging times came Morley,
who was more than ordinarily capable of helping the
Elizabethans to express this new freedom of spirit. Morley
was the adventurer, who owed no alleglance to any one group,
the deeply religious man who; beneath the easy banter of
his madrigals, expressed his philosophy of life, the teacher,
who left no stone unturned in his efforts to produce fine
music and poetry and did it with an artiss?y that is not
matched by any other madrigalist, even his great teacher,
Byrd. -

One of the things that distinguishes Morley from all
the other*madrigalists; of course, is the quality of his
verse, Keeping in mind that though the break with Rome and
the subsequent interest in man here and now did give the

Elizabethans a chance to express themselves in a fashion
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quite unknown sarlier, there was in madrigal verse in
general in this period much that reflected concern with
religious matters; for example, many of Eyrd'a madrigals
are religious madrigals. Though the verse in general re=
flected the English vitality, there was a re&ﬁraint and an
underlying mood of spiritual questioning. The more the
century moved toward its close, the more this mood showed
in the verse, with the one great exception of Morley; he
maintained his puckish mood throughout his work. This
tongue~in-cheek attitude was not facetious, he was simply
confident, he enjoyed his life and work. Though he appar-
ently had many personal aiffiznlniesg he never allowed
these to dampen his spirits. '

And this is the basic reason why this writer believes
Morley wrote his own madrigal verse. His verse is far too
much a rfeflection of Morley's own nature to be the work of
another. His verse ia ﬁéveé questioning, it is an outright
statement of faith. His verse éings of the conventional
"heartbresk™ expected of nymphs and shepherds, but it is
never Morley's heartbrsak; this cannot be said for many other
éixteenbh ¢entury madrigalists.

Anather feature which clearly identifies Morley as the
author of his verse is the persistent use of certain grammatical
constructions. The coupling of two lines with participial end-
ings, the consclous effort to create patterns of rhyming, such
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as the madrigals in which all the lines end with words
ugsing the same vowel sound, the meticulous efforts to come
bine certain vowels and consonants for effect, and lastly,
the sameness in pattern of line lengths are all evidences
of the same hand.

Also, in connection with language itself, there is
the great use of archaic words; no other madrigalist goes
to such lengths to create a mood as Morley does by his use
of the language idiom. No other madrigalist paints the
piecture of a May~day festival wiﬁh the same skill that
Morley does. He departs from the beaten path of subject
matter and mentions such things as the “bariey~hreak,ﬁ a
form of game then currently popular. He spends much time
with the "hobby-horse" in his morris madrigal. In another
madrigal he speaks of the twe lovers sneaking stealthily
past the sleeping god of love so as not to awaken him, like
two naughty children fearing to be punished for their mis-
deeds. This is Morley himself peecking out from hehind the
pages of his madrigals, this is no ghost-writer offering
Morley a few éc?apa of poetry intermittently, it is much
more personal than that, It is impossible to believe that
Morley didn't have the words for "Ho! Who Comes Here?" in
his mind as well as the’suggestian of a tune to go with them
at the same time. There has always beeh much scholarly argu-

ment as to which comes first in & song, the words or the
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music., In this case there must have besn a simultaneous
inspiration. HMorley probably worked the words out in his
mind, at the same time visualizing a melody that would fit
the maodg he was at onte the poetemusician and the muai&ién-
poet.

But the most positively identifying feature of his
verse is his persistent attention to detail; no word, no
phrase, no expression is too smell to be polished to match
the lustre of the whole. All of these aspects, when b?oughﬁ
to a focus in their relation to one another, leave no room
for doubt as to the work of Morley the poet or Morley the
musician,

Quite evidently, when Morley worked as & poet, writ-
ing his verse out in metrical form, he set hie verse down
observing the conventions of poetieal construection, though
he probably had the kernel of & musical idea for the musical
framework. When he set this verse to musle, 4t was snother
matter., He cut and tailored the verse to fit the musical
framework. In other pages of this thesis the observation
has been made that the madrigalists studied the verse until
some musical idea presented itself to them,39 This was

3%see page 12 of this thesis.
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probably quite true of the other madrigalists who did not
write their own verse, They would have to study the verse
until some melody suggested itself. But Morley did not have
to do that. The whole thing probably came to him at one and
the same time. For example, in his morris dance madrigsl,
since there are logically ecertain aspects of the dance one
would mention and since the dance itself would suggest
certain rhythms, he probably saw the dance in the village in
his mind®s eye and heard the music before he ever set pen %o
paper., |

But all workmen must start from 8 pattern,; and Morley
probably jotted down the words in metrical form and started
from there. As he worked along, the rhythm would c¢all for
_an added syllable here and a stronger and more emphatic
stress there; why not put in an ejaculation or two? People
engaging in an exciting morris dance seldom stand a}ound 1ike
statues; everyone is emotionally excited by the exercise and
fun of the dance. There is much calling back and forth to
one another and this calls for interpolations, if the morris
dance is really going to be portrayed vividly and realisti-
cally. 7This is where Morley outdid his fellow musicians.
There was nothing stiff about his ipterpolated words, they

were quite as natural as Morley's own spontaneocus nature.
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And in this fact lies another bit of identification
of Morley's verse. It has been pointed out elsewhere in
this thesis thet, in spite of the interpalated‘warda. musical
accent and syllabic accent fall exactly where ehay'belong.&a
There was no transgression of this general precept of the
‘madrigalists. Only the man who had conceived his own verse
could know it so well that he could take these liberties
without sacrificing quality and principle. Only the man who
had mulled over the words and music in his own mind, Boining
the two aspects as one ¢ontinuous whole, could know where to
put the musical stress so as to coincide with the metrical
stress of the poetry.

Musically, Morley's madrigals are some of the finest.
His techniques of tone-painting are toc well known to bear
repetition, but it is important to point out that here again
is.this stamp of homogeneity. Wherever there was the slightest
chance to express ideas in music, Morley did so. He does the
Jjob so well that one can shut his eyes and see the drama unfold
and hear the voices cf'ﬁheiyeoyle who are participating.

Technically, Morley's madrigals are unsurpessed. His
obvious concern for correct vowel sounds on certain notes,

taking into consideration the ones which combine with the

4Q399 page 9% and following of this thesis.



110
notes better than others, is already well known. His delib-
éraee linking of certain vowels and consonants for effect,
either in isolation, as in a lomg run on one vowel sound,
or in a phrase such as "hy, ty, %y, ty, ty," all mark his
intense preoccupation with form as well as mood. His delib-
erate and deft handling of manasyllaéic words, pu%ting:mham
in metrical groups for the best effect, bespeaks his
artistry in p@enigal matters.

Henee; if one had to make a general statement as to
the reasons for Morley's supremacy as a madrigalist, one
would first have to start with Morley as a person. He was
a man of intellect, possessed with those qualities that only
truly great men have, He was an extrovert, his personality
was outgoing; he absorbed life around him and gave it back
in spontanecus poetry and song. Next of all, Morley was a
sensitive poet, He probably "imagined himself" inte the situa-
tions he created in his verse, He felt the mood before he
expressed it. Morley was not a meody man burdened with.the
soyrrows of life, though he had his share. He was able to
put these into the background while he concentrated on the
light~hearted aspects of the good 1life. Next, he was a
great musiclan., Of all the musiclans of his time, he probably
was the foremost theoreticlian in England; scholars today can
learn the yreeepts-of sixteenth century music writing by
studying Morley's book.



111
All of these aspects combine to make Morley first

in the list of sixteenth century English madr&géliats for
excellence of both verse and musiec. Perhaps there is no

better testimony to this fact than that Morley's madrigals
awe'éung and studied today more frequently than those of

any of his contemporaries,
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