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ViOl COn'Ort. and MU.i, Edy,ation 

in EII,ab.than and Jacob.an Enaland 

Ab·tract 

The study focusses on the part played by viol consorts in the 

musical education of the En,llsh under Elizabeth I and Jan.s I. 

Influence of major secular forces and forces related to rell,ious 

developn.nts are considered Insofar as they bear on the central 

problem of the paper. Little evidence of viol consorts in public 

schools can be found, but choir schools did provide son. 

instruction. Tutorials and apprenticeships in ,uilds were other 

avenues of instruction. Principal conclusion Is that viol 

conaorts were an Important part of devotional and recreational 

music in the homes of wealthy amateurs from the last decade of the 

sixteenth century. aefore that tin. the vehicle was important in 

the education of professional musicians and child choristers. 

Recomm.ndations are made for future research. 
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Via 1 Consorts and Mys ic Edycat ion 

in Elizabethan and Jacobean England 

Abstr'a it 

Dans cette ~tude nous faiscns 1 'examen du r~le des 

consorts de violes de 9ambe en ~duc.ation musicale durant les 

.. 
regnes d' El izabeth I et de James I. Nous cons id~r'er·ons 1es 

influences des milieux profanes et religieux qui ont trait au 

sujet. La v io 1 e de gambe -eta it rarement ense ign~e dans 1 es 

~coles publ iques mais se trollvait dat',s quelques coll~ges de 

chant. Les me ill eur·es fa,ons de par·fa ire ses ~tydes de 

1 'instrument ~i;a ient d 'une part de su ivre des cour's pr iv~s, 

et d'autre part de s'ioserire dans un corps corporatif. 

Comme cone Ius ion noys dedl..l isons que l' ensemb 1 e des v io 1es 

,. 
j 0 u a i t y n r·'O 1 e important dans l' inter·pr·etat ion de 1 a mys ique 

profane et religieuse dans Ies maisons des amateurs fortun~s 

~. la fir. du seizi~me si~cle et ay debut du dix-septi"eme 

, .... 
siecle. Avant ce temps I' ensemb 1e des via 1es serva it a 

l'~ducation des musicians professionels et des jeunes 

.... ,.
Ce travail Ollvre la porte a des etudes 

,.
y 1 tel" ie'Jr·es. 
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with thl word proclssing of this document. Finall~, I am most 
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Kind of support no-onl IlsI could haYI offlrld. 



Table of Contents 

Chapter I 
Introduction---------------------------------------------6 

The Guestion---------------------------------------------l1 
Method------------------------------------------------l1 
(a) definition of terms-------------------------------l1 
(b) limitations of the study--------------------------12 
(c) procedure-----------------------------------------13 

Notes for Chapter 1--------------------------------------16 

Chapter I I 
Secular Forces Shaping Music Education 

in Elizabethan and Jacobean Times------------------------18 
1.--Secular Writers on Education----------------------18 

Thomas Elyot--------------------------------------19 
Baldassar Castiglione-----------------------------21 
Roger Ascham--------------------------------------23 
Richard Mulcaster---------------------------------24 
Henry Peacham-------------------------------------27 
Other Writers on Education------------------------29 
Summary-------------------------------------------34 

2.--0ther Secular Influences--------------------------36 
The Example of the Crown--------------------------36 
The Economy and ~~sic Education-------------------38 
Guilds and Related Organizations------------------43 

(a) The London Company of t4us ic ians -------------43 
<b) Waits---------------------------------------47 
(c) The King's MusicKe--------------------------49 
(d) Companies of Actors and Child Actors--------54 

Summary-------------------------------------------58 
Notes for Chapter 11-------------------------------------62 

Chapter III 
Effects of the Reformation 
on Viol Consorts and Music Education---------------------76 

I----School Music after the 
Dissolution of the Monasteries-----------------77 

II---Choir Schools as Sources 
of Music Education and Viol Instruction--------85 

III--Psalm Singing and its Influence on 
Mus ic Educat ion arId Viol Play in9---------------85 

IV---Influence of the Catholic Recusants 
on Viol Consorts and Music Education-----------98 

Notes for Chapter 111------------------------------------109 

Chapter IV 
Three Manuals for Students of the Viols------------------118 

Sylvestro Ganassi's Regoia Rybertina----------------119 
Thomas Robinson's Tbe Schoole ot MysicKe------------129 
British Museym Additiooal Maoyscript 15118----------140 

Notes for Chapter IV-------------------------------------149 



Table of Contents (cont.> 

Chapter V 
Summary Discussion and Conclusions-----------------------154 

Bibliography----------------------------------------------------168 



• 


Chapter I 

IntrOdyction 

The twentl.th century has s.en a sustained Irowth of Interest 

In what Is Known as ·.arly· music, especially music of the 

R.naissance and Baro~ue periods of music history. In a sense this 

Irowth probably belan with the ploneerinl worK of Arnold Dolm.tsch 

in the late nineteenth and early twentieth century.1 The success 

of Journals such as lb' Consort (orlan of The Dolm.tsch 

Foundation) and Early MUsiC bear witness to the depth of this 

interest, as do the burgeoning numblr of early music performing 

groups and university programmes devoted to the study and 

performance of the repertoire.2 

Mbre recently the enthusiasm for the music of earlier tlm.s 

has manifested itself at the public school leyel, especially in 

Britain.S In a paper delivered at the 1979 MeGtl1 Symposium tn 

School MUsic Administration and Supervision, Proflssor ~y Cyr 

called for efforts on the part of music educators to consolidate 

the position of early music in our own public schools.4 Professor 

Cyr argues particularly for a consideration of the Yiol as a 

practical alternative to the recorder, uKelele, and traditional 

band instruments in music education programmes. 

Professor Cyr·s proposal slems worthy of slrious study. A 

logical placl for music educators to begin is to learn how music 

instruction tOOK placl in the periods concerned. Some of thl 

questions that might initially be aSKed aree Wbat was the 
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philo.ophy b.hind mu.ic in.truction, and what w.r. the con.traint. 

on it? Who wa. abl. to take advantal. of mu.ic instruction and at 

what p.r.onal cost? What w.r. the material and human r.sourc•• 

that .upported in.truction? 

An initial ••arch of the lit.rature turn. up .catt.r.d 

refer.nc•• to the i••u.. WAlt.r WDodfill broke a conslderabl. 

amount of Iround with hi••tudy Mylicianl in En,lilh SoCI.tv,· 

which i. wid.ly cited.S But Wbodfill's vi.w, it must b••aid, is 

trained on the .ocial .tatus of the mu.ician. rath.r than on th.ir 

formation' thoulh providinl valuable in.ight., it l.av•• many 

qu••tion. unan.w.r.d. 

Lillian Ruff contributed an article wher.in .he di.cu•••• 

print.d work. that deal with the th.ory and compo.ition of mu.ic, 

and that appeared in the period under con.ideration. Ruff arlue. 

that the.e worK. w.r. in.trumental in the dev.lopment of a .chool 

of comp.tent amat.ur mu.icians. However .he doe. not approach 

qu••tion. of formal training.6 

Oilginl d••per, we find an authoritative worK by Ern.t ~y.r, 

called En,lilh Chamb.r MUlic.? ~y'r coY,rs some important 

philo.ophical is.u,., mentioning for .xample the .mancipation of 

••cular music from the influ.nc. of the church, a result in part 

of the R.formation and the .pirit of humanism. He also documents 

the d.v.lopment of various forms .uch a. the In NOmine and 

Fantasia. But ~y.r nowh.r. tr.ats extensively of the education 

of the musician. 

Willi Ap.l cit•• the viol tutors of Silv••tro 6ana•• i, R',pla 

Rub.rtina and L,ttion. S,conda (V.nic., 1542 and 1543), as maKing 

http:influ.nc
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a remarKable contribution to the development of solo instrumental 

music.S From this we ma, infer somethinl of the importance of 

written instruction manuals. Apel offers little Information, 

thoulh, on the establishment of Ylol consorts or the training of 

pla,ers. 

Another observer, warwiCK Edwards, states that amateur 

participation in consort pla,inl Irew durinl the seyenteenth 

centur" and that amateur pla,ers favoured the Yiol.S Sut alain, 

little lilht is shed on how these pla,ers came to learn their art. 

this list milht suffice to sUllest what the sources don't 

tell us about the formation of amateur and professional viol 

pla,ers in the sixteenth and seyenteenth centuries. Sut the fOI 

is not really as thicK as it milht seem. The social histories of 

music in Enlland can be quite informative. To return to WOodfill, 

for example, we find him docunentinl the increasinl presence of 

viol pla,ers in the Kinl's MUsic durinl the reilns of the Tudor 

monarchs, Henr, VIII, Edward VI, Mary Tudor, Elizabeth I, and 

during the reiln of James, the first Stuart. The number of Yiol 

players at court went from two In 1~26 to eilht in lS48, to twelve 

in 1612 (listed, however, as players of yiols and violins), to 

nineteen in 163~ <alain, listed as viols and yiolins).18 This 

continued presence in the royal household must haye done much to 

foster the popular it, of the instrunent&monl members of the 

nobility, at least, in England. It probabl, also contributed 

substantially to the favourable reputation enjoyed by Enllish 

instrumental music abroad.ll 


WOodfill elsewhere informs us that some church musicians of 
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the tiMe were expected to provide In.tru..nt.l In.tructlon too 
their chori.ter•• ll On the oppo.ite .ide of the ledger, the .... 

• uthor point. up one po.slble re.triction on the .v.ll.blllt~ of 

mu.lc educ.tlon .t the tl... Thl. w•• embodied In the 

.pprentlce.hlp .~.tem maint.ined b~ the London Comp.n~ of 

Mu.ici.n.. Guild or Comp.n~ ..mber. were re.trlcted b~ .t.tute •• 

to the number of .pprentice. the~ might h.ve .t an~ given tl... 

P.rt of the Intended re.ult w•• to prevent the wide di••emln.tlon 

of mu.lc.l Knowledge, which the profe•• ion.l mu.ici.n. of the 

Comp.n~ w.nted Kept ••• tr.de .ecret.13 

Much of the philo.oph~ behind the gener.l educ.tlon.l Id••l 

of the Engli.h Ren.I•••nce c.n be gr••ped b~ ••tud~ of courtl~ 

bOOK. or courte.~ manu.l., .uch •• Thoma. EI~ot'. Tb' BoK. Named 

tb. Goy.rnour (London, IS31), or C••tiglione's 11 Cort.ai.no, 

tr.n.l.ted Into English b~ Sir Thoma. Hob~ •• Tb' BopK pf th. 

Courti'r (London, lS61).14 Thl. phllo.oph~ pl.c.d .duc.tion.l 

v.lue on the stud~ of .11 the .rts, believing th.t .uch .tud~ 

could rev••l the -formal l.w re.lding in the worK of .rt and in 

n.tur•• -IS 

W. know th.t this philo.ophy l.d to the inclusion of music.l 

stud~ in so.. formal schools of the time. The Engli.h Jesuit 

College at St. O..r, Fr.nce, for exampl., included tr.ining of 

students on the viols .s p.rt of its curriculum.16 Rich.rd 

Mulc.ster, • graduate of Cambridge and headmaster of the Merchant 

T.ylors' School In London from lS61-1S86, considered th.t -little 

boys should le.rn five things to st.rt with, re.dlng, writing, 

dr.wing, singing, .nd pl.~ing an instrument.-'? 

http:curriculum.16
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MUsic had an important part to pla~ in c.ntr.s of hi,h.r 

I.arnin, also. Rob.rt Wi.npahl d.tails the position of music in 

the London law schools, or Inns of Court,18 and Han COOk. 

Carp.nt.r wrlt.s at I.n,th about the formal and informal stud~ of 

music at Oxford and Cambrld, •• 18 

Carp.nt.r writ.s, ·MOrl.~·s tr.atis. is si,niflcant of on. 

tr.nd with r.,ard to musical studi.s at Oxfordl that on. who 

wlsh.d to follow a musical car••r or to cultivat. music as an 

amat.ur studi.d privat.l~ with a qualifi.d musician, wh.th.r in an 

acad.mic communit~ or not.-ee Th. tr.atis. h.r. r.f.rr.d to is 

MOrl.~·s 8 Plain. and Ea,t. Introdyction to Practtcall MU1iCK. 

(London, IS97), and it can s.rv. as an .xampl. of anoth.r sourc. 

of musical instruction of the p.riod. Wh.th.r alon. or as 

adJuncts to studi.s with a mast.r, th.or.tical tr.atis.s such as 

MOrl.yts, and vocal or instrumental tutors such as the pr.viousl~ 

mentionld R"ola Ryb.rtina of Banasst, w.r. availabl. to litlratl 

memb.rs of socilty. 

Various oth.r qu.stion., of ,r.atlr and l ••••r w.i,ht, aris•• 

For .xampl., what litlratur. wa. u••d in the training of plaYlr., 

whlth.r of profls.ional or amat.ur stamp? What w.r. the rol •• 

pla~ld by thl Compan~ of MU.icians, and oth.r groups such a. thl 

actor. and wait.? 

Some of thl.1 que.tion. ar. morl .u.cIPtible than othlrs of 

bling an.wlrld .ati.factorily. But if w. arl to giv. dUI 

consid.ration to the propo.al of Prof. C~r, that the school mu.ic 

IXPlrilncl should bl enriched b~ the incorporation of an larly 

music Plrspective, and particularly by the inclusion of viol. in 
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answering the pertinent ,uestions, but the nece.sary information 

tends to be scattered ,uite widely. There is room, indeed need, 

for a piece of directed research that can consolidate the data, 

and help focus the efforts of Canadian music educators interested 

in cultivating the early music perspective in schools. 

lb. Ay.ation 

The various ,uestlons formulated above flow naturally from 

o"e key ,uestion, which could be framed thus' 

What was the nature of the role played by the 
viol consort in the musical education of the 
English during the reigns of Elizabeth 1 and 
James 11 

Mltbod 

Ca) D.finition Of t.rml' 

-Viol conaort- ia d.fin.d as a homogeneous grouping of 


instrumentalists, comprised of players of the viols, whether 


treble, tenor, or bass. 


-MUsical education- is defined as training in music literacy 

and performance, whether by professionals or amateurs, or throulh 

manuals, whether intended to develop professional or amateur 

musicians, or simply educated consumers of music. 
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Cb) LimitatiOn. Of thl .tydyl 

Excluded froM the main focus of the study will be music and 

performance of music for solo ulol (dluislon, lyra ulol, etc.), 

music and performance of music for the so-called broKen consort 

including uiols in conjunction with other instruments, music and 

performance of mu_s~c that is intended primarily or in large part 

for uocal media, such as consort songs, consort anthe.. , and 

madrigals, canzonetta, frottola, e~c. Any or all of these .enre 

may enter into the discussion, but they will not be treated 

extensiuely. 

With a few notable exceptions, the focus will be primarily on 

music education of and by the English, in England. The influence 

of Italian fashions generally, and of Castiglione's lbl Coyrtllr 

and Ganasst's RIgola Ryblrtlna In particular, will be considered, 

and the spectal case of the English Jesuit school at st. Omer 

France, will also be looKed at, but other situations outside of 

England will not be exaMined closely. 

The restriction of the time frame to the reigns of Elizabeth 

and James I should permit the study of the ris. to popularity of 

the utol consort in ·priuate· music, though excluding later 

stylistiC deuelopments which saw the gradual supplantatlon of the 

polyphonic consort texture bycontinuo-supported solo or trio 

sonata texture. MOre preCisely, the time restriction taKes in the 

popularity of uiol consort music responding to the Renaissance 

ideal, but excludes music of the stile moderng. In isolated 

instances the impact of indiuiduals or events outside the 
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delimited time frame may be liven special consideration, where it 

is believed that this will help clarify the picture durinl the 

Elizabethan and Jacobean periods. 

(c) Proc.dyr.I 

Keepinl in mind the primary question--What was the nature of 

the role played by the viol consort in the musical education of 

the English during the reilns of Elizabeth I and James 

I?--subsidiary questions will serve to create a focus for 

successive chapters of the thesis. Attempts will be made to 

answer these questions with reference to the primary and secondary 

literature and the music. 

Chapter 11 will address the important social and historical 

developments in the secular realm that led to the rise in 

popularity of the viol consort, from its introduction at the court 

of Henry VIII to its inclusion in the ·private· muSic of 

cultivated amateurs. The discussion will include reference to the 

writings of outstanding educational philosophers of the periodl 

the influ.nce of Italians on Enllish fashionsl the roles of 

orlanized groups such as the waits, the Company of ~sicians based 

in London, and the King·s ~siCK' the introduction of viols into 

some secular schools' some effects of the economy on the music 

education of the period, and so on. 

Chapter III will focus on the impact of the Reformation in 

England on the music education of the day, particularly as it 

affected the opportunities for obtaining training on the viol. 

Chapter IV will examine three worKs which were instrumental 
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periods. Ganassl's 81'01a Ryhlrtina, Thomas Roblnson's ';hool1 of 

Myal,KI, and British Librarv Additional Manuscript ISI18 will be 

scrutinized, compared, and contrasted. Ganassl's tutor has 

alreadv been mentioned as haylnl been of considerable importance 

In the deyelopment of Idiomatic Instrumental music. It would 

certalnlv haye been Known to the Italian musicians who formed the 

Initial core of yiol plavers at the Enllish court. Roblnson's 

',bool. of MUai,K' was an instrumental tutor which appear.d In 

print in London at the turn of the seY.nteenth centurv. It was 

addr.ssed primarllv to lut.nists, but was intended to be of 

s.ryice also to those interested in learninl to plav the citterne, 

orpharion, or Yiol. British Museum Additional Manuscript 15118 
• 

contains a number of duets amonl its cont.nts, such as w.re widelv 

used throulhout Europe as standard fare for stud.nts of 

instrumental and yocal music. Th. pr.senc. of th.se duets, plus 

other internal eYidence, sUllests that the manuscript mav hay. 

been used for pedalolical purposes. 

Th. thr•• it.m. mention.d will b••xamlned pavinl special 

att.ntion to the nature of treatment and order of presentation of 

technical difficulties and to stvlistlc consid.rations of the 

music. Conclusions will b. drawn conc.rninl how this mat.rial 

illuminates the c.ntral problem of the pap.r. 

A closing chapter will consist of a summ.rv discussion of the 

points rais.d in the bodv of the th.sis. An attempt will b. mad. 

to frame an answ.r to the fundamental r.search question. 

Pertin.nce of the studv for curr.nt educational practic. will be 



15 




18 


NAtll for Cbaptlr I 

1 For an apprlciation of Arnold Dolm.tsch, see Robert 
Donlngton, -Arnold Dolm.tschl A Centenary Trlbute,- Myll,al 
Tlmel, II (IISI), 14-1S. 

e Tbl CODIOCt (Marlborough. The Dolm.tsch Foundation, since 
1ge9)' 'ac lv Mylls (Londonl Oxford University Press, since 1913). 

3 See for example, Robin Maconie, ed., -The Younl WDrld of 
Early MUsic,- suppllm.nt to Eac lv Mylle, 1/3 (July, 1118), for an 
account of the phenomenon in British schools. and Mark Stellner, 
-Consorting with Praetorius. Establishing an Early MUsic 
Ensemble,- Mylls Edysatorl JOYCDal , 88/3 (1919), Se-S3, for an 
Indication of Interest on the NDrth American side. 

4 Mary Cyr, ·Early MUsic In the Schools. Some Personal 
Reflections,· in PCOSlldlDl1 Of tbl Mea'l] SvmpOlly. ID SSbOol 
Mylls Ad.lDIltcatlOD aDd SYPIculllOD, edltld by Estelle R. 
Jorgensln (MOntreall MeGIll University, 1988). 

S W&lter-WDodfill, Mylls'aDI ID EDgltlb SOSiltv (Princetonl 
Prlnceton Univlrsity Prlss, 19S3). 

6 Lillian Ruff, ·Thl Social SignificancI of the Seventllnth 
Century English MUsic Treatises,· Tbl CODIOCt , 28 (191e), 412-422. 

1 Ernst ~Ylr, EDglilb CbamblC MyltS (Londonl Lawrence and 
Wishart, 1948). ~yer's worK has beln seminal in the field, and 
contains a grlat deal of Information useful to the present study. 
To say that he does not trlat Ixtenslvely of the education of the 
musician is In no way intendld as a slight. 

e Willi ApII, ·Solo Instrumental MUsic,· lb' All Of 
HYmADllm--lS4e-lsae. Vol. IV of the ~M OxfOCd Hiltocv of NUlle 
(Londonl Oxford University Press, 1985), p. 10S. SII also 
Silvestro Ganassl, R.go1a RyblrtlDa, Iditld by Hildlmaril Plter 
(Blrlin-Lichtlrflldl. Roblrt Lilnau, 1972). 

9 warwicK Edwards, ·Consort,- lb' NaM GrOY' DIstlODacv Of 

Mylls aDd MyllslaDI. 


le WDodfill, apPlndix E. 

11 Ernst ~Ylr, ·Concertld Instrumental MUsic,· Tb' Ag. Of 
HymaDllm' tS41-tsal, Vol. IV of NaM Oxford Hlltorv Of MyIIS, 
p.S83, writes that English chamblr music at thl Ind of thl 
slxtlentb century was admirld all oVlr EuroPI, blcause of -its 
contrapuntal vitality and In'lnuity.- lan WDodfield, Tb' Early 
Hlltocy of tb. ViOl (Cambridge' Cambridge Univlrsity Prlss, 1984), 
p. ee8, notls that tbl grlatlst contribution of the English 

probably came after tbe start of thl seventlenth century, when 
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viol plavinl on the Continent had faded from popular Itv .o..what, 
and -Enlli.h viol plaver. travelltnl .outh •••revitalt.ed the 
tradition. of viol plavinl- in other European countrie•• 

12 WDodfill, p. 144. 

13 WDodfill, p. 21. 

14 See wavne A. Rebhorn, COurtly p.rformanC.1 (Detroitl wavne 
State Univer.itv Pre•• , 1978), P. 11. 

15 John S. White, R.naillanc. Cayali'r (~w York. 
Philo.ophical Llbrarv, 1958), p. 34. 

18 warwick Edward., -The Performance of En.emble MU.ic in 
Elizabethan England,· PrOC••dSnGI Of tb. Royal Myltcal 
ftllocSatlon, 97 (1971-71), 113. 

17 F.W.M. Draper, Four C.ntur l ' l of "-rcbant Tay10rl ' SCbOO I 
1581-1981 (London. Oxford Univer.itv Pre•• , 1982), p. 24. 

18 Robert Wienpahl, MyISe at tb. Innl Of Court (Ann Arborl 
UMI Re.earch Pre•• , 1979). 

19 Han Cooke Carpenter, ~lle In "-dl.yal and R.nalllane. 
UnfY'rllti.1 (NOrman, Ok1a.1 Univer.ity of Oklahoma Pr ••• , 1958). 
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ChARter 11 

in Elizabethan and Jacobean Time' 

With the asc.nsion of Elizab.th 1 in ISSe the Enllish saw the 

last of a line of Tudor monarchs mount the thron•• l Th. Tudor 

times w.r. turbul.nt on.s in Enlland as .l••wh.r. in Europ., 

coincldinl with the ris. of a merchant class and a n.w 

aristocracy.2 In .uch a .ituation the stat. of .ducation was 

naturally in flux. It will h.lp to brlnl some ord.r to the 

pictur. if w. con.id.r s.parat.ly the r.lilious and slcular forc.s 

shapinl mu.ic .ducation. This chapt.r will conc.ntrat. on forc.s 

op.ratinl in the ••cular sph.rl. 

Ina.much as there was an ••••ntially n.w goY.rning class in 

pow.r, th.r. was ongoing d.bat. throulhout the Tudor p.riod and 

into the Jacobean, a. to how the goY.rning class should be 

educated. This debate spawned a whole series of bOOKS 

coll.ctiyely Known by the generic terms ·courtesy manuals· or 

·courtly booKs·.3 From th••• it i. po•• ible to gain .ome idea of 

what the current educational philo.ophy wa., at l.ast as far as it 

http:s.parat.ly
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conc.rn.d the goY.rning cIa... Thl. maK•• a good .tarting point 

for con.ld.rlng the r.latlon.hlp of the viol con.ort to the mu.lc 

.ducation of the p.rlod, for a. WDodflll ha. alr.ad~ not.d, the 

low.r cIa•••• of the da~ had n.ith.r the time nor the mon.~ to 

pur.ue such a l.i.ur. a. in.trumental con.ort mu.lc.4 

lbpmAS Elypt 

On. of the first of the new education manual. to achl.y. 

wid.spread att.ntion In England was Thoma. EI~ot's lb' IpKI Named 

the Gpu.rnQur.~ EI~ot fayour.d the proyi.ion of education In the 

home b~ a tutor, rather than in a public Institution. He wrote In 

.ome detail about the various topic. that ought to be included in 

the course of stud~, but the first discipline he considered was 

music.S 

The tutor, EI~ot coun.elled, should ex.rci.e caution, 

that he .uffer not the child to be fatigu.d 
with continual stud~ or learning, wher.with 
the d.licat. and t.nd.r wit ma~ b. dulled or 
oppr••••d. but that th.r. ma~ b. therewith 
int.rlaced and mix.d .ome pl.asant l.arning 
and .xercis., a. pla~ing on in.truments of 
mu.ic, which moderatel~ used and without 
diminution of honour, that is to .a~ without 
wanton count.nance and dissolute g.stur., is 
not to be condemned. 7 

A number of example. of the Yir~ous us. of instruments, 

taKen from classical lit.ratur., follow, then El~ot lets drop a 

caYeat: 

But in this commendation of music I would not 
be thought to allure noblemen to haYe so much 
delectation th.rein, that in pla~ing and 



.inging onlv th.v .hould put th.ir whole .tudv 
and f.licitv.... 8 

Rath.r, the prop.r cour•• was to u•• mu.ic onlv for 

r.cr.ation, a. a r.li.f from the more ••rlou. work at hand. 

Th. noble p.r.on was not to put too much .tock In hi. own 

p.rformanc. abilitv, and was not to allow hims.lf to b••••n 

p.rforming in public. Wh.r. the .tud.nt .how.d too much 

inclination to cultivat. mu.ical .KIII, the tutor was to g.ntlv 

di.courag. him, .inc., 

a g.ntl.man, plaving or .inging in a common 
audi.nc., appair.th hi•••timation' the 
p.opl. forg.tting r.v.r.nc. wh.n th.v b.hold 
him in the .imilitud. of a common ••rvant or 
min.tr.l. 9 

Elyot b.li.v.d that a p.rfect under.tanding of the harmonic 

a.p.ct of music (i.e •••••ntiallv Boethlan mu.ic) was de.irabl., 

but that an overzealous pur.uit of practical SKill was IIK.lv to 

corrupt the vouthful character.le 

The tone that Elyot adopt.d, both with r.ference to music and 

arts education In particular, and to the broad.r aspects of 

education in general, was echo.d by other writ.rs lat.r in the 

century. H. discussed the fine arts and recreational pursuits in 

some detail, but his real concern was the .tudv of classical 

literature, moral philosophy, and civil law, and the cultivation 

of the ,ualities of character he thought nec~essary in the 

governing clas.. ~vertheless, Elyot dtd gtve his blessing to the 

pur.uit of practical music, and specifically of instrumental 

mu.ic, as a form of leisure and respite from the weightv affairs 
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of state. As Tbe BoyerDoyr was widely read, loinl throulh eilht 

editions before leSI,11 this favourable relard for music education 

was probably of considerable consequence. 

Slldl••lr CI.ttaltODe 

One of the most popular and most influential treatises on 

education to appear in Enlland durinl the sixteenth century was 

Baldassar Castl1110ne's 11 CorteaiaDA (Venice, leaS).la Thoulh 

the worK actually predates ElyotJs GouerDQur, Castll1ione's bOOK 

did not circulate widely in Enlland until an English translation 

by Sir Thomas Hoby appeared as Tbe Cpurtter (London, 1551).13 

However it seems not unliKely that Eljot wa5 familiar with 

11 Cprteqllnp when he set about writing Tb- BOKe Named the 

GpyerDpur. Certainly the ideas contained in the two boOKS are 

very similar.14 

Castiglione believed in a classical edUcation, as did Elyot, 

and he also believed that musleal training was an important part 

of an overall education. His bOOK tlKes the form of conversations 

involving several figures at an Italian court. One of these 

figures, the Count, speaKs as follows. 

my Lords (,uoth he) you thinKe I am not 
pleased with ye Courtier, if he be not also a 
Musition, and beside his understanding and 
cunning upon the booKe, have sKi! In liKe 
manner on sundry instruments. For if wee 
weigh it well, ther is no ease of the labors, 
and medicines of feeble mindes to be found 
more honest and more praise worthie in time of 
leisure than it. 

Therefore no marvell, that in olde times and 
now adayes they have Ilwlles beene inclined to 
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MUsltlons, and counted this a most acceptable 
food of the minde. IS 

Castiglione's Count bolsters his position with reference to 

ancient writers, as did Elyot in turn. He finds music study to be 

a force ·inclinlng to vertue- when taken UP In childhood, and a 

delightful and honest passtlme for filling up leisure hours in 

later life.IS 

other parallels to Elyot are to be found. In 

Castiglione's view the nobleman should not perform In public, 

and if playing before his familiars should always -dissemble 

the studi. and palnes· that go into doing anything w.ll.17 

Elyot mentioned Instrumental music specifically as a worthy 

pursuit, and Castiglion. was of a similar mind. One of his 

charact.rs finds ·prickSOng is a fair musiCk ••••But to sing 

to the lute is much b.tt.r •••• ·IS MOreov.r, -the musicke 

with a s.tte of Vlol.s doth no less del it. a mans for it is 

v.ri. sw.et and artlflciall.·19 
-Th. latter citation is of particular interest for the 

mention of the music of a ·s.tt.- of viols. As will b. s ••n 

b.low, Hoby's translation of Castlglion. was circulating very 

wid.ly in England at about the time that viol consorts were 

b.ginning to attract sizable numb.rs of amat.ur players. 

Though Castiglion. wrote his work betw••n lS0S and 1516, his 

English audience took his message to h.art only aft.r s.veral 

generations had pass.d. The full flow.ring of the English 

musical renaisssanc. did not arrive until lat.r in the reign 

of Elizabeth and the op.ning d.cades of the sevent.enth 
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c.ntury und.r Jam.. I. By that tim. the Enlli.h w.r. fully 

und.r the .way of Italian courtly fa.hion., .xpr••••d mo.t 

cOI.ntly, p.rhap., by Ca.ttllion•• 21 

Rga.r 81cham 

A promin.nt Enlli.h writ.r on .ducation in the sixt••nth 

c.ntury wa. ROI.r A.cham.21 Hi. biolraph.r, Lawr.nac. Ryan, 

.ay. of A.cham's Tb' SChg1'mI,t.r (lS78) that it ·shar•• with 

lb' Bgv.rngyr the honour of b.inl the mo.t influ.ntial of 

Tudor tr.atis.s on .ducation.-22 LiK. Elyot b.for. him, 

Ascham tOOK as his th.m. the .ducation of the lov.rninl class 

at the hand. of privata tutors, .mploy.d in the hom.. 

Ascham was som.what .~uivocal in his consid.ration of 

the valu. of mulical traininl. Thoulh h. is Known to hay. 

studi.d both vocal and instrum.ntal music privat.ly while at 

Cambridl" h. appar.ntly did not continua to practic. in 

lat.r lif•• 23 H. complain.d at on. point of the d.clin. in 

the ability of coll.g. und.rgraduat.s to sinl, wishinl that 

-pricKSOng- w.r. studi.d in the .l.m.ntary schools of his day 

as it had b ••n in form.r tim.s.24 On the oth.r hand h. 

consid.r.d that too much study of math.matics and music would 

spoil the stud.nt.2S H.r. the association of the two 

disciplin.s may b. silnificant; Ascham may hay. had Bo.thian 

music in mind rath.r than practical music. A clos. r.adinl 

sUllests that Ascham, liKe Elyot, approv.d of music as a 

recr.ational passtime, provid.d that it wal not pursu.d too 

Avidly. He includ.d music in a list of suitable .x.rcis,sl 
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Therefore, to ride cumlie. to run faire at the 
tilt. or rinl' to plaie at Meapones' to Ihote 
fair. in bo., or lur.li. in lonl to vault 
lustelie. to runnel to I.ap.' to Mr.stl.1 to 
SMimm.1 to daunc. cumli•• to sinle and pla~. 
of instrument.s cunn~nll~ •••b. not onli. 
cumli. and d.c.nt, but also v.ri. n,c,slarie 
for a Courtli. G.ntl.man to us.. e8 

But d.spite the latt.r Mords, Ascham .vid.ntl~ did not f •• l 

that music .ducation Mas in any May c.ntral to the .ducational 

proc.ss. It is silnificant that lb' a,bpt'mAlt• r was orilinall~ 

conc.iv.d by its author as a Latin tutor. Ascham Mas a propon.nt 

of a rilorous classical E,ducatlon, as s ••mlnll~ M.r. many of the 

l.adinl thinK.rl of his time. A lood indication of hil real 

concern can b. s.en in the observation of Joan Simon that Ascham 

was concern.d not so much by a lack of .ducation as b~ a lack of 

the right kind of education, -with 'true religion' plac.d 

first.-a? 

Another Elizab.than .ducator and writ.r on .ducation of 

consid.rabl. cons.quenc. was Richard MUlcast.r.e8 MUlcast.r was 

h.admast.r of the ~rchant Ta~lors' School in London from 1561 to 

lS86, and lat.r h.admast.r of St. Paul's in London from 1596 to 

about 1688. Thus h. was the onl~ on. of the writ.rs so far 

consider.d h.r. who actuall~ sp.nt the maJority of his WorKing 

da~s as a teacher in a school. 

MUlcast.r favoured a common public schooling for all 

childr.n, rich and poor alik., exc.ptlng to a c.rtain .xt.nt the 
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o members of the trY. nobility. this latter Iroyp haYinl special 

ne.ds, he thoYlht they milht best be seryed by a special edYcation 

ynder the Iyldance of a priyat. tytor at home.IS Byt he wished to 

see schools sych as ~rchant Taylors' sery. eqyally for sons of 

lentlemen, y.omen, and poor, where th.y woyld haye an .dYcatlon 

balanced in terms of scholarly, artistic, and physical 

actlYities.30 

At the el.mentary l.yel, MUlcast.r wrot., foyr sybJ.cts OYlht 

to b. stydl.dl readinl, writinl, drawinl, and mustc.31 He arlyed 

that this training oYlht to b. proyid.d to lirls as w.ll as to 

boys, which if not .xactly a reYolytionary conc.pt, was at least 

y.ry liberal and certainly not indicatiye of the leneral state of 

affairs in his day.32 

we know that the regime at ~rchant Taylors' ynder MUlcaster 

inclyded music, eyen thoYlh the school's statytes did not reqYire 

that it be taYlht.33 A former styd.nt of MUlcast.r at ~rchant 

Taylors', James Whit.loCk., wrote of this part of his tralninl' 

-His care was ~lso to increase mv skill in musiqye, in which I was 

brOYlht YP by dayly exercise in it, as in singing and playinl upon 

instruments.-34 

Thus w. s •• that musical education under MUlcaster's watchful 

.ye meant both yocal and instrumental training. H. took pains to 

not. in Tb' El'mentari. that musical study meant practical study, 

diyisibl. into two parts' acultiYation of the Yoice, and the 

practice of an instrument. a3S On the Yalu. of the musical 

training of young p.ople he was yery insistentl 
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For ~ own part I cannot forbear to place It 
among the most valuable means In the 
upbringing of the young, and in this opinion J 
have the support of all the best authorities 
of antl~ulty. There are so many arguments in 
favour of the art. it is so ancient, so 
honourable, so universal, so highly valued in 
all times and places, aliKe In church s.rvices 
and otherwise' It Is such a calmer of 
passion, such a powerful influence on the 
mind, that J must stay my hand In writing 
about It, lest being fairly embarKed J should 
be unable to stoP. It will be enough to say 
of Music that it Is very comforting to the 
wearied mind, that it is a means of 
per suasion which all must appreciate who 
delight in the proportions of number, that it 
is best and most easily learned in childhood, 
when it can do least harm, that its harmonies 
could not have such power to stir emotion if 
they had not some close natural affinity to 
the constitution of the body and soul of 
man.... 38 

If this ~uotation seems somewhat strident, it may be because 

the idea of including music as part of the normal course of study 

in the grammar or elementary schools of the day was not commonly 

accepted. In this, as In the id.a of allowing free access to the 

grammar schools to girls as well as boys, Muleaster was out of 

step with his times. Raynor notes that the position of music in 

schools other than choir or song schools was largely a function of 

the attitude of the headmaster of the particular school.37 Very 

few schools other than song schools offered any music during the 

reigns of Elizabeth and James 1.38 

Since it Is known that both vocal and instrumental music 

played a part in the studies of ~r chant Taylors' scholars, we 

might asK what instrum.nts they learned. Mulcaster wrote that he 

favoured the study of the virginals and the lute, ·which two 
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instruments I have chos.n b.caus. of the full music utt.red by 


th.m and the vari.ty of .x.cution th.y r.quir••••• ·3S 


H. would have stud.nts advanc. to the point wh.r. th.y milht 

·play r.asonably w.ll on them, thoulh not at first silht, wh.th.r 

by the .ar or by the book, always provid.d that prlcksonl 10 

b.for. playlng.·48 

Thus the music at Merchant Taylors' s ••ms not to have 

includ.d any viols. But MUlcast.r hims.lf must b. r.colnlz.d as a 

landmark flgur. In having both strlv.n to provide compr.h.nslve 

musical training in his schools, and writing .loqu.ntly about his 

r.asons for doing so. 

Henry PeaGbam 

H.nry Peacham Is another writer worthy of consideration. He 

was active during the reigns of James I and Charles I. Peacham 

published what is perhaps his most well-Known worK, lbe CgmpIeat 

Gentleman, in 1822. After MUlcaster, this will be seen as a Kind 

of r.turn to the themes of Elyot. lbe CgmpIeat Gentleman was 

written ostensibly for the boy William Howard, son of thl Earl of 

Arundel. Peacham SPOKI from thl point of vilw of a tutor, and he 

believld the tutorial to bl the ideal form of education for boys 

of Howard's station.41 

SpeaKing of music and of P80ple who are not drawn to It, 

Placham had this to say. 
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••• 1 am v.rll~ p.rsuad.d th.~ are b~ nature 
v.r~ 111-dlspos.d and of such a brutish 
stupidit~ that scarc. an~thinl .Is. that 11 
lood and favourable to virtu. Is to b. found 
In th.m. Nav.r wise man, I thinK, qu.stion.d 
the lawful UI. th.r.of, linc. it is an 
immediate 11ft of h.av.n b.stow.d on man, 
wh.r.b~ to praise and malnlf~ hll Cr.ator, to 
solac. him In the midst of SO man~ sorrows and 
car.1 wh.r.with 11ft Is hourl~ b.s.t, and that 
b~ lonl, as b~ l.tt.rs, the memor~ of doctrin. 
and the b.n.fltl of God mllht b. for.v.r 
pr.s.rv.d.... 42 

musical stud~, .v.n thoulh h. f.lt comp.ll.d to off.r the usual 

provilo, that It was to be K.pt for ·private recr.ation and 

lelsurabl. hours· and not cause the student or servant of the 

In stating the l.vII of attainment h. bellev.s the student 

should strive for, Peacham gives considerable food for thoulhtl 

I desire no more in ~ou than to sing ~our part 
sur., and at the flrlt sight, withal to pla~ 
the same upon ~our viol, or the .xercise of 
thl lute, privately, to ~ours.lf. 44 

In usinl the word ·part- h.re P.acham s.e.. to be suggesting 

that the gentleman would naturally engage in consort music from 

time to time, whether in madrigal singing, or in some instrumental 

group incorporating viols. However, he may mean that the very 

same part should bl both sunl and play.d on the viol, conceivably 

at the same time. There is general disagreement as to what 

extent madrigal singinl at the time may have been supported by 

instrumental accompanlment.45 NOr is It very clear whether 

Peacham meant that the private ex.rcise of the lute should be 
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considered as an alternative to slnllnl or viol plavlnl, or 

whether it was somethlnl he believed milht reasonablv be 

cultivated In addition to these other sKills. In anv event, It is 

of considerable sllnlficance that he mentions the viol as beinl a 

pursuit worthv of the lentleman. this mav represent a chanle in 

fashion from the time of MUlcaster's writinl.48 

Puttinl aside Peacham's rhetorical flourishes, we are left 

with the impression of a man havinl a Ireat appreciation of 

musical studv as a means of recreation, in the most positive sense 

of that word. To be sure, Peacham considers other disciplines 

more serious and wellhtv in their relative value to the overall 

formation of the lentleman. In this he is verf much in the 

tradition of Elfot and the other writers of courtesf manuals. But 

the ·compleat gentleman· was nothinl if not refined, and Peacham 

with his precursors was more than readf to aCKnowledle that 

musical accomplishment made a Ireat contribution to the finish of 

their product. 

Other Mriterl AD Edy,.tiOQ 

The writers referred to so far were bv no means the onlv ones 

to consider education during the period dominated bv Elizabeth 

and James I. However thev have been singled out for special 

consideration because thev have been widelf aCKnowledged by modern 

writers as having had a considerable impact on the age in which 

they were active. ~vertheless other writers were also at worK, 

and among these were some who had a less favourable regard for 

.....sic education. 

I 
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Representative of the latter Iroup werl some writlrs who 

contributed to the lenrl of litters of advice to a son. Price 

mentions in particular two names of individuals who left such 

litters of advicI in which littll or no noticl of music Iducation 

was taKln.47 This omission is somewhat surprisinl in that thl men 

in ~uIstion, Henr~ Perc~, Earl of NOrthumblrland, and William 

Cecil, Lord Burlhle~, werl ver~ prominent and powerful courtiers, 

who must have felt thl valul of cultural refinement whin 

circulatinl amonl the upper llvels of societ~. Simon suggests 

that of the contributors to the glnrl of Ilttlrs of advicI, thlre 

were a number who showId disaffection with lifl at court.48 Thlse 

selm to havI felt that the individual should be prlPared to 

survive at court, but would thrive onl~ at a distance from the 

confined courtl~ life. This would necessitate the cultivating of 

practical sKills that were thought to be of Ireater immediate 

value than facllit~ in pla~ing instruments or singinl. 

Alongside MUlcaster should be considered two writers who, 

liKe him, turned their attention to the problem of educating a 

broader spectrum of societ~. William Klmpe, writing as a 

headmaster of a London-area school, produced Tb' Educatipn pf 

Childr.n in L.arnin, (IS88). Kempe maKeS no mention of music 

education having an~ place in his curriculum.49 John Brinsle~, 

said b~ Simon to be the most influlntial of English writers on 

education in the earl~ seventeenth centur~, also ignored music 

completel~ in his writing.Se 

Man~ scholars have taKen notice of the plans drawn up by two 

of Elizabeth's courtiers for schools or academies which would 
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pro~ld. school in. for h.r w.rds. Sir Nichol.s B.con produc.d the 

first of th.s. pl.ns in ISII.SI Und.r a.con's sch.me fi~. tutors 

w.r. to b••n••••d, including on. full-time music mast.r. 

Stud.nts would r.c.i~. two hours p.r d.y of instruction in music, 

with a furth.r hour s.t .sid. for pr.cticin.. Sir Humphr.y 

Gilb.rt ad~.nc.d a simil.r pl.n in IS79.S2 Gilb.rt r.c.i~.d the 

backing of Willi.m C.cil, Lord aur.hl.y, who w.s El iz.b.th's most 

pow.rful minist.r, for his propos.d 8Qu••n Eliz.b.th's Acad.~·. 

Gilb.rt w.nt.d to includ. among the mast.rs on. who would instruct 

the w.rds on lut., b.ndora, .nd citt.rn. As it h.pp.ns n.ith.r 

Bacon's nor Gilb.rt's pl.ns w.r. to b. r ••liz.d, but the hi.h 

profile accord.d to music tuition in both of th.ir propos.d 

institutions is indicati~. of the p.rc.i~.d v.lu. of musical 

training in preparing the courtier to s.rve the crown. 

Charlton su.gests th.t both C.sti.lione's and Elyot's books 

sp.wn.d a vari.ty of imitative works.S3 The positions taken by 

the writers of the l.tter differ.d little from their mod.ls. 

Taking their l.ad primarily from Elyot, in Charlton's estimation, 

were Ascham and Peacham. Another study In a similar vein is said 

to b. Lawrence Humphrey's lb' Npbl.s, pr pf Npbiliti. (IS63). Two 

workS pattern.d after Casti.lione and written for an Italian 

market saw translation into English. Th.se w.re Oella Casa's 

GalAt.p (ISSe, translated by Robert Peterson, IS76), and Guizzo's 

LA Ciuil. Cgnu'r1azipn. (IS74, English translation by B. Youn" 

IS86). I ha~e not seen these works, but if they were cast very 

closely in the mould of Elyot and Casti,lione, as Charlton says, 

they presumably condon.d or acti~ely promot.d the caus. of music 

c 
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Richard Braithwaite was a writer who was active later in the 

reign of Jan.. I and in the early year. of the reSin of hi• 

• ucce••or, Charle. I.S4 In Braithwaite-. 10.. Ryll' and 0rdlr, 

for tbl Bqwlrn..nt Of tbl HOY'I Of an Earll (1821) appear the.e 

in.truction. a. to when the hou.e mu.ician••hould play, and on 

which in.trument•• 

At Ireat fea.t., when the earle-••ervice ,. 
loinl to the table, they are to play upon 
.hagbut, cornett., .hawma, and .uch other 
in.trument. loinl with wind. In meal tin.. to 
play upon viol., violin., or other broKen 
mu.ic •••• At Ireat fea.t., or in time. of great 
.tranler. the drum i. to .ound at dinner time 
till the ewer be ready to go up with the 
service, and then to live place to the 
musicians, who are to play on the 
instruments.... SS 

This citation is useful for showinl one occasion, at least, 

when the music of a viol consort was considered appropriate. It 

will be noted that the music was to be played in this instance by 

house musicians, that is, by professionals and not by amateurs. 

Howlvlr, Bratthwaite also recommended that music tutor. be engaged 

to train the nobleman's children to ·sinll and play upon thl basl 

Violl, the Virlinells, Lute, Bandora or Citterne.-S6 

Finally, it is instructive to consider the somewhat 

conflicting testimony of two musicians as to the state of music 

education during Elizabeth's reign. Thomas MOrley, in the preface 

to his A plainl and Ea.i. Introdyction to practicall MU.iCK. 

(lS97) wrote that inability to sight sinl or carry a part in 

consort would reflect poorly on one's upbringing.S7 Thi. would 
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o seem to suggest that the Elizabethans received music education as 

a matter of course. However, as will be seen In greater detail 

below, ver~ little musical training was available In the public 

schools of the da~. Those who did receive music education 

probabl~ made private arrangements for the most part. 

Flnanciall~, this would have been unfeaslble for the great 

maJorit~. A number of writers, Mackerness, for example, see in 

MDrle~'s statement an attempt to drum up a market for his work, 

which is intended to initiate the la~ person into the ~steries of 

music.Se Seen from one angle, MDrle~ appears to be sa~lng that 

·ever~man· should be educated musicall~. But this ma~ be no more 

than a salesman's use of the power of suggestion. 

A near contemporar~ of MDrle~, Thomas Wh~thorne, suggested in 

his AutobioarAPhy (IS?I) that music education was in a serious 

state of decline due to the suppression of the monasteries which 

had taken place in the lS48's.SS Wh~thorne saw this decline as 

affecting all segments of the population, ~oung and old, rich and 

poor, professional and amateur, in sacred or secular forms of 

music-maKing_ 

Probabl~ the truth la~ somewhere between the apparently 

optimistic outlook of MDrley and the pessimistic view of 

Wh~thorne. The passage of time undoubtedly had some effectl the 

appearance of their booKs was separated b~ a span of more than 

twenty years, and an even grlater period ma~ have separated the 

writing of them. If the two arl taken at face value, and MDrle~'s 

statement represents an~thing like a true reflection of thl state 

of affairs in his day, that is, that music education was becoming 
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quit. common, the P••••g. of time mu.t h.v. brou.ht with it 

con.id.rabl. ch.n.... It i. w.ll to b.ar In mind the diff.r.nt 

context. within which the two made their obs.rvations. Wh~thorn. 

w•• actin. as a r.cord.r of • social ph.nomenon, wher.as MOrl.~'s 

.tat.ment c.me In the cont.xt of • fiction.l me.ting betw••n two 

men. Wh~thorn. w.s r.porting, while MOrl.~ was cl ••rl~ Inv.nting. 

At the v.r~ le••t it would b. f.lr to ••~ that Wh~thorn.'s pl.int 

was indicative of some s.rious probl.ms plaguing music .duc.tion 

at the time of hi. writing. Wh.t some of th.s. probl.ms w.r. will 

b.come app.r.nt in the t.xt b.low. At thl. point it n••d onl~ b. 

remarK.d th.t the suppr.s.ion of the mon.st.rle., which w.s on. of 

the dir.ct r.sult. of the R.formation in Engl.nd during the 

1541's, .pp.r.ntl~ did h.v. a n.gativ. imp.ct on music educ.tion 

in the dec.des following. MOst of the consequ.nc.s w.r. still 

being felt during MOrl.y'. d.y. 

SYlllDAry 

The for.go ing is me.nt .s a surv.y onl ~, and not as an 

.xhaustiv. account, of the vi.ws of Elizabeth.n and Jacobean 

writers on music education. The t.xts cit.d have d.alt larg.ly 

with the .ducation of the nobility and the emergent upp.r class. 

This is reflective of the preoccupation of the writers of the 

period, which was more with the schooling of the gov.rning than 

the common class. Joan Simon comments th.t from the time of Henr~ 

VIII on th.r. w.s incr.a.ed r.cognition that reorganlz.tion of the 

.tate would require a literate, well-educated population, 

partlcul.rl~ in the case of the merchant clas•• SI It was this 
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aame group who would moat benefit from aome form of music 

education, both in terms of the aocial grace that came with 

muaical ability, and also through the detente that the exerciae Of 

musical aKil1 could offer. There waa increased concern throughout 

the period for the education of the common claaa aa well. Thia 

waa an effect brought on in part by the Reformationl the aame 

pattern waa repeated in all the countriea of northern Europe which 

were affected by the doctrinea of Luther and Calvin.Sl But muaic 

training played little part in the achooling to be had in moat 

inatitutiona aet up for the benefit of the common folK. wataon 

wrote of grammar achoola in the alxteenth century that they tended 

towarda the elimination of muSical atudiea in favour of greater 

emphaaia on claaaica.S2 

Caatiglione, Elyot, Aacham, and Peacham all approached 

education with a apecial regard for the concerna of a tutor 

aaaigned to train one of the aona of the nobility. All seem to 

have afforded aome value to the atudy of both inatrumental and 

vocal muaic, with the conatant proviaion that it not be permitted 

to rob tin. away from more aerloua purauita. Their writing aet 

the tone for a number of imitatora--taKen together theae writers 

leave the overwhelming impression that the membera of the 

wealthier aegmenta of aociety were under aome preasure to 

cultivate musical literacy, including the ability to sing and to 

play instruments in consort. 

MUlcaster championed the cause of muaic training for the 

broader, and poorer, part of the English social fabric. However 

he was a somewhat isolated case, and music waa not a subject that 
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was offered in most trammar schools.S3 

I. Dtb.r ••cy1ar infly.ns•• 

writers on education were an important influence in the 

shaping of music education durint the period in ,uestion, but 

several other factors, each exertint an important influence of its 

own, can also be isolated for closer stud~. Alain, it is be~ond 

the scope of this thesis to conduct more than a surve~ of these 

forces, and those ..ntioned here are not presented as an 

exhaustive list of the forces at pla~. However, the writer 

believes that the~ represent so.. of the most important e1...nts 

which combined to determine the texture of the social fabric 

during the Elizabethan and Jacobean period. As such th.~ were 

also determinants of the nature and function of music education in 

these periods. 

Tb' .xampl. Of tb. ,rOMD 

If the above-..ntioned writers' preoccupation was lartel~ 

with the develop..nt of an educated gentr~ who would be better 

able to serve at court, it was to the crown itself that the upper 

classes looKed for a concrete example of how the~ should comport 

themselves, in education as in all other thints. The civilizing 

influence of the Renaissance tended to operate in this sense at 

least, from the upper echelons of societ~ down towards the lower. 

In the Enllish monarchs from Henr~ VIII to James I the 


Italian Renaissance concept of ·l'uomo universale,· tbe 
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perlonlficatlon.S4 All memberl of the royal family in this period 

had exceptionally full clalslcal educatlons. In term. of musical 

accomplishment Henry VIII probably let the standard for all the 

Tudors after hlm.SS Under hil sponsorlhlp the musical 

Chapel Royal came to totally dominate the mus~cal life of 

England.SS All the outstanding musicians of the country were 

exception.S7 Courtlers and memberl of the nobility and gentry 

were encouraged by the example of the monarch and the high musical 

standards at court to both cultivate musical SKills themselves, 

and to set up and maintain their own musical establishments.Se 

Price gives many examples of families of the nobility and 

gentry pursuing some degree of musical sophistication after the 

example of the crown. A couple of these examples may be mentioned 

here. One of the earliest to be affected was the family of Edward 

Seymour, Earl of Hertford, brother-In-law to Henry VIII, and later 

Lord Protector to Edward VI.SS Seymour was paying musicians as 

personal retainers as early as lS3S, bought a variety of 

instruments towards the end of the lS30's including a full set of 

viols, and may have played lute himself. Shortly afterward 

Seymour was paying for music lessons for some of his staff, but it 

was not until lS70 that evidence was left showing members of his 

immediate family (here including descendents) taKing musical 

tuition. The distinction is an Important one. Henry VIII and the 

c 
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Tudor monarch. aft.r him w.r. all .KIII.d practical mu.ician••o 
But the leadinl m.mb.r. of the upp.r cia•••• , p.rhap. mindful of 

Elyot'. cav.at alain.t ov.rz.alou. pur.uit of practical .Kill, 

•••m to hav. I.ft practical mu.lc-maKlnl up to ••rvant. and 

min.tr.l. until lat.r in the c.ntury.?' By l~e! two of Edward 

Seymour'. Irand.on., Edward and Thoma., w.r••tudyinl vlrllnal. 

and viol with. re.id.nt mu.lc tutor.?l WIlliam Law•• b.n.fit.d 

from the patronale of the .econd Earl of Hertford, fath.r of 

Edward and Thoma.. Lawe. wa. appr.ntic.d to Cop.rarlo throulh the 

Int.rv.ntlon of H.rtford.?! 

Anoth.r noble who cultlvat.d mu.ic aft.r the mod.l of the 

crown was H.nry Fltzalan, Earl of Arund.l and .om.tim. .ultor to 

Qu••n Elizab.th.?3 HI••on-in-Iaw, Lord Lumley, inh.rlted 

Fltzalan's palatial hom. NDn.such, and with it Fltzalan ' • 

aspirations to Ir.atn.ss as a musical patron. Charles Warren 

write., ·Sev.ral documents sUllest that und.r the aells of Arundel 

and Lumley the musical establi.hm.nt at NDnesuch rivalled the 

Royal Chapel itself in the richness of Its resources and the 

extent of it. reputation. a?4 These gentlemen built up an 

extensive library of music in print and manuscript, as well as 

putting tOlether a vast collection of instruments which, in ISS6, 

included forty-one viols.?S 

The example of the crown affected music education in a 

variety of ways during the Elizabethan and Jacobean p.riod. Three 

main inflUences may be remarKed. First, In cultivating practical 

music SKills, the monarch set a personal example whch led others 

in the nobility and rising merchant class to seeK private music 
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tuition for th.ms.lv•• and th.ir chlldr.n. 8.condl~, the 

formidable King-. MU.icK and the Chap.l Royal ••rv.d as mod.l. for 

the maintaining of private mu.ic ••tabli.hments .uch a. Arund.l' •• 

In sponsoring prof••• ional or ••mi-prof••• ional music-maKing In 

the home, the upp.r cia•••• w.r. fo.t.rlng appr.ciation of mu.ic 

and the cultivation of r.fln.d musical ta.t., it••lf an asp.ct of 

mu.ic .ducation. Thirdl~, the g.ntr~ patt.rn.d th.ir b.havlour 

aft.r the crown In arranging for mu.ical training for th.lr 

••rvant. and In spon.orlng prof••• ional appr.ntlc.ships In the 

ca.e of some proml.lng young musician. who came to th.ir 


att.ntion. 


lb- EconQgr and MUsic Edueatipn 

Tracing the influences that gov.rned the social history of 

music in the period under examination, HacKerness finds that th.y 

operated in three main chann.ls.78 Th.s. h. identifies as the 

diffusion of humanistic teachings, the Protestant Reformation, and 

the development of a musical public. The courtesy manuals were 

infused with the philosophy of the new humanism, so a study of 

these helps an understanding of the impact of humanism on the 

popularity of music education. The effects of the Protestant 

Reformation will be considered in the next chapter of this thesis. 

To a great extent it is possible to consider the development of a 

new musical public as a function of the economic well-being of the 

English in Tudor and Jacobean England. 

It has already been noted that there was an effectively new 

governing class in England at this time. Simon writes that the 
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turn in, pOint came und.r the r.i,n of H.nry VII, the first 

Tudor.?? H.nry VII promot.d to positions of pow'r men who w.r. 

pr.vlously of low.r or mlddl. ranK. Th. practic. continu.d ov.r 

.ucc••dln, d.cad.s and und.r .ucc••din, monarchs. An oVlrlappin, 

proc••s .aw the ,radual advanc.ment of l.adln, memblr. of the 

lmer,in, mercantill cla.s. Thl two .tr.ams Joinld to crlat. a n.w 

,.ntry. H.r. was thl nucl.us of thl nlw musical public r.marKld 

by MacK.rn•••• 

Thl home. of thl n.wly .mer,in, ,.ntry d.vllop.d as cultural 

c.ntrl., ,radually displacin, the ChUrch and the aristocratic 

courts as focal point. of thl cultural lifl of thl En,lish.?S 

MacK.rnls. and ~y.r both .trl•• thl point that thl thrivin, 

comm.rcial .cono~ during Elizab.th'. rli.n cr.atld a ta.tl for 

r.fin.d pur.uit. with which to occupy l.i.ur. hour., pursuit. 

which could providl a d.t.nt. through .a.ing thl str.ss of daily 

participation in thl mark.tplacl.?9 

Thl ma.t.r. of thl n.w ,Intl. class, in thlir city and 

country homes, took up patronage of the arts as a pas.time 

affording Plrsonal rllaxation and grlatlr prlstigl among frilnds 

and n.i.hbours. In Simon'. vilw patrona,. of the art. by l.adin, 

citizlns wa. Will .stablish.d by the time of Edward VI, and 

continu.d to play a v.ry important roll during the r.i.n. of 

Elizab.th and James.se Shl sug,.sts that the nobility vild with 

.ach oth.r in the political and r.ligiou. ar.nas, as on. mi.ht 

.xP.ct, but also in patrona,. of the arts.SI MacK.rnlss confirms, 

·Patrona••••• wa. an ••s.ntial condition of En,li.h music-making in 

thl R.naissanc. p.riod.-e2 
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One of the more uisible effects of this interest in 

patronizlnl the arts was the enlallnl of musicians as personal 

retainers.83 It seems that durinl the tim. of Henr~ VIII there 

was alread~ a fairl~ well established practice of noblemen 

prouidinl some minstrels with their own liuer~ and contractinl 

with the musicians for entertainment to be prouided on certain 

special occasions throulhout the ~ear. The rest of the tim. the 

minstrels were free to wander and worK where the~ milht. W.arlnl 

the nobleman·s liuer~, the~ were lenerall~ afforded a cordial 

welcome where otherwise the~ mllht not haue found one, and the 

liuer~ also afforded protection from prosecution under the 

ualrancy laws.84 

The engaling of minstrels who remained for much of the ~ear 

itinerant can haue had but little direct effect on music 

education. Howeuer it soon deueloped that the lords of the mAnors 

began to arranle for musical tutorinl for their regular household 

staff. Price documents this practice as hauing taKen place in the 

homes of the Manners, the Cauendishes, and the Sir Wllliam 

Petres.8S Similarly, indiulduals who had already deueloped 

musical sKills might haue been engaled as seruants. These would 

haue been giuen non-musical duties, but would haue been expected 

to entertain as well. Sir Francis Willoughby was one English 

gentleman who Kept musical seruants from the lS70·s on.88 

Retained musicians at times were put to worK tutorinl children of 

the manor, or perhaps the lord and lady. Sir John Petre, patron 

of both Byrd and Coperario, arranged for the latter to teach his 

son William Petre, in 1801, while the son of Robert Cecil studied 
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viol with Nicholas Lanier in 1811, durin, Lanier's employ~nt with 

Cecil.l? 

The advance of the new ,entry, which was part and parcel of 

the chan,in, economic scene in Renaissance En,land, had another 

interest in, impact on the musical life of the country, an impact 

which had implications for music education. ~yer describes how 

the rising mercantile class and the new lieutenants in the 

s~uirarchy, being but recently risen from lower clsses, had 

popular rather than aristocratic taste when it came to the arts.aa 

As a result lar,ely of their preferences, instrumental music and 

particularly dance music began a rapid evolution. Where up to the 

time of Henry VIII or so serious music meant religious music, 

~yer sees the serious cultivation of instrumental music as 

be,inning with the emergence of this new group. By late in the 

sixteenth century there was ,reat interest among men and women of 

means in learning to play the lute, virginals, and viols. ~yer 

notes, -If a man could afford any de,ree of luxury, musical 

instruments were amon, the first thin,s he would ac~uire.-89 

The arrival of a new muSic was thus coupled to the arrival of 

a new class. The two phenomena together created a new market for 

music education among amateur gentlemen and gentlewomen. The 

emergence of the new propertied class meant that people had money 

in hand to buy something, in this case instruments, bOOks, and the 

services of musicians as performers and teachers. The new class 

sought refinement and perhaps also escape through contact with the 

arts. As a result of their particular tastes a new kind of music 

emer,ed, which people wished to hear and ultimately to play. 
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MU.lc for a consort of viols was amonl the most refined exemplars 

of this new Kind of music, and accordlnlly it attracted a number 

of adherents from amonl the more refined members of the new class. 

Guild, and R.lat.d OrGanization' 

<a) Tb' London COmPanx Of MY,lelan, 

For Elizabethans or Jacobeans one of the most common avenues 

to a professional education would have been apprenticeship with a 

member of one of the luilds. The larlest such orlanization which 

could have provided musical traininl was the London-based Company 

of MUsicians. By an Act of Common Council of the City of London 

datinl from ISee, this group was properly incorporated and liven a 

monopoly on the right to perform music for profit within the City 

limlts.Se This should have given the organization effective 

control of the music trade in the capital, but other groups 

continued to play music professionally in the London area • 
.. 

NOtable among these groups were the London waits, the King'. 

MUsicK, and members of professional theatre companies. Each of 

these will be discussed below. Despite the activities of other 

group. who disputed or ignored their monopoly, however, the 

Company of MUsicians was an important force in sixteenth and early 

sevente.nth century London. 

Guilds attempted to control access to trade secrets through 

strictly controlling apprenticeships.Sl Thus, ordinary members of 

the Company of MUsician. were originally permitted only one 

apprentice at a time. Office-holders and former office-holders, 
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as well as members of fourteen ~ears stand in. or more, were 

permitted two apprentices each. From about mid-sixteenth centur~ 

the quota of apprentices permitted normal members was increased to 

two, relardless of lenlth of membership within the orlanization.S2 

The normal term of apprenticehsip was fixed at seven ~ears b~ 

a IS83 Statute of Apprentices, but this probabl~ Just confirmed 

existinl practice.S3 Other terms of this act stipulated that the 

apprentice was to live in the house of the master, servinl, 

obe~inl, and keepinl his secrets, while also alreelnl to refrain 

from lambling, matrimon~, and fornication. The master in return 

agreed to feed, clothe, and house the apprentice while instructinl 

him in the secrets of the trade. 

Where an apprentice was bound to a master for seven ~ears as 

his sole professional charle, he should have been luaranteed a 

reasonably sound education. The Masters and wardens, who 

constituted the sole loverninl bod~ of the Company, soulht to 

ensure that the apprentice was soundl~ trained b~ reserving to 

themselves the rilht to examine both master and apprentice to 

determine their fitness to pla~ for profit.94 

It is known that some musicians chose to affiliate themselves 

with ,uilds other than the Company of MUsicians. In part this 

action may have been motivated by a wish to Keep more than the 

number of apprentices permitte~ under the charter of the Company. 

In 1574 the governors of the Compan~ obtained a ruling b~ the 

London Aldermen that members of guilds other than the Compan~ of 

MUsicians who were trainlnl their apprentices In the craft of 

minstrelsY should abide b~ the terms of the Company Charter which 
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governed the Keeping of apprentices. This ..ant not taKing mare 

than two apprentices at a ti.. , and submitting the apprentices to 

the WArdens for examination before allowing them to plav publtclv. 

WDodfill comn.nts that the Master and wardens succeeded in 

controlling their OMn ..mbers on this score, but Mere ineffective 

Mhen it ca.. to Inforcing rlstrictions on ..mbers of other 

companils.SS 

WDodfill ..ntions that MI have littll Ividlnce to ShOM Mhat 

Kind of training apprentices rlceived.SB This is due in largl 

..asurl to thl practice of guarding trade slcretsl there was no 

writtln syllabus to follow, lach master rathlr was left to his own 

..ans to dlvisl a procldurl for imparting the privlllgld 

Knowlldgl. W. arl thus 11ft Mith thl proclss of d~duction for 

dltlrmining Mhat must havI blln includld in thl normal 

apprlnticlship. 

Thl ..mblrs of thl Company of MUsicians Mlrl rl~ujrld to 

Plrform at all Kinds of social occasions, from thl vlry formal, 

such as thl coronation of a nlw manarch, to thl rathlr.~rl 

common, such as Mlddings, parish sUPPlrs or ..etings of 

proflssional associations.S? WDodfill, again, SU~~lstS that in 

ordlr to bl abll to fulfill thl various functions IXPlctld of 

thlm, memblrs of thl Company Mould in all liKIlihood havI blln 

trainld to sin~ as Mill as to play on onl, or marl, instru..nts.98 

In the larly part of thl sixtlenth clntury apprlnticl. may 

have Ilarnld their repertoire by earl by thl middll of thl 

century, though, some would have been trained in literacy, and by 

the end of the century most professional musicians Mould have had 
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to be literate musicall~. This was necessitated b~ the increasina 

popularit~ of music for instrumental ensemble, or consort, as well 

as b~ the fashion for part-singing which swept England beginning 

about the 15Se's. In order to take part in such music the 

musicians would have had to be able to read from notation. 

Certainly by 16ee or so the better musicians would have been 

required to play or produce all kinds of music, from traditional 

dance tunes and ballads to contrapuntal madrigals and fancies.SS 

As ensembles grew in popularity a distinction was made 

between loud groups and soft groups on the basis of the 

instrumentations loud noises, or ensembles, included wind 

instruments such as shawms, crumhorns, and sackbuts, soft noises 

tOOk in flutes, recorders, and string instruments. lee A 16e6 

Company ordinance stipulated that no member of the Company of 

MUsicians was to pla~ in public in a group of less than four 

members or members with apprentices. This provides a fairly good 

indication that b~ the start of the reign of James I some form of 

ensemble worK made up the bulk of the professional's job.lel Many 

masters probably trained their apprentices to play on at least one 

loud instrument, and at least one soft one, so as to fit them to 

play at as many kinds of occasions as possible. In some instances 

apprentices would probably have been given some training on viol, 

despite the contention of many modern writers that the viols were 

played mainly by amateur gentlemen. 

It seems that few centres apart from London were able to 

support a professional association or guild consisting onl~ of 

professional musicians operating in the secular realm. An 
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important distinction should be made here between professional 

freelance musicians, who were apt to be ..mbers of a musicians 

,uild, and other Iroups such as musicians-watch..n employed by a 

town (waits), slnlinl ..n employed by a church (parish clerkS), 

and musician-actors employed by a theatre (often ..mbers of the 

actors luild). WDodflll sUllests that York was the only other 

city with a musicians gulld.ll2 Raynor Indicates that York, 

Beverley, and Bristol, plus unna..d others, all maintained 

functional musicians lullds at the tl.. of the founding of the 

~ondon Company of Musicians, but he may have been referrinl to 

waits.leS 

Cb) WAit. 

In other towns where they existed, waits milht have amounted 

to a luild unto themselves, but in London at least they were not 

accorded this distinction. Crewdson notes that thl London waits 

wire theorltlcally requlrld to be ..mblrs of so.. other luild in 

ordlr to work as waits.184 They Wire not recolnized as a slParate 

luild In London, then, and such may havI been the case in other 

centres as well. 

The London watts resistld Joininl the Company of MUsicians' 

Crewdson believes this was in order to avoid the harsh 

restrictions on the number of apprentices allowed members of the 

Company.185 waits outside of London would also have kept 

apprentices, whether as members of a musicians luild, an 

association unto themselves, or as members of some othlr guild. A 

partial list of towns othlr than ~ondon havinl waits would include 



Dover, Canterbury, Dartford, Beverley, AlnwicK, Leicester, 

Norwich, Bristol, Chester, LYnn, and YorK.10G 

lhe waits were originally a Kind of civic guard, but by the 

sixteenth century they had become a band of municipal musicians 

whose guard duties were ceremonial for the most part.10? In some 

cases the waits were given monopolies on performi~g music for 

profit in the towns and cities of Elizabethan and Jacobean 

England.10a 

During the sixteenth century the municipalities began to 

purchase instruments for the waits. WDodfill maKes the point that 

the waits would originally have had to provide their own 

instruments, and that this creates an obstacle to our Knowing what 

they played, a~d w~ftn t~ey might have startftd to play instruments 

other than the traditional wait pipes or shawms.109 However, some 

records of town purchases of instruments are extant. By 1595 the 

Norwich waits had record£rs, cornets, sacKbuts, and a lysardine 

(serpent?), and by lG00 viols and vi~lins.110 The Chester waits 

had recorders, cornets, and an oboe, plus ·violens· (probably 

viols) by 1590.111 Viols were bought by the City for the London 

waits in 1561.112 

Sinc2 we Know that the waits hired themselves out as 

professional musicians and trained their apprentices as musicians, 

and since we Know also that they began to have viols among their 

instruments by the latter third of the sixteenth century or so, it 

is safe to assume that some of the waits were training their 

apprentices to perform publicly on viol. 
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The London waits began a series of regular public concerts in 

1571.113 These ~ere played outdoors. and for this reason they 

probab 1 y tended to p I ay most 1 y loud (i. e. wind) instruments, but 

they may have pI ayed v io 1 s as part of the ir' per'formance from time 

to time. Though Crewdson gives the average number of waits 

maintained by a town at any given time as from six to nine, 

Woodfill believes that the average was probably lower, and that 

the ideal number was five.114 He does not explain why five was 

ideal, but one thinKs naturally of the vast body of consort worKs 

in five parts. Waits were almost certainly per·for·ming some of 

these by 1600. 

(c) The King's Myai,K 

The lines between the various groups who figured in one way 

or another as professional musicians during Tudor and Stewart 

t iITIes in England were not always clear'ly drawn. Thus, Crewdson 

indicates that there was some traffic bacK and forth between the 

London waits and the King's MusicK at about this time, with some 

individuals holding appointments in both groups simultaneously.115 

The King's Mus iCK was a body of pr-ofess iona1 mus ie ians who 

were emp loyed on a permanent bas is by the crown, for the pur'pose 

of prov id ing mus ic for enterta inmer,t and ceremony. 116 The ir 

origin is somewhat obscure, but they were already well established 

in 1469 when Edward IV granted a royal charter to the King's 

Minstrels, maKing a guild of the latter group. The charter gave 

the Minstrels the exclusive right to per'form music for profit 

anywhere in the Kingdom except in the county of Chester.l17 The 

Minstrels were also granted the r'ight to name member's of the 



Kinl's MUsicK, subJect to approval bv the crown. 

It is unclear from ~ sources whether the King's Minstrels 

continued to function as a separate luild in the sixteenth and 

seventeenth centuries, but the Kinl's MUsicK successfullv invoKed 

the 1488 charter in a lelal dispute with the London companv when 

the Jurisdiction of the two Iroups was at issue. The Companv in 

lSII received from the Citv of London a monopolv rilht to perform 

for profit within the limits of London, and a charter Iranted the 

Companv bv James I in 1814 extended this territorial right three 

miles bevond the Citv limits in everv direction. As this would 

have taKen in the Irounds of the roval compound at Whitehall, the 

members of the Kinl's MUsicK challenled the issue in a court of 

law. The Judges found in favour of the Kinl's MUsicK, and tbe 

1814 companv charter was ruled void. lIS However this issue was 

not resolved until the 1831's, well after the death of James I. 

To what extent the members of the Kinl's MUsicK were free to 

enlage in performinl for profit awav from the court is another 

po int wh ich is not clear. We have seen how noblemen dur inl the 

time of Henrv VIII and before enla.ed minstrels and .ave them 

liverv to wear, while nevertheless leavinl them free to seeK other 

emplovment for much of the vear. This example might have been 

used as a precedent by members of the King's MUsicK under later 

monarchs to retain a certain amount of independence from the crown 

even while receiving regular pav as court musicians. If it is 

true that some individuals were simultaneouslv under retainer both 

to the Citv of London as waits, and to the crown as members of the 

King's MUsick, then it would appear that membership in the roval 



SI 


organization Mas not necessarll~ a barrier to doing freelance MorK 

on the side. 

It Is certain that m.mbers of the nobllit~ Mould haue had 

frequent chances to see and hear the King's MUsicK perform, If 

onl~ at ro~al functions both at and aMa~ from court. In the 

King's MUsicK and the Chapel Ro~al the monarchs maintained the 

ablest musicians in the land. Performances b~ these groups were 

certain to be of the highest calibre, and would haue contributed 

to educating the musical ear and sensibilit~ of the priuileged 

m.mbers of the public who attended. this purel~ informal aspect 

of educating for music appreciation should not be ouerlooKed In a 

conSideration of the music education of an~ period. WDodfill 

belieues that the members of the upper classes ma~ haue found 

their true musical uocation, and made their greatest marK on 

English music, -as admirers and critics of professional musicians 

and of composers.-I1S 

John Steuens, pointing to the exposure of upper class 

gentlemen to uiol music at court during the reign of Henr~ VIII, 

suggests it ma~ haue been this exposure Mhich caused these same 

gentlemen to seeK training in music literac~ for their 

servants.12e The noblemen's obJectiue was to enable the servants 

to pla~ in consort for them, the masters, and their guests. Price 

documents purchases of viols b~ the Earl of Rutland in 1537 and b~ 

the Earl of Hertford in 1538 and 153S, and suggests that it was 

professional house musicians, or minstrels, who would have pla~ed 

the instruments initlall~, with servants being trained to do so 

onl~ some ~ears later.Sel 
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A Key question is whether members of the King's MusicK would 

have engaged in tutor'ing others, be they pr'oTess ional mus ic ians, 

apprentices, members of the gentry or their families or servants, 

in viol-playing techniques. It is difficult to give a definite 

answer to this question, but they may have done a little. 

Price cites evidence that a servant of Sir William Petre tooK 

music lessons from a member of the Chapel Royal during the 

155B's.122 He believes that other individuals close to the crown 

may have had access to men~ers of the royal corps of roosicians as 

teachers for members of their families or household staff.123 

WOodfill notes that some members of the King's MusicK served 

as music tutors to members of the royal household.124 Steven. 

indicates that members of the King's MusicK also trained 

apprentices for later service to the crown.125 

Members of the Chapel Royal, in all liKelihood including the 

child choristers, began studying the viol during the 154B's.128 

The ir In it tal instruct ion may have come from members of the King's 

MusicK, though my source does not speculate on this. 

Charles Coleman was one viol player who may have done some 

private tutoring while serving the crown. He is suppo~ed to have 

been a teacher of John Hutchison while under retainer to Charles 

I. Hutch ison 's bI ife wrote that member·s of the King's Mus icK 

gathered at Coleman's house to prepare pieces for later 

presentation before the King, and that the rehearsals attracted 

appreciative listeners from among London society.127 However, 

Coleman's name is not among those included in the "Lists of the 

King's Mus ie ians" from the Mus lea.l Ant igl.la.rv, nor in similar 1 ists 
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included as an appendix to WDodfill.128 

Alfonso Ferrabosco JI was appointed yiol tutor to Prince 

Henry in 18e4, and may haye done some tutorinl of Prince Charles 

after Henry's death in 1812.129 Ferrabosco's name appears amonl 

members of the Kinl's MUsicK from 18e2 to 1842.138 

From such obscure and widely scattered references it is not 

possible to conclude that Yiolists within the Kinl's MUsicK were 

commonly enlaled in tutorinl on a relular basis, with the 

exception of Ferrabosco. Simply from the eyidence of the names in 

the lists of those retained as Yiol-players by the crown, it seems 

that apPOintments were often passed down in a family, suggestinl 

that appointed musicians trained their successors as a matter of 

course. Lupos, de Comes, and Galllardellos seem to haye 

established dynasties in the ranKs of Elizabeth's Yiolists, and if 

the names become more diversified under James, in 1812 it was 

still possible to count four Lupos, a Galliardel10, and a Comie 

among the royal Yiolists. Other family names recur with 

considerable regularity amonl the various instrumentalists maKing 

UP the roy&l corps, &nd this supports the conclusion that members 

of the Kinl's MUsicKe Kept apprentices liKe any other professional 

musicians of the d&y, drawing on the pool of their own &nd their 

collealues' children for many of their initiates. 

It is more difficult to support the conclusion that the royal 

violists did much tutoring outside of their own closed circle. 

They may have done a little in the early years under Henry VIII, 

for example when the members of the Chapel Royal were first 

undertaKinl to learn the instrument, or when servants of the 
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King's closest friends and supporters needed instruction to start 

them off. Howeyer, in the absence of solid eyidence that tutoring 

did taKe place on a regular basis, it is as easy to suppose that 

other musicians, already familiar, perhaps, with the tlchniquls of 

thl lutl and thl reblc, worKld out for themaelYes an acceptable 

playing tlchnique. Mastlrs of the Children in the ChaPII Royal, 

and retained house musicians in the manors of the nobility, would 

not haye blen long deYeloping sufficient facility on the 

instrument to start a beginnlr off in the right direction. 

The members of the King's MUsicK may haye been KIPt busy 

enough that they did not haye time to do much priYatl teaching, 

and they were fairly secure financially.tSt Finally their prima 

educatiye function with respect to the general public may haye 

been the somewhat aleatoric onl of cultiYating discriminating 

listeners.1S2 

(d) Compani.1 of ACtOrl and Child ACtOrl 

It remains here to consider the part played by the actors 

guild and companies of child-actors. It selma strange at first to 

thinK that there could haYe been an educatiye function attached to 

music in the theatre. ~yertheless, music then as now played a 

largl part in theatrical productions and this had larle. 

implications for the nature of music education in the ~.ntres 

wherl there were theatres. 

The most striKing linK betw.,~ the two arts was inherent in 

the organization of ~"oristers from leading London choirs as 

companies of ch.ld actors.t33 In seyeral modern studies of the 
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period we read that the Master of the Children, who was at once 

the head of the choir and the person responsible for the education 

and well-be in. of the bov choristers, often sou.ht theatrical 

outlets for the talents of his char.es. Thus, all of the 

followin. are named bv the MyII,AI AntlqyAry as leadin. their bovs 

in, or lendin. them to, dramatic companies l Richard Edwards 

(before IS88) and William Hunnis (after IS88) at the Chapel Roval, 

Sebastian w.stcote (IS83-1S74) and Thomas Oiles (ca. lS8?) at St. 

Paul's, Richard Farrant at St. aeorle's Chapel, Windsor (up to 

lS90), and John Tailour at Westminster Abbev (ca. IS88-8?).134 

This list probablv does not include all the Masters who oversaw 

choirbov efforts in the theatre, but it probablv does include the 

most important centres of this kind of activitv. The Myli,Al 

AntiqYArY speculates thAt the choristers from provincial 

cathedrals also presented plavs, but other sources that I hAve 

lOOked at name onlv the four choirs here mentioned.13S 

The Earl of Oxford, Edward de Vere, evidentlv had some role 

to plav in oversee in. the activities of the Chapel Roval children. 

He is said to have operated a school of musiC and drama for them 

at the old monasterv of the Black Friars. The choirbovs from St. 

Oeor.e's Chapel, Windsor, and St. Paul's may also have studied 

there.138 In pr.sentations mad. around the vear IS9S children 

from the Chapel Roval were billed as The Earl of Oxford's 

Children.13? The Chapel Royal choristers were still associated 

with a theatre known as BlacKfriars in 1802, Jud.ing from a 

contemporary report cited in Woodfield.139 

The fact that the children were alreadv being trained in 
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mu.lc In order to .Inl In the church .erylce m.ant that their 

mu.lcal trainlnl wa. not entirely the product of th.ir functioninl 

a. child actors. How.y.r it i. not cl.ar that th.y would hay. 

l.arn.d a. many In.trum.nt. as they did, nor Ind••d that th.y 

would hay. ma.t.r.d ••cular r.p.rtoir. to the .ame d.lr•• , if th.y 

had only .unl in the chap.l choir•• Wbodfl.ld'. r.port.r, a 

foreiln.r impr••••d by the Enlli.h capital in a 1812 yi.it, wrot•• 

For a whole hour pr.c.dlnl the play on. 
li.t.n. to a d.lilhtful musical .nt.rtalnment 
on orlan., lut•• , pandora., mandora., yiols, 
and pip•• , as on the pr•••nt occa.lon, ind.ed, 
when a boy cum VAC' tr.myla .anl .0 charmlnlly 
to the accompaniment of a bass Yiol... J3S 

Thus the boys .eem to hay. b.en trained on a wide Yariety of 

Instrument., includinl Yiols. ConceiYably, .ome of th.s. boy. 

milht haye b.en employed by the th.atres as actors or r •• ident 

mu.lcians when their yolces brOKe' they mllht also haye been 

enlaled to teach other actor. musical Skill •• 

Raynor belleyes that the mu.ician. who w.re employ.d as 

adults in the professional theatre must haye been v.ry versatila 

as welll he .ullests that they would haye had to double on 

members of the strinl consort (possibly both Yiol and Yiolin), 

recorder consort, and instruments of the brass, woodwind, and lute 

families.141 GIYen the popularity of mu.ic in the th.atre, Raynor 

notes, each establishment probably retained one or more staff 

musicians who could coach other actors or boy apprentices in 

sinlinl or playinl instruments.141 

Wbodflll supports a similar conclusion. He allows that 

outside musicians would hay. found some worK in the th.atre, alsol 
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-The drama .ave emplovment to Independent prof.sslonal musicians 

durln. part of the perlod.·142 ftmon. the musicians who ml,ht hay. 

b.en tapp.d for servlc. w.r. thos. In the London Companv of 

MUsicians, the London waits, the memb.rs of the Kln,'s MUslcK, 

household musicians attached to noblemen, sin,lnl men and 

cholrbovs from the cathedrals. But WDodflll thinKs that memb.rs 

of the actors lulld would have received traininl In music almost 

as a matter of course durlnl their apprentlceship.143 

WDodfield also thinKs that some, If not all, the actors were 

cultlYatinl musical SKills bv the end of Elizabeth's reiln. -For 

some productions the music mav have been provided bv a consort of 

musicians hired especlallv for the occasion,- he wrltes.144 But 

he finds evidence that manv adult actors were trained to sinl 

their own songs and provide their own musical accompaniment. 

Among their musical accomplishments some of these actors were 

evidentlv developlnl a facllitvfor playlnl viol. WDodfield cites 

a reference to a treble and bass viol in an inventory of 

properties belonling to a London company of actors, the Admiral's 

~n, In ISS8, and a bequ.st made In 1685 by an actor named 

Augustine Phi11i,s left a bass viol to his apprentice.14S 

It seems then that both adult and child actors around the 

turn of the seventeenth century had access to musical traininl, 

including training on the viol. The actors guild was one place 

muaiclans might go in order to avoid the restrictions imposed by 

the London Company of MUsicians on the number of apprentices they 

could Keep. Here also was a chance for musicians to aUlment their 

teaching income, and another opportunity for the public to hear 
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sophisticated music including viols in consort. 

Symmery 

Probabl~ the most important single factor in the promulgation 

of music education among amateurs during the period in question 

was the constant approval it received from the writers of courtes~ 

manuals. Those who had pretensions to genttlit~, or those who 

were trul~ of the gentle class, were seemingl~ under considerable 

pressure to displa~ qualities of fine breeding, including the 

abilit~ to appreciate and participate in fine music. As the age 

placed son. value on the stud~ of the classics, writers of the 

etiquette bOOKs drew on classical authors to bolster their case 

that son. Knowledge of music was indispensable to the refined 

person. Inevitabl~ there were na~-sa~ers, who found that the tin. 

necessar~ for cultivating musical SKills was wasted, but these 

seem to have been in a minorit~. 

The example set b~ the monarchs in the sponsoring of musical 

activities and in the pursuit of performance SKills was one which 

the privileged circle at court was wont to emulate, and n.rchants 

and ~eon.n farn.rs In their turn fell into step. As the standard 

of living rose throughout the Elizabethan age there seems to have 

been an increasing demand for music to dance to, listen to, sing, 

and pla~. While it is no doubt true that the recreational pursuit 

of music-maKing SKills can not have greatl~ occupied the labouring 

class, many members of a growing middle class probably did maKe 

son. such bow in the direction of refinement. 
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The question then becomes one of how the profe•• ional and 

amateur musicians went about learnin. their art. It taKes some 

time and the close supervision of a teacher to achieve a level of 

even minimal proficiency on an instrument, so the wandering 

minstrel can have been but of limited value as a teacher. 

Bradually, though, the minstrels seem to have disappeared, or 

rather, became more stable as retained musicians in noble houses, 

or freemen of towns as waits or actors. In some of the larger 

centres, especially in London, the musicians seem to have 

organised themselves into guilds. MUsicians were thus more liKely 

to stay in one place sufficiently long to be of service as 

teachers. 

Where professional education was at issue, there were 

restrictions on the number of individuals who could study with any 

given master at one time. The main purpose of these restrictions 

was probably to prevent too many people from trying to maKe a 

living out of music, thus flooding the marKet. However, such 

restrictions seem to have been largely waived where the interests 

of amateur musicians, especially merchants or gentlemen with thiCK 

pOCKetbooKs, were at staKe. The latter sort would have had little 

difficulty in finding a tutor if they were anywhere near a large 

centre. Towards the end of the sixteenth century and the 

beginning of the seventeenth century, waits, theatre musicians, 

musicians attached to the retinue of a nobleman or merchant, 

underemployed or unemployed parish clerkS, possibly even 

peripheral members of the King's MUsicK, all would have had sKills 

to pass on in the areas of singing, instrument-playing, and 
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mu.lc-r.adin., for a f ••• 

Giv.n the time, .n.r.y, and co.t. that are in.vitably 

Involv.d In b.comln. truly .fficient a. a mu.ician, it i. probably 

.af. to .ay that f.w amat.ur••v.r r.ally excelled. The comm.nt 

by WDodfill, cited above, that the mu.ical vocation of the 

.entleman amateur wa. probably more one of admirer and critic than 

of performer i. no doubt w.ll-founded. Th. quality of 

prof••• ional p.rformance would have .e.n .ome incre••• over the 

cour•• of the p.riod, a. the mu.ical ••n.itivity of the public w•• 

arou••d. Th. quality of amat.ur p.rformanc. no doubt al.o w.nt up 

thou.h the curv. may not have been a. gr.at. 

Viol. came to be numb.r.d among the in.tumental re.ourc•• of 

prof••• ional mu.ician. a. the p.riod pro.r••••d, probably in 

r ••pon.e to a c.rtain de.r.e of public demand. How.v.r, many 

wrlt.r••••m to f.el that the prof.s.ionals tended to pref.r wind 

in.trument., and that the viols w.r. mora oft.n than not the 

province of amat.urs. Th••e amateurs would have had to avail 

them5elve. of the .ervices of profes.ional musicians as teach.rs, 

for the natura of con.ort mu.ic demands music literacy, .omethin. 

which the profe•• ionals Jealou.ly .uard.d as a trade ••cr.t. 

Having made a b.ginning In the cultivatiion of reading .Kills, the 

amateur probably did a fair amount of floundering around in the 

company of hi. fellows. it is .afe to assume that the l.vel of 

amateur performance was not uniformly high. 

Amateur performance there certainly was, though, and it 

remains on. of the app.aling asp.cts of the period. Among some 

members of the upper clas••s music s.em5 to have b.come something 
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of a participant sport, with the amateur aspirin, to a place in 

the consort. From a modern perspective, it Is possibl. to agree 

with WOodfiJI, that the contribution of the ,.ntleman amateur was 

most valuable insofar as his elevated taste called forth the best 

efforts of composers in the creation of a noble repertoire. 

~vertheless, the individual in ,uestion, the gentleman amateur, 

probably would not have seen things this way. There can be little 

doubt that an amateur play in, in an ensemble of viols would have 

had a valuable experience, irrespective of the critical ,uallty 

of the music he was able to produce. ~yer finds that 

participation in a viol consort became -the favourite art of one 

particular type of cultured and musically educated family.-l!! 

Playing in a viol consort may not have been for everyone, but by 

the turn of the century it probably did form a very significant 

part of the cultural life of a small group of devoted amateurs, 

members of the new ,entry and the more well-to-do merchant class. 

For this minority group, the ability to participate in a viol 

consort would have been one of the central goals of a musical 

education. 
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NAt" for ChApt'r 11 

1 Elizablth'. rli,n I. 'Inlrallv .aid to ha~1 bl,un with thl 
dlath of Marv Tudor on 17 ND~. t~~8. Thi. datl i. ,iuln a. thl 
.tart of hlr rll,n in Paul E. EI.llr, WRrld ChrOnalOgy Of My", 
H"tpry (Dobb. Flrrv, N.Y.I OClana Publication., 1872), Vol. I, 
p.374. Howlulr thl datl of hlr coronation i. ,iuln a. 14 Jan. 
1~~8 in Rach.l and All.n P.rciual, Tb' Court Of ElizAh,th the 
Eir,t (London I atain.r and 1.11, 1878), p. 14. 

2 S •• Joan Simon, EdycAt'on And 10Si'ty in TUdor EnalAnd 
(London I Cambrid,. Uniu.r.itv Prl•• , 1886), pp.84-85. 8imon 
not•• that H.nrv VII, .oon aft.r hi. a.c.n.ion to thl thron., 
b.gan to rapidlv promotl men who w.r. not part of the ari.tocracv 
to po. It ion. of pow.r In the .tat. and church, In part to prot.ct 
hi. t.nuou. claim to the thron.. MO.t of th••• men w.r • 
• vmpath.tic to the id.a. of the humani.t .cholar., id.a. which 
w.r••wI.plng out of It.1V to foment gr••t .ocial and cultur.l 
chang••cro•• Europ. at this time. S•••1.0 Ern.t ~Vlr, Enali'h 
ChAmb'r NUS'S (London I L.wr.nc. and WI.h.rt, 1948, rpt. 1951), 
pp.82-84. ~v.r writ•• th.t in.trument.l mu.lc b.g.n to .uolu. 
qulCKlv with the .dv.nt to po. It ion. of pow.r of ·th. progr••• iu. 
popul.r and merc.ntil. cl ••••• , the n.w forc ••• • ~v.r •••• thl. 
dlv.lopment •• h.ving t.Kln pl.c. In the r.ign. of H.nrv VII .nd 
Henrv VIII, p.rticul.rlv .s the .clon. of thl merch.nt cl ••s 
repl.ced the old power broKer. In the feud.l nobllitv .nd the 
church hier.rchv. 

a loth ·courtesv manu.l· and ·courtlv bOOK· .s well as other 
.Imll.r t.rms are in f.irlv g.ner.1 u.e in the liter.ture. Th. 
purpo•• of the.e bOOK. w•• to educ.t. the new .ri.tocr.cv .nd the 
upwardlv mobile merch.nt clas••s to corr.ct forms of b.h.viour .t 
court or in societv. In a broad.r ••nse they .et out to d••crlbe 
for .nvone who needed or cared to Know, wh.t it w.s to be • 
gentleman. 

4 Walt.r Woodflll, MU,IslAn, In English lesi,ty (Princ.tonl 
Princ.ton Unlu.rsitv Pr••• , 1953), p.287. Woodfil1 ch.r.cteri••s 
.s -misconception- the ide. that ·every dome.tic hearth was the 
scene of muslc.l performance of • very high .tand.rd.- (p.281) 
Consort music, he maint.ins, w.s the province of the upper
clas•••• 

5 Elyot's title is to be under.tood •• Tb' BOAK NAmed thl 
GAYlrnAyr· A modern edition h.s b.en published with this titl. 
under the editorship of S.E. Lehmberg (London I Dent, 1862). 
Llhmblrg w.s onl of this centuries ll.ding .uthorities on Elyot'. 
life .nd worK. Hi. introduction provides fascin.ting biographical 
det.ils on Elvot. Jo.n Simon, EdYSAtien And IASiltv, contains 
v.luable insights into Elvot's id••s .nd Influ.ncl (pp.152ff. of 
her text). 

6 Elyot, pp.18-28. 
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7 EI"ot, ,.21. 

8 EI"ot, ,.21. 

8 EI"ot, ,.22. 

1I El"ot, ,.22. 

11 El"ot, ,.uii. 

12 Casti.lione can be read in En.lish in lbr•• R.nai••anc. 
Cla•• ic., Burton ~. Milli.an, ed. (~w YorK- Charles Scribner's 
Sons, 18~3). The text reproduced In this edition Is the 
translation b" Sir Thomas Hob" that was first published in London 
in 1~81. It is probable, according to Simon, EdycatiQn and 
$oCi.tv, p. 1~lr that copies of the original 11 CQrt.,ianQ in 
Italian were auailabl. in En.land soon after its initial 
appearance in V.nice in 1~28. She stat.s, p.241, that II 
CQrt.,ianQ in time b.came ·almost a s.cond Bibl. for English 
••ntl.men ••• • but this was much lat.r in the centur". Ascham, 
when writing lb' ScbQQl'ma.t'r, belieued not enough att.ntion was 
being paid to lb' CQurtl'r. See Simon, p.348. 

13 For Hob,,'s translation of Castiglione, se. the prec.ding 
note. 

14 K.nneth Charlton, Education in R.naf••anc. En,land 
(Toronto. Uniuersit" of Toronto Pr.ss, 198~), p.83, sug.ests that 
where lb' GOY'rnOyr taKes as its principle th.mes politics and 
ethics, Castigllon. was mora conc.rn.d with social grac.s. 
Charlton indicates that it was lb' COyrti'r that .xercis.d the 
greater Influenc. on later men of letters such as Sidne", Spenser, 
and Raleigh. It probabl" was also mora influ.ntlal in the cas. of 
mus Ic ians and amateurs of mus ic r at l.ast by the e.nd of the 
sixt••nth centur". 

I~ Castigllone, Thr•• Cla•• iCI,p.32... 

18 Casttglione, ,.321. 

17 Casti.lione, pp.349-~8. 

18 Castiglione, ,p.3~8-3~1. Hoby's translation may haue 
taKen liberties with the original text. lan Wbodfi.ld, Tb- Earlv 
Hi.tory of tb. Viol (Cambridge' Cambridg. Uniu.rsity Press, 
1984), p.182, notes that Hoby has Sir Fred.ricK. say, ·But to sing 
to the lute is much b.tt.r •••• • whereas the original Italian laue 
-uiola· in place of -lute-. Wbodfi.ld suggests that in Enlland at 
the time of Hob,,'s writing ·uial· -uiola· and ·ui.lle- could hau. 
r.ferr.d to the medi.ual fiddle as well as the uiol, but not to 
the lute. Hoby may baue be.n tryinl to app.al to the tastes of 
his coutrymen, who preferred lute to uiol at this time, says 
Wbodfl.ld. 
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18 Ca.tillione, p.3S1. 

21 See limon, p.341, and note 12 above. Davld C. Pr1cel 
Pltron. Ind My.lelln. of thl En.ll.h Rlnll••lne. (Cambrld.e. 
Cambrld.e Univer.it~ Pre•• , 1881), p.4, write. that the -fa.hion 
for all thin•• Italian- held .wa~ towards the end of the sixteenth 
centur~. The tremendous Impact of Nicholas Yon.e'. My.ISI 
Irln.IIRlnl (London, 1S18) wa. one manifestation of this fa.hion. 
Joseph Kerman, Th' Ellzlhlthln Madr l • 11 (New York- American 
MUsicolollcal loclet~, 1882), p.71, report. that the portrait of 
Dr. Heather, founder in 1828-27 of the MUsic Lecture at Oxford, 
depict. him with a cop~ of My.ISI Irtn.IIRlnl in hand. To .ua.e 
the influence of Casti.lione, we have to lOOk no further, perhaps, 
than to the inclusion of Thl Courtllr in a volume with the title 
Thrll Rlnll••lnSI CII•• IS" In his introduction Mllli.an calls 
Tb' CpYrtllr one of the most Important bOOKS to have come down to 
us from the period. It is mentioned b~ numerous modern writers on 
Renaissance culture, and also b~ some writers contemporar~ with 
Hob~. Thomas Wh~thorne in his AYtohlolrlphv (ed. James Osborn, 
London I Oxford Universit~ Press, 1882) said the nobilit~ -much 
follow- Castt.lione's counsel (p.2IS). 

21 ~ most important source of information on Ascham has been 
his biolraph~ b~ Lawrence v. R~an, ROllr 6'Chl. <Stanfordl 
Stanford 
1983). 

Universit~ Pressl London. Oxford Universit~ Press, 

22 R~an, p.2S1. 

23 Ryan, p.18. 

24 This sentiment is mentioned b~ E.D. MacKerness, 6 Socll1 
HI.to~v of My.IC (London I Routled.e and Ke.an Paull Toronto I 
University of Toronto Press, 1984), p.SI. The pertinent quote, 
from Ascham's TO¥Ophilys, is given in Blrnard Rainbow, English 
pSAlmody PrlflSI.' POPyll~ ~thod. Of TIIshlng I'Be-IS3~ 
(Kilkenny, Irelandl Boethius Press, 1982), p.21 

J wish from the bottom of my heart that the 
laudable custom of England to teach children 
their pllinsonl and pricKsonl were not so 
d.ca~ed throughout all the realm as it now is. 

Woodfill, pp.212-214, reproduces the sa.. quote, and discusses 
Ascham's ambivalent attitude towards music education. 

2S Ryan, p.2S8. 

2B Aschlm, cited b~ Price, Pltron, And MU,lsIlns, p.S. 

27 Simon, p.341. 

28 MUlclster's most important work on education WIS IbL 
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ElemAntac'e (IS8a), written toward. the end of hi. term a. 

headma.ter of the ~rchant Tavlor.' School In London. I haye 

referred prlmarilv to the ver.lon contained in Ja... Ollphant, ~ 


Educational wrttlnga Of Rlcbard MUlcaater (1'32-"'t) (Gla.IOwl 

Ja... Macleho.e and Son., 1813). 


29 Simon, p.3S3. 

3e Slmon, p.3S3. 

31 Ollphant, p.43. 

3a Oliphant, p.Sl, and Charlton, p.aes. 

33 This point Is underlined bv Han CooKe Carpenter, MUlic in 
tbe ~d'eual and Renalaaanc. Unlu'ralt'.a (NOrman, Okla.1 
University of OKlahoma Pre•• , 1958), p.338. 

34 Carpenter, p.338. Ja... WhitelocKe evidently tooK care to 
.ee that hi. own children receiYed a musical education as well. 
One of his sons was Sul.trod. Whlt.loCK. who rose to promin.nc. in 
the Commonwealth und.r Oliv.r Cromw.ll, fill 1nl important 
positions in the latter's administration. P.rcv Schol •• In ~ 
Puritan, and MU.lc (~w YorK- Ru.s.tl and Ru.seI1, 196a), 
pp.1S4-1SS, states that Sir Ja..s Whlt.locKe had his two childr.n 
thoroughly trained in Singing, and that Bulstrode later composed a 
tun. for a maS,ue at the Inns of Court. Scholes savs that the 
tune was reprinted in both Burn.y's and HawKins's Hiatory. 

3S MUlcaster, in Oliphant, p.39. 

36 MUlca.t.r, in Oliphant, pp.39-4e. 

37 Henrv Ravnor, 8 Soc'a1 HiatOrY Of MUa'c (London I Sarrie 
and J.nKins, 1972), p. 138. Price, Patronl and MUalciana, p.36, 
notes that a f.w of the targer London-ar.a .chools, including 
Eton, ~rchant Taylors', W.stminster, and St. Paul·., were very 
much the exception in including so.. mu.Ical tuition among their 
course offerings. In fact, Price f.lls, grammar school. were 
som.what uni,u. In ~ glnlrally .ncouraging and fost.ring music 
lit.racy, at a time wh.n most social institutions did so. 

38 See Pric., patronl and MUalelana, p.3S. 

39 MUlcastlr In Oliphant, p.42. 

4e MUlcaster in Oliphant, p.42. 

41 Placham was writing directly In thl tradition of Elyot. 
In his introduction (P.S) he reveals something of his attitude on 
current trlnds in education when hi savsl 

•••yet, Sir William Howard, at the least let 
us r.cover vou from the tyrannv of these 
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i,norant times, and from the common .ducation, 
which is to w.ar the b.st cloth.s, .at, sl ••p, 
drinK much, and to Know nothin,. 

Th. common .ducation of which P.acham spoKe can probably b. 
und.rstood as the tutorial, car.l.sslv misappll.d In the cas. of 
some noble faml1i.s. P.acham may also have had In mind the Grand 
Tour of the contln.nt, an .v.nt which many thou,ht Indisp.nsabl. 
as the finishln, touch of a voun, nobl.man's schoolinl. 

42 P.acham, pp.le8-1e9. 

43 P.acham, p.ll1. P.acham pr.fac.s th.s. comments bv 
saving, 

I mi,ht run into an infinite s.a of the praise 
and us. of so .xc.ll.nt an art, but I only 
show it to you with the finl.r •••• 

In this can b. s••n a bacKward glanc. at various classical 
authors, whom P.acham has just cit.d <shown -with the fin,.r-) as 
havin, utt.r.d th.ir own -infinite sea of ••• prais.- of music. It 
almost seems as if P.acham were writing to a formula that had been 
worKed out by Castillione and Elyot. 

44 Peacham, p.112. This ~uotation is also to be found as a 
citation by warwicK Edwards under the headin, ·Consort­
(4--lnstrumentation) in Tb' NtH GrOY' Dictionary. In this same 
article Edwards sUlgests that at the time wh.n Peacham wrote, 
professional musicians wer. more liKely to play violins or wind 
instruments, while amateur players favoured the viols. For this 
reason, he says, music intended for use in the home was being 
composed in -a style idiomatic to the viols,- thoulh composers may 
not have indicated that this was their intent. Curiously, this 
same writer elslwhere ~uestions the extent of the use of viols in 
domestic or amateur settinls. In his article -The Performance of 
Ensemble MUsic in Elizabethan Enlland- ~, 88 (1878-71), 
pp.128-121, Edwards writes, 

Their fre~uent employment in professional 
circles, such as at the court, amonlst town 
waits and in the theatre, is beyond doubt, but 
their use as instruments for amateur 
rlcreation may be ~uestioned. 

Edwards loes on to say, 

Amateurs rather tended to learn the lute or 
virlinals, or the wire string instruments, the 
citt.rn, orpharion and bandora. 

This evident discrepancy is cleared up when we consider the 
passall of timel P.acham wrotl nearly twenty years into the 
Jacobean period. By his time amateurs were cultivating SKills on 
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the viol, thoulh they evidently were not, at lea.t to any Ireat 
extent, in the Ireater part of the Elizabethan period. 

4S JacK w..trup, -Dom..tic MU.ic under the Ituart. ­
PrO;lldlngl Of tbl Roval Myll;al Aalo;latlon (!BMa), 88 (1841-42), 
21, point. out that performance convention. were flexible. He loe• 
• 0 far a. to .ulle.t that where unaccompanied .lnlinl wa. to bl 
found, it wa. probably morl than anythinl el.e a reflection of a 
low economic .tatu. on the part of thl .Inler., who may not havI 
been able to afford in.trum.nt.. But w..trup note. that wherl 
many people believe title pale. of madrilal publication. from thl 
period often indicated that they wire -for voice. or viol.,- thl 
phra.1 u.ed wa. more commonly -for voice. and viol •• - Thi. 
de.ilnatlon wa. virtually unheard of blfore lsel, but Crall 
Mon.on, VOICII and VIOII in England. I&II-IIS' (Ann Arbor, Mich.1 
U.M.I. Re.earch Pre•• , 1882), pp.282-283, live. a li.t of 
twenty-three collection. appearinl In Enlland between lS11-1631 
containinl .om. variation on the performancl Indication -for 
voice. and viol.- on the title pa,l. 

46 warwiCK Edward., -En.emble MUsic in Elizabethan Enlland,­
p.122, show. that this chanll of fa.hlon cam. around the turn of 
the century. 

47 Davld C. Price, Patronl aDd Mu,i;laDI. p.8. 

48 Joan limon, p.3S2. 

49 William Kempe and his worK arl mentionld in Price, Patron, 
and My,ician" p.37, and al.o in Raynor, p.138. 

SI John BrinsllY is discu.sed in limon, p.237, and in Price, 
Patron, and MU,ician" p. 37. 

SI Reference to Bacon's schlm. is made In various sources, 
Includinl David Harrl., -MU.ical Education in Tudor Tim.s,- ~, 
SS (1938-39), 131, and Kenneth Charlton, Education in Rlnai,lanc. 
Enoland (Toronto' U. of Toronto Pre•• , 19S5), p.1SS. Both the.e 
writers mention that BAcon's plans, AS Also Gilbert's, CAn be se.n 
in Durham RI,lar;h RlylIM, S (19S4), 1-9. 

S2 Gilbert'. proposed acade~ is mentionld by Price, patron, 
and MUsician" p.18, And Simon, p.341. 5•• Also not. SI. 

S3 Charlton, p.84. 

S4 David Price, patron, And Mu,ician,. p.8. 

SS waIter WDodfill, p.23S. 

SS Price, Patron, and Mu,iclan" p.8. 

S7 Morley's tutor is cited very widelv. Reference to it CAn 
be found, for example, in Ernest walKer, A Hi,torY Of Mu,iC in 
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EnllAnd (London I Oxford Unlveritv Press, 1852), p.78, and Edward 
Lowlnskv, -MUsic In the Culture of the Renalssance,- first printed 
in the JournAl Of thl HlltOrY Of IdIAI, IS (1IS4), reprinted In 
RlnAII.AnCI E.IAY. from thl JOurnAl Of thl Hlltory Of IdIAI, eds. 
P.O. Kristeller and P.P. Wlener, <~w York- Harper and Row, 1888), 
p.34e. A modern edition of MOrley was Issued bv R.A. Harman, ~w 
YorK, laS2. 

se Mackerness, p.S3. See also JacK Westrup, -Domestic MUsic 
under the Stuarts- in ~, se (la42), p.21. 

sa Thomas Whvthorne, Tbl AutoblogrAphv of Tbo..' Whythornl 
<ed. James M. Osborn, Londonl Oxford Universitv Press, 1182), 
pp.213-217. 

88 Simon, p .ISI. 

81 Simon, pp. 12S-12S. 

82 watson, p.221. 

S3 Observers agree unanimouslv that verv little music was 
being taught in the common grammar schools of the dav. NDtes 37 
and 38 above refer to the comm.nts of Ravnor and Price on this 
Issue. See also Foster watson, Tbl Engli.h GrAmmar SChool. to 
!&la, p.212. watson notes that the first boOk to appear that was 
evidently Intended to be used as a music text in schools was 
Charles Butler's PrinCipIIS pf MUliC (183S). But this falls 
outside the period here under consideration. In any avent, Foster 
watson notes that Butler was music master at Magdalen college, 
Oxford, hardlv a typical grammar school. Rather Magdalen was tha 
parant institution for one of the song schools that was not 
suppressed during the lS4l's. watson writes, -The number of 
schools, outside of cathedral song schools, where such a bOOk 
could have been used, must have been small.- (p.213) Another 
wr iter, Dav id Harr is, -MUs ical Educat ion in Tudor Times, - ravea!". 
that 2,374 chantries disappeared after the lS47 Chantries Acta 
-With these went most of the song schools of the land. MOst of 
the affected grammar schools were latar reestablished--not so the 
song schools.- (p.113) Subse~uent to the enactment of the 
Chantries Act, only choristars in cathedral song schools received 
music training for the most part. (p.118) 

84 MOrris Marples, princ•• in thl MaKing: A Study pf RPVAI 
EduCAtion (London: Faber and Faber, laSS), p.17. Marples's bOOk 
provides a concise account of the education of all the British 
monarchs from Tudor down to modern times. 

Ss Henry's musical achievements are legendary, but the legand 
seems to be well founded. Marples suggests that he was -extramelv 
well-taught musically,- skilful as a performer on lute and 
virginals, capable as an organist, singer, and composer. (p.23) 

88 The expansion of the royal musical establishement can be 



88 


trac.d in s.v.ral sourc.s. Among the most us."ful ar. -Lists of 
the King's musicians, from the audit offic. d.clar.d accounts, ­
Ibl MYlt,al Antl,uarv I-IV tI8l8-1112)' H.C. 0. Lafontain., ~ 
Kin,'1 MYlt,K (18el), waIter WOodfill, MUlt,tanl tn £n,ltlh 
Soclltv (see app.ndix E which draws on both of the above sourc.s), 
Alan Smith, -Th. genl.n.n and childr.n of the Chapel Royall An 
annotated relist.r,· IMA Illlarch Chronl,ll V (188'),pp.13-48. 

87 The dominatinl position of the royal musical .stablishn.nt 
in the Elizab.than and Jacob.an periods has b••n widely remarKed. 
See for example WOodfill, p.2411 ·In the Chap.l royal and the 
Kinlls MUsicK the sover.ilns supported most of the b.st musicians 
of Enlland.· Smith, -The lentlen.n and childr.n ••• • (p.13) and 
other writers note that the Master of the Childr.n of the Chapel 
royal, .ffectively the musical leader, was .mpow.red to press 
sinl.rs into servic. from other choirs, cath.dral or privat•• 

88 David Pric.'s Patronl and MUlt,tanl Af thl En,lllh 
Rlna.llanCI provides the most thoroulh docun.ntation of the 
.stablishn.nt of private music, includinl the enlalinl of 
professional musicians and teachers, the purchasinl of instrun.nts 
and mulic, and the cultivation of p.rforminl abiliti.s on the part 
of the upper clalses. His article, -The Elizabethan household and 
its musical education, -Tb' Conlort, 32 (1878), 183-188, 
summaris.s many of his more p.rtinent findinls. In t.rm& of the 
p.rsonal .xample set by members of the royal family, Henry VIII, 
as already mentioned, play.d lute, virllnal. and orlan, Edward VI 
studi.d lute with Philip van Wild.r, Mary Tudor bllan thl study of 
the virlinals at a vlry larly all, latlr in life .hl plaYld lute 
and orlan as Will, Elizablth played lute and Virginals. But James 
I is said to havI blln notoriously unmusical, Iv.n thoulh he 
maintained thl royal musical .stablishment at a llv.l matching it. 
Ilory undlr his prldlcl.sor.. SII Marpll., pp.23,34,48-48,'8, and 
72-74. 

89 PricI mentions Slymour on p.15 of patronl and Multctanl. 

78 SI. Elyot in tlxt above and undlr notl S. The point is 
madl in sevlral placls by PricI. Sel for Ixample p.l' of patronl 
and MUstctans. In his articll, -Thl Elizablthan hou.ehold,· 
p.188, PricI writl., 

Somethinl hapPlnld oVlr thl middle dlcades, 
inspired by the Court and by foreiln .xample 
and nlclssitated by the Rlformation--somethinl 
to Incourale musical literacy and, ultimately, 
a lood dial of intelli.ent, sometime. selfish, 
patrona.e of musicians and composers. 

71 Price, patronl and Muliclan" p.125. 

72 Mentioned in PricI, patron, and NU,lcians, p.12S, and also 
in ~Qhn CoprarlOI Fanta,Ia Suit.,. MUsica Brittanica, No.46, 
trans. and ed. Richard Charteris (London I Stainer and Bell, 19S8), 
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p.x~t. 

73 Fitzalan's stor~ is told b~ Charles H. warren in -MUsic at 
NOnesuch,- My.le- l Quartlrly, 54 (1988), 47-58. 

74 warren, p.49. 

75 warren, pp.49-51. 

78 E.D. MacKerne•• , e SAeial Mi.tAry Af ED91i.h My.le 
(Torontol Uni~erity of Toronto Pres., 1984), p.48. 

77 Joan limon, pp.84-85. 

78 MacKerne.s, pp.82-83. 

79 MacKerness, p.82, and ~~er, p.75. 

88 limon, p.271. 

81 limon, p.348. 

82 MacKerness, p.48. The issue of patronage in music during 
thl. period is explored thorough!~ In Da~id Price, PatrAD' aDd 
MU.ielaD. Af thl EDGIlsh RIDal"aDel, 

83 lee WOodfi!1, -Belonging to any Baron,· (chapter three of) 
MU.ielaD. ID EDGli.h SAeiltv. 

84 The intent and effect of the ~agranc~ laws are mentioned 
by ~odflll on p.189. 

85 Da~id Price, PatrAn. and MU.leian., pp. 137,98,88. 

88 ibid., p.148. 

87 ibid., pp.89-98,175. 

88 ~yer, pp.82-67. 

89 ibid., p.183. 

98 A u.eful study of the London compan~ i. H.A.F. Crewd.on, 

Tb- WOr.hipfyl CAmpany pf MU.letan• (London I Charle. Knight, 

1971). The Act of Common Council of 1588, which formall~ 


Incorporated the guild, is mentioned on p.28. 


91 Crewdson, p.34, WOodfill, p.28. Woodfill mentions that 
the apprentice.hip s~stem may ha~e .er~ed a. a barrier to the 
ready access to music education on the part of some who sought 
training. This was so because masters were restricted in the 
number of apprentices that they were allowed, and were further 
sworn not to re~eal the secrets of the trade to anyone other than 
their apprentices. Howe~er, a ~ery wide loophole was pro~ided, 
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whereb~ lentlemen who wished to learn music for their own 
entertainment could be taulht b~ an~ member of the Compan~. See 
WDodfl1l, p.21. 

82 Crewdson, ,.34. 

13 Charlton, ,.2S4. 

S4 Crewdson, ,.34. 

SS Crewdson, ,.38, describes the efforts of the Master and 
wardens of the Compan~ of MUsicians to control the training of 
apprentices in other luilds in the craft of minstrels~. Despite a 
rulinl b~ the Aldermen that Masters of other luilds who were 
traininl their apprentices In music should submit the apprentices 
to the wardens of the Compan~ of MUsicians for examination, and 
otherwise obe~ the strictures on apprentices laid down in the 
Compan~ charter, WDodfill believes that members of other luiJds 
were able to carr~ on unhampered, and ilnore summonses sent out b~ 
the lovernors of the Compan~ of MUsicians. 

96 WDodfHl, p.18. 

S7 Woodf ill, p.28. 

S8 Woodf ill, , .18. 

99 WoodfUl, p.29. 

lee Crewdson, p.lS. 

lel Crewdson, p .18. 

le2 WoodfUl, p .11e. 

le3 Ra~nor,. p.6S. 

le4 erewdson ,. , .171. 

les Crewdson ,. ,.171. 

le6 Crewdson, p.169, ~~er, p.49. ~~er cites J.C. Brid.e, 
-Town waits and their Tunes, ~, 1927-28. 

le7 Crewdson, ".164-166. 

le8 Crewdson, ,.168, Woodfill, p.llS. 

le9 Woodfil1, ,.8S. 

118 Woodfill, p.8S. 

111 WDodfill, p.8S. 
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112 WDodfleld, ,.214. WDodfleld sUllests that the decision 
to bu~ ~Iols for the waits was Influenced b~ the successful 
performances around mid-centur~ b~ the St. Paul's choir, pla~lnl 
~lols and slnlln, In public. 

113 Crewdson, p.171. 

114 Crewdson, p.188, WDodfill, p.83. 

liS Crewdson, p.171. 

118 WDodfill li~es a ~er~ useful and concise account in 
chapter eilht of his stud~, My.Islan. In Enall.b SgS'lty. His 
appendix E lists musicians in the orlanlzation for selected ~ears. 
Other useful sources for obtaininl names of pla~ers are listed In 
note 88 abo~e. 

117 Control o~.r the actl~ities of minstr.ls and musicians in 
the count~ of Ch.st.r had been ceded b~ the crown to a noble in 
return for ser~tces rendered. The full stor~ can be read in 
Crewdson, pp.leS-II6. See also WDodflll, p.S. 

118 Crewdson, pp .118-118. COlq)are WDodf ill, P.S. 

119 WDodf ill, p.239. 

128 Ste~ens , p.288. 

121 Pr ic., patron. and "". Ss ian. , pp .122, 13S. 

U!2 Pr tc., patron. and "". Ss San. , p.88. 

123 Pr ice, patron. and "".kian. , p .17. 

124 WDodf ill, p .189. 

12S Ste~ens, p.386. 

12S WOodfield, pp.288-289. 

127 ·Charl.s Coleman,· in Thl NWM GrOYI Distignary, and 
Gordon Dodd, Thl.tts Jnd.x Of "".ts fgr ViOl1 (London I The Viola 
da Gamba Society, 1988), p.7. 

128 Both these sources ha~e been cited abo~.. Coleman is 
said in the NtM GrOYI article on him to ha~. b••n noted as a 
teacher of ~olce and ~iols, and as a composer for the ~oice. He 
may ha~e been retained as a sinler at court, in which case his 
name milht show up in lists of the men in the Chapel Royal • 

. 129 -Alfonso Ferrabosco JJ,. in Tb' NtM Groy' Q1stionarx. 
Coperario was Charles lis principal viol tutor. See Duffy, Songs 
and MOt.tl Of AlfonlO F'rrabolso. tb. Voyng.r (Ann Arborl U.M.I., 
1988. 
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131 F.rrabo.co'. t.rm. a. memb.r of the King'. MU.lcK can b. 
d.t.rmln.d by .tudvlng the -LI.t.- In Myslsal entityarv • 

131 WDodfill dl.cu•••• the pay of memb.r. of the royal 
mu.ical ••tabll.hment In chapt.r•••v.n and .ight of hi••tudy. 
Salari•• are mentlon.d in the aLi.t.- in the Myllsal Rntt,yarV. 
Th••• varl.d wld.ly, and at time. would not have Kept UP to 
Inflatlon--but the royal mu.iclan. w.r. w.ll-pald by comparl.on to 
what wait., or memb.r. of the Company of MU.ician. or pari.h 
cl.rK. could .xP.ct. At the b.glnnlng of Elizabeth'. reiln the 
more ••nior viol play.r., Alb.rt of V.nlc., Francl.co of V.nic., 
Ambro•• of Milan, Paul aalllard.llo and Marc Antonio, w.r. all 
g.ttlng paid 21 p.nc. (21 d) p.r day. At this rate th.y •••m to 
have b ••n the high••t paid of the memb.r. of the King-. MU.lcK. 
Innoc.nt d. Co~ and a.org. d. Comv w.r. r.c.iving 12 pence (12 d) 
which was clo••r to what mo.t of the play.r. could .xP.ct. Th. 
trump.t.r. w.r. all rec.lving I pence (Id) daily. By 1596, the 
y.ar of the d.ath of Ambro•• of Milan, h. was .till r.c.lving only 
21 p.nc. (21 d) p.r day, but along with all the other viol 
play.r., was r.ceiving an annual clothing allowance a. w.ll. The 
trump.t.r. by this date w.re g.ttlng 16 p.nc.(16 d) p.r day. Th. 
reign of Elizabeth I. Known to have b ••n a time of fairly high 
Inflation, .0 the r.al value of the mu.iclan.- pay had decr.a••d 
considerably over thl. period. By 1613 the viol player. II.ted in 
a group, and thus seemingly part of a consort or con.orts, in that 
year Including Joseph Lupo, Thomas Lupo the elder, Thomas Lupo the 
younger, Anthony Comve, Rowland Rubbish, Jere~ Hearn., Alexander 
Chesham, Thomas warren, and Horatlo Lupo, were still receiving 20 
pence (21 d) per di.m. If the rate of conversion was 241 pence 
per pound sterling and the musicians were paid for 365 days, they 
were receiving about 31 pounds per year. In that .ame year Cesar 
Galllardello, Alphonso Ferrabosco, and Daniell Farrant were al.o 
salaried as viol players, and were receiving 31 pounds, SI pounds, 
and 46 pounds re.pectively. For compari.on purposes, clement 
Lanier was receiving 2 pence (2 d) or about 3 pounds per year, and 
was s.emingly the lowest paid among members of the King's MUsicK. 
John Lugario, in a class by himself a. the QUlen-s MU.ician, was 
being paid III pounds per Ylar. Alan Smith, in his article ·The 
Cultivation of MUsic in English Cathedrals In the Reign of 
Elizabeth J,. ~ XCIV (1967-68), p.37, states that church 
musicians at this time were WOrKing for very poor pay, with a few 
exceptions. In watKins Shaw'. article, ·William Byrd of Lincoln,· 
Mysic And L.tt.rs XLVIII, p.S2, w. find that the average pay for 
organists around IS61 was I pounds in old foundation cathedrals, 
10 pounds in new foundation posts. Singing men would have been 
paid considerably less. Foster watson, in lb' Enllish GrAmm&r 
School to laee (Cambridge. Cambridge University Press, 1908), 
p.214, gives the salary of the music master at Christ's Hospital 
as under 3 pounds from ISS2 until a benefactor raised it to 16 
pounds in 1619. WOodf!ll, p.68, cites an early sevente.nth 
century source suggesting that church musicians were leaving their 
worK for private employment at an annual salary of 4-5 pounds plus 
board. Thus most members of the King's MUsicK, and the viol 
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 players especially, were quite well off financially compared to 
wh.at mus ic ians in other posts could expect. 

132 Raymond Vaught, writing in his dissertaion, The Fancies 
of AlfpnsQ Ferrabosco 11 (Stanford, 1958), p.3e, comes to the 
conclusion that few members of the King's MusicK were occupied 
with teaching. A few had special responsibilities to tutor 
members of the royal family. A few others evidently received 
special dispensation to teach in order to augment their incomes. 
Vaught seems to feel that not all would have Kept apprentices, 
though some would have. He writes: 

Musical instruction occupied only a few of the 
Royal musicians. Evidently these were special 
appointments and offered favoured members 
opport"'n i ty to expand the ir incomes. 
Ferrabosco was one of P~ince Henry's tut~rs, 
and each member of the royal family had 
instructors assigned to them as children. On 
a les~ elevated social level was the training 
of children for professional careers. 

133 NOne of the sources that I have consulted deal with this 
phenomenon at great length. Nevertheless it is mentioned in 
passing by most authors who have looK3d at either English music or 
education in the period presided over by Elizabeth and James. In 
Alan Smith's article, -The Genlemen and Children of the Chapel 
Royal of Elizabeth I: An Annotated Register,- BMA Research 
Chronicle 15, 1965, pp.13-46, the Masters of the Children who 
worKed in the Chapel Royal or at St. George's Chapel, Windsor, and 
who were active in the presentation of the choristers' plays, are 
named. Richard Edwards was active in this capacity as early as 
1564. William Hunnis succeeded Edwards as Master of the Children 
in the Chapel Royal in 1568, holding the post until his death in 
1591•.He also is said to have presented plays -at court with the 
children- but no dates of these presentations are given. Richard 
Farr·ant was Master of the Chor isters at Windsor Castle from 1584 
until his death in 1580 or 1581. He is Known to have presented 
plays at court with the choirboys fom St. George's Chapel and the 
Chapel Royal in 1511, '18, and '19. Nathaniel Giles succeeded 
Farrant at St. George's Chapel, and went on to become Master of 
the Children of the Chapel Royal in 1591. If he presented plays 
while in these posts, Smith does not say so. 
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134 "Early Elizabethan Stage MYsic," The Musical Antiquary 
(1909-1910), p.30. The activities of Sebastian Westcote are also 
mentioned in the ar-ticle "Mastet' Sebastian of Palll's," The trlusical 
Flni:iquar-y III (1911-1912), pp.149-157. The ar-ticle is signed W.H. 
Grattan Flood. Westcote seems to have been presenting plays with 
child actors as early as 1552. On the 13th of February of thai 
year he ~Jas re imbursed for expenses incurr-ed when a gr-oup of 
"children ..• plaiers" under his direction appeared before Princess 
(later Queen) Elizabeth. It is not certain that the children were 
fr'om Si:. Pau 1 '~-, though th is s·eems 1 U<e 1;,'. See p. 150 of Gr-attan 
Flood. 

135 The specu 1at ion in the Mus ieal Ani: iquar')-' ar-'\: lc 1 e DCc.ur-s 
on p.3e1. 1 am r'elying mairdy on Woodfill, Woodfield, and Raynor' 
for infor-mat iorl on the child actor::.. l-IJent ion of the Chape I Ro>,al 
child players also occurs in Percival and Percival. See the 
citations following. 

139 Perclval, Rachel, and Perclval. Alien, The Court of 
Elizabeth the First (London: Stainer and Bell, 1979), p.S0. 

137 Per-c ival and Percival, p.80. 

138 Woodf ill, p.239. 

139 Woodfill, p.23B. 

140 Raynor' , p.152. 

141 Raynor, p. 152. 

142 Woodf ill, p.29. 

143 Woodf ill , p.29. 

144 Woodf ield, p.222. 

145 Woodfield, p.222. 



Chaptlr Thrll 

Efflcta Of tbl 'lfOrmatlOn on 

ViOl Conaorta and Myalc Edycatlon 

There were a number of factors affectinl music education 

durinl the Elizabethan and Jacobean periods which were directly or 

indirectly connected with the onloinl Protestant Reformation. 

These influences mostly Irew out of events or trends that 

developed durinl the reilns of Henry VIII and Edward VI. I will 

focus on four aspects. (i) effects of the dissolution of the 

monasteries and the adoption of the Chantries Acts durinl the 

1~4e's on the subsequent status of music in the schools' 

(il) maintenance of choir schools by such institutions as the 

cathedrals' the crown In the Chapel Royal and at St. aeorle's 

Chapel, Windsor' the divinity colleles within the two 

universities' and a few isolated parish churches and public 

schoolsl (iii) cultivation of psalm sinlinl as an aspect of 

public worship and domestic devotions. (iv) efforts of Catholic 

recusants to provide their clandestine latherinls with a musical 

component. 
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o 1--ScbAAl Myll, Aftlr tb. QIIIAlytlAD Af tbl MOnAltlrll1 

Th.r. i. an old and w.ll-Known maxim to the .ff.ct that 

nothinl In llf. I. con.tant b•• id•• d.ath and tax••• Ju.t a. 

tax•• are amonl the affair. of the .o~.rnment, .0 d.ath milht b • 

•••n a. amonl the affair. of the church. Th. conn.ctlon b.tw••n 

the two l.d to the foundlnl of many hundr.d. of Enlll.h chantrl••• 

Th••• w.r. plac•• wh.r. prl••t. w.r. maintain.d throu.h prl~at• 

• ndowment., primarily to .In. ma•••• for the found.r.' .oul.. In 

many in.tanc•• th••• chantri•••a~. ri•• to .chool.. wat.on dat•• 

the ••tabli.hment of mo.t chantry .chool. in En.land a. occurring 

o~.r a two c.ntury .pan l.adinl up to the H.nrician R.formation.l 

But h ••u••••t. that the a••ociation of chantri•• and .chool. in 

Europ. goes bacK to a proclamation by Charl.magn. in 787 A.D., 

that all r •• id.nts of a pari.h w.r. to ha~. ace••• to t.achin., to 

b. pro~ided by a prie.t.2 

It would .e.m that the .ducational .ffort. of chantry prie.t. 

in Enlland wer. loos.ly organiz.d and o~.r•••n by thirty lar••r 

monastic foundations, .ach with an Augustinian or Ben.dictin• 

• ffili.tion.3 Tb••• 1ar••r monastic foundations, along with the 

schools attach.d to th.m, w.r. dissol~.d as a result of Acts of 

Parliament of IS36 and 1~39.4 A few ye.rs later it was the turn 

of the chantrie.1 a Chantrie. Act of lS4S and a re~ised Chantri.s 

Act of lS47 l.d to the dissolution of .ome 2,374 chantries.S 
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o NDt all of the chantrle. would haye maintained .chool., but 

many did. In the chantrie. and the larler foundation. alike, 

one .tale hilher than elementary .chool., and .onl or choir 

.chool., where .tudent••tudled mo.t of what wa. taulht in the 

elementar~ .chool. and al.o learned how to .Inl in order to a•• I.t 

the prie.t at ma••• 8 One reyiewer who ha. written on mu.lc 

education In the period write•• 

The Sonl School wa. probabl~ the mo.t 
important t~pe of elementar~ .chool before the 
Reformation, taklnl precedence oyer A.B.C. 
writinl and readinl .chool.. 1 

in the century to bemoan the fact that .tudent. in hi. day no 

lonler learned to sinl in .chool, as they had u.ed to do.S 

It probabl~ goe. without .a~ing that the intent of the 

reformers in draftinl the Ch~ntrle. Act wa. not to scuttle 

education completel~. When the dl.solution of the monastic 

foundations first got under way, part of the idea seems to haye 

been to use the revenues gained to support the foundation of a 

system of compulsory schoolinl.S As wa. takinl place in all 

countries of northern Europe affected b~ the Reformation, the 

schools were to be reorganized and taKen out of the realm of the 

Church's control. This proce.s had already begun earlier In the 

century, but was greatly accelerated after Henry's breaK with the 

Church of Rome.le In Simon's view the 1541 Chantries Act was 
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desllned to facilitate the refoundatlon of Irammar schools under 

the crown where monastic schools had prevlousl~ existed, and also 

to found new schools where none had been.11 She cites fllures to 

show that In this respect the Act was fruitful. As Its direct 

result schools were refounded or newl~ founded In as counties. 

Six of these counties had more than one newl~ founded school. Of 

the remaininl counties in Enlland nearl~ all had, or would shortl~ 

have, at least one school.la 

Little attempt seems to have been made to refound the man~ 

sonl schools that were lost, however, nor to offer music in the 

schools that were set up. MDdern students of the situation alree 

that apart from the choir schools attached to the cathedrals, 

divinlt~ colleles, and the Chapel Ro~al (Includinl St. Beorle's 

Chapel, Windsor), very few schools continued to offer any form of 

music training after the Edwardian reform. In Harris's paper, 

-MUsical Education In Tudor Tlmes,- Bilgleswick School is 

mentioned as an exceptional case, where all students were to have 

instruction in music. But the same author says more t~picall~ 

music was -either relegated to a secondary place, or omitted 

altogether.-13 MacKerness offers Coventr~ as another example of a 

grammar school where some music tuition was available, but he 

feels music teaching other than in the few remaining song schools 

was something that was left up to chance after the start of the 

Reformation.14 Watson also finds that the school teaching of 

music suffered except in cathedrals and a few other isolated 

cases. -MUsic ••• though an educational development,- he 

writes,·was not an outcome of the scholastic institutions of the 

time.-1' 

http:Reformation.14
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One institution that was outstandlnl for the provisions it 

o 


made for the teachlnl of music was Christ's Hospital.IS This 

school was established In ~ondon In 1SS!. There were reall~ two 

schools. an elementar~ or A.B.C. school, and a Irammar school. 

The elementar~ school had places for aSI stUdents, to be drawn 

from the poor families of ~ondon. Four masters were enlaled, 

amonl them a full-time music master.!? Thus Christ's Hospital was 

one place where a poor student could hope to have a music 

education without havinl to pa~ for lessons. 

Christ's Hospital ma~ have been the onl~ ordinar~ school in 

Enlland at this time to retain a full-time instructor of music. 

But even here the status of music was insecure. Thoulh at one 

point the Clt~ of ~ondon advertised the musical abilities of 

Christ's Hospital students in an attempt to find appointments for 

them as domestic servants, a ISSS record shows that the lovernors 

of the school were alreed not to apprentice an~ student to a 

musician unless the student was unfit for an~ other kind of work 

b~ virtue of an infirmit~.lS The Job of music master was not well 

paid, a fact which sUllests that the worK was not hilhl~ valued by 

the school administrators. At the school's foundinl the salar~ 

for the music master was set at two pounds, thirteen shillings, 

four pence, and it seems not to have risen above four pounds 

before lSIS.1S 

In lSeS the fortunes of the music master took a turn for the 

better. A patron left funds to increase his salar~ to something 

in the neighbourhood of sixteen pounds, and another gift provided 

the school with music books and instruments including virginals 

and viols. Arrangements were made whereb~ onl~ ten or twelve of 

http:infirmit~.lS
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the more musically talented students would recei~e instru..ntal 

tuition, and of these only three were to be trained on ~Irginals 

or ~101.2e This sounds liKe a ~ery small number of students, but 

the inclusion of e~en this small amount of ~Iol instruction in the 

Christ's Hospital regi.. is of considerable importance in the 

context of the present study' It is the only reference I ha~e 

seen to the teaching of Yiols In a school In England, other than a 

choir school, for the whole of the Elizabethan and Jacobean 

period. In ylew of the limited number of students who were to be 

trained on the instru..nts, they would quite possibly haye gone on 

to an apprenticeship with a musician upon leaYing the school, 

despite the leS9 stricture against channelling the students in the 

direction of professional music-maKing. 

Some form of musical instruction did taKe place at a few 

other schools. As "ntioned aboye, GiggleswicK in YorKshire 

offered instruction in singing, according to school statutes drawn 

UP in le4S.21 At W.stminster Grammar School students were to 

receiYe two hours per weeK of instruction in singing from SSSe.22 

All students at BlacKburn Grammar School were to haye a chance to 

study music and writing, but the instruction was not giYen in 

regular class hours. This probably ..ant that writing and Singing 

were not required subjects, and that they were subject to extra 

charges to the students.23 At RiYington Grammar School music 

instruction was ayailable in the form of singing classes, but 

students had to pay for the class if there was no surplus money in 

the school's reyenues to pay the instructor.24 Penrlth Grammar 

School proylded for the teaching of -musick catechism,- which 

probably implied responses to be sung In the course of a church 

http:instructor.24
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s.rvic.. This instruction was to b. mad. available from the date 

of the school's founding in lS84.2S ~rchant Taylors' School In 

London, found.d In lS81 with MUlcast.r as h.adma.ter, wa. the sit. 

of r.gular music cia•••• at l.a.t during hi. t.nur., which la.t.d 

until IS88.28 All of th••••chools ar. named in Harris'. account 

of -MUsical Education in Tudor Time •• ­

Watson name•••v.ral of the .ame .chool., providing the 

additional information in the ca•• of the Rivington school that 

the cls••• w.r. to b. mad. available according to the .chool 

statut•• , writt.n in IS88, and that the mu.ic cia•••• w.r. h.ld 

outside of normal cIa•• hour. a. at 81acKburn.27 Brid••w.ll 

.chool was mentioned along with Christ'. Hospital in the City of 

London's adv.rtis.ment s.eKing to place .tud.nt. in home. a. 

domestic s.rvantsf the City said the .tud.nts had be.n train.d In 

music, evidently a selling f.ature in a servant.28 Dulwich 

Col leg. Is mention.d in various sourc.s as off.ring both vocal and 

instrumental clas••s, but the evidence cited to support this 

beli.f Is found in school statutes dating only from 1828, wh.n 
-England was already launched into the reign of Charl •• 1.29 

In some cas.s wh.r. gramm.r school. and choir school. were 

maintained by the same institution, stud.nts from the grammar 

school had regular classes with the master of the choir school. 

This would s.em to have b.en the case at Westminst.r, already 

mentioned, and a similar arrang.ment prevailed at Eton and St. 

Paul's.38 A school at Eastbridge Hospital, Canterbury, was 

founded for tw.nty boys in IS891 reading, writing, and singing 

were to be taught.31 At Bedford school the .on of a Knight was 

able to receive instruction in modern and clas.ical languages and 
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Thi. li.t include. all the .chools other than choir schools 

that I have seen mentioned as offerinl some form of mustcal 

In.truction. In all fourteen .chool. are here enumerated, and of 

these only Christ·. Ho.pital can be said with certainty to have 

offered viol instruction durinl the time frame of this paper. 

Dulwich was probably also able to offer viol tuition, but not 

until the start of the Carolinian period. Even then, music, or at 

lea.t instrumental mu.ic, may have been short-lived at Dulwich, 

.ince a complaint was lodged in 1833 to the effect that the 

College orlani.t wa. incapable of providing In.tructlon In 

pricKsong, viol, and other instrument., a. he was supposed to 

do.33 

The number of student. who benefited from music In.truction 

In the.e few school. must not have been more than a tiny fraction 

of the total population In England at the time, a population that 

wa. probably In the neighbourhood of some four mllllon.34 NO 

mention of viol In.truction taKing place In the elementary or 

grammar school. before 1809 has turned up -in my re.earch, and in 

the one case where viol in.trucion evidently was available after 

1609, it .eems only three or fewer .tudent. were able to taKe 

advantage of it at any given time. 

That mu.lc in the regular school. of Elizabethan and Jacobean 

England wa. by all account. virtually non-exi.tent i. of 

con.tderable tntera.t. One writlr has ob.erved that the grammar 

school. stand out for ~ cultivating mu.ic when .0 many other 

levels of .ociety wire doinl so.35 There wa. a great dial of 

interest in the .chool. at the time, many individual. and many 
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associations of merchants and tradesmen seem to have contributed 

class gave nearly seventy-three thousand pounds to the foundation 

and maintenance of schools, about six and a half times the 

contribution of the gentry.SS Funding of schools increased during 

the reign of James I, but the major portion again seems to have 

come from associations of merchants and tradesmen.S? These groups 

would have been peopled largely by Puritan stoCk. In her 

examination of the schools during the Elizabethan age limon echoes 

the opinion of Foster watson that, in education as throughout 

society, -the influence of puritanism••• was epoch-m&king.-S8 The 

Puritans may not have been anti-music, as Percy Scholes has ably 

demonstrated, but they evidently did not feel that music belonged 

in schools.SS Raynor suggests that in a few cases individual 

headmasters may have ensured that some music was made available, 

as MUlcaster seems to have done at ~rchant Taylors', but in most 

cases music Yanished from the curriculum in the face of the 

puritan ethic and its insistence on learning as a forMation 

towards employment.48 

Thus the impact of religion on school music seems to have 

been almost entirely negatiYe. MOst song schools that disappeared 

as a result of suppression of the monasteries and the passing of 

the Chantries Acts were not replaced. In most A.B.C. and gramm&r 

schools subsequent to these eyents music was not taught. This may 

have been a negative manifestation of a conviction rooted in 

religious beliefs, that education should concentrate on what were 

considered to be more practical sKills. 
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JJ--Cbolr SCbOOI. I. SOyrCI. Of My.IC EdYCatlOD 

and ViOl ID.tryctlOD 

A number of institutions continued to maintain choir schools, 

or refounded them, after the dissolution of the monasteries and 

chantries. The most important of these were attached to the 

Chapel Royal, St. aeorgels Chapel, Windsor, the cathedrals, and 

the divinity colleges within the two universities. A few others 

were found in association with other schools, such as Eton, and 

there were some schools for choristers housed in private chapels 

of noblemen. 

The Chapel Royal and St. aeorge's Chapel at Windsor were 

somewhat uni~ue In that they were maintained in order to service 

the private devotions of the monarch, who, after the lS34 

Supremacy Act and except for a brief period during the reign of 

Mary Tudor, was the titular head of the Church of England. Peter 

Le Huray refers to these institutions as -royal peculiars. a41 

What went on at the two Chapels Royal was thus an example to. 

cathedrals and parish churches of how the figurehead of the Church 

wanted the service conducted. It was of considerable conse~uence 

that the monarchs without exception approved of the cultivation of 

polyphonic music within the context of the worship service.42 

Choir schools were maintained in the leading religious 

institutions, the cathedrals and the monarchs' private chapels, as 

also in the divinity colleges in the universities, to educate the 

choirboys who carried the soprano parts in the elaborate service 

music. It is possible to Know approximately how many boys would 
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have been in training in these institution. at any given tl... In 

the Chapel Royal there were twelve boys, while st. aeorge'. 

Chapel, Windsor, housed another ten. In a total of fifteen new 

foundation and fourteen old foundation cathedrals there were so.. 

two hundred spots for boys. The divinity colleges added another 

sixty or so, and in choir schools attached to collegiate shools 

such as Eton and Winchester, collegiate churches such as 

Manchester, Ripon, and Southwell Mlnster, and parish churches at 

Ludlow and ~wark, there were so.. sixty-two more places for boy 

choristers.43 

This comes to a total of about three hundred and fifty 

choristers, for each of whom there would have been a place in a 

choir school. If the average length of service was something like 

five years for these boys, perhaps the total number of boys who 

were educated in choir schools during the reigns of Elizabeth and 

James would have been about five thousand. The ~uality of 

training offered these boys would have varied from one place to 

another, but in all places they would have been trained to sing, 

in ma~y places they would have mastered ·pricKSOng- or the 

maintenance of a part in a polyphonic texture from a notated copy, 

and in ~uite a number of places they would have had some 

instrumental tuition. 

The boys were supervised by the Master of the Choristers, who 

was usually the organist of the institution. He was the individual 

responsible for engaging them, finding them food, clothing, and 

shelter, and training them in music and usually in other subjects 

as well.44 Woodfill comments I 
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Whin thl ma.tlrs did thlir worK Will, thlir 
choristlrs rlclivld broad and thoroulh 
training, both in thl ordinary studils of 
schoolboys and in music. 

45 

thl choir schools.48 Against thlsl statlm.nts onl must balancl 

dlclinl. 

Alan Smith bllilvls that in most institutions whirl choral 

music for thl Anglican slrvicI was cultivatld during thl clntury 

following thl Edwardian Rlformation, -conditions of rlsidlncl, pay 

and Plrformance wlrl of a very low standard indlld.-47 A major 

probllm as hi sees the situation is that salaril. for church 

musicians did not KIIP up with thl cost of living. OVlr the 

course of Elizablth's reign inflation caused at least a tripling 

of pricls, but In most places pay was not incrlasld.48 Smith 

citls a figure slightly undlr slven pounds as thl aVlragl annual 

salary of a cathldral singing man, while thl Mastlr of the 

Choristers would have rlceivld about tin pounds for himself and 

half the stiPlnd of a singing man for thl maintlnancl of each of 

the choristlrs in his carl.49 

Needless to say, where pay scales wire fixed and the rate of 

inflation was high, the standard of living of thl musicians must 

have gone down considlrably over the whole period. As the 

standard of living went down, the morale and the standards of 
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pe~fo~mance p~obablv both suffe~ed. The~e a~e v~lous ~epo~ts of 

i~~esponsible conduct on the pa~t of cho~iste~s, slnlinl men, and 

maste~s th~ou.hout the pe~lod. 

Thomas W.elKes was en.a.ed as o~.anlst and chol~maste~ at 

Chicheste~ Cathed~al f~om ca.ISI1. f~om about 1818 he was 

~epeatedly In t~ouble with the cathed~al admlnlst~ato~s for 

diso~derly conduct, and was said bv Wllliam Lawes In ISIS to be 

commonly d~unK and disruptive during service.SI Mbrley found that 

despite a compose~'s best efforts to w~lte fine music fo~ the 

chu~ch, it ~arelv was perfo~med effectively, fo~ -most of our 

chu~chmen, so they can cry loude~ In the choir than their fellows, 

care fo~ no mo~e •••• -SI Sln.ln. men at St. Paul's, by the 

admission of one of them in ISSS, were in the habit of a~~lvlng 

late for service and then leavln. early, while manv in the choir 

talKed loudly among themselves during the congregational psalm 

singing.Se Harrls quotes a former slngin. bov on the comportment 

of his Kind. 

It is not so long sens 1 was one of them 
mvself, but 1 can remember what shrewness was 
used amon. them which I will not speaK of 
now •••• But I cannot let this pass untouched 
how boyvshly thei behave themselves in chu~ch, 
how rashly thev come Into quire without any 
reverence' never knele down or cowntenaunce to 
lay a prayer or Pater-noster, but rudelv squat 
down on their tavles and Justle wvth their 
felows for a placeJ a non thei startes me owt 
of the quire agayne and owt a.ayne, and thus 
one after an other, J cannot tell how oft no~ 
wherfor, but only to gadd and gas abrode, and 
so cum in a.ayne and c~osse the quere from one 
side to another an never rest, without any 
orde~, and never serve God nor our Lady with 
mattyns o~ with evvn song no more than thei of 
the grammar scoles; whose behaviour is In the 
temple as it were in ther scole ther master 
bey!ng absent and not in the Church God being 

http:singing.Se
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Though Elizabeth and Ja..s after her encouraged the 

cultivation of elaborate service music, man~ of the bishops within 

the administrative hlerarch~ of the Church disapproved. This 

seema to have led to a situation where in so.. cathedrals the 

music was barel~ tolerated, and then onl~ for the saKe of 

adherence to the monarch's wishes. One an~on~mous pamphlet.er, 

looKing baCK on the ~ears of the greatest turmoil, suggested that 

the ministers communicated their abhorrence of the music to the 

parishioners, and encouraged them to remain outside during the 

choral part of the service, onl~ coming In for the sermon and 

psalm singlng.S4 8~ the turn of the centur~ the church musicians 

were becoming discouraged enough that the~ were said to gladl~ 

-betaKe themselves to the service of gentlemen for meat and drinK 

and four or five pounds a ~ear.-SS 

If the ambient conditions were so poor, the situation in the 

choir schools was probabl~ not alwa~s conducive to the best 

training being had b~ the choristers. Chappell, probabl~ drawing 

on the anon~moUS author Just cited, speaKs of a contemporar~ 

assertion that music education was being ignored, and that where 

there werl sixteen, tWllve, or ten choristers, possibly four at 

best could sing.SS However, in some instance. the worK of the 

cathedral choirmasters must have be.n well done, for there are 

also contemporar~ descriptions of cathedral music being well 

performed. Smith suggests that at some parish churche. outside of 

the centrls of the stronglst Puritan influlncl, it was also 

possible to find the music being maintained at a reasonabl~ 

http:singlng.S4
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o satisfactor~ IlvII.S7 

Smith has amassld a sizabll bod~ of data on plrsonalltlls and 

WAltlr Clllson---(8ristoll IS71-83) 
Will lam ColbICK--(Southwllll IS8S-94) 
Thomas COPI------(Ludlowl ca. ISS1-71) 
John CoPI--------(Ludlow l ca. 1571-15) 
alorll Flshburn--(~warKI IS9S-1S33) 
T. Fostlr--------(Southwllll 1514-88) 
John Harrlson----(Ludlowl ISIS-93) 
Roblrt KtrKb~----(NawarKI IS41-1573?) 
Edward Manlst~---(~warKI ca.1591-8S) 

(SouthWIIII 1598-1822) 
Hlnr~ MUdd-------(St. Dunstan-in+thl-W.st, 

London I 1581-IS) 
Pltlr ~wcombl---(~warKI IS91-ca.159S) 
Nbwlll-----------(St. Thomas, Salisbur~1 15S9-71) 
alorll Prinlll---(Ludlowl from 1697) 
Anthon~ Prynne---(out of Bristol St. Ewen, to 

Bristol Cathedrall lS72-74) 
alorll Thetford--(Southwllll 15S8-82) 
John Trulman-----(possibll sometime as mastlr, 

Ludlowl ca.ISSl-1S7S) S8 

MUsicians in Enlland in thl Reiln of Elizabeth I.- The dates and 

placl names identify their Plriods Of slrvice as sonl school 

masters. Bristol is Bristol Cathedral rathlr than a parish 

church. SouthwIll is Southwel1 Minster Church, later Southwel1 

Cathedral. Ludlow and ~warK are the parish churches already 

mentioned as havinl maintained choir schools. 

St. Dunstan-in-thl-W.st, London, and St. Thomas, Salisbury, 

evidently arl sites of parish choir schools with which ~e Huray 

was not familiar. 

To the above list milht be added the followinl names, all 

http:Dunstan-in-thl-W.st
http:Dunstan-in+thl-W.st
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.. 91 
~. 

" . 

somet'ime members of "the Chape 1 Royal, and ment ioned as hav ing 

served there or elsewhere as master of the choristers in Smith's 

arti.~le, "The Gentlemen and Children of the Chapel Royal of 
,.\ 

El iZ'abeth I": 

William Blitheman--(Christ Church, Oxford: 1584) 

John Bull----------(Hereford Cathedral: 1582-85) 
Wi 11 iam Byrd -------( L inco In Cathedral: 1583-72) 
Richard Edwards ----( Chape 1 Royal I 1581-88) 
Richard Farrant----(St. George's Chapel, Windsor: 

1584-1580 or 1581) 
Nathaniel Giles----(Worcester Cathedral: 1581-85) 

(St. George's Chapel, Windsor: 
1585-1833) 

(Chape 1 Royal: 1597-1833) 
Wi 11 iam Hunn is -----( Chape 1 Royal: 1588-97) 
Thomas MaddoCKS ----( Her'eford Cathedral: 1589) 
Thomas Mol" 1ey ------( Norw ich Cathedral: 1582-1588) 

(St. Paul '$0: 1588-18007) 
Edward Pearce------(St. Paul's: after 1800) 
George Waterhouse --( L irl~ 1 n Cathedral: 1588) 59 

These lists are not necessarily comprehensive listings of all 

the church musicians who were engaged at some time as masters of 

the choir, but they do include all the individuals I have seen 

named in connection with this line of worK. They are given here 

partly to buttress a pOint concerning the choirmasters in the 

period in ~uestion. From some of the comments cited above it is 

easy to get "the impression that church music and the choir schools 

in the period under examination were in a shambles. LOOKing at 

the lengths of service of the men whose names appear here, the 

average in the lirst list is about 12.8 years, and in the second 



list about lS.8. 9urel~ if the worK beinl done was universall~ 

unsatisfactor~ there would have been a more rapid turnover of 

personnel. If a aeorle Flshburn could worK for 37 ~ears as master 

of the choir at ~warK, an Edward Manest~ for IS ~ears at 

Southwell, WIlltam Hunn's for 31 years at the Chapel royal, or 

Nathantel Giles for 48 years at St. Georle's Chapel and the Chapel 

Royal, their worK must have been Judled more than satisfactory by 

their employers. 

Records from St. aeorge's Chapel, Windsor show the master of 

the choristers In ISS8 was to teach his charges writin., reading, 

behaviour, and religion for four hours each day, with the rest of 

the day being given oyer to musical stud~.S8 In IS85 Nathaniel 

Giles was appointed to the Job, and his responsibilities included 

teaching the choristers -the Knowledge of music ••• in singing, 

priCKSOng, descant, and such as be apt to the Instruments.-Sl The 

instruments ordinarll~ intended in such instances seem to have 

been the organ or the Yirginals, but in a number of situations 

other instruments were also taught, includin. viol. 

Children in the Chapel Royal began stud~in. viol sometime in 

the mid 1548's. ~odfield says that Thomas Brown, appointed to 

the King's MUsicK for the Yiol in 1554, probably began his study 

of the instrument in the Chapel Royal while a boy chorister there, 

and Thomas Kent, King's MUsician for the viol from 1549, also 

began his study of the instrument In the Chapel Royal.S2 Children 

at the Chapel Royal were Joined by those at Westminster and St. 

Paul's: ~odfleld indicates that the instrument was 

well-established at all three of these institutions by 

mid-sixteenth century.S3 

http:century.S3
http:Royal.S2
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o Thl choir schools at thl ChaPII Ro~al, St. Paul's Cathldral, 

and W.stmlnstlr Abbl~ slim to havI blln thl placls whirl thl 

tlaching of viol to childrln was plonllrld. It is not cllar to 

what Ixtlnt thl inltruments ma~ havI blln uSld within thl contlxt 

of thl musical slrvicI. LI Hura~ thinKs thlir USI would havI blln 

vlr~ rarl-

Viols ma~ Will havI blln pla~ld b~ 
cathedral musicians, but rather for thlir 
private rlcrlation tban for thl dail~ 
servicls' certainl~ thlrl are no instrumental 
parts in an~ of the Ixtant prl-Rlstoration 
-liturgical- sourcls. 84 

Thl vl01-pla~ing childrln ma~ havI Ixhibitld thlir 

instrumental sKills in exclusivll~ slcular activities, performing 

for social occasions such as dinners and rlclptions, and in pla~s. 

During thl middll ~I.rs of thl slxtelnth clntur~ the~ pla~ld viols 

and sung at: 

Ma~ Da~ cellbrations, coronation flstivitils, 
public paglantl, wlddings, and abovl all at 
thl annual Illctlon f.asts of important Cit~ 
companils. 8~ 

Choristlrs at El~ Cathldral Ivldlntl~ blgan to stud~ the viol 

by IS87 at thl l.tl.t, and perhaps not too long afterwards their 

counterparts at Lincoln Cathldral followed suit, judging from a 

1~94 record of a purchase of viol strings for thl chaptlr at 

Lincoln.SS The Master of the Choristlrs of Plterborough Cathldral 

was tlaching viol from 1814.87 Trinity Colll.e, supposedl~ thl 

richest of thl divinit~ col legis, bought a Sit of viols and 

strings and had repairs Ifflcted to othlr instruments In its 

colllction in IS9S-98.SS Viols may havI blln USld in thl training 

http:IS9S-98.SS
http:Lincoln.SS
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o of the Trinit~ choirbo~s, though this is simple conJecture. Viols 

were reported as an accompaniment to service music at Exeter 

Cathedral, in 1634-35, and the teaching of viol to the choristers 

was included among the duties of their Master from 1637.69 It is 

not fanciful to suppose that the children there ma~ have been 

learning the instrument some time before it was mentioned as being 

among the teaching duties of the choirmaster, since the 

instruments had been heard in the Cathedral alread~. 

Viols ma~ have been taught in other choir schools, but the 

cases of the Chapel Ro~al, St. Paul's, and W.stminster seem to be 

uni~ue for the scale upon which this was done. WDodfield feels 

that the performances of the bo~s from these schools on viol, 

starting around the mid-point of the sixteenth centur~, 

contributed enormousl~ to the later success of the instrument.70 

B~ the time Elizabeth mounted the throne in 1558, a generation of 

viol-pla~ing choristers was graduating from the three schools' 

their public appearances pla~ing the instruments had become falrl~ 

common. Undoubtedl~ these appearances would have had an effect on 

the public taste--as the taste for the instrument developed, a 

body of highly-trained pla~ers and potential teachers was being 

cultivated in the choirbo~s. 

Mainstays in the choristers' repertoire were probably In 

NOmines and consort songs.71 Philip Brett notes that the term 

·consort song· was not in common use before the early seventeenth 

century, but the vehicle itself was a feature of the pla~s and 

concerts put on by choirboys in the 1550's and 1560's.72 Various 

explanations have been advanced for the sudden growth of the In 

NOmine at mid-century, but Wbodfield may have as much merit as 

http:1560's.72
http:songs.71
http:instrument.70


IS 


anvone in intimating that the needa of the choirbov ,lavera 

motivated a bodv of voung compoaera who rivalled each othera , beat 

efforta to fill the gap.73 As another poaaible link between the 

viol and the muaic education of the period, it is interesting to 

read auggestiona that compoaera aought to master techni~ues of 

polvphonic composition through the cultivation of In NOmines, and 

that this activitv prepared the ground for the flowering of the 

later Elizabethan and Jacobean fancv.74 

III--psalm Singing and its Infly.nc. 

on Mysic Edycation and ViOl playing 

One of the most obvioua effects of the Reformation on the 

musical life of the English ia the fashion that developed for 

Psalm singing. Among the earlv leaders of the Protestant movement 

Luther was undoubted Iv the most favourablv inclined towards 

music.75 Luther's influence on the musical life of the English 

after the start of the Reformation mav have been most evident not 

in the kind of music that was heard in the service, but in the 

fact 'that musical devotions became more and more common as a part 

of familv life. Luther evidentlv lOOked on the familv as the true 

seat of education' by extension the family life of the individual 

was seen as the cradle of the new church and of a new 

civilization.78 However, it was Calvin who exercised the more 

immediate influence over the English intellectuals who waited out 

the vears of Marv Tudor's reign in aeneva, and came bacK to help 

shape the policies of the Anglican church under Elizabeth. Calvin 

approved of psalm singing as a musical expression of faith, both 

in the context of the church service and as an aspect of familv 

http:civilization.78
http:music.75
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I if. .t home. 77 

Ps.lm bOOKS b.c.m. the most common type of mu.ic boOKS to b. 

printed in Enll.nd shortly .ft.r the .pp••ranc. of the first 

p••lt.r of St.rnhold .nd HOPKins.7S Th. pr.ctice of includinl • 

pr.f.c. with instruction. for r ••dinl music probably pl.y.d • v.ry 

l.rge p.rt in the development of mu.ic.l lit.r.cy .mong the 

Enllt.h.79 In Price's estimation, the imp.ct of the pref.c.s wa. 

gr••test .mong the lower .nd middle cl ••••• , who could not .fford 

priv.te tuition in mu.ic.Se From 1572 on a G.rman method of 

four-not••ol-f. r.pl.c.d • more complic.ted .y.tem of 

silht-re.ding which h.d been described In previous edition•• BI By 

the 1590's h.rmoni.ed v.rsion. of the p••lt.r w.r. b.coming 

common, .nd the.e probably represented the initi.tion of many 

amonl the Engli.h commoners to singing in con.ort.B2 

Admitt.dly the tradition of psalm singinl .s it developed in 

England during the sixteenth and seventeenth c.nturies can h.v. 

h.d but .n indirect influence on the cultivation of viol-playinl 

sKills. However, the Singing of ps.lm6, both in unison and in 

h.rmon bed vers ions, as .n .,'pect of the domest ic I ife of the 

English commonality, probably play.d a role of critic.l importance 

in preparing the ground for the later cultivation of the madrigal 

and the instrument.l consort by amateurs. 

Congregational ps.lm-singing seems to have eclipsed the 

importance of choral music in the church service to • considerable 

extent, wherever the influence of C.lvin and the reformers was 

gre.test, despite the interest of Elizabeth in maintaining a 

choral component to the service. In this sense the widespread use 

of congregational psalm-singing obviated the need for a broadbased 

http:Enllt.h.79
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s~stem of choir schools after the start of the Reformation. By 

the same toKen, a. p.alm-.lnllnl .pread the po. It ion of the 

stnging men and bo~s who had provided the church mu.lc became more 

and more in.ecure. However, here the Influence on mu.ic education 

wa. somewhat mixede church musicians and former church mu.ician. 

began looKing for other worK, either to .upplement the dwindling 

real value of their incomes, or to replace income. which 

disappeared altogether with the reorgani.ation of the .ervlce 

mu.ic. M&n~ ma~ have found new worK as tutors of mu.ic in private 

home.. Thoma. Wh~thorne complained in hi. AytobiogrAphv of the 

pitiful .tate of church mu.lc, but Indicated that former orlanl.t. 

and .Inglng men werl betng emplo~ld b~ gentlemen Mho followed the 

coun.el of EI~ot and Ca.tlglione in rltaining music tutor••SS 

The popularity of psalm-.inging may al.o have Ixerci.ed .ome 

influence over the development of the .acred con.ort .ong and 

con.ort anthem b.ginning about the middll of the .ixt••nth 

century, and the devotional .ong. which wer. a feature of the 

coll.ctions for voic.s and viols publi.hed after the .tart of the 

s.v.nt.enth c.ntury.S4 Price •••• domestic mu.ic a."developing in 

importanc. after the tSse's, and absorbing psalm-singing. H. 

se.ms to believe that the amat.ur us. of instrumental music was 

not common until r.latively late in the sixt••nth c.ntur~, wh.r.a. 

amateurs were singing psalms well b.for. thl••SS This Mould 

suggest rather that the amat.ur singing of p.alms, common from the 

middle of the sixte.nth century on, was expand.d to b.come the 

amat.ur CUltivation of in.trumental music. Price write. that the 

viol consort and consort song gained in popularity among private 

famili.s after the start of the s.v.nt••nth c.ntury, ·p.rhaps 

http:c.ntury.S4
http:Ixerci.ed


88 


because the string consort was an ideal way for the gentleman to 

participate privately in the chamber music of his own 

household.·SS The gentleman and the common man alike may first 

have participated in domestic music in the context of 

psalm-singing, condoned by Calvln and popularised In England by 

the publication of the Sternhold and HOPkins psalter. It may have 

been through the psalter prefaces that the amateur first began to 

ac~uire some degree of musical literacy.S? 

IY--Infly.nc' pf th. Cathplic a.CYlantl 

gn Yipl Cpnlprtl and MUlic Edycatipn 

One of the effects of the English Reformation was the drawing 

together of the remaining Catholic or recusant community into a 

tightly-knit circle which functioned as a kind of secret society. 

~mbers of this group could not practice their religion openly, so 

they met in secret in each other's homes to conduct their worship 

services. In many cases they seem to have made special 

arrangements for the provision of a musical component to these 

meetings, arrangements which included the patronizing of 

professional musicians as teachers, composers, and performers. 

Price suggests that the musical patronage exercised by the 

recusant community was of an importance far beyond what one might 

expect, if one considers only their proportional representation 

among the English population as a whole.SS 

A number of very prominent musicians and aristocrats were 

among the recusants, and many of these seem to have been attracted 
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to thl viol. Among rlcusant patrons might bl m.ntionld Hlnryo 
Fitzalan, thl Earl of Arundll, and his son-in-law, Lord LumllY. 

Thlsl two m.n wlrl succlssivlly lords of thl manor of NOnlsuch, 

with its vast colllction of instrum.nts including forty-onl viols. 

Fitzalan 1s sUPPosld to havI blln thl llading figurl among thl 

m.mbers of the nobility who formed a powlrful if covlrt Catholic 

party in England. A privati chaPII was maintainld at NOnlsuch, 

whirl thl choristlrs would havI blln thoroughly trainld in music. 

Aftlr thl modll of thl llading London choir schools, thlir 

training would probably havI includld instruction in 

viol-playing.SS 

Othlr rlcusants who malntainld privati chaPlls may bl 

mentionld, including Willtam Howard, thl DUKI of NOrfolKI Sir 

W11liam Pltrll and Sir Thomas Kytson.Se Howard and Pltrl both 

obtained SitS of viols in lSSe, Kytson in lS7S.S1 CarPlntlr 

mentions Henry Plrcy, thl Earl of NOrthumblrland, as anothlr nobll 

who providld choristlrs with musical training 1n a privati 

chaPII.82 Plrcy's family had blln Catholic, but Slmon bllilvls 

that hi had blln raisld Protlstant.S3 Klrman, howlvlr, rlflrs to 

Percy as a patron of Byrd, in such a was as to maKI him applar to 

be a Catholic.84 

Evidlnce that thl rlcusant community may havI rlgardld 

favourably thl training of childrln on viols can bl SIIn in a 

surviving document which dlscribls the education of studlnts at an 

English Jesuit colllgl in FrancI in thl larly slventeenth century. 

Written by the headmaster of the college, Fr. Gile. Schondonch, it 

describes four Kinds of music, among which the first to be 

mentioned is music for a consort of viols, in which young Plop11 

http:Catholic.84
http:Protlstant.S3
http:chaPII.82
http:Kytson.Se
http:viol-playing.SS


181 


·ahould bl c .. rlfully tr .. inld.-SS Ed.... ,.da bllil"la th.. t thl ,,101 • 

.. 1,.1 u.ld by thl atudlnta ..... atudy "Ihicll fo,. Intl,.prltin. thl 

polyphonic Inat,.ument..1 "IPlrtolrl compoald about mld-alxtllnth 

clntury, I.Plcially In NOmlnla. Thl "Iola, aaya Ed....rda, 

allm to ha"l blln uald thl,.1 fo,. thl tr.. ininl 
of younl PIOpll, thl .ulllation blinl that 
thlY .. 1,.1 thl blat lnatrumenta for thl 
IXlcutlon of a rlPlrtory compllld for 
Iducatlonal pur POala rathlr than for dlapl ..y_ 

S8 

In Ed....rda'a "ll" thl In NOmlnla ..Irl prob..bl)o' uald "Iry 

.. Idlly for traininl for thl ability to hold a p .. rt in a polyphonic 

tlxturl. Thla allms to ha"l blln doni lithl" by pl ..yinl thlm on 

inatrumlnta, which waa almoat clrtainly thl orillnal intlnt of thl 

compoalrs, or by solf.. ing thlm, which me .. na of realisation seems 

to ha"e become more and more common as the sixteenth century 

progresaed.97 It will be rlmemberld th .. t thl Puritan party ..as 

prldisposed to unison congrlg..tion.. l sinlinl In church, but the 

Catholic p .. rty aeems to ha"e rltainld .. prlflrlncl for polyphonic 

mot.ts as part of thlir slr"lcI music. The C ..tholic glntllmen may 

ha"e rlCOln ized in·· the In NOmine a "eh Ic le wh Ich cou 1d be prlssed 

Into the slrvicI of the musical nleda of thlir rllilion, through 

fulfilling an Important educational function. The In NOmine seems 

to ha"l been cultivated orilinally as a traininl vehicle, both for 

the training of younl composers in the writing of polyphony, and 

for the training of young choristers in the reading of it. In 

later dlcades the rlcusants may have continued to use In NOmines 

for thl purposes of training for thl ability to rlad polyphony. In 

their case this ability was valuable as a potential adjunct to the 

worship slrvicI. 
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I have not been able to determine whether the It. am.r o college was in anv wav tvplcal of other Jesuit colleges. A 

reference In an article on the Schondonch document suggests, 

however, that St. Omer mav have been somewhat of a special case in 

the extraordinarllv high qual Itv of the musical education received 

by its students. MeCabe records an observation made bv a member 

of another Jesuit college In Liege, that after several senior 

students from St. Omer transferred to Liege, the service music at 

the latter Institution showed remarKable improvement.Se 

There is some reason to believe that members of the St. Omer 

communitv did not normallv play viols In the context of the 

religious service, since Schondonch recommended wind instruments 

for this function. Curlouslv, he made specific recommendations 

for the use of wind instruments and of the mixed consort at 

receptions of important personages, in the theatre, and in worship 

services, but did not specifv times when the students were to 

employ their training on the viol.S9 This may lend support to 

warren's hypothesis that the viol was used primarily for 

pedagogical purposes, after which the training was turned to other 

uses and perhaps applied to other instruments. 

Just as many of the English gentry seem to have sent their 

children abroad to be educated in Jesuit colleges, it seema that a 

number of Jesuit missionaries were active in the closing decades 

of the sixteenth century on English soil, trying to reclaim the 

devotion of the nobility to the church of Rome.lee Price offers a 

special perspective on this activity, suggesting that recusants 

may frequently have taKen refuge in the guise of music tutors, so 

as to escape prosecution for recusancy or vagrancy.lel It is easv 
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to picture the development of a .elf-perpetuatin. circle, where 

Catholic. who had received particularly full musical trainln., 

whether at home or abroad, pas.ed thl. on to others of their own 

Kind. 

MUch of the repertoire for viol con.ort ha. come down to u. 

In the form of manuscript., and it i. of interest to find that 

recu.ant. may have beln more active in the copy in. of music in 

manu.cript form than were their Prote.tant counterparts. One 

exampll of activity in this area l. the antholo.y compiled by 

Franci. Trlgian. PricI bllieve. that Trlgian'. manu.cripts may 

have blln copied for the purpo•• of record in. the mu.ical 

pr.ferlncls of the recu.ant community.te2 HI •••• a mixture of 

Engli.h and Italian madrigal. and con.ort worK. all occupying 

important placl. in thl manuscript., writingl 

Indlld it is this ea.y cO-Ixist.ncI of on. 
musical form with anoth.r which so 
charactlrisld the pres.rvation and compo.ition 
of both s.cular and religlou. mu.ic undlr the 
grim n.cls.iti.s of Roman Catholic patronag•• 
F.w, apart from imprl.onld or Plr••cuted 
rlcusant., had thl pati.nc. or thl need to 
anthologise on such a large scale, a scale 
which gives the impession that there were more 
Roman Catholic than Protl.tant musical patron. 
among the Elizabethan ~uality. 

183 

Trlgian oPlnld his home to thl USI of Catholics for th.ir 

cland.stine slrvic•• , and It i. c.rtain that at thes. r.gular 

meetings fin. music would have formed part of thl procl.din.s.le4 

A somewhat similar ca.1 is that of Edward Paston. In Br.tt·s 

estimation, Paston ranKs with Henry Fitzalan and William H.athlr 

as among thl most important of .arly musical antiquarians.leS 
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his manuscripts probably liuI some idla of thl Kind of music that 

who may haul rllularly attlndld at Paston'sl Thomas MOrllY, 

Osblrt ParsllY, Richard Carlton, WIlliam Cobbold, and WIlliam 

Byrd.lee Klrman indlcatls that Paston's colllctlon alonl may 

Includl about a third of all thl suruiuinl manuscripts from thl 

Plriod.leS Thlsl llauls contain many compositions for uiol 

consort. 

In ordlr to balance the picturl somewhat, it is worth 

mentioning that manuscript copyinl was going on in Protestant 

homes as will. Onl indiuidual who was acttuI as a copyist was 

Thomas ~riell. In his study of the rlPlrtoire for uoicls and 

uiols of thl period, MDnson indicates his belilf that ~riell was 

decidedly not a memblr of thl rlcusant community. In ~rilll's 

monumental Tristitia. R'mediym are includld seueral Latin motets. 

MDnson explains these inclusions in the Anglican churchman's 

manuscript, sayingl 

GIuen ~riell's serious, discriminating 
musical outlooK, he would ~uite naturally turn 
to this time-honoured .enre, though obuiously 
not from any underlying crypto-Catholic 
l.anings. The Jacobeans' cultiuation of the 
motet does not imply any special liturgical 
intent, but rathlr an abiding interest in what 
was traditionally regarded as the most 
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elevated musical form. 111 

In mv statement of purpose at the outset of this paper, J 

indicated that I would not examine in detail the part played by 

consort songs and consort anthem6, or of madrigals or other vocal 

genre sometimes realised on viols, in the music education of the 

period. At this point it is interesting, however, to consider the 

number of printed volumes of music which appeared in the first 

three decades or so of the seventeenth century, containing the 

performance indication that they were for to be performed by 

voices and/or viols. In the collection published by Stainer and 

Bell of London under the general heading lb' 'nglllh MadrlGAliltl 

appear the following titles, each of which bears some variation on 

this th.mel 

T. weelKes, MadrlgAl1 of SAnd S pArtl (1600)
M. Ea.t, Fir.t S.t of MadrigAls (1604) 
M. East, S.cond s.t Qf MadrigAls (1606) 
M. East, lbird s.t Qf BQQKI (1610) 
M. East, FQyrth s.t Qf BQQKI (1618) 
R. Alison, en HQMr'l R'Cr.AtiQn (1806)(for instruments and voicls) 
R. Jonl., Firlt s.t Qf MadrigAla (1607) 
J. WilbYI, S'CQnd s.t Qf MadrigAl1 (1809) 
W. Byrd, PSAllel. SQngl. And SQnn.ta (1811) 
O. Gibbons, Firlt s.t pt MadrigAls And MAt.ta (1612) 
H. Lichfilld, MadrigAla Qf S pArts (1613) 
J. Ward, Firlt s.t Qf MadrigAl1 (1613) 
T. Batlson, S'CQnd s.t Qf MadrigAls (1618) 
T. Vautor, SQngl Qf DiV'fl Airs And NatYf.a (1619) 
F. PllKington, S'CQnd s.t Qf MadrigAls And PAstQrAII (1624) 

Thlse titlls Mould clrtainly all have blln issuld in thl hope 

of attracting a largl public, and I do not mean to sUgg.st that 

they were aimed primarily at a recusant bUYlrship. Howevlr, from 

the dedications it ,eems that people with sympathie, towards 

Catholics figured larg.ly in the composlrs ,e1.ction of recipients 
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of th.lr d.dications, which in its.lf sUII.sts .ith.r th.t the 

r.cusants may h.v. commission.d works from the compo••rs, or 

oth.rwls••id.d th.m, or that the compos.rs hop.d to obt.in som. 

form of patron.I' or prot.ction from th.lr d.dlc.t•••• 

(Incid.nt.lly, J .m .ssuminl th.t th.s. volum.s form. continuum 

with oth.r coll.ctions which w.r. issu.d about the s.m. tim., but 

did not cont. in the p.rformanc. dir.ction, -For voic.s .nd viol •• -

Th. inclusion of this dir.ction on the titl. P.I' of the lSI1 

coll.ction by W..lk.s probably Just r.colniz.d a pr.ctic. th.t had 

alr.ady b'lun .mong som. m.mb.rs of London soci.ty, .nd the 

abs.nc. of the dir.ction from som. lat.r coll.ctions of madrlg.ls, 

.irs, or more s.rious songl, in no w.y SUgg.sts th.t viols might 

not have be.n used in the r.alization of the worKS in th.s. 

coll.cttons.> 

John Wilby. dedicated a set of 1598 to Charles Cavendish, and 

his Second Sei of IS19 to Lady Arabell. Stu.rt, a r.l.tive of 

C.vendilh. Both thes. figures se.m to have had ties to the 

recusant community, .nd their famtly had long been Catholic.lll 

Chr tstopher Hatton, an int imate of Que.n El iz.beth, .lso figured 

as a recipient of a dedication, by no less a figure than William 

Byrd in his 1588 PSAlmes, Sonnets. And Sonas. Hatton was 

suspected of recusancy throughout his long and convoluted c.reer 

at court.112 Byrd dedicated his 1589 Songs of Sundrie Haiures to 

Sir Henry Carey, Baron of Hunsdon. While it il not certain that 

Carey was Catholic, his son, the second Baron of Hunsdon, is said 

by Price to have intervened in order to prevent the prosecution of 

Lady Kytson for recusancy.113 This second aaron Hunsdon, Sir 

George Carey, patronised Thomas MOrley and John Cowl.nd, both of 
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whom Price says leaned towards Cathollcism.114 The recipient of o the dedication of Byrd's P.Il.". SOD" IDd 'aDD.t. (1811), 

Francls Cllfford, was Protestant, thoulh this in itself would not 

necessarily have prevented him from Intervening on behalf of a 

Catholic composer at court. lIS John ward's Fir.t S.t Of Madrigll, 

of 1613 was dedicated to Sir Henry Fanshawe, in whose home ward 

evidently was retained as a house musician. lIS Fanshawe is said 

to have denied that he was a Catholic before he died, but 

suspicions had long been roused against him, and his disclaimer 

probably did little to convince those who would accuse him.117 

Perhaps these few references will suffice as examples of the 

linKs between suspected recusants or Catholic sympathisers and 

some of the leading English composers of the period. Certainly 

there were a number of notable Protestant patrons as well, but it 

seems clear that the Catholics played a larg. role in fostering 

the growth of music for viols and voices. The performance of 

madrigals and more serious ·sonls of pietie and praise· to the 

accompaniment of the consort of viols evidently became a part of 

the domestic music of a number of families. This was no doubt the 

result in part of the teaching of viols in certain Wealthy homes, 

and created a great demand for instruction on the instrument on a 

wider scale. Just possibly, much of the push came through the 

inclusion of the viols in the devotional music of the recusant 

circle, or through the training of their children on viols. 

The growth of the demand for viols as part of domestic music 

was undoubtedly dUI to some other causls as well. One which might 

be mentionld in passing was the use of viols to interpret Italian 

madrigals in place of singing them, a practice which seems to have 
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becom. som.what common during the closin. decades of the sixteenth 

centur~. Kerman writes of this approachl 

The purel~ musical characteristics of the 
madrigal, to which Pep~s objected, no doubt 
most fascinated En.lish musicians, and a 
striKing proportion of Elizabethan manuscript 
copils of them lacK words altogether, and were 
apparlntl~ considerld -apt for viols. ­

118 

This practicI would no doubt have been in use to som. extlnt 

in thl hom. of Nicholas Von,l, publisher in IS88 of MU,I,a 

Tran,al,lna. Gilblrt Talbot, 7th Earl of Shrlwsbur~, to whom 

Yongl dldicated the antholo.~, had a collection of viols among his 

Plrsonal Iffects from at llast ISeS, possibl~ from ISII or 

larlilr.IIS Judging from the list of Talbot's plrsonal 

connlctions which applars in PricI, he ma~ havI blln part of thl 

recusant communit~. He married Mar~ Cavendish, of an old Catholic 

family, and onl of their daughters married the slcond Earl of 

Arundel, Thomas Howard, grandson of Henry Fitzalan.120 Vonge was 

a la~cl.rK at St. Paul's, but might he also havI been secretly 

Catholic? The inclusion of two madrigals b~ Wil1iam B~rd in 

MUII,a TranlAlpinA would su"est that Yon,e enjo~.d closl ties 

with that noted Catholic composer. It would seem at least 

possible that the circle who met regularly at Yon,e's London hom. 

may have been drawn together in part out of religious sympathy. 

The m.ntion of B~rd brings us to another liKely source of the 

growing interest in viols at the turn of the century. B~rd had 

been one of the chief figure. in the circle of ~oung CompOSers who 

cultivated In Nomines at the midpoint of the sixteenth century. 

He was also active in the composition of consort songs from 
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mid-century, and may haye originated the form of the yerae anthem. 

Kerman writea. 

He found the Engllah aong In the SSe8'a In a 
diaheyelled .tate and pullao it together to 
produce a rich and extenaiYe repertory of 
consort sungs, a form that was yery p.,.sc~al 
to Byrd and found no serioua Imitators. Its 
influence on the lute .ir, howeyer, was 
palpable, and an ,ffshoot of the consort song, 
the v.,.ae anthem, might be said to constitute 
Byr~'s most lasting legacy to English music, 
in the sense that other composers could and 
did follow his lead and the muSic was sung 
widely during his lifetime and after it. 

121 

The consort song and the yerse anthem were both genres which 

re,uired cadres of well-trained and well-equipped musicians to 

interpret them. MUsicologists differ on the extent to which yerae 

anthems might haye been performed with viol accompaniment in 

church. However it seems more than likely that whlre gentlemen 

maintained private chapels, with trained singers and 

instrumentalists to hand, verse anthems would haye been re,ular 

components in the order of serYice, and consort songs have figured 

regularly in the secular entertainment. Hearing viols in the 

context of the.e formations, the gentlemen and ,entlewomen so 

exposed must haye acquired a taste for the sound of the 

instrument. alone in consort. By the turn of the century 

significant numbers of them s.em to have begun se'kin, personal 

instruction in playing techni,ues. Since the chap.ls wher. 

exposure occurred were in many instances bound to be Catholic, 

again it seems liKely that much of thl impetus for the cultivation 

of yiol consorts grew out of the recusant community. 
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- Hertford was paying musician retainers in the lS31 ' s, but records 
of family members taKing instrumental tuition begin only in IS82. 

88 Price, Patronl and MUltetanl, p.42. 

87 The evident importance of the psalter prefaces in the 
musical education of the English amateur has been mentioned by 
many writers, including Price, patronl and MUltetaol, p.461 
Rainbow, his introduction. Carpenter, p.3381 and MacKerness, 
p.S7. walKer, p.76, notes that very little music was printed In 
England between lS31 and lS88, but over the latter half of this 
period, at least, the printing of psalters became quite common. 
It seems, then, that the psalters, with their prefatory 
instructions for sight-reading, were quite commonly available 
during a period when there was very little other music in print in 
England. During this time instrumental music may have been 
largely the province of professionals, but a great many amateurs 
were probably developing muSic-reading sKills, however 
rudimentary, through the medium of the popular psalters. 

88 Price, patronl and MUlletanl, p.118. 

89 Carpenter mentions the fact that private chapels were 
places where musiC training could be had by the choristers who 
were maintained there. See p.340 of her text. Both Catholic and 
Protestant nobles maintained their own chapels t~ some extent, but 
this would probably have been more common among Catholics than 
among Protestants after the start of the Reformation. This was so 
since the state and the church together put pressure on the nobles 
to dissolve their chapels, so as to ensure uniformity of religious 
practice. Obviously Catholics would have found it difficult to 
conform to this ruling_ For the story of Henry Fltzalan and the 
palatial NOnesuch, see warren, -Music at NOnesuch,- MUlfeal 
Quartlrlv LIV (1968), pp.47-S7. Figures on the size of the 
Instrumental collection appear on p.S0. On p.Sl warren writes 
that Fltzalan was particularly fond of his chapel cho..ir. A 
funeral eulogist ls said to have praised it for its voices and 
-Instruments so swe.t to h.ar. ­

S0 Price, Patronl and MUlictanl, p.61. 

91 Wbodfl.ld, lbl Earlv Hiltorv pf tbl YiOI, p.211. 

92 Carpenter, p.340. 

93 Simon, p.346, note 2, mentions that the eighth Earl, 
Henry's father, was Catholic, but that Henry was supposedly raised 
a Protestant. 

94 Kerman, ·Syrd,· in the New GrOYI DictiOnarv. 

95 These words cited by warwicK Edwards, were originally 
written by Fr. Giles Schondonch, author of the CUltom BOOK of St. 
~ and rector of the Jesuit college at St. Omer during the years 
1600-1617. See Edwards, -The Performance of Ensemble Music in 
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Elizabethan En.land,- ~, 17 (1171-71), p.113. "e also 
W.H. MeCabe, -MUsic and Dance on a 17th Centur~ Colle.e Stale, ­
MUllcal Quart.r lv , 24 (1131), pp.313-322, for a closer examination 
of the St. Om.r situation. Edwards finds the latter article 
-misleadin.- in parts.- (Edwards, p.118.) 

S7 A manuscript from the latter part of the sixteenth centur~ 
titled eA bOOK of In Nbmines and other solfain. son.s of VI VII 
VII; and VIII parts for vo~ces or Instrum.nts- sUllests a didactic 
function for the In Nbmine repertoire was envisioned b~ the 
compiler of the manuscript, if not by the composers of the 
repertoire contained in it. For discussion of the manuscript, see 
Jeremy Noble, -Le repertoire instrumental an.laisl lSSe-1SIS,- in 
Jean Jac~uot, ed., La MU,lgu' In,trumental d. la R.nalllanc. 
(Paris. CNRS, lS55.) The manuscript in ~uestlon Is British MUseum 
Add. MS. 313Se. 

se William H. MeCabe, -MUsic and Dance on a 17th Century 
Colle.e Sta.e,- p.318. 

ss Schondonch, cited In MeCabe, p.314, liKed winds for the 
reception of important personales and in the theatre, as also in 
the church service, and found the broKen consort -much more 
delightful- than thl homollneous consort of viols. 

lee Slmon, p.324. 

lel Price, patronl and MU,icians, p.158. 

102 Price, patrons and MU,iciAnl, p.1S9. 

le3 Price, pAtronl and MUlicianl, p.1S9. 

104 Pricl, Patroo, aod MUliciao" p.157. 

le5 Phil1ip Brett, -Edward Paston (1550-1830). A NorfolK 
aentleman and his MUsical Collection,- in Traosactioo. Of tb. 
Cambridg. Bibliographical Soci.tv IV (lS64-61), pp.51-89. 

les Brett, -Edward Paston,· p.Sl. 

107 Brett, ·Edward Paston,· p.S5. 

lee Brett, -Edward Paston,· p.5S. 

109 Kerman, -Byrd,· in NeM GrOY' Dictiooarv. 

118 Crail MOnson, Voic.s AOd Violl in ~naland_ 1188-1158 
(Ann Arbor, Michl UMI Research Press, 1ge2), p.41-42. 

111 See ·William Cavendish,· in the Dictionarv Of National 
Biography for the recusancy of the family, and Price, PAtrooS aod 
MUsicianl for the relationship between Wilbye, Cavendish, Lady 
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Stuart, and the Kvtlon houlehold. 

112 The article on Chrlstopher Hatton In the Dlctlonacv Of 
National "Ograpby notes that he wal suspected of reCUlancv, but 
lu••eltl that he Kept him.elf at a distance from the rell.tous 
controverlV of the period. 

113 Davld Price, PatrOn. and My.le lan., p.se. 

114 See Price, PatrOn. and My.ie San., pp.1SS-1Sa for MDrlev, 
pp.184-188 for Dowland. In these and In limilar situations Price 
rarelv .oel further than to say that an individual was suspected 
of beln. Catholic, or was svmpathetlc towardl Catholics, or leaned 
towardl Catholicism. It is difficult at this remove to positivelv 
identifv an Individual as Catholic, unless they aCKnowled.ed being 
one In their own dav, which few were prepared to do. Dowland, of 
courle, Ipent a considerable amount of time outside of En.land, 
presumablv in search of reli,ious freedom, amon. other thln,l. 
But MDrlev continued to worK In En.land, notablv for st. Paul's 
and the Chapel Roval, 10 h. was much less IIKelv to aCKnowled.e 
openlv the fact if h. was a devotee of the outlawed church. 

liS Price, Patconl and My.tetanl, p.164, note 4. 

116 John ward, Eir.t S.t Of Madrigal., lb' En.liab 
Madriqali.t. ~J~ (Londonl Stainer and eell), p.iv. 

117 Fanshawe, in the Dictionary Of HAtlgnal Biggrapby. 

118 S•• for example, Kerman, lb' Elizab.than Madriqal, 
pp .ll-12. 

119 Price, Patrona and Myllei,nl, pp.182-184. 

128 Price, patron. and Myllcianl, p.112. 

121 Kerman, ·Bvrd,· in New Broy., p .544. 
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Cbapt.r fgyr 

Thr" Manyal. far Styd'nt • af tb. Vigl. 

In this ch.pt.r J will consid.r thr•• work. which would h.u. 

b••n u.ed b~ .tud.nt. of the uiols in the period under 

.x.min.tion. A. h •• b••n mention.d .boue, both profe•• ion.l .nd 

.mateur .tud.nt. would in mo.t in.tanc•• h.u••tudi.d with a 

t ••cher, .nd the knowl.dge p••••d on w•• con.id.r.d in man~ 

quart.r. to be a trade .ecret, .0 we are In a difficult po. it ion 

wh.n it come. to tr~ing to det.rmin••xactlv wh.t con.tituted an 

.ducation on the instrument.. How.uer, toward. the .nd of the 

sixte.nth c.ntur~ and during the ••u.nt••nth centur~, th.r. w.r. a 

numb.r of publi.h.d work. which .ddr••••d th.ms.lu•• in some 

measure to the probl.ms of stud.nts. From th.s. w. can g.t .t 

I.ast .ome id.a what might haul gone into the training of pl.~.rs. 

It is • r.a.on.bl•••sumption that manv .tud.nt. would h.u. 

mad. their own copv-boOkS, ••peci.llv in light of the f.ct th.t 

before 1~88 u.rv f.w pi.c•• of publi.h.d mu.ic were au.il.bl. in 

Engl.nd. Th. printing and .al. of manu.cript pap.r was includ.d 

under the monopolv .hared bv Tall is .nd Bvrd, and it may haue b.en 

the onlv part of the monopoly that w.s pro fitable to th.m. 

Students would haul had occasion to copv much of th.ir mat.rial, 

.ither from other manuscripts (esp.ctallv before 1~88), or from 

print.d worK.. In this ••ns. at l.ast, music .tud.nt. during the 
c 
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Renaissance were probablv som.what more literate than their modern 

counterparts. Howe~er, inherent in this situation are som. 

problem. for the present-dav student of Elizabethan England, since 

comparati~ely little of this hand-copied material can ha~e 

sur~i~ed to modern tim.s. 

I will focus on three worKs. The first is an Italian tutor, 

R1901. Ryblrttn. of Svl~estro Ganassi (Venice, lS42, lS43). The 

second is an English worK aim.d at students of the lute familv 

primarily, but also supposed to be of ser~ice to those who wished 

to learn ~iol. This is Thomas Robinsonls SChOO l1 Of NU,t,'1 

(London, 1813). Finallv, I will lOOK at British MUseum Additional 

Manuscript lS118. The latter is presumablv an example of the 

commonplace booK ~ariety of manuscript, which students of the 

period would normally have Kept. 

Each of these worKs will be considered in general term., and 

with reference to specific ~uestions, such as. What Kinds of 

technical information are included for the benefit of a beginning 

stUdent, including instruction on how to tune the instrument, how 

to sit, use of the hands and bow, and hov to decipher the 

notation? What Kinds of exercises, scales, or etudes appear for 

the purpose of developing a viable playing techni~ue? What solo 

and consort repertoire is included? Comparisons of the three will 

be made in passing, and the ~uestion of how they illuminate the 

central problem of this paper will be considered. 

Svlyestro GADAlstlS ReQolA RyblrtiD. 

GaDassils tutor appeared in two installments in Venice, in 

1542 aDd 1543.1 Wbodfleld finds it to be a ~ery important worKI 
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It far exceed. all other .ixteenth centur~ 
in.trum.ntal tutor. in the breadth and depth 
of it. covera,e and t. thus our primar~ .ource 
of information about the viol-pla~in, 
technique. of the mid-.ixteenth centur~ 
Italian virtuo.i. 2 

much direct impact on the En,li.h .chool of viol pla~in,. D••pite 

after it. relea.e, WDodfi.ld thinK. that dir.ct contact between 

pla~er. of the two nationaliti•• would have b ••n the chann.l of 

influenc••3 WDodfi.ld'. point ma~ b. valid, but whether th.~ had 

the worK in th.ir Po••••• lon or not, Italian viol pla~.r. who w.nt 

to worK at the En,li.h court would have b.en familiar with the 

pla~tng t.chnique. d••crib.d in Bana•• i, .0 it pr.sumabl~ can 

off.r some in.ight into how English stud.nts w.r. train.d. 

Banassi includ.s ca~.full~ d.tailed instructions on the most 

.lementary asp.cts of playin., beginning from how to hold the 

instrument, and .y.n including instruction on how to s.l.ct good 

strings, st~ing the instrument, and tune it. Each of a variety of 

techn tcal problems is made the subject of a short chapter, as the" 

following list of the openin. chapter h.adin,s will illustrat•• 

Chapt.r 11 How to Hold the Viol 
Chapt.r 21 How to MOYe when Pla~ing 
Chapte~ 31 What MaKes for Excellence tn Playing 
Chapter 4: How to Handle the Bow 
Chapt.~ SI How to Use the L.ft Hand 
Chapter 6: How to MOYe the Hands and Arms 
Chapte~ 7: Introducing the Mathods of Tuning the Instrument4 

Throughout, the author adopts the ton. of a tutor who is fond 

of both his student and his subject. He is very interested that 

the student should develop a .raceful style of playing. At one 
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point he warns alainst a pla~inl posture with the instrum.nt held 

in more of a horizontal than a vertical alllnm.nt, apparentl~ a 

pla~inl position that lute pla~ers fayoured.4 (A picture of a 

pla~.r in this attitude is Included in a famous MUral of the 

family of Sir Henr~ Unton, in which a viol consort is included. 

The picture is widely reproduced, it ma~ be seen in the NaM Brgy. 

Dictignarx under -masque-. Unton was the Irandson of Edward 

Se~mour, Lord Protector Som.rset, who was m.ntioned aboye.) 

The following excerpt from 6anassi's instructions on holdlnl 

the Yiol will giYe som. idea of his tone and of his careful 

approach to teaching' 

First of all, care MUst be taKen to hold the 
instrum.nt between the Knees so that it 
remains firml~ in place eyen without the hands 
to support it, and also so that ~our Knees do 
not get in the way of the sweep of the bow. 
The yiol is not held absolutel~ upright, but 
at a slight angle, so that ~ou can sit upright 
while pla~ing and the yarious moyem.nts ~ou 
maKe do not cause YOU to moye the upper part 
of your bod~. If YOU wish ~ou may bring the 
necK of the yiol nearer the body or moye it 
further away with a light and relaxed movement 
of the arm and hand' and in fact, ~ou should 
set out to pla~ with a light touch Keeping 
both the hand holding the instrument and the 
bowing hand completely relaxed. S 

Seyeral points as Ganassi presents them differ slightly from 

what became common in the English school, and these may be 

summarised here. As Woodfield points out, he prescribes a bow 

grip with both the index and the middle finger gripping the wood 

of the bow, whereas Simpson and later English t.achers preferred 

to have only the first finger on the wood, with the middle finger 

in contact with the bowhair.6 Woodfield also remarKs upon the 
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fact that 6anassS's pictorial illustration of the correct posture 

shows a bow Irip at the frol, whereas the Enllish school cam. to 

prefer a Irip slightly up the sticK and away from the frog. 

WOodfleld suggests that the latter grip may have evolved as the 

bow lengthened during the course of the seventeenth century.? The 

first prescribed playing position for the left hand is with the 

ind.x fing.r at the first fret. this becomes the first position, 

but 6anassi not.s that if necessary the index finger can be placed 

at the second fret. In both cases, the other fingers lie on 

adjacent fr.ts, on the principle of on. fing.r, one fret. 

WOodfield suggests, however, that in light of the fingerings given 

in subs.quent ex.rcis.s, 6anassi's basic approach to fingering 

s ••ms to have favoured the plac.ment of the ind.x fing.r at the 

s.cond fr.t.8 For .xpr.ssiv. purpos.s, Ganassi details the 

possibilities of finlering with the l.ft hand in positions b.yond 

the fr.ts, but th.s. discussions are r.serv.d for the s.cond 

installment of the method (L.ttign, S.cgnda).9 In the cas. of 

bowing, Ganassi articulat.s an approach in accordanc. with the 

nature of the instrument, wh.r. a bow stroKe l.ading from the tip 

towards the frog (ro<J~S~) is the attaCK us.d for .mphas is, and the 

1.1 t.rnat. stroKe (i;;,.(:) is used for upb.ats or for w.aK.r attacKs. 

On. point of int.r.st is r.lat.d to the nature of the tablature as 

s.t forth in Ganassi: h. plac.s the low.st sounding string as the 

high.st line of tablature on the pag., in contrast to the Fr.nch 

lute tablature adopted by English lut.nists and Yiol-play.rs. 

Finally, Ganassi sp.aKs about the n.cessity of reflecting the mood 

of the music with appropriate body attitud.s and gestur.s, and 

apparently condones l.ft-hand vibrato and bow tr.molo wh.r. th.s. 
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would ser~e the best interests of the music.'1 

MOst of 8anassi's first ~olume ts taKen up with a detailed 

explanation of the ~arious possibilities for tunini the 

instruments. The tuninl procedure for a solo ~iol is as one milht 

expect, with adjacent strinls in fourths Ixcept for a major third 

betwlln the third and fourth strinls. For a bass or trlble ~iol 

thl normal tuninl then becomes (from low to hilh)' DOe e a d' 

(trlble an octa~1 hi.her). A number of different tuninls are then 

.i~en for the ~iols in consort, based on three arules- (rllola).11 

In thl first rule, the bass and treble instruments are tuned an 

octa~1 apart, with thl lowest strinl of the tlnor and alto ~iols 

tunld a fourth abo~1 thl low.st strinl of the bass ~jol. Th. 

tenor and alto are always tuned in unison.l! In the second rule, 

the soprano is still an octa~e abo~1 the bass, but the tenor and 

alto are mo~ed up so as to lie a fifth abo~e the bass. The third 

rule has the tenor and alto aiain a fourth abo~e thl bass, but the 

soprano is made to tune a fourth abo~e the tenor and alto, or a 

minor se~enth abo~e the bass. In a final rule, the relationships 

as describ.d for the first rule are maintained, but all the 

instruments are pitched a fourth 10wer.13 

O&nassi loes on to differentiate three different ord.rs 

within each rule for tunin., depend in. on whether B is natural 

(the first order), B is flat (the second order), or Band £ are 

both to be made flat by musica ficta. He thus deriY.s the tunin.s 

which appear on the following pa.e.14 
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Firat Qrdlr (ln Mhfch 8 fa natYral) 

8&u.. Tlnpr and 81tp SPRranp 

Sat D G c • ad' G c f a d' I' d I c' · a' d· 
rul. ' 

2nd D G c • ad' A d I b .' a' d I c' .' a' d· 
rul. 

ard D G c • ad' G c f ad' I' c f bb d' I' c· 
rule 

4th <A) D G B • a <D) G c • a d' (A) d I b .' at 
rul. 

Slcpnd Qrdlr (in MhiCh 8 ia flatl 

8&u.. T.npr and 81tp Sppranp 

tat D G c • a d I G c f a d I I' d I c t · a' d·
' rul. 

2nd D G c d I A d I b • t a' d I c' at d·• a 
• trul. e ard D G c • ad' G c f a d I I' c f bb d' I' c· 

rule 

4th (A) D G B • a <D) G c • a d ' (A) d I b .' a' 
rul. 

Third °rd'r <in MhiCh B and E arl made flat by puafca fiC ta ) 

B.&u.. Tenor and 81tp Sopranp 

tat C F Bb d I c t F Bb .b I c I f t C f bb d I I I c· 
rul. 

2nd C F Bb d SJ G c f a d I I' c f bb d I c·c • SI •
rull 

3rd C F Bb d I Cl F Bb eb I c ' f I Bb .b ab c' f I bb 
rule 

a l4th (A) D G B I a (D) G c I a d I (A) d SI b II 

rule 

Q 
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Alt'rnativ. tuning to tb. tblrd rul •• to avoid op.n I flat.1 

~ Tenor and AltO 'APranO 

E A d fl b e A d I b e' a' d I c' e' a' d· 

One milht well wonder why so many different tuninl system. 

were considered necessary. Apparently the explanation lies in the 

desirability of usinl open strinls as much as possible, in order 

to achieye the most sonorous effect from the consort. Yet it is 

hard to imagine that members of a consort would retune every time 

they came across a new Key silnature. WDodfield SUlgests an 

alternatiYe explanation, accord in. to which the players would not 

retune, but would in effect transpose the music.tt This 

transposition could haye been effected before playing, possibly 

inYolYing the rewriting of the piece in tablature. WDodfield's 

theory would .eem attractiye, insofar as it would remoye the 

necessity of retunin., but I don't see how it could haye worKed in 

eyery case. Where the different rules for tunin. chan.e the 

interyallic distance of the instruments one from another within 

the consort, it is hard to see how they could transpose so as to 

effectiYely produce this change without actually retunin•• 

WDodfield's idea would s.em ylable so Ion. as the change was from 

one order to another while pre.erying the rule, or interval 

separating the instruments from one another, but could not worK 

for changing from one rule to another. Where a change was 

desirable in order to facilitate the playing of a piece In a 

different tonality or mode, the change would presumably haYe been 

from one order to another, in which case WDodfield's theory seems 

sound. The effect of a transposition such as he calls for would 
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auoid the tedious business of retunin., while allowin. maximum use 

to be made of open strin.s, which seema to be the rationale behind 

hauin. different orders In Banassi's s~stem. The rules as Banassi 

presents them are not explained with reference to an~ such 

practical rationale, thou.h, and the~ ma~ Just haue reflected 

re.ional differences in technique. 

At the end of the first uolume of R'9pl., Banassi presents 

some technical exercises and practice plece•• IS All hi. example., 

scale., exerci.e., and etudes are presented both in standard 

notation (usin. a ten line staff with an F clef, u.uall~ on the 

sixth line) and in tablature (wherein the 10we.t .oundin. strin. 

a••ume. the topmost position In the .chematic rendering). Before 

the practice piece. he includes a brief explanation of how the 

different rh~thmic ualue. are deriued from one another, and how 

the~ are represented in the tablature. 

The second uolume begins with an explanation of how to 

recognise a good strin. by the ui.ual pattern it maKe. in the air 

when uibrating. The author then goes on to explain in 

con.iderable detail how to place the fret. on the uiol. Thl. is 

to be accompli.hed through dividing the .tring length 

proportionally, and placing frets so a. to obtain perfect fourths 

and fifths, and true major seconds. The procedure is made 

reasonably clear through the USI of illustrations, and Ganassi 

advises the stUdent to always check his mathematical precision 

against the arbiter of his ear. Once the slcond, fifth, and 

sevlnth frets are placed through mathematical division of the 

string's length (918, 4:3, and 312 are given as th, desirable 

ratios), other frets are placed with reference to the.e. An 
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Involv.d proc.dur. Is th.n d.scrib.d for the pr.cis. tuning of the 

strings, ch.cKing op.n .gainst stopp.d strings and r.lying on the 

accuracy of the s.cond, fifth, and s.v.nth fr.t•• 

On top of th••••xplanatlons Bana.si accounts for hi. method 

of showing l.ft hand fing.rlng in the tablatur.. Mix.d in with 

this ar. some in.tructions for ri.ht-hand fin••rings for stud.nt. 

of lut., which maK.s the whole somewhat confusing. H. di.mis••• 

the t.chnical dlfflculti•• of the fing.ring, .aylng that it has 

b••n .xplaln.d in oth.r lute tutors, and is commonly und.rstood. 

Through cross-r.f.r.nc. from the .xplanations to the .xampl.s 

pr.s.nt.d both in standard notation and In tablatur., the acut. 

stud.nt should be able to d.clph.r his meaning with only moderate 

difficulty. For•••• lng that some stud.nts may have b.en confus.d, 

Ganassi cond.sc.nds to repeat hlms.lf in the tenth chapter, which 

is headed ·Chapter tenl Which Repeats the Instructions Given so 

Far.· Signs are then incorporat.d into the sy.tem to show the 

student where to lift the finsers of the l.ft hand off the strings 

in order to avoid dissonances with notes which follow. Several 

chapters deal sp.clfically with probl.ms of right hand fingering 

for lutenists. 

Chapters fift.en through twenty of Ganassi's second volume 

explain in soma detail problems liKely to occupy more advanced 

stUdents. He speaKs about the necessity of accomodating the bow 

stroKes to the nature of the music, and describes a system whereby 

he shows appropriate bowing in his practice pieces. Similarly, he 

notes that some pieces will involve shifts of left hand position, 

even to positions far up the necK above the frets, and these also 

are demonstrated In the notation with a system of numbers, dots, 

http:probl.ms
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and dashes. 

Chapter nineteen is a consideration of the niceties of 

diminutions, in the course of which Banassi refers the reader to a 

previous worK of his in which the subject is treated more 

thoroughly. Of interest, he suggests using alternate finserinss 

in rapid divisions to avoid string crossings, as always providing 

detailed illustrations to maKe sure that his point is well taKen. 

The closing chapter of the method suggests procedures for 

maKing do in the event that strings breaK and one does not have 

replacements on hand. Specific procedures are offered for tuning 

the viols in consort using only the four lowest strings of any 

instrument, or only the three lowest. If the player wishes to 

tune using only four strings, he is advised to set his two lowest 

sounding strings a major third apart, with fourths between the 

other strings. According to this procedure he would finger on the 

strings remaining to him, assumed to be the four lowest sounding 

strings, as though they were in fact the four highest sounding 

strings. In the cas. of only three strings remaining to him, all 

the strings are to be tuned separated by-fifths. 

I haye chosen to describe in some detail the contents of the 

method mainly for comparison purposes. It ls easy to s •• why 

WOodfield praised the R.gAla Ryb.rtta. as far and away the 

outstanding instrumental tutor of the sixteenth century. 

Ganassils instructions are detailed and are r.ndered quite clear 

with reference to many illustrations. The work is somewhat short 

on rep.rtoire, but is exhaustive in its cov.rase of technical 

difficulties. In considering other instruction manuals for 

instrumental technique, Ganassi might well be used as & standard. 
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Comp.ri.on. will b. mad. b.tw••n hi. ~olume .nd the oth.r two to 

b. con.id.r.d h.r., wh.r. this will h.lp to hilhlilht th.ir 

.tr.nlth••nd w••kn.s•••• 

lbo..' RobSn,on" lb' SChOOl' Of MY'SC" <London. 1Sla)17 

W. h.~••••n how aana•• i includ.d some in.truction for lute 

play.r. in hi. R'901a Ryb'r tSna • Robinson'. worK al.o includ.s 

instruction for both in.trument., but in his cas. the method booK 

is meant primarily as a lut. tutor, and only ••condarily a. an 

instructional manu.l for player. of the orph.rion, pandora, and 

~iol. ObYiou.ly this maK•• it somewhat l ••s u.eful as an 

indicator of instructional practic.s for the Yiol, e~.n thoulh 

Robinson's worK originat.d in England, focus of the pr.s.nt study, 

while Ganassi's R.901a came from Italy. Despit. its shortcominls 

as a ~iol tutor, though, Robinson's worK is not out of place in a 

study of music education and ~iols in R.naissance England. This 

is so for two r.asons, not the l.a.t of which is the fact that it 

was ad~ertis.d by its author as b.ing int.nded in part as a tutor 

for those se.King to mast.r the ~iol. Robinson's address to the 

read.r, inludld as a prlface to his method, reads in partl 

Right court.ous Gentlemen, and glntle Readers, 
your fa~ourable acceptance of ~ first fruits 
from idlenessl, hath eccited me. further to 
congratulate your MUsical! endeavours. And in 
~ conceit, I can no way better fit your lood 
and willing mindes, then in shewinl yoU how 
you may ~ery soone, and v.ry perf.ctly 
instruct yourselves to play (upon your best 
beloved instrument) the Lute, also the 
Orpharion, Pandora, and Viol de Gamba, any 
lesson (if it bee not too too trickified) at 
the first sight. 18 

Ut11e the bOOk may h.~e had i tsshortcomings, many amateur 
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musicians would ha~e taKen Robinson at his word, and sought to 

extract from the worK pOints germane to their stud~ of the ~iol. 

But the worK is of interest to this paper for another re.son, 

which is that it shows up the fact that man~ people who approached 

the ~101 ma~ ha~e done so from the ~antage point of ha~ing alread~ 

de~eloped a certain amount of pla~lng sKill on the lute. B~ le83, 

the date of Robinson's publication, the ~lol was beginning to ha~e 

a larger following, but for a number of ~ears the lute had be.n 

asslduousl~ culti~ated by amateur musicians. The similarities of 

left-hand technl~ue between the two instruments are such that lute 

players would ha~e had little dlfficult~ In launching themsel~es 

on the stud~ of the ~iol. It is no doubt for this reason that 

Robinson addressed himself to more than one target group, namely 

students of the ~arious instruments named In his preface and cited 

abo~e. For the same reason, Ganassl included some instructional 

points for the lute in a study intended primarily as a ~io] tutor. 

One writer to taKe an early notice of the worK was Otto 

KinKeldey. In a paper presented to the American ~slcological 

Society in 193~, KinKelde~ described the contents of the worK in 

thlse terms: 

The booK contains thiry-three lute pieces 
(some for two lutes) and ten pieces for the 
~iol, also intended for the stud~ of 
sight-singing. Four pieces are ~arlations 
upon a -Iround.- About six pieces are song 
arranlementsl thl remainder are dances 
(giIUIS, p.~ins, galliards and almaignes) and 
fi~e -to~s- (short genre pieces). Almost all 
the song and dance arrangements are 
~ariatlons. A short theme of one or two 
strains is followed by one, two or more 
~ar tat ions. 

Robinson's arranlements for the ~lo1 are all 
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sacred pieces. IS 

This description maKes a couple of interlstlnl points with 

respect to the contents aimed specifically at a viol playinl 

audience. The viol pieces werl all for devotional use, and Ylt 

they were also slruiceable as sight-singing pieces' Few modern 

students would be inclined to looK on sight-sinllng as a 

devotional exercise. But this point recalls the double naturl of 

the In NOmine repertoire, mentioned in the course of the last 

chapter. The viol apparently was used in some instances as a 

learning tool for music stUdents, in somewhat the same way as a 

piano is sometimes used In conservatories today. MOreover, It 

seems to have made a placl for itsllf in the privati dlvotionals 

which became part of family 11fl In Puritan England, both In the 

Protestant and Catholic recusant homes. 

The PilCIS to which KinKIldey refers as for thl lute need not 

concern us here. MOst of them are little suitabll for the viol 

because of the presence of full chords which omit some intlrior 

strings. It is doubtful that Robinson actually intended these 

piece. for the u.e of yiol players. J will confinl my remarKs to 

the Instructions giuen in the preface, and to the piece. actually 

designated as for the viol. 

Robinsonls introduction taKes the form of an Inyented 

dialogue between a Knight and a musician. The two discuss the 

nature of music and the desirability of a musician being learned 

beyond his immediate discipline. The Knilht eYentual1y enlages 

Timotheus, the musician, to teach his children the lute. The 

format adopted by Robinson here is euidently borrowed from Thomas 
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MDrley's e plain. and Ea.l. IntrOdYCtion to PraCtlCal1 MY.iCK•• 

In his summary o~ the conYersation, Lum.den points out 

seyeral interesting features o~ the d.alolue.el These are worth 

comm.nting upon. First of all, the Knight engages Timotheus a. a 

tutor for his children. Here is an indication that the engaginl 

of private tutors to teach in the home was something of a 

commonplace at the time of Robinson's writing_ The Knight is 

concerned that his children may not continue in the study of the 

instrument long enough to reap any real benefit. He him.elf, he 

says, abandoned practical study of the instrument, preferring to 

simply listen to others play. Robinson, in the guise of 

Timotheus, agrees that many begin study of an instrument, only to 

abandon it too soon, before having achieved real mastery_ He 

suggests that the student should attain at least to the level of 

being able to sight-read with re.sonable fluency. 

A couple of aspects of the musical life of the age can be 

read into this exchange. Many amateurs seemingly undertooK to 

learn instruments, but left off practical study before advancing 

very far. Such must presumably always be the case. But 

Robinson's insistence on the cultivation of sight-reading skills 

may suggest that much of the music-maKing of the day was of a 

recreational nature, where individuals or groups simply read 

muSic, whether singing or playing an instrument, as a passtime, 

without necessarily polishing the pieces. Fluency of reading w.s 

considered a primary educational goal. MOrley's unfortunate 

principal was found out to his great shame to be illiterate 

musically, incapable of Keeping a part in a consort in a social 

situation. Some years later, Peacham was to advise his pupil that 
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he should proceed so far in music as to be able to read his part 

sure, and at the first silht. While silht-sinlinl ma~ be an 

exercise in drudler~ to man~, I believe that this point is of 

critical importance for understanding the musical nature of 

Robinson's ale' more-or-Iess ordinary citizens (albeit of a 

fairly high social stratum) were strongly encouraged to be 

musically literate, in the sense of betng able to silht-read 

music. Many seemingly soulht to achieve that state. 

Another point oUlht to be remarKed in Robinson's opening 

dialolue. The Knight requests of the musician permission to 

attend at the lessons, and to put questions to the teacher from 

time to time. This is presumabl~ a device to permit Robinson to 

continue imparting instruction in the context of a dialogue' 

probably he thinKs the dialogue will be more interesting for the 

listener if it taKes place between Timotheus and the Knight than 

between Timotheus and one of the Knight·s children. But the 

suggestion that the Knight should stay with his children for the 

instruction raises anothlr possibility, which is that some parents 

of the day may actually have sat in on their childrens' Ilssons. 

MUsic-maKing was apparently to some extent a social recreation 

pursued in the home and in the context of the family. There is a 

reminder here of the modern practice in the SuzUKi method of 

instruction, of having parents attend lessons so as to be able to 

supervise their children's practice, and encourage the younger 

students when they encounter difficulty. This practice I believe 

to be pedagogically sound, and worth bearing in mind where changes 

in the current school music regime are mooted. 

Thlre follow, on plates XXIV through XXX] of Robinson, 
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Instructions towards the development of a rudimentary play in, 

technique. This be,ins with a listin, of the desirable qualities 

in an Instrument' proceeds with a discussion of the correct 

playing position' names the strings and Ixplains the system of 

tablature, including the manner of having litters represent the 

open and fretted strings' and also explains how rhythmical values 

are derived one from another and represented in the graphic 

notation. Of passing interestt in the tablature the highest 

sounding string is represented on the top line, not on the bottom 

as in aanassi. 

MUch of Robinson's instruction is of general relevancl, 

equally valuable to the viol player as to the lutenist. Left hand 

fingerings are shown by the insertion of the numerals one through 

four, representing the first through the fourth fingers, under tha 

letters which show the fret positions. A syst£m of dots is 

incorporated for delineating the various types of attaCKS possibl~ 

with the right hand on lute: unmarKed notes are t~ be played with 

the thumb <a downward attaCK), and this type ~f attacK is to be 

considered most natural. Attac~~ to be plaYld with an upwards 

strOKe, to be Ixe~.lted by the first, second, or third finger of 

the left hano are shown by the insertion of a singll, double, or 

triple dot directly under the letter representing the fret. 

To digress briefly, this system seems somewhat simpler at 

first sight than Ganassi's. Ganassi showed left hand fingerings 

by means of a single dot adjacent to the fretting indication. In 

his case, if the dot was to the upper left, it meant the first 

finger was to be employed, while a dot to the lower left, upper 

right, or lower right, meant the second, third, or fourth finger 
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should be brou,ht into use, respectiyel~. Gana•• i also u.ed a dot 

imm.dlat.l~ under the frettin, indication, to .how luteni.ts what 

Kind of attacK to emplo~ with their ri,ht hand. Hi. dot under the 

frettin, indication meant that the attacK should be with a finler, 

while an unmarked frettin, indication meant that the attacK wa. to 

be pla~ed with the thumb. Two dots would mean that the .econd 

finger was to be called upon to execute the attacK, and three dots 

stood for the third finger. In this his method parallels 

Robinson'., and both ey'dentl~ drew on common lute practice. 

Gana•• ' adapted the .~stem of indicating rilht-hand finlerin, to 

show Yiol bowinl., such that an unmarKed note wa. to be played as 

an upbow, while a .lnlle dot indicated a downbow. The problem 

with Bana.si's method is that too much information i. to be 

cony.~ed b~ dots. In the first place, the dots are so minuscule 

as to possibl~ impede the e~e and mind as the~ attempt to Ira.p 

the sense of the fingering indication at sight. MOreoYer, in a 

da~ when printin, techni~ues were still somewhat primitiYe, there 

was a great possibility that unwanted -dots- milht creep into the 

music, with the potential for hopelessl~ confusinl the reader. 

To return to Robinson: we next find him explaininl the use 

of ornaments in music. In this he is somewhat les. clear than in 

his explanation of basic finlerinl, and he seems to assume that 

the reader has a prior knowledge of what constitutes a -fall- and 

a -relish---nowhere in his text arl thlse terms properly 

explained. Finally he describes the procedure for tuninl the 

instrument. He maKes no difference between the lute, orpharion, 

cittern, and Yiol, so presumabl~ all are to be tuned after the 

same fashion. 
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On plate XI of Robinson (and summarised on P. XXXI b~o 
Lumaden) we finally co.. across a few lines of Instruction 

consecrated to the sole use of the student of the viol. 

NDw, when yOU can play upon the Lute, I will 
(God willing) shew you how your Lute shall 
instruct you to singJ insomuch that you may be 
your owne teacher, and save the charge of a 
singing man, and then what by your skill In 
playing upon the Lute, and the Knowledge ~ou 
have in the prlCKSOng, you ma~ verle easilie 
attaine to play upon the Viol de Gambo, either 
by Tabliture or by pricksong note•• For the 
carriage of your left hand upon the Lute I. 
likewise Justly to be observed upon the base 
Viol, a••hall bee more platnel~ declared in 
his due place after the .Lute le.sons. 

And thus for a la.t farewell (for this tl.. ) I 
give you in general charge, to u.e all 
instru..nts with a good grace, co..lie play, 
without anticKe faces, or shouldring., except 
such (which of necessitie) the nature of the 
instrument doth re~uireJ as, reaching stops 
upon the Lute, wher you lay ~our finger along 
and stretch out ~our little finger along at 
length, as from ~ to ~, and in commlng from 
the Trebles of the Viol, to the Base, wher of 
necessitie ~ou must, somewhat thrust the neck 
of the Viol from ~ou, and shrink in the bow 
hand, to come fltl~ unto it. 

In thes. few lines w. have virtually the whole of Robinson's 

instruction which is specific to the viol alone. The student will 

look in vain for further explication after the lute pieces l it is 

not to be found. Robinson expresses the desirability of pla~ing 

in a graceful fashion, as Sanassi had done, but allows for some 

extra body movement on the part of the viol player when playing a 

descending line involving string-crossings that approach the bass 

strings. This is considered to be in accordance with the nature 

of the instrument, and Ganassi, incidentally, had condoned the 

same movement. 
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A few more inltructionl for the viol pla~er &re to be found 

In the followlnl palel, under the headlnl -Rulel to inltruct ~ou 

to Slnl.- Roblnlon firlt prelentl a Icale runninl three octaves, 

and acrosl three staffs, from G at the bottom of a ball clef 

staff, throulh an alto clef staff, to I' at the top of a treble 

clef Itaff. These notes are liven solfele namal al well al their 

letter namal. 

A curious ~uirK inherent in the 1~ltem of lolfainl then in 

use comal to lilht here. There wal no leparate I~llable for the 

leventh note of a scale. The seventh in the present instance wal 

a minor seventh, and cominl after the sixth delree which wal 

called la, was called fa, presumabl~ to reflect its beinl only a 

semi-tone above the precedinl note. Continuinl upwards in the 

scale, the next note was then called ~ol, followed b~ la alain, 

and then the names reyerted to the normal order of mi, fa, sol, 

• etc. This may be made clearer with reference to the followinl 

schematic representation. 

Scale delree-- 1 2 3 4 S 6 7 .. 8 s 18 11 12 

Letter name--­ G A B c d e f • b c' d' 

solf name---­ ut re mi fa sol la fa sol la mi fa sol 

The system does seem to haye soma internal 101ic, but it is hard 

to see how it was of ver~ Ireat assistance in the learning of 

silht singinl. 

Robinson shows how the student is to match these note. to the 

notes on his Yiol or lute, with reference to tablature. Alain, he 

maKes no distinction between the tuninl of the lute and the tuninl 
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followed. The .tring., from low to high, were to be tuned-

D Gce a d l The .tudent i. then a.Ked to practice .ome• 

technical exerci.e. in order to become familiar with the location 

of the note. on the .tring•• The.e exerci.e. are meant to .erve 

equally the player of the lute or violJ they are prefaced with a 

comment that the viol player .hould gra.p the in.trument between 

his leg., and u.e his left hand as on the lute. The bow grip is 

described as holding-

hard by the Nut of it, with your forefinger, 
above the .tiCK, your second and third finger 
(in the hollow of the Nut) betwene the heire 
and the .ticK, and your little finger beneath 
the heire, slaCK quite from it. 21 

It is interesting to notice the bow grip here prescribedl 

only the index finger is gripping the wood, in contrast to Banassi 

where both the index and the middle finger held the stiCK. Also, 

the point of contact i. at the nut, not up the .ticK as came to be 

the common English practice later in the century. 

Plate. XIV through XVII contain eight p.alms .et out to be 

played on the viol, but presented under the general heading -Rules 

to instruct yoU to sing.- These are the only pieces de.ignated as 

for the viol in my copy of Robinson: I am not sure whether 

KinKe1dey had a copy with more pieces in it, or whether he 

included the technical exercises as piecls for the viol when he 

said there were ten pieces. (Incidentally, there is really only 

one technical exercise, which can be seen on plates XIII and XIV 

of Robinson. It is an Ixercise in steps, SKips, and leaps, 
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Inludlng II&PS up to &n oct&VI. Kinkelde~ Mould still seem to be 

one short in his count, even if he included this eXlrcise &s & 

piece for the viol.) 

The pieces for the viol have evidently been ordered Mith &n 

eye to the presenting of technical difficulties in & logical 

progression, inasmuch &s string crossings constitute & technical 

difficulty. The first three pieces &rl fingered only on the first 

tMO strings, with most notes to be played on the top string. 

Subse~uentl~ the student is taken into the re&lm of the inner, 

lower strings. However, the very first piece involves hand shifts 

from the fifth down to the second fret and back up, a pattern 

which is repeated sever&l times throughout the course of the 

piece. Evidentl~ the student is expected to have some left hand 

techni~ue before comm.ncing the study of the viol. Robinson's 

id.a of avoiding string crossings as much as possible in the first 

few pieces was presumably motivated by a consideration of the 

difficulties of bowing only, he seems to have assumed that the 

position shifts would create no difficulty for the student. 

In the order in which the~ occur in the bOOk, three piecls 

are In treble clef, two in soprano clef, and four in bass cllf. 

The tablature is such that a change of clef may impl~ & change of 

tuning. This Is pointed out b~ Lumsden (p.XXXI) in his 

Introduction to the manual.22 However it may be also that 

Robinson simply incorporated a transposition into his 

transcription of the piece. in tablature form. This Is along thl 

lines of what Woodfield thought the Italian consort players would 

do rather than retune for different key signatures. Possibl~ the 

most likely explanation is that the different clefs implied the 
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use of different viols. If the player tOOK a bass viol where he 

sees Robinson's bass clef, a treble viol for the soprano clef, and 

a tenor viol for the music on the treble clef, the open strings 

would correspond to open strings In Robinson's tablature. It is 

curious that Robinson maKes no mention of the different viols. 

The other pieces in the method are all for lute, and as J 

said above, were probably not intended for the viol player. It Is 

a point of some interest that the only pieces intended for the 

viol were of a devotional nature, apparently borrowed from the 

Sternhold and HOPKlns psalter. NUmerous writers have commented on 

an apparent change in popular taste at the turn of the century, 

coinciding with the rise in popularity of the viol consort. a 

change which has been characterised as towards more sober music. 

The viols may have been used as a more ·serious· instrument than 

the lute in some ~uarters. Where all the pieces for viol are 

serious pieces in this sense, the lute pieces contain numerous 

(34) dances, tOYS, and character pieces, with a few (4) psalms and 

hymns thrown in for good measure. Where the lute was used as an 

all~around recreational pursuit, the viol seems to have been 

reserved for more sober moments. 

British MUseum Add, MS. lSl18.~3 

The contents of this manuscript are somewhat variegated, as 

can be seen by the listings under several headings in the 

Catalogue Of MAnuscript Music in the British Museum.24 Listed are 

lute solos (CataIOGu, Vol.lll, p.67), string duets (Vol.Ill, 

p.173), airs for a treble viol (Vol.lll, p.139), and songs for a 
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treble voice and a bass accompanlm.nt (Vol.ll, p.471). The 

Catalogu. Suglests dates of provenance for most of this material. 

the lute solos are said to date from the first ,uarter of the 

seventeenth century. These appear on folios It-lIb. The strinl 

duets are divided into two groups, with the first seven believed 

to date from the first ,uarter of the seventeenth century, and the 

rest said to be in a later, possibly mid-seventeenth century, 

hand. The airs for a treble viol are said to have orilinated in 

mid-seventeenth century. These occur on folios Ilb-36. Finally, 

the songs over a bass accompanim.nt are ascribed alain to the 

first ,uarter of the century. These songs occur on folios 2b-1. 

In the opening pal'S the nam. Richard Chinton (In the 

CatalOGu, this name is rendered Shlnton) appears several times, in 

such a manner as to suggest that Chinton was practising his 

signature. On folio 2 apPlars the not. -Richard Chinton his 

booKe- followed by -Witnlss Thomas FfowKe (or HaWKe?).- Again, on 

folio 42 verso, apPlars the note -Richard Chinton this booK did 

one [sic], and John Congrue the same doth Know.- Alonlside this 

entry Is the date 1633. The names Mary, Martha, and John Congreve 

all appear in the manuscript. they are possibly of the same 

family as a William Congreve who is described in a separatl 

I1st1n9 in the New Groy•• 2~ The CAtaIOGY' sUlgests that at some 

time the booK was passld by R1chard to his son Thomas Shinton. 

In light of the dating information containld in the CAtAI09Y' 

much of the material found in the manuscript postdates the period 

which I have delimited for ~ study. I am at any rat. not 101ng 

to concern myself with the material for lute, found on folios 

31-33b, for it also falls essentially outside the realm of my 
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principal focus. t will pass tham ovar~ with the eomm.nt that, 

again, it saems that a numbar of viol pla~ars wara also studants 

of the lute. 

Of the piaeas cataloluad as airs for trabla viol, It Is 

Interesting to note that tha~ ara listad in tha catalolue along 

with pieces for violin, and man~ of them ma~ actuall~ have bean 

intanded for that instrument. One of the composers whosa name 

appears in the manuscript as the author of a numbar of these 

pieces is David ~11, a member of the King's MUsicK from about 

182~ for the vlolins.28 ~11 's datas are 1814-1882. His name 

turns up In Pla~ford's MUli,all Bangult (1882), in a list of 

competent muSic teachers in the London area. Another of the 

composers in this part of the manuscript is aeorge Hudson (ca. 

181'-1872), also Known principally as a violinist. J have taKen 

the time to transcribe several of these pieces, and the~ are of 

soma interest. However due to their date of orilin beinl most 

liKel~ well beyond the death of James I, J am leaving them aside 

from the present study. 

This brings me to the 'pieces said to be for two viols. These 

pieces may have been used by a student of the instrument, possibly 

practising them while a tutor played the alternate part. They are 

mostly arranged so that the two parts occur on facing pales, 

aligned so as to be read from opposite sides of the bOOK, that is, 

each pla~er would sit on opposite side. of the table, with the 

open boOK between them. According to the cataloguer, only those 

appearing on folios 9b-12 date from the period under consideration 

in my study. Included on the.e folios are a Gal1iard and a piece 

titled Lovolo, plus a number of untltled pieces, all for two 
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uiol., in addition th.r. app.ar a nymb.r of t.chnical .x.rci•••• 

S.cays. of the difficylt~ of finding th••• pi.c•• , J inclyd. the 

Galliard and Louolo a. an app.ndix to the pr•••nt th.s'•• 

Th. Gall lard Is cl.arl~ in triple tim., 'nclyd.s thr•• 

r.p.at.d s.ctlon., has a compass of E-c ' in the ba•• and g'-g- In 

the tr.bl. (or t.nor?), and Is falrl~ .impl. rh~thmicall~. Th. 

part. in both pi.c.s are for on. ba•• uiol and on. tr.bl. or t.nor 

uiol, being notat.d on bass and tr.ble cl.f in the ca.e of the 

Galliard, and bass and soprano cl.f in the ca•• of Louolo. The 

scribal hand is quite neat. NO bar lin.s are inclyd.d, and a 

lat.r (stud.nt?) hand, quite roughl~, has drawn bar lin.s so a. 

to divide the tr.ble part of the Galliard into mea.ures of dyple 

time. This has the effect of destroying the clearly dance-liKe 

feel of the piece. Lovolo begins in common time, but continues in 

triple time. It includes a Bb in the Key signatur., and has a 

compass FI-g in the bass and d'-eb- in the treble. Louolo seem. 

less simple rhythmically than the Galliard. 

Following on the aalliard, and under the treble part, app.ar 

a technical exercise and a scale for the bass uiol. The technical 

exercise re.embles a cadential formula, and may have been intend.d 

for the practise of string-crossings. The scale is D major for 

the bass uiol, extending from the low open D string to the open A, 

or second-highest, string. 

From this point on the scribal hand in the manuscript 

changes, and I am assuming that the following material was copied 

later in the century. The CatalOQue suggests that the change tooK 

place beginning on folio 1S, but the hand seem. to change after 

fo I io 1S • Certainl y some of the i terns are In a d iffe,..ent hand, 
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w.ll. Incid.ntally, with the flr.t and .ub••,u.nt occur.nc•• of 

the name Mi.t.r Mall th.r. occur. in the manu.cript a doodle which 

r.s.mbl.s a do.'s h.ad s••n in profil •• Thi. may actually b. a 

styli.ation of the initial. D.M., su••••tin. that Mall hims.lf may 

have copied th.s. pa••s. This h. mi.ht have don. a. a tutor to 

on. of the own.r. of the manuscript. (Or a. a stud.nt hlms.lf?) 

Th. r.main!n. mat.rlal in the manu.cript which .vid.ntly 

falls within ~ time p.riod consists of .ix .on•• for tr.bl. voic. 

and ba.s accompaniment. Th. titl.s app.ar in the CatalQay. a. 

follows. 

Chan.. thy ~nd. 


walkin. alone 

My ~nd. to me a Kin.dom i. 

Sle.p., wayward thou.hts 

Wilt thou, unKind 

What are theis men 


Some of these w.re copi.d from publi.hed worKs, a. d.tailed 

in the Catalogy•• Th. first is from Rob.rt Dowland's Myli,a11 

BAngyet of 1618, ·Sleep wAywArd thoughts· is from John Dowland's 

Firlt bOQK. Of Song.1 or Avr., of 1597. -My ~nde to me a kin.dom 

is· is said in the CatAIOGY' to b. anonymous, with the not. -not 

by Byrd.- Th. po.m was evid.ntly a popular t.xt which was set by 

s.v.ral compos.rs, includin. Byrd. Th. author of the lyric was 

Edward Dyer. <In the manuscript the name ·Thomas Hawk.- or 

possibly -Thomas Ffowke· app.ars above the piece. The .ame name 

also app.ars on the flyleaf as a witness to the si.nature of the 

manuscript's owner, Richard Shinton. Might h. have been the tutor 

http:compos.rs
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of Shtnton, possibly the composer of the settinl appearinl here?) 

The note appended to this body of material in the CatalgRY' 

sUllests that they are -Compositions for a trlble ~oicI, with a 

bass written underneath [but not in scorel, and possibly Intlndld 

for singlnl.- (Vol.ll, p.470.) This prlsumably m.ans that the 

bass might ha~1 blen intlndld for Singing, as Will as thl soprano. 

Clrtainly this seems possible. It also seems plausibll that the 

pilcls wI~e us Id primarily as Inst~um.ntal duets, played by a 

tuto~ and student, with thl ~ocal parts betnl rlalisld only 

occasionally. This is suggest Id In some Instances, at llast, 

wherl thl text is illllible as it lils undlr thl staff, or wherl 

thl text does not applar on the same pale as the melodils. 

Instrumental duets wlrl a fa~ouritl form of tlaching throulhout 

much of thl Rlnaissance, and 1~lr sincl, of tin being callld by the 

generic term -blcinia-. As a genlral comment on thl six items in 

this category, they are all ~uite simple, with a llmltld ranle and 

no complex rhythmic patterns. As a further comment, they arl in a 

very neat hand, suggesting that they wire copied by a tutor or an 

adult, not a child studlnt. ThlY glnerally do not contain bar 

lines, unless it be to delimit sections. Accidentals do, however, 

occur in the parts. I have included the six songs as an appendix 

to the thesis. 

Add. MS. 15118 is probably typical of thousands of 

manuscripts that exist or havI blen destroYld, manuscripts which 

were Kept as commonplace bOOKS within homes where some family 

member or members pursued musical studies. In these bOOKS it is 

natural to encountlr a number of different hands, since the booKs 

were often built up oVlr a period of Ylars, and slr~ld any number 

http:singlnl.-(Vol.ll
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of different students. The same booK might corltain techn lcal 

o exercises mixed up with rough copies or sKetches of student 

compositions, alongside fair copies of wor'Ks bort'owed fr'om other' 

SOlo'ces and per'haps meant to be per'foflhed in ttle famil)1 gr'oup in9. 

All of these aspects appear in the present manuscr ipt. Th is in 

itself reveals something of the qual ity of music education during 

the period. It is somet imes pass ible follow a student as het.1) 

1:acKles d iffer·en1: instr'uments, as. the pr-es.ent wor'K seems to 

con +. a in eo mp 0 sit ion s f 0 t' I ut El V i 0 1 I' V i 0 1 in, an d v 0 i c El • PossiblyI' 

one might see a student go from one tutor to another, as may be 

suggested by changes in handwriting over the course of the bOOK. 

Changing tastes may also be r'eflected; as for' exarrlPle her'e we 

find simple songs, probably originally intended as lute airs, 

be ing superceded 1 ater- by rhythmicall y much mar-e interest ing and 

challenging dance pieces, evidently part of the Carolingian 

affection for the "newfangled" violin•. Per'haps rros t obv ious. I >' , 

the present manuscript underscores what a number of authors 

encountered during the course of this study have stated, which is 

that music education during the Renaissance in England, 

particularly at the end of the Elizabethan period and during the 

reign of James I. was a domestic affair. The schools were not 

involved in the musical training of studerds, unless it be in 

choir schools where they were of necessity schooled in singing for 

the chur·ch. If par'ents wanted their' children tr-ained in mysie, 

they engaged private tutors, and set out to purchase needed 

manLlser ipt paper, pens and inK, instruments, str' ings, and booKs. 

And if the parents were blessed with good tutors and reasonably 

tenacious children, the latter pursued the study over the course 



147 


of a number of years in the security of the home. In some 

instances the parents them.elves may have taKen up the study of 

the instruments, possibly to gain the much-sought-after social 

cachet that evidently went with demonstrable mustcal learning. 

By no means all of the material in the manuscript was 

intended for performance on viol. There is a great deal of lute 

music, and the material designated as for the treble viol by the 

British MUseum cataloguer may be for the violin instead. For the 

purposes of my study the most interesting material is that which 

is clearly instrumental, probably for two viols. A combination of 

one bass and one treble, or one bass and one tenor viol seeo. 

indicated for these worKs. If the arrangement of clefs in 

Robinsonls psalm. for viol indicates a different instrument for 

each clef, such as his tablature seems to suggest, Add. MS. 15118 

probably includes worKs for both these combinations. The two part 

pieces which include lyrics, listed in the Catalolu, as 

compositions for a treble voic. with bass accompaniement, may also 

have b ••n used as two-part instrumental pi.ces. Two-part worKs 

would se.m a" liK.ly v.hicl. for the private training of a music 

student, wh.r. the stud.nt could have play.d one part and the 

tutor the oth.r. Th. addition of bar lines in the Galliard, 

obviously in a diff.r.nt hand from that of the copyist, and 

.vid.ntly running against the natural grain of the pi.c., sugg.st 

a student who was having some trouble holding fast to his rhythm. 

The ~u.stion of the chang. in scribal hands is a faSCinating 

one, and one with which I am not r.ally competent to deal. NOr is 

this thesis the b.st place to 10 into such an issue. Nev.rthel.ss 

it is worth mentioninl that the handwriting is in some instance. 

http:Nev.rthel.ss
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ver~ fine, and in others abominable, suggesting that som. of the 

material was copied b~ an adult, probabl~ a universit~ man, and 

som. of it copied b~ a student, evldentl~ a ~oung one. The hand 

notating the music also changes, and there would appear to be som. 

evolution of the more polished scribal hand which notated the 

Gall lard, for example, and some of the songs' over the course of 

the pieces which seem to have been copied b~ this same hand, there 

is a change from a s~uare notational st~le to a more rounded, or 

lozenge-shaped note heads. In fact, these two hands striKe me as 

resembling to a certain extent examples of Thomas ~riellls hand 

as it is reproduced in MOnson1s Voie" and ViOl. in England (Ann 

Arbor- U.M.I. Research Press, 1982). An~one interested in 

cheCKing this out should see MOnson's chapter on ~riell and 

British MUseum Add. MS. lStt8. ­

The manuscript points towards the training of players in the 

home b~ well-schooled tutors. Repertoire In these tutorial 

situations was evidentl~ cobbled together from a variet~ of 

sources. Manuscript cop~lng seems to have been a taSK that was 

shared by both tutor and student. 
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NAt., fpr Ch'pt'r IV 

1 Sylvestro Ganassi's R'9pl, Rub'rttn, and L.tttpn. a'spnd, 

were published in Venice in lS42 and IS43. They can be thoulht of 

as one continuous volume. I have referred to two translations. 

The first is by Richard Brodil (hereafter, Brodil), JpYrn,1 pf th. 

Vipl' d. B'mb' Spci.ty of Amer ic., 18 (1981), 13-66, and 19 

(1982), lee-163. In the notes which follow J will refer to page 

numbers of Brodil's translation without differentiating between 

the two volumes of the journal in which they appeared. The reader 

will understand that If the page number mentioned lies between 13 

and 66, the citation 15 from the first part of Ganassi's method, 

and the reference can bl found in volume 18 of J.Y.d,B,S.A•• 

Similarly, if the pall number mentioned lils betwlen lee and 163, 

thl rlference Is to Brodil's translation of L.ttton. S.cpnd" and 

the sourcl is volume 19 of thl Journal. The second edition I havI 

used is a translation of a translation. The Enllish rendering is 

by Daphnl and Stephen Silvester (lS77) of a aerman translation by 

Hildemarie Petlr (1972) (hereaftar, Peter). Both are published at 

Berlin-Lichterfelde by Robert Lienau. 

2 WOodfield, Tb' Early History Of tb. Yiol, p.156. 

4 All chapter headings are as translated in Peter. 

S Peter, p.BI compare Brod!l, p.17. 
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8 WOodfield, p.181. 

7 WOodfield, p.181. See also Peter, p.91 Brodil, pp.19-28. 

8 WOodfield, p.181. 

9 Playing in ~ery high positions is discussed in 6anassi, 

Chapter 21. 

11 Brodig, p.18. 

11 WOodfield, p.141. 

12 English consorts are thought to ha~e contained only three 

different sizes of instrum.nts, treble, tenor, and bass. Whether 

there were really distinct instruments which played the tenor and 

alto parts in Italy, or whether they were the same size instrument 

and only distinguishable in terms of the part they tooK in the 

polyphonic texture, is a point which is not clear. 

13 Ganassi actually says a fourth higher, rather than a 

fourth lower. But study of his charts SUlgest that the result 

intended is transposition a fourth lower. He doesn't actually 

name the pitches of the ~.rious strings, except within the context 

of a tablature for a scale. From this tablature one can d.ri~e 

the tuning of the strings, from high to low, as a e B G 0 (A,). 

NO note is played on the tablature on the lowest, or sixth string, 

so tuning of A is presumed. See also note 14 below. 

14 For tuning, see Peter, pp.14-37; Brodig, pp.28-SS;o 
WOodfield, pp. 142-144. The lowest strings under the fourth rule 
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for tuning have been bracKeted, because the~ ar. not used In the 

examples which demonstrate the us. of the tunings, and the tuning 

rule Is said to be suitable for flv. string viols. It is 

th.refore po•• ibl. that the .tring. corr••ponding to the not•• In 

braCKet. were not pre.ent on the instrum.nt.. Se. WDodfl.ld, 

p.144. On a ••parat. point of int.r••t, Brodlg (p.8S) maK•• 

6ana•• 1 .a~ that in the fourth rule for tuning th.r. i. r.all~ no 

r.tuning involv.d, onl~ a chang. of ·Key .ignatur••• • A b.tt.r 

tran.lation in this In.tance ma~ b. ·cl.f•• • Th. Italian word in 

~u••tion i. ·chiave,· which app.ars in J.E. W.••• l~, .d •• Handy 

pictionary' Italian-English and English-Italian (~w Yorkl David 

~Ka~ Co., no date), p.37, a••~uivalent to ·K.~,· or, in mu.icAI 

usage, ·clef,- Thi. ma~ provide a -K.~- to the puzzle of 

6an••• i'. 5~.tem of tuning' rath.r than tuning all their 

instruments down a fourth, which would ••em to be implied in the 

rule for tuning a. explained in Ganassl'. method, what may b. 

Implied i. that the pla~er. eff.cted a tran.po.ition through 

imagining a different clef. This might have worKed if, for 

"example, 	the pla~ers were reading from a tenor cleof, where the 

not. ·a· is found on the third line, and th.~ read the clef a. if 

it were a ba.s clef, .ubstituting a ·d- where the~ saw an -a-. 

Th. effect would be the tran.position of all notes b~ the interval 

of a perfect fourth. In t.rms of what they were reading, it would 

be as if the rang. of their instrument was now a perfect fifth 

higher. 

15 Woodfield, p.142. 

http:WDodfl.ld
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IS In Brodl. th.r. app.ar. to b. an .rror In the dta.ram 

accompanving on. of the t.chnical .x.rcl.... S•• p.se of hi. 

text. Th••rror I. contaln.d in a l.af that appear. to be a 

photocopv of on. of the leaye. of Bana•• i'. bOOK, but .imllar 

Illu.tratlon. In oth.r tran.lation. differ in on. detail. In the 

.hort tablature .ection which occur. at the h.ad of the fir.t 

.taff the num.ral one appear., follow.d bv the num.ral three, 

which would indlcat. that the plaver i. to finger a note at the 

fir.t fret, follow.d bv a not. at the third fr.t. Howey.r, the 

note. which are call.d for in thl. in.tance would not Include a 

not. plaved at the fir.t fret. In .tandard notation the note. to 

b. plaved are .hown a. a .cale pa••age from F to d. It appear. 

that the F would be plaved at the third fr.t on the 0 string, with 

the next note in the scale, the G, coming on an adjacent open G 

string. If this is so, then the numeral one in the tablature is 

unn.ces.arv, and the num.ral three should b. the first to app.ar 

on the line. The corresponding leaf In Petre does not show the 

numeral one, but begin. onlv with the numeral three, indicatlYe of 

an F on the 0 string. '1 haye also checKed two other edittons of 

the worK, both of which onlv show the num.ral thre., and not the 

numeral one. Thlsl othlr editions are R.qyla Ryb.rtina (Bologne' 

Forn! Editore Bologna, no date), p.XXXXII (This one Is in the 

Italian, apparentlv a photocopv of the original); and WOlfganl 

ElgerS, Id., Oi. -R'gola Rybertina- del Sily.strp GAnasli. venedig 

1,42/43: Ein. Gamb.Dlcbyl. des 16 Jabrbynd.rtl (Basell Barenreiter 

KasseI, 1914), p.4S. Anvone choosinl to checK up on this should 

be aware that the exercise as fingered in Ganassi is meant to be 

plived in the fourth rule of tuning, where the low 0 is the fifth, 
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or s.cond low.st strinl, and not the sixth, or lowest strinl. o 
17 MV principal source has be.n Thomas Robinson, Tb' 'cbppt. 

pf Mys'CK. (London, 1813), ed. D.... ld Lumaden (Paris. CNRS, 1971). 

(Her.after r.f.rr.d to as -Robinson-.) 

18 Roblnson, plate Ill. 

19 Otto KinKeld.y, -Thomas Robinsonls -School. of MUsicKe·1 

A Lut. BOOK of ShaK.spearels Time ,. 8yll.tin pf tb. American 

MUsicological SOCi.ty, 1 (1938), 7. 

el Lumad.n, In Roblnson, p.xxiii. Th. dlalolue in ,u.stlon 

Is on plat.s IV and V of Robinson. 

el Robinson, plate XIII. 

ee Lumsd.n, p.xxxi in Robinson. 

e3 A microfilm copy of Lbm. MS. lS!18 is a... llabl. from the 

Library of the Britlsh MUseum. Prof. Mary Cyr of MeGl11 

Un i .... rs sty Kindl y lent me h.r copy of the micro.! ilm dur inl my 

r.s.arch. 

24 Catalogy. of Many,cript MUsic in tb. 8riti,b MY,.ym 

(London I The British MUs.um, 1919). 

2S BaCKgrOund on William Congr..... , compos.r at the time of 

the Restoration, probably related to the Conlr....es named in the 

manuscript, can be found in an articl. d .... ot.d to him in the ~ 

Grgy.. S•• also the article by S. Lincoln, ·A Conlr..... Mas,u., ­

Tb- MUsical Times, 113 (1972), 1078, for an account of a 
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26 Oavis, or Oavid, ~ll is written up b~ NOrman Josephs in 

the HIM Groy•• ~ll's name appears in the lists of the King's 

MUsick tn the Musical Antlquarv. 

ChaRer V 

Summerv Discussion 

and COnClusiOns 

To b.gin it ma~ be us.ful to recall the original r.s.arch 

question, formulated at the outs.t of the paper. -What was the 

nature of the role pla~.d b~ the viol consort in the musical 

.ducation of the English durini the reigns of Elizab.th I and 

James 17­

In chapt.r two w. saw that many forc.s w.r. op.rating in the 

secular sph.r. which favour.d the musical .ducation of the upp.r 

class. A numb.r of chang.s in the social structur. accompanied 

the ris. to pow.r of the Tudor monarchs and the b'ginning of the 

Renaissance in England. Power and w.alth began to chang. hands, 

and as the period progr.ssed, a new class began to .merg.. This 

n.w class seems to have been largely the group r.sponsible for 

maKing the age a musical on•• 

http:Elizab.th
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A large number of authors entered the market with published 

worKs purporting to tell the new gentr~ how to educate them.elves 

and their children, and how to conduct them.elves so as to bring 

honour to their names. Included in most of these bOOkS was a 

general approval of music education, running from the luKewarm 

<e.g. Ascham) to the enthusiastic (Peacham) to the ecstatic 

(MUlcaster). Few of the worKs mentioned viols directl~, though. 

Casttglione, widelY read tn an English translation b~ Thomas Hob~ 

from about the lS78·s on, did mention that viols were a pursuit 

worth~ of the courtier and gentleman, and this mention ma~ have 

contributed to the growth of interest in the viol consort that 

developed in the closing ~ears of the sixteenth century and 

increased throughout the opening decades of the seventeenth 

century. Though MUlcaster favoured the stud~ of the lute and the 

virginals around 1~70, Peacham specifically commanded the viol to 

his student around 1620. It would certainl~ seem that there was a 

change of fashion over the intervening years. 

The monarchs from Henry VIII through James I and after all 

maintatned very substantial numbers of musicians at court. This 

body always included several members whose Job was to entertain on 

the viols. Their continued presence at the very heart of English 

cultural life must have contributed very greatl~ to the fondness 

for the viol consort which the courtiers, and later other members 

of the privileged classes, came to exhibit. This group can be 

said to have educated the taste of the English, though they 

probably did not function as teachers of the instruments except to 

their own apprentices, and perhaps to a ver~ small number of the 

inner circle at court. However, professional viol players in the 
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ro~al household must have created a demand for repertoire of the 

highest order, and in this the~ were exerting a considerable, if 

indirect, influence on the musical education of those groups of 

gentlemen amateurs who later came to pla~ the instrument. 

Professional musicians in and around the capital, and In 

other towns large enough to support them, maintained 

apprenticeship s~stema for the training of ~oungsters in their 

art. The London Compan~ of MUsicians and the London Waits were 

probabl~ outstanding, but other similar groups operated in YorK, 

Bristol, NorfolK, and so on. The members of these organizations 

would have trained their own charges, but would probabl~ have 

begun training others for a fee as the demand for musical 

Knowledge increased. EVen the regulations restricting the number 

of apprentices a musician was allowed to Keep contained a clause 

which allowed masters to train gentlemen who wished to learn music 

for their own recreation. 

The waits of London and other centres began to pla~ viols 

towards the end of the sixteenth century. The~ probably played 

other instr'uments more commonl", espec iall~ winds, and may have 

used viols in mixed consorts much more often than homogeneous, or 

·whole- consorts of viols. But they did begin to play them, and 

probably also taught the instruments as a sideline. Other groups 

which contained musicians also began to show soma interest in 

playing viols near the end of Elizabeth·s reign. The actors were 

involved in this activity, as evidenced b~ the inclusion of viols 

in the effects of companies of players. A number of writers fe.l 

that the actors would have been thoroughly trained in music. They 

would often havI had to pla~ and sing in the theatre, and musical 
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interludes seem to have been common before, durinl, and after the 

pla~s. Here alaln, actors with musical sKills and Knowledle could 

have functioned as tutors on the side, and some, at least, 

probabl~ did. Abilit~ to teach an instrument such as a viol could 

have helped an actor brid,e the lap between stale roles. 

Apprentices in the theatres probabl~ spent some time in playinl 

consort pieces as part of their tralninl. 

The Reformation worKed a considerable sea chanle on the 

conditions of music education in England. Prior to the start of 

the Reformation children were commonly trained to sinl in school, 

and some probably learned a certain amount of ·pricKSOng·, though 

these ma~ have been confined to a special Iroup of sinlers 

desilnated to aid the priest at mass. The number of students who 

had access to music training in schools was very severely reduced 

as a result of the shiftinl of control of education out of the 

hands of the church and into the hands of the lovernment and 

private groups. Indeed, many employed singers in the churche. 

probably found themselves out of worK a. the congrelational 

singing of psalms tooK precedence o~er choral music. These former 

singing men would have been amon. the most liKely candidates for 

worK as music tutors. Many among them would have begun their 

musical training as choirbo~s, and possibly gone on to one of the 

universities when their voices brOKe. Later they would have 

returned to the church as lay clerKs or clerics, whose primary 

function was to sing in the choral service. The fact that many 

among them would have been ~uite well educated would have made 

them attractive to knights such as Robinson's Timotheus, desirous 

of tutors for their sons. 
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The choristers In a few select institutions also receSved 

training on the viols. The ,reat London establishments at St. 

Paul's, W.stmlnster Abbey and the Chapel Royal led the way, and 

some of the provincial cathedrals, notably Ely, followed suit. 

Choirboys from son, schools attached to these establishments began 

to be trained in viols from about the mid-sixteenth century. They 

were to be seen singin, and playing consort songs and In NOmines, 

in plays and at social events, especially at dinners for merchant 

companies. 

It Is not Known for certain who would have been responsible 

for Initiating this activity, but it seems logical to suppose that 

it began as a result of the influence of the coterie of Italian 

viol players at court from the 1541's on. Probably the choristers 

at the Chapel Royal would have been the first to be Initiated into 

playing viols, and since they seem to have been schooled to some 

extent as a group with the choristers of St. Paul's and the Abbey, 

all three centres were very quiCKly implicated. 

Individuals who acted as Masters of the Choristers at such 

leading sanctuaries were also those active in the composition of 

the In NOmines. Possibly the need for a repertOire prompted this 

compositional activity. The In NOmine came to have a didactic 

function, both for the choirboys, who cut their musical teeth on 

the vehicle, and for the young composers who seem to have honed 

their sKills in the area of polyphonic composition through 

practising on the plainsong melody. Gentlemen amateurs may have 

practised sight-singing using manuscript copies of these same 

worKS. 

The only school in England apart from these few choir schools 
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wh.r. Yio!. w.r. taught ••ems to hay. been Chrl.t'. Ho.pital. 

MUsic had b ••n taught at the .chool .inc. tt. founding, .yld.ntly 

with .ome .ucc••• , when Rob.rt Dow decided to .pon.or a 

bett.r-paid music-ma.ter and contributed bOOK. and in.truments, 

including yiol.. All this tooK plac••arly in the r.ign of Jame. 

I, by which time the playing of the instrument seems to hay. b••n 

yery popular .ocially. 

One oth.r .chool, located in France but con.i.ting of Engli.h 

Je.uit., also appar.ntly inlud.d training on the Yiol. a. part of 

its curriculum. St. Omer. wa. po•• ibly quite alone in this 

activity, and it may be due to the influ.nc. of it. headma.ter 

that the musical programme wa. a. highly developed there as it 

was. On the other hand, the recusant population claimed .ome of 

England's most prominent and w.althy citizens, and this group had 

its own reasons for wanting to train its children in music, a. 

also its own v.ry .ubstantial r.sourc.s. Th. singing of 

polyphonic mot.ts, or of such worK. as Byrd's ma•••• , not to 

mention his and oth.r compos.rs' v.rs. anthems, probably formed 

part of the s.cret worship servic.s that the recusants organized. 

The same group would probably have met socially for the singing of 

madrigals and devotional songs, suitable for ·viol. and Yoices·. 

Among Protestants, the introduction and rapid adoption of 

psalm-singing, both in church and as a domestic actiYity, probably 

exercised a yery profound influence on music .ducation in England. 

The fathers of the Protestant church, esp.cially Luther, saw the 

family as the seat of education and right learning, and they 

condoned psalm-singing as a profitable recreation for the family. 

The numerous editions of the Sternhold and HOPKins psalter which 

http:compos.rs
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flooded the En.llsh marKet be.innlnl from about mid-sixteenth 

centur~ allowed many to become musically literate who ma~ not 

otherwise have done so. Havlnl once acquired some delree of 

11terac~, it would have been a short leap into the realm of 

instrumental music. Possibly, In light of the Instructions in 

tutors such as Robinsonls for ·tuninl your voice to the 

instrument,· some may have used the viol as a crutch to help them 

get the sense of the psalm melodies. Conversely, It may have been 

the familiarity of the psalm melodies which allowed others to 

develop playinl SKill, since the tunes occur for Instrumental use 

as well. 

Tutors such as Roblnsonls point up the fact that there was a 

boomin, amateur marKet at the tUrn of the century. To some extent 

this marKet may have been confined to individuals on a social par 

with his Knight; probably it would not have been as widespread as 

Chappell, say, believed. But It was a lively marKet. From all 

the evidence it would appear that the Enllish ,entleman first 

adopted the lute, possibly tending to leave the virginals to the 

ladies. Havinl developed a left-hand technique, the switch from 

lute to viol was accomplished relatively painlessly. Robinson's 

tutor was aimed primarily at the lute-plaYing marKet, but there 

was enough of a viol-playing public that he tried to capture some 

of their interest, too. Ganassi some years earlier had played the 

opposite side of the same coin. In British MUseum Add. MS. 15118 

there is further evidence that lutes mixed with viols, and the 

same individual may have cultivated playing SKill on both 

instruments. Possibly the lutes were called for to execute a 

repertoire of tOYS and dance., while the viol was chosen for more 
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~ober-~oundlnl music. Even the fancies, which abounded In the o later Enllish viol repertoire, were sober In their orlllnal 

conception. Students of ~yer will recall that he characterised 

the fancy as a Kind of amallam of the two main streams of 

influence on music of its day, the polyphonic motet and the dance 

tune. (~yer, p.9S.) The Enlllsh lentleman amateur who came to 

prefer playinl fancies in a viol con~ort as a recreational 

passtime was evidently a sober-~lded individual indeed. But he 

had his pleasure. 

Perhap~ now an attempt can be made to frame an answer to the 

question po~ed at the outset of this paper. The viol consort 

seems to have played an intelral role in music education in 

Enlland throulhout the period of Elizabeth and James, but a role 

which evolved considerably. Before mid-century, viol con~ort 

music helped shape the tastes of the ministers and advisors to the 

King. It was probably also one of the motivating factors which 

led these noblemen to cultivate a domestic musical establishment 

after the example of the crown. 

At about the sam. time, and possibly as a result of the 

Influence of the same few players, the viol consort as a vehicle 

became a fixture of the education of the choristers at the leading 

London choir schools. Composers of the day, centred around the 

Chapel Royal, began to compose in a style that was idiomatically 

suitable for viols. This activity may have been considered part 

of their training in composition, a Kind of apprenticeship which 

prepared the ground for more elaborate efforts a generation or so 

later. 

The viol consort in Italy was very well established at this 
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time, a fact which i. borne out by the hilh quality of Oana•• i'. 

tutor. Enlll.hmen came to emulate the Italians In all thinls, 

includinl the fa.hion for playinl in con.ort.. It tOoK .ome time, 

but the fir.t .tep. had been taken. The viol-playinl children 

were .een at .ocial event. around the London area by member. of 

the merchant cIa•• in their annual company dinner., and at 

entertainment. put on for the Queen and her inner circle. Tho.e 

in att.ndance were .uitably impr••••d, and thoulh the ••ed planted 

at tho•• dinner. and social. may have taKen .ome time to .prout 

and Irow, perhaps it was in.vltable that the .ilht of children 

playinl and .inlinl .hould lead the adult. in attendance to want 

to try their own hand. 

Thomas Whythorne was tutorinl in private home. durinl the 

lS10's or so, and other. presumably were as well. It was about 

this sama time that family members in the S.ymour household first 

began to study the viol. It was also about this time that viol. 

first .howed up in the homes of the Kytson., the Howard., and the 

Petrel. NO doubt th.ir children w.re put to the study of the 

instrument with no delay. These individuals"were probably 

path-br.aKers in the r.alm of private familie. embarKing on study 

of the viols. 

In l~ee Nichola. Yonle published his landmarK volume, Mysi,. 

Tr.nsalpina. This ,. amonl the first piec•• of .olid documentary 

.vidence show 1nl social latherings of amateurs for the express 

purpose of maKing polyphonic music. Ev.n if some of those in 

attendance, including Yonge himself, were not amateurs but members 

of well-.stablished musical organizations such a. the St. Paul's 

choir, Yonle's introduction SUgg.sts that the group was mainly 



183 


composed of amateurs. These so-called ·.entlem.n and m.rchants of 

o .ood account- may already have included viols amon. thlir 

music-makln.. It was not very many years later that the En.lish 

muslc-publlshin. industry seized on the phrase -for voices and 

viols· to introduce a new collection of pieces, and tar.et a 

certain buyership. 

The viol thus becam. at least one of thl instruments of 

preference of the .entleman amateur, an instrument that was at 

home in a social context. Assemblies may have sun. the En.lish 

madri.als, or translations of the Italian onlS, but in the case of 

the untranslated Italian madri.als they evidently preferred to 

sin. ·only the ditty·, that is, not the words, or to play them on 

the viols. Viol-playin. as a form of realising the madri.als 

seems to have spread through London SOCiety something like a slow 

brush-fire. As noted above, the lute had already been studied by 

some of thesl glntle folk for a number of years, and thl switch to 

viol would have beln for many Just that, a switch, and not a 

totally new be.innin.. In any event, the waits, the actors, and 

the Company of MUsicians were waiting in the wings to serve as 

tutors, not to mention the parish clerKS, who may havI already got 

the jump on the others. 

The new King was not supposed to have been very musically 

inclined, but his youn. son Henry, the darlin. of London and of 

England, was apparently the first member of the royal circle to 

study the viol with a capable tutor. When Henry died there was a 

great and sincere outpourin. of grief, to which we owe the 

numerous settings of the Absolom psalm text by Jacobean composers. 

Quite possibly many of these would have been played, rather than 
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sung, in private hon.s, as they appeared in the various printed 

collections and privately copied manuscripts. But we also owe any 

number of viol worKs by Alfonso Ferrabosco 11 to his haYing 

tutored the young Henry. Many of Coperario's worKs probably owe 

their genesis to his haYing tutored Henry's brother Charles, the 

future King. 

The place of the Yiol consort in the musical education of the 

English from the turn of the century or so may be surmised from 

the fact that the consort occupied an eyer more central position 

among the music of preference of the highest levels of English 

society. Whether for playing of polyphonic psalm settingSl for 

the realisation of yerse anthems in a don.stic setting, or motets 

as part of the recusant religious serYice' for the accompaniment 

of the singing of the madrigal or Its many offshoots, including 

songs of sober piety (when piety was still considered a Yirtue); 

for the recreational reading of the old-style In NOmines or the 

new-style fantasias' ability to play a Yiol in consort became 

something of a social entree, lacK of such an ability a 

regrettable, if forgiYable, shortcoming. The education of the 

upper class Englishman and woman in the ability to play a Yiol in 

consort was thus central to the music education of the day. 

SyqqeltioQi for Fyrther Relearch 

1 am inclined to agr•• with Prof. Cyr that the Yiol could 

maKe a yaluable contribution to Canadian school music programmes. 

This study has shown some of the conditions which contributed to 

maKing the yiol a popular instrument, at 11ast among a certain 
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class, In Renaissance England, and has also revealed man~ of the 

o conditions under which It was presumabl~ taught. Historlcall~ 

this is both of Interest and value. However, It does not do a 

great deal in the wa~ of suggesting how the Instruments might be 

effectively Introduced In our schools. One of the findings of 

this study was that the viol was not commonl~ taught in schools, 

at least not ordinary schools. At Christ's Hospital the 

instrument was taught, but evidently only to a very small number 

of stUdents at a time. The most common means of teaching and 

learning the viol in Elizabethan and Jacobean England seems to 

have been by tutorial, or by apprenticeship, or by transferring 

technique from the lute. The fact that the consort is a group 

does not necessarily mean that the instrument lends itself 

automatically to instruction in a group. 

Still, If the viols are to be introduced into schools, it as 

most liKely that it will be into the classroom setting and not 

into a tutorial situation. J suggest that a promising avenue of 

research would be in the area of the development of group 

instr'uct ional methods for the instrument. Researchers might 

profitably filter through the many layers of manuscripts and 

attempt a systematic classification of the pieces in order of 

difficulty. J am aware that a start has been made in this 

direction by organizations such as the London-based Viola da Gamba 

Society. 

It would be of considerable interest to continue the line of 

research I have followed further into the seventeenth century. 

Many of the manuscripts seem to have been preserved in locales 

where they were used over long periods of time for meetings of 
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amateura, placea auch aa the Oxford muaic room. Did the d~namic 

or chemiatr~ of the enaemble change aa it mo~ed more into the 

realm of the academic community and out of the pri~ate home? What 

Kinda of recorda are there of theae meetinga, beaidea Anthon~ 

~oda'a account? 

What were the aituationa liKe in the schoola or academies 

where the ~iol or other inatruments were taught in other countriea 

during the Renaissance? J am thinKing of academies such as those 

mentioned in eanaaal, or such aa grew up around the French poet 

Ronaard. W.re there strategies worKed out in these aituations for 

group instruction that might be transferable to Canadian achools? 

In another area, related in a different wa~ to the 

possibillt~ of the modern culti~ation of the consort in a school 

setting, there would seem to be a need for applied research in th. 

area of de~eloping a suitable prototype instrument for tha 

school s. Aga in, I am aware that a certa i!'1 amount of worK has b~.n 

done by pri~ate indi~iduals in B~itain: in response to public 

demand. Ha~e there beer. rec"nt ad~ances in tl: is are.a? In 

artic).s prir.ted in ~ and J·her British journals a few 

years baCk the use of fiberglass bacKS in conjunction with wood 

tops s.e~d to hold out .a considerable amount of promise .as a way 

of r~ducin9 the cost of an instrument while still preserving a 

desirable tone quality. This is one area where instrument maKers 

in NOrth America could do some very valuable worK. 

I would liKe to maKe one final suggestion. Various writers 

have commented that the playing of viol fancies in consort seems 

to have been an activity that was engaged in for the personal 

pleasure of the players, rather than for the benefit of an 
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audience. This was suggested by ~yer, and more recently turned 

UP in the doctoral dissertation of Raymond Vaught. One of the 

criticisms that has been commonly levelled against performance 

based instrumental programm.s in NOrth American schools is that 

students in such programm.s often don't grasp the sense of the 

whole composition, in part perhaps because the part they are given 

to play may not contain sufficient melodic interest to captivate 

them and cause them to try to understand something about their 

contribution to the larger worK. In the fantasia repertoire, of 

course, the player is at an imm.diate advantage due to the fact 

that all parts havI melodic interlst. MOreover, each plaYlr is 

responsible for inJlcting that melodic interest into the 

polyphonic texture, for the repertoire is normally performed one 

to a part. Does playing in this Kind of situation, that is, in a 

polyphonic texture with one player to a part, as compared to 

playing in a homophonic texture with several players to a part, 

lead to measurable increments in learning, whether in terms of the 

achievement of technical mastery of the instrument, or of general 

musicianship sKills? The comparison may be thought aKin to 

comparing apples and oranges, but the suggestion is made in all 

seriousness that some profitable research could be done in this 

area. The comparison is really between different methods of 

structuring performance-based school music programmes. I believe 

that there are enough parallels between the two situations that a 

viable experimental research design could be worKed out to 

investigate the problem. 
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