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Preface

This dissertation was inspired by the printed music | found within two private
collections, now in the form of four bound volumes, located at the Folger Shakespeare
Library in Washington, D.C. When researching there during the summer of 2018, |
attracted tention by my noticeable routine and use of staff areas to pump, store, and
sterilize. While doing my thricéaily set of dishes in the staff kitchen, | met Caroline
DuroselleMelish, the Andrew W. Mellon Curator of Early Modern Books and Prints,
who expessed interest in my dissertation and invited me into the vault to explore the
large collection of uncatalogued music. Excitedly donning my sweater and scarf, |
searched through many rows of musical materials, most of which have never been
examined. Becaesof my goal to study popular music, | was especially pleased to find
four uncatalogued volumes that, combined, contain over 1,500 popular songs.

The four volumes were purchased by the Folgers in 1924 from the London
bookseller P. J. & A. E. Dobell. Lotirn Dobel | 6s December 1924 s
extensive collectiono of Abroadside songs,
contemporary playso of the | ate seventeent
volumes 3 and 4 of the Folger set, M1497.C42.Lo8 of Dobel |l 6s catal o
a Aremarkable collectiond of ballads and b
century and marked as coming from the collection of Henry Huth, a ninetesmtiry

bibliophile) became M1497.C48AH fout volamed coaino f F o |

!Catalog entries for Lot 7 and Lot 8, Dob
(London: December 1924), providedbbyh e F ol ger Sh aResearghammir e Li b
Reference Librarian Abbie Weinberg.



a varied collection of previously printed sheet music that was extracted from its original
publication, saved, and eventually bound together. Based on the paper boards, design,
watermarks, and presence of laid paper flyleaves, all four volumes were bibhindive
early- to mid-eighteenth century. The volumes have most likely not been rebound, though
the binding of vols. 112 was repaired during the nineteenth century (possibly when it
became part of the Huth Collection) with new leather and wove papex. ¥dlhave not
had repairs since originally boufdit the time of my research and writing, | am the only
person known to have examined these volumes; they were not included in the original
card catalog. Since my research with them, the call numbeth@atdividual contents)
has been added to the Folger Librarybés onl
The four volumes immediately appeared to be pertinent to my goal of examining
national identity. Many of the songs are from the Restoration period, but a (so far
unknown) individual removed them from their original publications, saved them, and had
them bound together in the eighteenth century. The process of establishing and
conserving this collection of music demonstrates that the songs found within were
considered imprtant. Within each volume, some songs are included multiple times
(occasionally from different printed publications), indicating that they may have had
particular importance to the individual(s) or wider culture. The songs within the four
volumes are gemally ballads, arrangements of ballads, theater songs, or other popular
songs. A majority of them are scored for voice, basso continuo, and a treble clef

instrument (most often, the flute is specified). In following my questions about the music

2The volumesd binding wanseomSepdnper ¥8AR2018nd di
by Elizabeth DeBold, Folger conservator and Assistant Curator of Collections.



within the® volumes, | was led down three paths, the results of which are the case studies

in this dissertation.
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Introduction

Friends enjoying each ;fanily iendssandcnewmpany as
acquaintances dancing for hours after dinner; a wamhar kitchen remembering a
sermon she heard in chur¢hese are all glimpsesto life in Restoration EnglandVhile
not overt, entral to all these scenes is mysnusicraisedtheir beersaccompaniedheir
danceandlifted theirvoicesin devotion Not only is the music that formed these scenes
of interest, but also how it wasade whowas involved what it meanto those who
heard it and whaeffects it had This dissertation examines how popular mo@ndits
everydayperformances alongsi@etivities such adrinking, dancing, andevotion
carried meaningnd helped tareate @rotestant Englishational identity.

Popular musicdefined here as musaccesthle toand used by large portiorof
the populationis the focuof this study because it reflects mass culture and values,
necessary preconditions fitre development afationalismand national identityThe
temporal focus is the Restoration, the years between the restoratiorcoftish
monarchy in 1660 and the Union of Great Britain in 1 #Vera that was marked by
widespread tensions between Catholics and ProtesRagslar music both reflecteohd
actively recreated these tensiommansportinghem from thehalls of palaces and
Parliament to the lives of common citizeffe three case studigsthis dissertation
focus onhow popular musidunctioned withineveryday life during the Restoratito
create an Englishational identitythat was based on the antagonistic relationship
between Protestants and Catholics.

In Chapter 1] examine versions of the folthat remain extant from Restoration

Englandand show how the folia became disassodiftemits original ground bass

1



genre and instedsecame known as a popular tune with a set of fixed melodies. As a
known tunethe foliaacquired meaning through intertextuality betwasti settings, tune
indications, and performance practitieat individually, eachinvokedloyalty tothe
Protestant monarcdndresponded teaontemporaneous eventdhese concurrent facets
of musical performancalsoreferenced each other, creating an indexical relatiorishtp
affixedthecollectionof t hemes to the foliabds music. TI
topic that indexed and embodied a senssoatemporaneous community among those in
Restoration England

The second case studgesa similar methodologyexamining intertextuality and
indexical relationshipghough the musical materiekpandgrom a single melody ta
genre Chapter 2 focuses on tkiell dance genrand how itindexed age and tradition
through itsperformance traditions, song lyrics, dablels In this way the cibellhelped
to constructa sense oProtestanhistorical continuity in England;onnecting those in
Restoration England to those in the st the unknown futurdJitimately, the cibell
became amvented traditionrevealing the prevalence apdrmanencef the ideathat
England and its histonwereuniquelyand eternallyProtestant

Finally, in Chapter 3| examinearelationship betweethe metrical psalm proper
tune for Psalm 124nd theballadtunéi For t un® Nwywi Boe el ati onship
through bothmusicaland thematisimilarities, allowing the two tunes fanction within
the same sound workthd index each othefhe recurring themeand performance
traditionsof both Psalmi24andthev ar i o us ¥i F b Ibatad tex¢s exylicitly
connecteach tune to Protestantisand ideas of English superioritiBecause of the

indexical relationship connecting two different genres, the idea of a superior, Protestant



Englandhad a broader reach am@smade commonptae and regulafior Regoration

citizens

Early Modern English Popular Music Scholarship
A primary goal of this dissertation is to provide a perfornaard listeneicentered
analysis of multiple popular musgenresIn doing so, | aim to create a botteup view
of history by highlightinghe interests and motives @frange oEnglishpeople rather
than simply examinghe music of few select composer&s individuals,Restoration
citizens may or may not have been ableeadwritten text orprintedmusic, and so the
performer and listeneicentered approach allows my dissertation to include more of the
population anéxamine severalenres of popular musibroadside balladgopular,
theaterandhealth songsdancetunes psalmsandhymns and instrumental chamber
music Thesegenreswvere allperformed for private practi@ndenjoyment, in social
settingsandfor casual concerts in the home. Focusing on performers and listeners also
allows different genres of poprl music to be studied together, more accurately
reflecting contemporary mindsets and performance realities that did not firmly separate
genres and people into categories.

The folia, one of the most popular foundatiémscompositions throughout the
Baroque period ofVestern art music history, has been well studigddwever, scholars

have largely focused on its harmonic and melodic contangtion techniquesand

!10tto Gombosi, AThe Cul tural an®Bapdisof kI or i
the American Musicological Socig}040): 889 5; J o h nh eWaFrod ,i af, To
International Society for Musical Resear@huly 1952), 416422.



history,while neglectingts socialfunction. Richard Hudson is the foremasholar of
the folia, having compiled an anthology of examples from both printed and manuscript
collections? Hudson providesrief summaries of the melodic contéotind within
English versions of the folidut no scholar hayetexamined how the foliaperated
within Restoration culture.

The cibellgenreis even more neglecteBerformers of historical instruments tend
to be familiar with tle genre buttheir knowledge isarelytranslated into academstudy.
A performer himself, Thurston Dantrote what remains the only scholarly study of the
genre in1953; theNew GoveDictionary of Music and Musiciansntry merely
summar i zatgle Bhich is |érgely explorative and introductoripart focused
on tracing the origin of theibell, documentig its thematic content, and making a
general definitiorof the little-known genreBy contributing the first examination of the
genr e 6s mugandduaction aseaminvented traditjony dissertation helps to
fill the lacuna of scholarshipn the dbell.

There issubstantialiteratureon metrical psalms as well as ballad tunes, though
few scholars have examined the two genres joifiitiese musical traditions have been

predominantlycast asacred and seculaespectivelyand therefore unrelateHistorian

2 Richard HudsorThe Folia, the Saraband, the Passacaglia, and the Chaconne: The
Historical Evolution of Four Forms that Originated in Music for the Fiveurse
Spanish Guitarvol. 1, The Folig Musicological Studies and Documents 35 (Hanssler
Verl ag: American Institute of Musicology,
Me | o dActa Blysioologicalb, no. 1 (JaiiJun., 1973): 98 119.

Thur st on Dal Reyvue helgdde M@Gicdlogiel. 6 no. 1 (1952): 24
300 Mi chael Ti IGrowe Muske OnliieZD01baededsed darch 3, 2021,
https://dotorg.proxy
um.researchport.umd.edu/10.1093/gmo/9781561592630.article.05760
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Tessa Watt anthusicologiss Timothy Duguidand Christopher Mardmavealsoboth
recognized thenore complexeality of music makingind haveproblemaizedthe
artificial separation between sacred and secular M®@ieough a detailed case study, in
which | examindgheproper tune used fétsalm 12dandt he A Fortune My Foe:
tune, | add to their work bygffering an example of how the metrical psalm and ballad
genres were both musically and thematicaliyilar andfunctionedtogethemithin
Restoratiorculture
Restoration popular musimore generallyras only recently begun to be
addressed imusicological scholarshiplistorically, nostscholarsof English music have
tendedio concentrate on tHeeginning of theseventeenth century (focusing on sacred
music, madrigals, or instrumental music from sources such &stzwealliam Virginal
BooK or the turn of the eighteenth century (focusing mostly on the theater works of
HenryPurcell and the arrival of Italian opera in London). There are stumakesof
music during the Interregnum (16419560), but in general these tend to focus on proving
that musicstill existedi n Engl and during theéByPuritan gov
concentréing on popular music of the Restoration, this dissertgtims works by
current scholars to fill aotabk chronologicalgap inmusicologicalkcholarship
There aralso very fewstudies of Restoration politics in relation to popular

music. Instead, gties of Restoration music and politics have concentrated on court and

4 Tessa WattCheap Print and Popular Piety, 156D640(Cambridge: Cambridge
University, 1991); Timothy Duguidyletrical Psalmody in Print and Practig&éarnham:
Ashgate, 2014)Christopher Marshylusic and Society in Early Modern England
(Cambridge: Cambridge University Press, 202Q)j 422.

> One example of thisis Bernard Cagpn g | andods Cul t u ormatilWar s : P
and its Enemies in tHaterregnum, 16491660 (Oxford: Oxford University Press, 2012).



theater music, venues with clear connections to and records of royal and aristocratic
patronageThese analyses therefarclude manyopular music genres and are often
composercenteed. Within the confines of popular music of the sixtegsgiventeenth
and eighteentbenturies, scholars haeéenignored the Restoration, instead examining
catches and poetic libels of the Civil Wa642 1651)and Interregnunl649 1660) or
recusanCatholicmadrigals of the late Tud¢t547 1603)and early Stuaitl603 1625)
years® By offering anstudyof Restoration politics as reflected in popular music, my
dissertation will help to fill this gap in scholarship.

With the focus on he, why, and to what end music was perforieatbt
writtend this dissertation joins curretrendsin popular music scholarship. performer
and listenetcentered approach opens a window through which to examine music by
unknown or littlestudied composers,raality that iscommonfor historicalpopular
musicscholarshipGenerally, arrent €holars of Early Modern English music have
refrained from composearentered reseanc This is due to both the decreasing dominance
of the canorand composecentric rese@h in musicology as well as practical limitat®
resulting fromtherelativelack of information on mangarly Modern English
Composers.

In Musical Creativity in Restoration EnglanBebecca Herissone shows that

musicfunctiorednot asrigid, unalterable written compositisnbut ratheasa

6 For exampleJeremy Smithif Musi ¢ and Late Elizabethan P
Or i ana a dodrnabof themAenerican Musicological Socié8, no. 3 (2007):
507 558 lan Spink English Song: Dowland to Purcell New Yor k: Charl es
Sons, 1974andCappEn gl and 6 s .Qaoséph Kerman isNaprosinent scholar
who studiesnusic, especially madrigals and William Byrd, in Elizabathad early
Stuart years



collaborative effort antlvedexperience. Herissone highlights the interaction between
individualsand the institutions and cultures in which they participated, emphasizing how
musiciansvereunder the costant influence of their peers asdrrounding.” Along with
Alan Howard, Herissone edit&bncepts of Creativity in Seventeeéntury Englang
the essays within argue that the boundaries between composer, performer, and listener
were superficiglsuppating the idea that distinctions between venues, genres, and
demographics weriuid .8 | take up this approach gach of my casstudies examining
how musical meaning changed over time due to how itpeeilermed andeceived,
giving agency andreativepower not just to a single author, but rathealtdhose
involved inmusial culture.While the scopand evidence bas# this dissertation is
narrow, and therefore does not include a broad study of popular music consymption
performanceor demographics, my case studies offemmples of how those with more
limited power experienced and used music to navigate broadtalotievelopments.

Recent analyses of Early Modern English popular moféén challenge the
notion that society was divided into norteracting upper and lower classes, eatth its
own distinctart and entertainmeniRather, as Tessa Watt has showerdlwaso strict
separation betweeahe popular andheelite, or betweethe sacred anthe secular® For
example, broadside ballad tunes often originated in and were later recycled back into

theater works and courtly masque productions. The broadsildel lyenreformerly

" Rebecca Herisson®|usical Creativity in Restoration Englarf@ambridge:
Cambridge University, 2013).

8 Rebecca Herissone and Alan Howard, edencepts of Creativity in Seventeenth
Century EnglandWoodbridge: Boydell, 2013).

9 Watt, Cheap Print and Popular Piety



associated with the illiterate lower classes, was therefore part of atiengt society,
moving fluidly between lower, middle, and upper classes.

Peter Hol mands research examines the
within courtly tradition, most notably ifFour and Twenty Fiddlers: The Violin at the
English Court 15401690Q%° Arguing that the court was the dominant contributor to
music and musical life in the late sixteenth and seventeenth centuries, Holman
demonstratesait court musicians also composed and performed at home for private
gatherings and personal enjoyment, blurring perceived divisions between court and
popular music. The more recently published collecBegond Boundaries: Rethinking
MusicCirculation in Early Modern Englandcedited by Linda Austen, Candace Bailey,
and Amanda Eubanks Winkler, challenges typical divisions found in music, such as art
and popular, public and private, as well as amateur and profesSitmaty case studies
| have been particularly inspiréy how Beyond Boundarieguestions thassociation
between a single venue aadnusicabenre Essays in this collectioexamire how music
written for one venue, such as the theater stage, street, or church, was alseedarform
the homethereforeencouraging scholars to rethink how we categorize genres into
discreteperformance spaces.

Themost comprehensive surviy dateof Early Modern English popular musg

ChristopheM a r sMusicsand Society in Early ModeEngland Marshdemonstrates

10 peter HolmanEour and Twenty Fiddlers: The Violin at the English Court, 1540
1690(Oxford, Clarendon, 1993).

11 Linda Phyllis AusternCandace Bailey, and Amanda Eubanks Winkler, eds.,
Beyond Boundaries: Rethinking Music Circulation in Early Modern England
(Bloomington: Indiana University Press, 2017).



how each genre was used by more than just its stereotypical demographieq(asger
ballads and uppeslass consort music, for examplé)his work counters the canon of
western European art music by bepegformer and listaercenteredhighlighting the
musicality of popular music genremddiscusgig how music wageceived in different
contexts Marsh also examindsww identity is performednd therefore reifietly
performing musi, a theme alsexploredin Richard Leppdr dMsisic and Image:
Domesticity, Ideology, and SoeRultural Formation in Eighteentientury England?®

With his study of broadside ballads, Maginsideredow purely musical
features could carry meaning as intertexts; this theory was further developed by Sarah
Williams in Damnable Practices: Witches, Dangerous Women, and Music in Seventeenth
Century English Broadside Ballad$Williams focuses on the broads ballad genre,
examining the intertextual meanings of ballad tunes and how those meanings reflected
and shaped contemporary connections between women, deviance, and sexuality. My
thinkinghas been i nfluenced by Wil lityasresways wor k,
for music to carry meaning is related to brdy. My dissertation will add to this
burgeoningareaof musicologicalkcholarship in two main ways: (1) by extending the
theory of intertextuality to other popular music genres besides brodudidds, and (2)

by demonstrating homusical indices helped to creadentity.

12 Marsh,Music and Society in Early Modern England

13 Richard LeppertMusic and Image: Domesticity, Ideology, and SeCidtural
Formation in Eighteent€entury EnglandCambridge: Cambridge University, 1988).

14 Sarah WilliamsPamnable Practises: Witches, Dangerous Women, and Music in
SeventeentRentury EnglistBroadside Ballad¢Farnham: Ashgate, 2015).



My dissertation will followcurrenttrends to problematize the separation of
people involved with popular music, aiming instead to reflect contempougdeas and
practicesof composition, performance, and transmissiwre accuratelyl will do this
by focusing on the musical experientdiscusamultiple genres of popular musitow
they were performedndreceived, anthow theyinteracted with other parts &nglish

culture.

Intertextuality and Semiotics

In this dissertation, utilize semiotics particularly intertextuality and indexical
relationshipsto analyze how music functioned, relayed meaning, and created a value
systenfor its Restoration participantBy examiningintertextuality | am able to

consider a sound world of Restoratiengland one that included a variety of music and
reached diffeznt social classésand its effects on culturs experienced by those with
different ormore limited amourstof social powerl treatas textsot only lyrics but also
musicalmaterid. Richard Bauman and Charles Briggs/eexplained how the
performancefatext s a fAmode of s ¢herefad botpefleotslandc t i on, 0
generates the surrounding culturéfdn applying this theory to my dissertation, |
examine how lyrics, musical structure, and performance traditigade social habits of

behavior and thought.

15RichardBaumanand CharlesBggs fiPoeti cs and Perfor manc
Perspectives on L aAngual&eview d Anthro®lodpi(1890): Li f e, O
76.
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Bauman and Briggs also emphasize how tlerggaging in or with performance
haveagency In applying this to historical music and music making practices, | am able
to showhow Restoration English citizens actively contributed to buildingteonal
identity. By combiningmusical lyrics,sounds, and practic@so one eventor single
object of analysid alsoborrowB a u ma n  a n dppr&achi tagegrewhish they
present as inherently intertextpyal | i nking di fferent #A%®or mal
Furthermore, a genre isdexical, referencing other performances of that gieraed
therefore its associated elements and strudufiesn other times, people, or placés.

| use Peircian semiotics for my understanding of anindexfiosa gn t hat i s

e

related to its object through-@zcu r ence i n a c'tBecause tlexifieeenti e nc e .

elements of musical performanggrics, soundsandperformance traditionl examine
initially occur @the same time, they can index each qthedsobuild musical meaning.
In subsequent performancesevien one of those elemeiftsr example specificlyrics),
the elemenpoints to otheelementr eventghat are associated with thetperience.
Furthermorea performance ahese elementsoindexeshose who are, have, or will
perform it. The ability of music to reference other musicahpmnents and the people
who sound them in different experienégfound in each of my case study analyses
Indicesdepend on experien@ad therefore can hadifferent meanings for

different individuals however despite variance in reception, indivalds can still connect

Charles Briggs and Richard Bauman, #AGen
Journal of Linguistic Anthropolog®, no. 2 1992: 141, 144 147, 158.

"Briggs and Bauman, f@dGenre, 147 h58.ert ext ual

8 ThomasTurino,  gn$df Imagination, Identity, and Experience: A Peircian
Semi ot i c Th eBthngmusicology3vine.2i(Springsumer 1999)227.

11
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to the index and with others interpretimghroughshared experiencesmxdcommon
recognition ofelements of the indexical relationshfiBecause of this, an index can be
meaningful taa diverse communityWWhen a musical indexand its meanin@), is
regularly repeated, it becomes both internalized by individualemcined within the
overall structuref thati n d i v Bodietyd’ Thisprocessyhich recognizesndividual
agencyas well as thenutual exchange betweeardividual actions and culturejakes
music an important meain through which to studitow communities are buiétnd

unified, despiteand supersediniipe inherent diversityithin that community

Theories of Nation and Nationalism

In musicological literature, the idea of nationalism is most commonly invoked either
when discussing Western art music as it relates to Romantic nationalism or when
discussing discrete national styles of compositidexisting scholarship and discussions
aboutnationalismoutside of musicologgrerarelyincorporated into musicological
research; | believe this omissicgstrictsmusicological researdi repetitious
engagement withational stylesdescribing musical féares in association wittertain

geographic regions, often using current nastates to reference these lan@se goal of

®Thomas Tur i Thaught a$ €arei Theory farra Phenomenological
Et h n o mu s Ethnorusiaplggh& no. 2 (SpringSummer 2014): 18487, 195,
201.

20 pierreBourdiey A St r uct ur e sinQutling of & FheoryldfaPbactiteu s , 0
trans. Richard Nicé€Cambridge: Cambridge University, 1998, 86.

21 The latter is a way to help explain and categorize genres and styles of music,

especially as a pedagogical tool, and the former is largely because of the influence of
Germanic culture on the Westemnusic canon.
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this dissertation is therefore to examine musical evidence within existing academic
theories of nationalisnm an interdisciplinar way. | will not only examinemusical
features but also the functi@)of both musical soundandthewider music culture.

My analysis of national identity primarily rests upon the theory that nationalism is
perenniad recurring, having existed forlang timed and not an exclusively modern
phenomenon. The modernist theory of nationalism, as examined by Benedict Anderson,
Eric Hobsbawm, and Ernest Gellner, dictates that nations must be aligned with a modern
political state, and that this association waby possible during and after the
industrialization of the nineteenth centdAin opposition to this, the perennial theory
states that nationalism could occur prior to industrialization because the sentiment is
grounded in shared ethnic traditions, @fhare not dependent upon modern structures.
Adrian Hastings, Michael Billig, and especially Anthony Smith have examined the
importance of ethnicity and ethnic traditicieghe creation of nationalism, and their
research therefore accounts for populanmpi and actions in a way that the modernist
theory, which generally maintains that nationalism and nations are political principles and

elite constructions, does ndtHastings and Partha Chatterjee have also examined the

22 Benedict Andersorimagined Communities: Reflections on the Origin and Spread
of Nationalismrev. ed. (London: Verso, 2016); Ernest GelliNations and Nationalism
2nd ed. (Oxford: Blackwell, 2006); Eric HobsbawKgtions and Natioalism since
1780: Programme, Myth, Reali{Cambridge: Cambridge University Press, 1990).

23 Adrian HastingsThe Construction of Nationhood: Ethnicity, Religion, and
Nationalism(Cambridge: Cambridge University Press, 199/ichael Billig, Banal
Nationalism(London: Sage, 1995); Anthony Smiffthe Nation as History:
Historiographical Debates about Ethnicity and Nationali@tanover: University Press
of New England, 2000E5mith presents a middbround stance between the perennial
and modernist theas. He uses the terrathnie borrowed from the original French, and
ethnosymbolisrto dissociate the nation from the modern state, and instead give more
importance to the process of ethnicization that occurs in a nation.
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symbiotic relationship betweealigion and nationalism, again placing their work in
contrast to subscribers of the modernist theory, particularly Anderson, who explains
nationalism as replacing religidhWhile | agree with and use the perennial theory of
nationalism, Istill see manynodernist analysess compatible with my own. | aim to
show how political eventarenotinsignificant to more inclusive cultural and social
histories.

| use terms throughout the dissertation that have different meanings within
nationalism scholarship. Imy definitions, | am most influenced by Adrian Hastings and
Anthony Smith?° | take anationto bethe idea ofx group of people of one or more
ethnicities in a specific territory that sharpeaceiveccommon culture; aation-stateis
when a central government aligns with that of the nabl@tionalismis a movement that
protects the nation and calls for a natgiate. The notion of protection is important:
protect from whom? Situating the nation as a Self against all Otheréginty adds a
negative quality to nationalism. Nationalism cannot exist without an Other; to maintain
nationalism within there must always be an Other withbla idea of a nation &lso
dependent and based upon those with the most agency; assudpts of th&arly
Modern English nation may not have included large swaths of contemporaneous society

such as women, those without propednyd others with limited access to traditional

24 Hastings Construction of Mtionhood Partha Chatterje@he Nation and its
Fragments: Colonial and PosTolonial Histories(Princeton: Princeton University Press,
1993) Anderson holds that nationalism was allowed after the decline of (1) religion
dictating language and truth, @) dynastic realm, or the monarch structuring and at the
head of societal organization, and (3) a circular sense of time that explained history and
origins.

25 Smith, Nation as HistoryHastings Construction of Nationhood
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forms of powerDespite thiexclusion, these same peoptdl experienced and engaged
with the ideaand identity of the nation.most often use the termational identity which
| take to mean the condition of defining and the sense of belonging to a nation. By using
this term more often than nationalism, | hopentave beyondhe loaded and sometimes
contentiousmplicationsof nationalism and itepposing definitions so that | may more
accurately engage with analyses from both perennial and modernist sides of the scholarly
spectrum.

Just as we do not expect a oudt to remain stagnant throughout time, we should
not expect nations, nationalisms, or national identitidse rigidand immutable
Examining English national identity throughout time is beyond the scope of this
dissertation; rather, | focus exclusively theRestorationyhich falls within theEarly
Modern erabefore the nineteenth centif&\With this evidence, | therefore contribute to
the perennial theory of nationaliswhile also using theorigbat are often associated

with and used bynodernistscholars.

Methodology

As | aim to present commonly held beliefs and values, | engage more with social rather

t han politicaluphi satpprryo.achk b ogthttdamht s t he
with making political decisins and state policies; this approach is important when
considering national identityf.he populations | consider vary, depending on case study

and musical genréMy dissertation does not include information about income, race,

26| do not claim thaEarly Modern British national identity remains fixed throughout
successive centuries into today.
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education levelpr otherdenographicsastheseare documented arahalyzedoy social
historians2’My concept o fnedativenclidng thoseoMmdwerneosat the
A t ooppolitical or social powestructuresFurthermore, my focus each case study is
themusical experiencesf each genre, genres tive¢re accessible tthose who
performedor listened tanusic at home, drank at a tavern, attended chordistened to
ballad hawkersThese experiences weamet onlyopen to mor®f the populatiorbut also
to more than one category of person (in terms of demographic variables) at a time.
By focusing on musical experiencésam most influenced by Michael Billig, who
mai ntains that fdAnati onailf ei,dde natnidt ifieldd bairtes foof
alsorempl oy the idea of AenhabBoat dtheeryds used |
habitus whi ch produces fi ndi % Otdeunaoternstrsaholaczso | | e ¢
such as Hobsbawm and particularly Andertave also noted the importance of mass,
popular support to the emergence and maintenance of nationalistic sentiment or national
identity. Hobsbawm, whilenly emphasizing the importancéthe cultural elite, admits
that the feelings of those with a lewstatus are important for what he calls
iprotonationalism, o which nAdkes fAthe task
Anderson notes the importance of vernacular language and vernacular print in

creatinghisofct i t ed noti on of A1 ma gcomreudity lbbotmuni t i e

27 Christopher Marsh also includes demographic information in relation to musical
genre.

28 Billig, Banal Nationalism24, 37; Bilig is influenced by Pierr8 o u r driotéom 6 s
of habitusand Si gmund Freuddos theories of projec

29 Bourdieuy fStructur es an dBahahMNatiokbiism37t42.s, 0 8 2 ; |

30 HobsbawmNations and Nationalisp87 45, 46 77.
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horizontally €ontemporaneou# the moment) and verticallyistorical,connected to
both past and present) intifd. apply Andersond6s theories o
community in each of my case studi€be notion of vernacular language and print is a
key component of Andersonés theory, and it
outside the political anddministrative elite. Therefore, the importance of the vernacular
to popular involvement is easily integrated into perennial theories of nationalism, despite
Andersono6s mbédernist thesis.

Given the importance of the vernacular to various theories winadism and to
illuminating the voices and values of those outside the elite, this dissertation focuses on
the evidence of printeand othesources that reveal popular opinion and actions. Jason
Peaceyds exami n-aeanturgprint cuftures Englanchasreveatedhthat it
wasrelatively affordable, uncensored, and participatory; citizens actively considered and
responded to what they read and heard from the printing prégsiethe same time, it is
important to remember that while printedistes reveal commonyeld opiniors or
values, this does not mean that such beliefs were universal. It is important to qualify any

di scussion of the Apopul ace, 0 Aimasses, 0 oOfr

31 Anderson)magined Communitie87 45, 77 80, 109.

32 Hastings, inConstruction of Nationhoodotes the importance of vernacular
literature (112 3 ) , and A ndthhosympolisgpproathith@atsighlights a mass,
shared culture necessitates a aerdar cultureNation in History 3, 37, 6869).

33 Jason Peacefrint and Politics in the English Revoluti¢@ambridge: Cambridge
University Press, 2013).
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not homogeneous within itséff The inherent heterogeneous nature of society is crucial
to any investigation of national identity; the fact that various societal divisions and
tensions can be superseded by an ideol ogy
strength.

| will present evideoe thatllustratesthe prominence and preeminence of
Protestantism withienglishsociety as it relates to the development of a national
identity. My particular focus is on the inherent negative relationshipetinarges when
Protestantisnis definedas he Self; Catholicism imevitablybranded as the Other.
Because of this, | do not differentiate between different sects of Protestantism, but rather
subsume all sects under the general category of Protestant, defined and situated against
the Roman Cathddireligion. In this way, | disagree with social historian Tim Harris, who
argued that Ashared hatred of [ Catholicism
over the tensions within English ProtestantisifiLike Hastingsand Linda Colleyl
believethat Protestantism in the future British Isles idideedserve to create a common
cultured an important part of whichwas fAshar ed hat ©ardlterefdre Cat ho
contributed to the sense of belonging to a naffdrhis does not mean that &rotestant
sects (contemporaneously thought of as distinct religions) agreed with each other and

ignored their differencesCathaalhiec ,tausdpu me m n:

34 Tim Harris,London Crowds in the Reign of Charles II: Propaganda and Politics
from theRestoration until the Exclusion Crigi€ambridge: Cambridge University Press,
1987), 32, 97, 217.

35 Harris,London Crowds156.

3% Colley, Britons: Forging the Nation 17072837, rev. ed. (New Haven: Yale
University Press, 2009)
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Ha r rphrasémovided each sect the same path to feehagthey belongeih
England®’ This antiCatholic sentimenivas often indistinguishable from Francophobia: a
fear of Francalong withits absolute monarchy, allegiance to the Pope, and the Catholic
religion 2 It is this antagonistic Sé&lOther relationship that allowed Protestantism to
become part dEnglishnational identity All my case studies show how popular music
helped to construct the idea of tRmtestant Selfh opposition to &atholic and foreign
Other

During and after the Restoration, an @d#tholic Protestantism became
increasingly common and important throughout socieltys is remarkable given that the
Catholic population was relatively smdtistorians Barry Coward and Peter Gaunt
provide a figure of 5% of the population1676as a generousstimate®® The active
awareness of and engagement with politics as well as the effectiveness of print culture,
including propaganda, within the late seventeenth century allowed this brand of

Protestantism to become an identifying featfrEngland*

37 There were several active Protestant sects during the seventeenth century. Besides
the official Church of England (Anglican)
conformisto sects included Puritans, Quake

38 Harris,London Crowds198; Roy Porter,ondon: A Social HistorygCambridge:
Cambridge University Press, 1995), 75; John MiRapery and Politics in England,
1660 1688(Cambridge: Cambridge University Press, 1973j,289 67; the importance
of Francophobia is discussed throughout John Marshaih Locke, Toleration, and
Early Enlightenment Culture: Religious Intolerance and Arguments for Religious
Toleration in Early Modern and Early Enlightenment Eur¢g@ambridge: Cambridge
University Press2006) and John Coffeyersecution and Toleration in Protestant
England, 15581689(Harlow: Pearson Education, 2000).

39 Barry Coward and Peter Gaumtje Stuart Age: England 160B715 5th ed.
(London: Routledge, 2017), 354

40 Miller, Popery and Politics12 21.
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Protestantism in England
My focus on Protestantism comes from the evidence that the British1sédilenwas
founded upon and continued to define itself by this religion. While my dissertation
examines England specifically, this region was administratively, politically, and
culturally dominant in the geographical area that would become Great Britain.
Furthermore, thérticles of the Uniorf1707)that created the British natiestate were
based a previous Acts that addressed the English monarchy.
The first of these Acts, the 168@&t Declaring the Rights and Liberties of the
Subject, and Settling the Succession of the Croawy more often known as the English
Bill of Rights, statedn its first provision that Englarl its religion, government, and
rightsd was ProtestaniThe Act stated that James |l h@hdeavded]to Subvert and
Extirpate the Protestant Religion, and the
therefore committing a crime agair&tgland* The Act goes on to list the many ways
by which King James Il violated English rights and laws, as defended by Parliament and
justified by Protestantispandexplicitly names Protestanitizensas the victins of the
Catholic monarc? TheActusesthese faultes s j ust i fi cation for Jan

power, and the new King W lliam is stated

41 Anno regni Gulielmi et Mariae regis et Angliae, Scotiae, Franciae, & Hiberniae
primo. On the sixteenth day of December, anno. Dom. 1689. In the first year of their
Majesties reign, this act passed the royal assent: ArDAclaring the Rights and
Liberties of the Subject, and the Settling the Succession of the (owim, reprint,
1695),EEBQ 2.

42 An Act Declaring the Rights and Liberties of the Subjgct
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Delivering this Kingdom from Poperin and Ar
order to such an Establishment, as that their Religion, Laws and Liberties might not again
be in danger d¥Thissseatermegt nat anly siteates Rradestants
opposition taCatholics, but also names Parliament as a Protestant stridiareery
root of Protestantisroanprovideatheological basis for this; at the core of Martin
L u t hNinetgFve Thesesvas the belief that Christianity was a priesthood of all
believers. Representative government structures, such as Parlienudshhen beseen
asa manifestation of this theological doctrine; in opposition was absolute monarchy,
which was equated with the Pope in Rome. Abgthen reinstated the Oath of
Supremacy, first introduced under King Henry VIII during the English Reformaiion
deny the Popeods *authority in England.
Finally, theActbars Catholics from the succession in an effort to ensure that the
realm remains forever Protestant:
And whereas it hath been found Byperience that it is inconsistent with the
Safety andWelfare of this Protestaktingdom to beGoverned by &opish
Prince, or by anKing or QueenMarrying aPapist, the said Lords Spiritual and
Tempora) and Commons do furth@ray that it may b&nacted That all and
everyPerson andPersons that is, arer shall beReconciled toor shall hold
Communion with thesee or Church of Rome, or shilofess thdPopish
Religion, or shalMarry aPapist, shall bé&xcluded and be for evencapable to
Inherit, Possess oEnjoy theCrown andGovernment of thikealm and Ireland
and theDominions thereunto belonging or any part of the same, idate,Use
or Exercise anyRegalPower, Authority orJurisdiction within the sameind in

all and every suclase orCases théeople of thes®ealms shall be and are
herebyAbsolved of theiAllegiance;And the saidCrown andGovernment shall

43 An Act Declaring the Rights and Liberties of Sbject 4.

44 An Act Declaring the Rights and Liberties of the SubfcThe text of this oath as
printed in 1689 is different than the original; however, the root of the message as well as
its effect is the same. Those who refused to take thiscoaiid be tried and executed for
treason. This was no idle threat; Henry VIl ordered the execution of his friend and
counsellor Sir Thomas More for refusing to swear the Oath of Supremacy.
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from time to timeDescend to and kenjoyed by suchPerson orPersons being
Protestantsas shold havelnherited andEnjoyed the samp é4f

This statementvas reiterated in th&ct for further Limitation of the Crown, and better
securing the Rights and Liberties of the Subj&¢01)andwas alsancluded within the
Articles of Union(1707), which created the British natistate Therefore, from its initial
codification, Britainwasdefined by Protestantism

In theArticles themonarch ihailed aszhei Def ender of the Faith
hereditary title given to King Heniylll by the English Parliament during the English
Reformation; the title refers to the Church of England, of which the monarch is the
Supreme Governdf.More importantlyjn including the clause thé&rbadeCatholic
monarchs or consort)e new nationstate wouldeventuallyhave toimportinstead
Protestant heirs from the Electorate of Hanover, part of the Holy Roman Eoymre
Annes death in August 1714 This demonstrates that Britain, Protestantism waas
moreimportantquality thanethnic or hereditary ties to British geographic areas.

After 1707, the British state remained dedicategrttectingits Protestant faith.

In accordance with tharticles of Union the Protestant George | became king in 1714.

4% An Act Declaring the Rights and Liberties of the SubjgttThis Act has remained
in effect in Great Britain, only modified
Catholic.

46 Articles of the Treaty of Union Agreed on by the Commissioners of both Kingdoms,
on the 22d of July 170@.ondon 1706) ECCQ 2 3. TheArticleswere agreed upon in
1706 and enacted in 1707, following their passing through the English Parliament and
Scottish Parliament. Ilronically enough, th
bestowed upon Henry VIII by the Pope in 1521 ferhir y s Cat hol i ¢ schol
devotion.

YWilliam |1l and Mary Il had three stillb
heir, similarly had no living children out of the eighteen she bore.
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After the start of the Haoverian line, the rest of the eighteenth century was colored by
Jacobite attempts to restore the Stuart line to the throne. Stuart descendants of the
deposed James Il (hence the name Jacatetéred fromJacobus, the Latin form of
Jame}¥were notably Céipolic; therefore, according to tieticles of Unionthey had no
authority in Great Britaimnd were barred from the throne. Not only were the Jacobite
risings painted in Britain as illegitimate and illegal Catholic agackthe crown and
realm, but the foreigh mostly FrencB aid given to the Jacobitgsovokedanother
layer of xenophobia. Linda Colley has noted how the Jacopiigings and the many
wars in which Britain was involved during this time were unified by theimroon
religious themeln each conflict the Protestant British were pitted against the
(presumably evil) Catholic foreign power, most often France, the traditional enemy in
recent centurie€ All these conflicts continuously reified tliichotomy of theProtestant
Self versus Catholic Other that defined British national identity.

While Protestantisrwas formally tied to th&ritish nationstatebeginning with

Great Britainés forming documents, thi

S

wa

identity. Raher , Protestantism became increasingl"

English Reformation, and especially after the Restoration of the monarchy in 1660. The

many notable events that occurred during the Restoration helped Protestantism to
resonate \th many: the governmeiats well aghe people. While most of these events
were political in nature, they were widely knoandd i scussed, and i

opinions about government, religion, and everyday life.

48 Colley, Britons: Forging the Natiop4, 6.
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The Restoration of 1660
As a specit event, the Restoration refers to the invitation, proclamation, arrival, and
crowning of Charles II. This ended the Interregdumr fibet wé thatbegami gns o
on January 30, 164%hen Charles | was executekfter his deaththegovernment was
first runby the Rump Parliament and then the Lord Protector Oliver Crorfiivitie
mont hs after Cromwell s death in 1658 were
Parliament and the armthe resultingolitical instabilitywould eventually lead tthe
Restoration oCharles|] Ch a r |, éshe throng® Parlament formally declared
Charles Il King on May 8, 1660, beginning his reign on January 30, 464t attempt
to blot the previous eleven years from histdtpw King, Charles landed in England
from the Netherlandsn May 25, 166(andarrived in London on May 29.
The Restoration of Charles Il alsestored thecclesiastical calendand
introducednew feast days to hontite new kingas well as the death of his father,
Charles R On January 30, 1661, the execution of Charles | was formally remembered

for the first time A sermon preached in Norfolk by John Winter comgére lateking to

49 This period (164081660) is also known as the Commonwealth.

0 This is a very brief explanation of a highly tumultuous time in English history; more
thorough investigation of the politics involved with the end of the Protectorate and
Interregnum aréeyond the scope of this dissertation. For more informadea Ronald
Hutton, The Restoration: A Political and Religious History of England and Wales 1658
1667(Oxford: Clarendon, 1985).

51 David CressyBells and Bonfires: National Memory atfte Protestant Calendar in

Elizabethan and Stuart EnglariBerkeley: University of California Press, 1989), 171;
Hutton, The Restoration126.
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the bildical Josiah, King of Judah in Jerusalem, who sought to reform and purify religion
in his land. The metaphtecomesxplicitly antiCatholic when Wintenames Charles |
amartyrand states that it was the APapistso wr
country to charge Jesuits with fAperjury, s
Ki n & $his@rinted sermon, as well as several other extant printed sources,
demonstrees the popular tendency of the time to scapegoat Catholics for the murder of
Charles |, when in fact it was orderedProtestants dominating tiRump Parliament®

Evidence that the public was aware of aetébrated th®estoration isoundin
the dary of Samuel Pgs (1633 1703), a resident of London and Naval administrator. In
March 1660, Pggs notst he fAaf fection of the people and
I, and that Aevery body now drinks tithe Ki ng
was very privat e®laterahat manthnha obsedalt &t didali It . tOh e
discourse nova-day is, that the King will come again; and for all | see, it is the wishes of
all , o and when Charl es stmtstbrpughfiglr aeiamhe d oli nt
all ; for whi AYPepgsaddscribes hop Ersyliansl eetbbraied Charles with

bonfires, toasts, bells, and statues erected iKthe g 6 s °° Ihiatso interesting that

52 John Winter A Sermon Preached at East DearhiemNorflolk] Jan. 30, 1661,
being the Day of the Most HodiMurtherof that most Pious and Incomparable Prince
King Charles the First of England, e{t.ondon, 1662)EEBQ, 7.

53 Miller, Popery and Politics86.

54 Samuel Pepys, March 6, 16@he Diary of Samuel Pepyasd Henry Wheatley
(London GeorgeBell, 1905.

% Pepys, March 19, 1660; Pepys, May 9, 1660.

%6 pepys describes these on March 16, May 2, May 3, and May 25.
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Pepys mentions a religious discussion with his mothbtarch 1660, during which time
his diary entries become full of referenceshie Restoratiof’ While we do not know the
exact contents of this conversation, the fact that it occurred reveals that religion was a
topic of conversation, angbtentially suggststhat such a topic was sparked by

contemporaneous political events.

TheGreat Fire of 1666

The infamous fire that burned most of the City of Londoh666was also thoroughly

documented by Pepys. On the first day of the fire, September 2, (Regaytbes it as
Ainfiniteo and a Amost horrid malicious bl
fiPByoSeptember 5, the |l ast day of the fir
sight of des ol &tnithe aftermdthecthe devastatioe, the sopular. O

and convenied belief was that the fire was a result of a Catholic fi&tepys also

records this, saying t hat;itbeingproved byormnyt ai n t
witnesses that endeavours were made in severed ko encrease the fire, and that both

in City and country it was bragged by several Papists that upon slagtoain such a

time we should find the hottest weather that ever was in England, and words of a plainer

s e n & Ehis beliefpersisted irpopular culture; the commemorating monument

5" Pepys, March 4, 1660.

%8 pepys, September 2, 1666.

9 pepys, September 4, 1666; Pepys, September 5.
%0 Miller, Popery and Politics90.

61 pepys, November 5, 1666.
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designed by Christopher Wréh632 1723)contained an inscription that blamed
Catholics fotheiri hor ri d pl ot for extirpating the Pr
introducing P&pery and sl avery. o
Catholis were not the only ones under suspicion for the fire; foreigners,
particularly the French, were also common susp€dtke printed report of testimonies
givenin Parliament is full of accusations against the French, who were generally assumed
to be Cathbic, and also contains accounts of violemceéondonagainst French residents
in retaliation for the firé* This Francophobia was fanned in part by rumors of a French
invasion, believed to be the second stage of a wider Catholic plot. The publishédfrepor
testi monies contained the text of a pamphl
confessed the fire was set by fAPapistso wh
Al and the|[Enghamwhdlpapch ammdlecei ved t he Kingo |
icommand of most par-PRoo¥fstdhhe Army and the
The need to scapegoat the Catholics and the French culminated in the trial and

October 1666 execution of Robert Hubert, a Catholic Frenchmaralgety confessed

62 As quoted in Portet,ondon: A Social History90. The inscription was briefly
removed during the reign of the Catholic Jamerelhstalled in 1689 after the Glorious
Revolution, andhenpermanently removeit 1830.

63 Neil Hanson,The Great Fire of LondofHoboken, John Wiley & Sons, 200201i
102, 181.

64 A True and Faithful Account of the Several Informations exhitidehe
Honourable Committee appointed by the Parliament to Inquire into the Late Dreadful
Burning of the City of Londofi667),EEBQ 19 23. The first of these reports describes a
Frenchman being firescuedo from the peopl e

A A Warning t oATReandFaithful Actdus8d. i n
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to starting the fire in the bakery of Thomas Farrfiigkn effigy of the pope preceded
Hubert on his way to the gallows, and after his death, his body was relinquished to the
waiting mob®’ In a moment of national panic caused by the Great Fire, thenigntte
conflate alien status, Catholicism, and malintent became all too easy, and strengthened

anti-Catholic sentiment.

Popish Plot of 1678 & Exclusion Crisis of 1679

Throughout the 1670s, the public became increasingly concerned about a perceived

Catholc infiltration into the governmenE a muel Ehaglr &ed®8s Remembr ar
which described historicavents that pitted Protestant England against Catholic foreign

powers, would be rprinted throughout the 1670s, and Gisneral Martyrologie also

reprinted throughout the decade, supplemented the argument that Catholicisitentas

on destruction with detailed illustrated accounts of Catholic persecution, torture, and

murder of Protestants throughout Eurdiig. 1, next page®® C h a r | suspensiood s

Parliament from 1676L677 was unpopular, as Parliament was seen as the protector of

the people and a Al awful government, o6 in c

ARomi sh Yoako of Catho®®icism and AFrench s

66 Adrian TinniswoodBy Permission of Heaven: The True Story of the Great Fire of
London(New York: Riverhead, 2004), 16B68.

67 Hanson The Great Fire of Londqr219, 224.

%8 Samuel ClarkeEn gl and 6 s R(eamdom b67 7AEEBCEEvents described
include the Gunpowder Plot and the Spanish Armada. Samuel GkRkeral
Martyrologie (London, 1677)EEBQ

% Andrew Marvell, An Account of the Growth of Popery and Arbitr&@gvernment in
England(Amsterdam, 1677EEBQ 3, 5, 13.
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Such publicationsnade believable the fabricated evidepoesented to

Parliament in 1678f a Jesuit plot to kill Charles I, destroy London, and invite a French

invasion.William Bedloe, a witness alongsidé&us Oates andsraelTongefor the

f i ct iPopistoRigs pulflished a history of the many fires (or plots involving fire) for

which Jesuits werésupposedlyjesponsibletherefore linking the Popish Plot to a

historical record of Catholicrimes In his publication, Bedloe states that England is the

i B uwork of Liberty, Protestantism, and (indeed | may justly add) Christian Faith in

General, throughout the world: The m&ank that hinders the Sea of Rome from ever

whelming all Christian Nations with an Universal Inundation of Tyranny and

Su p e r s’tAiftdr listthgqnmady accounts of Catholic destructiBedloecalls for

OWilliam Bedloe,A Narrative and Impartial Discovery of the Horrid Popish Plot

(London, 1679)EEBQ epistle.
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Protestants of all persuasions to stand togéthttie face of the evasonstant threat of
Rome’?

Bedl oedbs account i s -Gathgslit gropagandalcarpaignp ar t
that was prompted by the Popish Plot and led by the Whig ffaMile it is unwiseto
assume propaganda and similar pdngeurces araccurate descriptod popular
opinion, Harris convincingly argues that people skew information to conform to their
existing prejudices; therefore, propaganda still seagea reflection of widekpeld
beliefs’® The many printed sourcesattfollowed the Popish Plot reveal widespread fear
of plots foreign invasionsand a general fear of Catholicigfh.

While the Popish Plot was entirely fabricated, the-&atiholic hysteria it sparked
wasvery realand led to what is now known as the Esion Crisis. A new Parliament
satin 1679, and in May of that year the House of Commons introduced the Exclusion
Bill, proposing to bar James, Duke of York, from the succession because of his Catholic
beliefs. The bill was highly popular, causing Chaflde prorogue Parliament just

twelve days after the bill was introduced to prevent its pag3ifige Exclusion Crisis

"1 Bedloe,Discovery of the Horrid Popish Plogpistle.

2Harris,LondonCrowds 96101.Bed| oeds account was printe
John Hancock, Ralph Smith, and Benjamin Harris, all of whom a&seciated with the
Whi g party and the opposition press, as no
Opposition Press igngland, 16601 6 8 8, 6 ( PhD di ss. , Uni versit

73 Harris,London Crowds96 101.
"4 Miller, Popery and Politics156 160.

® Geroge Southcomtend Gr ant Tapsell, fAWhat was at
Cr i sRestoration Politics, Religion, and Culture: Britain and Ireland, 166014
British History in Perspective, ed. Jeremy Black (Hampshire: Palgrave Macmillan, 2010),
38 58.
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created a twgparty system in England: the Whigs favored the ExcluBidinn the effort

to prevent a Catholic monarch, the Toriespgrped James and the original succession.
Throughout the | ast three years of Charl es
centraland dominated discussion not only in governnugfices but also in homes and

streets’®

TheGlorious Revolution of 1688

Unfortunately for Jamel, his reign, which began in 1685, was prefaced by and began
concurrently with increased persecution of French Huguenot Protestdfitsgayouis

XIV. Legal protection of Huguenots was removed when Louis XIVkegdhe 1598

Edict of Nantes in 1685. Tales of Huguenots being imprisoned, executed, forcibly

converted, prevented from fleeing, forced into exaled kidnapped from their parents

were widely reported in England. These tales further flamed the belted tbatholic

monarch would only bring violent and tyran
Huguenotaindoubtedlyhurt the Tory platfornthat supported a mes 6s successio
frequent Tory argument was that Catholic rule could be gentle; noted@onyheteer

Robert L inBsdfortato suygport Jamdémdeven used Louis XIV as an

example of a Catholic monarch who was good to his Protestant suBjebis example

’® Southcomberad TapsellRestoration Politics 54; Cri st, f@Franci s
Opposition Press in England, 16806 8 8 0 ; O. w. Furl ey, AThe Whi
Pamphlet Literature in the Exclusion Campaign, 1872 The Cambridge Historical
Journall3, no. 1 (1957): 9 36.

" Marshall,Religious Intolerance and Arguments for Religious Toleratl@28.

®Robert L BhE€hamckenodePapist in Masquerade, supported by
Authority and Experience in Answer to the Character of a Popish Sucg¢kssdon: H
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did not age wellAs Louis increaselis persecution of Huguenots, across theritied
thefear of Catholics and of the French increased as‘Well.

James lost support throughout his roézause he pushed foolicies that were
perceived to be autocratic, tyrannical, or favorable to Cathdliesbirth of his son in
June 1688enewed ear of <conti nual Catholic rule

(so as to prevent his succession) were ranfjantreasing unpopularity and fears of

an

per manent Catholic rule prompted nobl es 0
Mary and her husband (and first cousin) William of Orange, who were both Protestants.

The invitation listedl a me sti@ament bProtestantand hisagreements with France

as justifications fohis removal The nobles invitedVilliam and Mary to come withra

ammy,t hi s military invasion was sought for AfFt
Civil Rights and Fundamental Liberties, and his utter subversion of the Free Government
ofEnglandby t s anci ent CBUQfferingnhe crawm tb Willianwas Mayy

was seenby at leastthe Whigs Wi | | i am and Maraséasacrador e suppc

protection of Protestantism and representative government, core componernits of the

national identity.

Brome, 1681)EEBQ, 18. The same argument was also used in the anonymous pamphlet
Great and Weighty Considerations Relating to the D. or Successor of the Crown
(London, 1679), 3.

® Marshall,Religious Intolerance and Arguments for Religidateration 31.
80 Southcombe and TapsdRestoration Politics90r 92, 98.

81 An Account of the Reasons of the Nobility and Gentry's Invitation of His Highness
the Prince of Orange into England being a Memorial from the English Protestants
Concening their GrievancefLondon: Nathanael Ranew and Jonathan Robinson, 1688),
EEBQ 24.
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We knowthatthis transitiorfrom the Catholic James to the Bstant William
and Marywasacceptedecause, first and foremost it happeradsecond, itvas
ovewhelmingly peacefulThe English peopleonveniently overlooked the fact that
William of Orange was Dutch and landed with a force four times the sibe @ifamous
Spanish Armad& What mattered most walsat Williamand Mary were Protestarand

that theywould restore Protestantism to England.

Protestanism in EnglisiPopular Music
The antagonistic relationship between ProtestantCatiublics became a defining
characteristic of English national identifvidence from printed and manuscript sources
reveals that throughout the Restoration, political events deseribecand understodin
religious termsthe English monarch wadealizedas an embodiment of Protestantism,
Catholics were scapegoated for any ill deed, and France was equated with and blamed for
Catholicplots. In combination, these themes led to a highly xenophobigrayaistic
idea of what it meant to belong in and to Engldndhe case studies that follow, | will
show howRestoratiorpopular musidoth referenced and constructed this iISether
relationship, engraining it within the population

The folia in Restoration England, the focus of my first case steégrenced
contemporaneous events that were marked as religious conflicts and became firmly
associated with specific themes that indexed the ndtiatoing so, the folimacquireda

specfic meaning further enabled by its disassociation from the original ground bass

82 Eveline Cruickshanks he Glorious RevolutioLondon, Macmillian, 2000), 26.
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genreand standardization agr@elody, or ratherset of melodies. Therefore, the folia
createdvhat Andersomefers to afiorizontalcommunityin RestoratiorEngland uniting
citizens togethein loyalty to the Protestant monarch of Englafide next case study
expands thecopefrom a singlemusical structure to an entire genre: the cibhelits
performance traditions, lyrics, atabeling the cibell genréendexedage andradition,
thereforeforming a vertical community By creating a sense of historical continuitye
cibell also became anventedEnglishtradition, demonstrating the permanence of the
values it indexedThe third case study then considers two génmegtical psalm and
ballacd and how the musical and thematic similarities between a tune fronakkawied
themto index each otheiThis relationshigsituatedthe tunesvithin thesame sound
world, despite originating in different genres of music, tredeforeallowed them to

enhabitRestoration citizens wita Protestant Englishationalidentity.
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Chapter 1

TheFolia in Englad: Uniting a Community

A group of men and women gather in a living room, imimg from the day as they
drink; the talkconcenssrelationships, the need to pay rent and other bills, and a brief
i ngqguiry abopubt aanytarnidecgdunets ,id0 t hough'!Afteone ar e
some friendly banter and teasing, a SirPeterv ej oy proposes to fAl ea
mind the work of the day;r eslponpsleeddes d rBw
Royal Health in a Bumper of the | argest Si
their beer glassesSir Peter proclaims that all should take part in showing their loyalty
through song and drink, andthegrp o beys, joining together t
Caesar . o

This scene comes from the 1692 plde Contented Cuckhgldy Reuben
Bourne. While fictional, th sceneeflects typical social interactionfor Restoration
theater audiences, and thereforled insight into Restoration popular music and how it
functionedwithin English culture (in this castgr those able to attend theater
performances)\What happened in this scene? How were these friends demonstrating

loyalty by drinking beer and singingdether? To whom or to what wis loyalty

! Reuben BournélThe Contented Cuckho{tlondon: Randal Taylor, 1692EEBQ
24.

2Bourne,The Contented Cuckhgl@4.

3 Bourne,The Contented Cuckhglés.
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proclaimed? How did all those gathered know what to sing? What words didrig@y s
To what music?

The words of #AAIl Joy to Great Caesar, o0
the Engl i sh wr i(1683r1723)wborset bis t&xidtdimelfodicydivisions of
the folia ground bass, which was génerally
These of the folia in Restoration Engl and,
interesting case of select musical appropriation, subsuming the folia into the construction
of anational identity. In this chapter, | explain how the folia in Restoration Englasd
transformed from a traditional ground bass and division piece into a popular tune that
specifically indexed and actively constructed English national identity. This process has
two parallel and inseparable components: (1ftle| disas8axiation fnm the ground
bass and division genres and acquisition wéw identity as a staralone melody, or set
of melodies, and (2) the o | repedtes] themes indicated by text, titles, and tune
indications. As a result of these processes, the folia becamdaahtogic in Restoration

England, indexing and creating Englistrizontalcommunity and national identity.

An Introduction to The Folia
The folia is a ground basa musical line that is (most often) in the bass, repesteadten

as desireds upper pa(s) embellish the line with each repetition. One of many standard

“During the Restoration era, variants of 1
include: Farinelds Grounds, Farrinel s Gro
Ground, and F aamang ethelRiclhasd HEIsoo bar @so documented a

manuscript reference to Athe Sphlmiash Fol ly
Espafidgf ol i es .d6Emrpawgnleout t he di ssertation, I
this music; when quoting a pri mspaligg. sour ce,
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ground basses, the folia has a rich and lengthy history beginning in Portugal and Spain
that has been thoroughly documented by other scholars, especially Richard Hudson, who
has shown thahe folia was one of the most popular musical inspirations during the last
five centuries ofNVestern European music histor¥he ground bass for the folia is based

on a symmetrical harmonic chord progression, with alternating groups\td ii and

VIIg 1o VI

i0 V& id VIIa 1l VIS id vd
i0 V& io VIS IlId VIS id i

The notes of the ground bass melody are the roots of each chord in this pattéjn (

{
T I
1 Il .
|70 =
| II

_:%__
NI

= —=—
| |

T
NN

I
1 —c I
12} [ = I
14 I |

™

Figure2. The folia ground bass
The melody is formed by roots of the harmonic pattern; the key of D minor is
choserto facilitate comparison with figureaéhd the Appendix

While there are some minor variations to this chord progression depending on
time and region of use, this basicanic pattern has remained a constant throughout
t he f ol iHwbdss ohni shtaosr yd. i histordietakbarlierraed lateopleriods.d s
These groupings are determined by era, geography, gsnnell as theamountof
rhythmic and especiallyarmonic variety between different exampl@e folia used in

Restoration England belongs to the Iggeriod of thefolia, and so it is the later folia that

S>HudsonThe FoligandHu d s o n , i T h e .0Gthel resaarciViaboubtitki e s
hi story and origin of the folia includes
Background baafhdWahd, 6 R®h®aFol i a

SHudson, AThe Fi®Y L1811Mel odi es, 0 98
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is my focus in this chapter. It is altus later versiorthatbecame a popular and near
ubiqutous foundation for compositions throughout the Baroque périod.

The later folia is steeped in the rich performance tradition of division pieces
Division pieces includground basses (such as the folia and the passamezzo) over which,
with each repetitin, a new melodic variation is performed, sometimes suittessively
smal |l er r hyt hmi c \‘Eadlishramefidivisian.no@riginalyhttesege nr e 6 s
melodic variationd or division® would have been created in the moment of
performance. Division piecegere also transcribed, notated, and printed, which allowed
specificmelodic divisions to become strongly associated with the original ground bass. In
England, notated examples of the later folia share almost all the same melodic divisions;
Hudsonnotestht t he opening division Tfhbfelamme an
England, therefore, was known not just as a ground bass, but a ground bass and a
standardset of divisions (with some vatian).

Division pieces like the later folia were extremebpplar in sixteenthand
seventeenttentury England. This genre, given the nfedoth the ground bass and the
melodic divisions, allowed multiple musicians to play together. While division pieces
could be performed on any combination of instrumentsag very popular to perform

them with a chest of viols, a reference to the way of storing these common household

” Some weHknown compositions that use the folia include: Arcangelo Corelli, Violin
Sonata in D Minor, op. 5, no. 12 (nALa Fol.i
Minor, RV 63 (fAl&dakdlilainadla,ch] dMérddammend tr ef f
neue OberkeeBVW 212, and George Frideric Handel, Sarabande, Keyboard Suite in D
Minor, HWV 437. The wiki site http://www.folias.nl/htminew.html provides a detailed
list of hundreds of examples.

8 Hudoon, The Folig xxix.
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instrumentsBYy nature of its easy inclusion within a whole constbré violwas a social
instrument (as opposed to the lute, which was reoligary). Both men and women

played viols of all sizes, andols were used in professional concerts, amateur home
performances, and in educational settings. The prevalence of social music making as well
as the innumerable printed sources of divisiongsendicate that this genre was a

regular part of life for many English men and women. While making sweeping

statements about all English citizas inherently impossible, widely popular and

relatively commorperformance traditions like those of divisipiecesoffer a lens

through which to analyze mass muaicultureandto posit conclusions abouatusical

functionsand meaning

Englishing the Folia

The earliest extant source of the later folidiisdes hautboisL e s f ol i e(the d6 Es p a
descriptive title references the folia), composed in 1672 byBaptiste Lully (1632

1687). Thiscompositiongives evidence that the folia was present in French culture by

1672; considering that Engl i shs sGoruorucneds, oo fitt
|l i kely that at | east o nenawhavegarrivedieEnglandis a and
through performances ttie French violinist Michel Farinel, who was in Englaindm

1675t0 16797

Marcell e Benoit and £ri k KoceGravwMusii Far i n
Onling 2001, accessed June 16, 2021, https:Bdpiproxy
um.researchport.umd.edu/10.1093/gmo/9781561592630.article.09311.
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Despite the English animosity and xenophdbisard France, constant movement
between the two regions fostered cultural exchange, continuing a long tradition of
connectiod albeit not always friendfy between thé&rench and the EnglislNotable
conflicts betweeithe twonationsinclude the Hundred YesaWar (13371453, during
which English monarchs began the tradition of titling themselves the ruler of France), the
Wars of the Roses (1465457, a series of English civil wars between the houses of
Lancaster and York, during which France sided with Laecgghe French (re)conquest
of Calais in 1558, and various sixteerdind seventeentbentury English invasions of
France in support of French Protestant Huguenots. France and England (and later, Great
Britain) were also part of opposing alliance systamthe many wars of succession and
tradein Europethroughout the late seventeenth and early eighteenth centuries.

Considering the long tradition of conflict between England and France, the French
origin of the later folia (composed, or at least tratsatj by Lully in hisAir des
hautboig, is evidence that the folia was purposely appropriated to suit contemporary
musicatnational needs in England. This is not the first example of the English using pre
existing, foreign music to create a local traditiBeginning in the late sixteenth century,
Eli zabet han composers AEnglishedo Italian
imported Italiancompoisitionsin doing so, they helped to make the madrigal one of the
most popular genres in Renaissance Englahd.first instance of Italian madrigals being
used as contrafacta melodies for translated text is the 1588 publicaliusict
Transalping t he preface of whld cdhs uas ewathehteo t e Inc n
translation, which was very literal in thothe 1588 and 1597 editions. In 1590, Thomas

Watson publishettalian Madrigalls Englishedwith the longer title describing the
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translation as fAnot to the sense of the or
meaning that the translati®mvithin were more poetic than literal. These publications
helped to create and establish the madrigéhast hent i cal |y Engl i sh, o
origins. Notable contributors to this genvereThomas Morley, Alfonso Ferrabosco,
Thomas Weelkes, anodkn Farmer?

Eli zabethan composers used the term AEN
method, and I find the same term helpful in thinking about the process of nationalizing
the folia. The folia was repeatedly used throughout the Restadatiespit its
associationsvith and history in France, Italy, and Spain, all bulwarks of Catholigism
for songs clearly proclaiming English Protestant national identity. This performance
tradition allowed the folia to expand from a ground bass into a musicaftofics
transformation was due the folia disassociating from the ground bass genre and instead
becoming a standlone melodydr ratherset of melodiesat the same time thdtwas
repeatedly associated witotestant national identity througttertextualityvia text

settings titles, tune indicationsand performance traditien

From Ground Bass to Tune
When DO6Urfegntiet!| énd s T etxda K Rgdsi dHelhé $s hSe d ur

the | ater folia that tosixstrginsorgersesgritingioutthe Lul | y

10 Joseph Kermadescribes the English madrigal and the English equation between
AEngl i shingd and fAi mprovement o i Musti s @A Mor
and Letters34, no. 3 (July 1953): 18391.

111 use the termopic (topog in the sense elaborated bgonard Ratnein Classic
Music: Expression, Form, Sty{dBlew York: Schirmer, 1980)
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Figure3. First two strains of DoOoUrfeyos ATt

D6Ur f ey | ab eslwstingobtsix nselodic diwisionsaof time

folia and clearly setting his text to each.

Source Thomas DO6Urfey, AThe Kingbés Health
EEBQ

six divisions and their texdbovethe provided ground bagBg. 3). At this time in

England, providing the musical notation for songs was only common if the music was
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newly composed, vemecent, or if the composer or editor wanted to clarify how to set

new text. Any of these reasons could expl a
musical notation for the firgl682)p u bl i cat i on of.onfADbBEr Kengdsft
third, and fourths r ai ns al i griginaMhree(Appendi}l. Thefictfour strains

of DO6Urfeyos i arbatsothe samg dthe firdt ehiad| sedonl, and fifth
respectivelypfFar onel | 6 s Di vThs piecepubbshed ml685,rwasu n d

mostlikely a descriptive(as opposed to prescriptivieanscriptioro f  Far i nel &s
performancés) while he traveled in Englarid the 1670s andublished aftethe fact.

Farinel 6s maeougldhave aldo mftuenedd @ U réfsettingof i T iKe n g 6 s
Healtho!?

Some indication of the songatgmu si c6s growing fame i n E
found in | ater publications of12@Lbyale Ki ngés
Songs printed by Nathaniel Thompson, only th
along with an indication thatitshouldbe s g t o fGH arurnfigreenexé( s
pagd.®*Each of the songd6s six strains is | abel
structure othe music used: six divisions over the folia ground. The same format is used
in the 1685 e dil80iogahSormd* ThE fact timg musicabnstation was

not provided in eithet20 Loyal Songer 180 Loyal Songmdicates that the music had

12 Hudson,The Folig xxviii, 88i 90, 97 107.

13 Nathaniel ThompsorA Choice Collection of 120 Loyal Songs, all of them Written
since the Two Late Plots, (vithe Horrid Salamanca Plot in 1678, and the Fanatical
Conspiracy in 1683London, 1684)EEBQ, 179 181.

14 Nathaniel ThompsorA Choice Collection of 180 Loyal Songs all of them Written

since the Two Late Plots (viz.) the Horrid Salananca Plot in 1878 the Fanatical
Conspiracy in 1688London: Nathaniel Thompson, 168&EBQ 300 302.
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The Kings Healthy fir 4o Fatmiel!s Gmnd;.
In fix' Paﬂ“ ‘T‘S” yaw '
Firft Strain, it 07t
]Gy to Grentcaﬁtr‘,; i " :
Long Life, :Love and Plea{ur
*Fis a Health that Divine -is, ¢
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But take it off thus Bo s . banZinae
LetsheKing leave-fok ever,« - 103 10 e ‘)
"Tis no maccer forig: B{)ys ARURY
e ‘HSrcbnd-lS{rmm‘ '1'” o rf.,,‘., i:M
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\ Gwedemal . :
e gty oy el U s - She

Flgure4 AThe King20boyaHSoragé t ho i n

Thompson pr o vtexdaadsthe Ridelindicatoy 6 s

for AFarrinel és Grounds, 0 no musi c.
strain suggests that distinct divisions (presumably those by

D6Urfey) should be used for each ver
Source:Nathaniel ThompsomA Choice Collection of 120

Loyal Song (London, 1684)EEBQ, 179 181.
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become widely known and that the reader needed only a reference to jog their memory of
the associated music.

The rise in familiarity wasikely also due to several publications of untexted
versions of the later folia in Engld, all of which begin with the same division and share
at | east two other divisions wi GdnteeDo Ur f ey 0
Companion being Exact Directions for the RecoyderJ o hn P | agefDwisiahé s 16 8
Violin, Henry Pl Apyoflolrododss BlaendgOweoth n TRA®ivison 6 s 1708

Flute are all instrumental sources that contain the folia, naming it (some variant of)
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Far i nel &3he®stromental versionihp ol | o 6 swhiBhesmapsifive

di vi si ons wit h sDaélnhrtfietyl besd sheTthtei nfguune of

Farr

of (All Joy to Great Caesprdig. 5).6Thisl a b e | provides evidence |

readership would have equated the folia whth phrasé Al | Joy to Great

incipit text of DO6Urfeyds song AThe King

”t_ Tuuc of F .amm!’s (..round,to the Soag of ( All Foy to (:rmt Calar. )

[P S o A ) ‘ o !'x e e _‘I_':! ?- ':...... g ,
e e e el
'
Figure5. Tune indication irApollo's Banquet
The use of both AFarrinel és Groundo and
the foliads music
Source Tune 46 itHenry Playford Apollo's Banquet Containing Instructions, and
Variety of New Tunes, Ayres, Jiggs, and Several New Scotch TunesTimltlee
Violin (London: E. Jones, 169@EBQ
The prevalence of common divisions, especially within a genre rooted in
improvisation, is in part evidence that these divisions \&#need tothe folia ground
bass in England. This, in combination witle performance traditionsf broadsides and

health songsallowed the English folia to become a set of stalotie melodies, no

longer dependent on the ground blass itself.

15 Humphrey SalterThe Genteel Companion being Exact Directions for the Recorder:
with a Collection of the Best and Newest Tunes and Grounds Ektartion: Richad
Hunt and Humphry Salter, 1688EBQ John PlayfordThe Division Violin: Containing
A Collection of Divisions upon Several Grounds for the Tr&fatdin (London: John
Playford, 1685)EEBQ Henry Playford Apollo's Banquet Containing Instructions, and
Variety of New Tunes, Ayres, Jiggs, and Several New Scotch Tunes for theViokble
(London: E. Jones, 169@EBQ

18 Henry Playford Apollo's Banquetitemnumber46.
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The Folia in Ballads

The 1689 ballad AA New Song on King Wi llia
indication of Ato the Tune of, Joy to grea
the same as the first strain/ffiglé nektgagedn of D
This ballad also labels six strains of text, which is unusual for the broadsidedwaila

normally, different verses were indicated only through spacingd@étationfrom this

established printing tradition by specifically labeling the sgaim combination with the

tune indication that <cites Do6Urfeyds incip
and therefore to the folia divisions he used. The strain markings in the ballad suggest that
each verse could be sung to a differentddivion, as t hey woul d have
AThe Kingdéds Heath.o Fitting the syllabic c
significantly easier using the six different divisions rather than accommodating the single
melody provided on the broadsideetach versedowever, wemust still allow for the

possibility that some readers/performers would have asdhe provided melody for

all verses on the broadside; accommodating ballad tunes to verse text by altering the

rhythm or inserting tones was anemon performance practice of this getite.

YA New Song on King William & Queen Mary
(London: E. Hawkins, 1689EEBQ

John War dThe Britigh Brogoside Ballad and its Mugidournal of the
American Musicological SocieB0, no. 1 (Spring, 1967): 4 this article, Ward
di scusses the misleading way Claude Simpso
Groundo as onl vy f{The®ritishiBroadside Ballad ansl itsdMosici n = hi s
however, Ward also acknowledges the reality that some wouér@\known all
divisions and therefore only used the one printed.
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‘A New S O N G
- RRing wuuam ec @uzm maw,‘

To the Tune of, oy to great Ceefar. Licenfed according to Order.
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Firft Strain. Let Gods made of poor Bread

No more be worfhipped,
E E T Crowns, Fame and Treafure,{ But every Popifh Peer

Love and ]oy without Meafure, That goes Embafladour
Still attend our great Cafar, To Rome forfeit his Head
Let Fove take a Pleafure, -For fuch a Traiterous Deed,
To quaff Divine Nedtar, ) And all the Lands he owns
And Drink his Duration ‘ To fatisfie the Crown,
Like a boon jolly Heétor, The Expences on that Whore.

To the God of our Nation.
Fourth Strain.
Second Strain.
Great Orange undaunted fears not their dam'd

Try chasce, (Treafon.
Figure6. Tune i ndication, melody, and strain
William and Queen Mary. o0 Bar 4 is missin
I n this ballad, the folia is solely | abel
provided melody is the same as the first
SourcefiA New Song on King William & Queen Mary to the Tune of Joy to
Great Caesad ( L o n d wkins, 16B9) EEBQ.
Whether the ballad was performed with six divisions or just ibreimportant
that the music is referred to as fiJoy to G

source of the folia from c. 1700 England also tittesthe mgsic&é J oy t o Gr eat C

rather than other knownglisht i t | es (such as Farinel s Gro

a7



variants))®°Usi ng the incipit text of DoUrfeyods se
AEngl i shingd process, one trittaretofithrmew,ged a p
local performance tradition.

Anot her ballad, AThe Loyal Heal th, o pri
folia (fig. 7, nextpagg.2° Within this printing, three melodic divisions are provided, each
correspondingtoone of thertte e ver ses of text printed. Bu
(and the | ater 1689 ballad, previously dis
not labeled aseparatéi s t r a i nesvioronatJuggessshat the printed melody is not
different variations on a single line (the ground bass), but is instead a througlosed
tune, albeit with harmonic repetition. The presentation of this music as a single, through
composed melody helps disassociate the ballad from the ground bassiahtyg the
defining feature of the folia. Because ballads were commonly perfaaroadpella the
ground bass would not have been parmosbt(if not all) performances of this ballad or
thelateM A New Song on Ki nvwarWi.lol iTahnelladsnt da nQluaeredn b
performance tradition helps to disassociate the folia fteground bass origins, and
therefore the foreign origins of the music, allowing the folia to better serve the purposes

of the English.

®AJoy to Great Caesar, 0 The MiasLibaryManuscr
Oxford, Part 4: English Music Manuscripts before c. 1850, Reel 13, 12v. The
accompanying catalog datess reel to c. 1700.

20 fiThe Loyal Health Occasion'd by His Majesties Most Happy Deliverance from the

Late Horrid Phanati cal Conspiracy by the F
1684),EEBQ
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II Monarchy haters,
And VVhiggs of that Leven,
VVith Aflociators,
Sce the care of kind Hceavens |
Great CHARLES ftill obtaineth;
VVhofe will ne’re was bounded,
His Pleafure, and Reigneth,
Y Vhile you are Confounded.

1

Figure7. Melody and firsv er se of #fAThe Loyal Healtho
The provided melody consists of folia divisions, separated by double

bar lines

SourcefiThe Loyal Health Occasidd by His Majesties Most Happy

Deliverance from the Late Horrid Phanatical Conspiracy by the Fire

atNewmarkeét ( London: ChaEEB&s Corbet, 1684) ,
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The Folia in Health Songs
Asindicatedbt hei r titl es, both DO6Urfeyodsatililhhe Ki
are health songsvhich revolve aroundrinking toasts to communally celebrate. The
health genre changed meaning and function during the seventeenth century, particularly
during the English Civil War and the Interregnum. During this time, when ddniself
signaled opposition to Puritan values and rule, healtlysvere increasingly linked to
Royalist (Cavalier) loyalty and were used to praise English literary, mythological, and
traditional figures, therefore helping to code the activity and gefriiealth drinking as
uniquely HAENnglish. 0o Th e-cehtenacbnndiationeeof t behi nd
drunkenness, gluttony, and immorality, and instead became a cherished tradition of
England, consciously used to build community and loy2lffter the Restoration, this
tradition of singinganddrinking healths to the king (or queen) remained common and
continued to reference ideas of national loyalty and identity.

AThe Kingdés Healtho and AThe Loyal He al
tradition; because these songs used the folia, that music basaowated witlthe
health genre and participated in its function. A quintessential health, described at the start
of this chapter, was sung as part of the 1692 Pplay Contented Cuckhol@he main
character, Sir Peter Lovejoy (the contente
Joy to Great Caesar, 0 so that the group of

Singing, as well as by [their] Drinking and Fighting; a little Mivilil make the Wine go

21 Here, | apply the theory of invented traalit to the change in function of the health
genr e, described by Rebecca Lemon in AComp
E n g | &ngtish ldterary Renaissane3, no. 3 (Autumn 20313): 38414. My
understanding of invented traditions comes from Eric Hatvsn and Terence Ranger,
eds.,The Invention of TraditioCambridge: Cambridge University Press, 1988).
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down th&Lbe¢jteyd® chosen health is Do6Urfey

referenced by the incipit text AAIl Joy
Within the play ofThe Contented Cuckhgld is possible that onlthe melodic
division® not the ground badswould have been sounded while Lovejoy and his four
friends sang and drank at his house. This type of unaccompanied song wolldstave
reflected the reality of how healths were performed. Like catches (someabf wéie
also healths) and other drinking songs, healths were commonly sung at home, coffee
houses, or taverrts Often a spunf-theemoment activity, the singers may or may not
have had their chest of viols or other instruments available, and in pubkingrplaces
they were most likely sung without instruments.
The spontaneous performartcadition of healths reflects the importance of the
genre to community building, specifically one of masculifft.ovej oy és | i nk
ADri nki ng a notunifue fprathealthgAopervasive theme in health songs is

victory in battle, adding ideas of masculine superiority to the genre and supplementing

t

ideas of jingoism and a crusading spirit.

celebrating military viatry, and joining together in political loyalty reiterate and

verbalize a performance practice that was centered on fellowship. In singing and drinking

22Bourne, The Contented Cuckhgld 25; Lemon, ACompul sory
403 407.

0]

Co

ZLemon, ACompul soris0&pnRkngehai MySbardé&7Jon
Song, and Politi cs RopularBVasicB5yno.id@dlé)r1ldA27&n gl and

Examples of healtigatches can be found he Catch Club, Or, Merry Companions
being a Choice Gllection of the most Diverting Catches for Three and Four Voices
(London, 1690).

Lemon, fACompul sory Conviviality,o 409.
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a health, musicians would have creatdsbazontalcommunitywith each otheand
dedicated that commupwito the monarch and their defeat of enemies. Health songs

indexed the nation, referencing and creatiagdentity.

A Protestant Caesar
Through its use in healths, ballads, and even instrumental music, the folia during the

Restoration had eonstant theme of Protestant loyalty to the crown, and through the

crowmnt o Engl and. I n setting text to the folli
musi c obvious themes of | oyalty to Charles
became @econdary titlofthesong cont ains Charles 11 6s comn

most likely chosen to symbolize his dominion over and protection of his English
subjectg?® This epithet is found throughout Restoration literature and popular music, and
thenspiration for one of the most popul ar bz
Londg. o

William [l (r. 16891 1702) was also hailed as Caeaadgiven the religious
overtones of the Glorious Revolution, the
when used for WilliamAnti-Catholic sentiment reached a fever pitch in the last several
years of Charles 116s reign, causing the E
Catholic James, Duke of York, from the throne. James did succeed the thitdme, bu

steadily lost supporflo the majority of his subjedisWhigs and Tories alil@& James

®Do6Urfey, fiThe Kingbdbs Health.o

26 Marsh,Music and Society 2 3 6 . Mar sh notes that nALet C
most popular ballad turie Early Modern England.
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realized their fears of a Catholic king. James suspended Parliament, promoted a standing

army, created a court through which he aimed to govern the Church, issuathbats

of Indulgences to end persecution of Catholics (and Protestant nonconformists), and

removed local officials from their positions if they did not promise to vote for legislation

repealing penal laws against Catholics. The high numbers of thosee@fnom office

demonstrates how unpopular James and his policies had begttrimethose in

governmentand it was no secret that they were removed becauséthed i d] not con

to what the king commands ormdtol h a v e t A’ &hm ungapuladity of a me s 6 s

policies and the prospect of these becoming permanent under his son caused seven nobles

to unite and invite William and Kary, as i
The goalof prevening a Catholic monarch was eventually realized throigh t

nowcal | ed Gl orious Revolution in 1688. The

daughter Mary and her husband William of Orange, both Protestants, and James was

deposed. William and his army landed in England on November 5, the anniversary of th

Gunpowder Plot. An anonymous letter printatérstates that William had intended to

land on November 4, his birthday and wedding anniversary, but delaying to the

Gunpowder Pl ot anniversary was fortuitous

2 Thomas Booth to John Booth, Twemlow, March 24, 1686, Folger M38F.c.
Folger Shakespeare Library, Washington D.C.

28 An Account of th Reasons of the Nobility and Gentry's Invitation of His Highness
the Prince of Orange into England being a Memorial from the English Protestants
Concerning their Grievances, with a Large Account of the Birth of the Prince of Wales,
Presented to their Higlesses the Prince and Princess of Orafigsdon: Nathanael
Ranew and Jonathan Robinson, 1688), 24.
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thesame Day it formerly was &&hsiugcioadf f or Rui
current and historical events marking the triumph of Protestantism over Catholicism

seemed to give William and Mary added justification for assuthiathrone; accounts

ofWil i amés | anding and progress to London d
Protestantism and orderto Englaéi@.he 1689 ball ad AA New Song
and Que ewhichMasrexd, ciAll Joy to Great Caesar o a
example of how theame and ideology of Caesar was transferred from Charles to

William I, assigning William and Mary the same status as godly Protestant pretector

and defenders.

Bythemidei ght eenth century, the title #AAII
forthefoliai n Engl and. This title was used to re
original title,and it was also used to reference the music of the folkaghsh ballad
opera3! The first 1728 printingoT h e B e g g a vy dobn Gayi €86 A732)and
JohanrPepusch{1667 1752) contained only the tune indicatiohit J oy t o Gr eat
C a e sfax AiroXXIl, accompanied bythe stage direction fdhe characteMacheath to
drinkashesingn By the third edition in 1733, fto

scoreand the musick prefixédd to each song, 0 t

2 A Letter from a Gentleman in Exeter to his Friend in Londamdon, 1688), 2.

30 CressyBells and Bonfires185 6; primary accounts of celebrations include: Gilbert
Burnet,The Expedition of His Highness, the Prince of Orange, for Endlamadon:
T.W., 1688), 3An Account of the Proceedings and Transactions that have Happened in
the Kingdom of England, sintlee Arrival of the Dutch fleet and the Landing of the
Prince of QlordangPeBj 36887 2. my

' Joy To Gr eALCompleta €ddleatiordof @lchand New English and
Scotch Songwol. 1 (London: T. Boreman, 1735CCQ 20.
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included in the printing al ¥Thgcomtinueduset he | a
of this title as opposed fi- a r i n e | @os a nédre ohviaud reference to theadol
demonstrates that the t hematwithchemmwasadt at i on
fleeting, but rather par trurtbeimora, wihieach ise ned 0
of f Cdhe music woald then index currdigures such as Charlésor William 111

as well as their Protestant victories over CathoMissicians and listeners alikeould

therefore be continually reminded this antagonistic relationshgnd the need to unite

in communaloyalty in support othe Protestantdefender.

United Protestant Community

Wit h Thomps on 20 Lgyal Bdngbl68h)x andb8a Loyaf Songél685),

AThe Kingdéds Healtho and the music of the f
Protestant loyalty and identity. The extended title@fal Songgbothcollectiond notes

that they were Awritten si nSalamahcaRBlotifwo | at e
1678 and the Fanatical Conspiracy in 1683,
House Plot, respectivehAnti-Catholicism increased throughout the 1670s due to several
events that, in the eyes of the public, more firadgociate@atholicism with foreign

powers and tyranny. Charles Il passed (and later was forced to revoke) a Declaration of
Indulgence to give more freedomEaglishCatholics; in its stead, the Test Act was

passed on March 29, 1673, which mandated that anyone dpaldlialitical office must

2JohnGay, A Ai rThXXIBle,gd a(rabdsn: JOhm &Viatts, 17285CCO,
55John Gay, ATAN @ B.eXd d altpbdsn:i Joim Vates, 173FCCQ
71
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deny transubstantiation; essentially, this Act forbade any Catholics from participating in
government3 James opposed and refused to adhere to the Test Act, therefore revealing
his conversion to Catholicisi Later that year, Jaes would marry Mary of Modena, a
Catholic Italian princess, which sparked fears of a Catholic dynasty on the throne; her
landing was marked in London by burning the pope in effigy.

This undercurrent of an€Catholicism set the stage for the explogreeentirely
fictitious Popish Plot of 1678. In August 1678, Titus Oates and Israel Tonge presented
the king and the Privy Council with fabricated evidence of a plot by Jesuits @hkitles
I, burn London, initiate a Catholic uprising, and support adfrémvasiort® After the
Great Fire in 1666, Jamesod0s conversion and
Catholics infiltrating and taking control of the government, the public was primed to
believeevidence of yet another Catholic conspirdtin 1683 the Rye House plot to
assassinate the kirag he traveledas discovered. This plot was not fictitious, but it was
prevented by a fire at Newmarket, which caused Charles and his brother to change their

travel plans.

33 Miller, Popery and Politics55 56. Transubstantiation is a defining belief of the
Cathdic church.

34 Miller, Popery and Politics67i 70. Miller questions the validity of the public
connecting Jamesb6s conversion to their fea
whether valid or not, the fact that these fears were comnsgrigicant

35 Harris,London Crowds92.

3¢ Coward and GaunfThe Stuart Age365 366. For a thorough investigation of the
Popish Plot, see John Kenydrhe Popish PlofLondon: Heinemann, 1972).

37 Coward and GaunThe Stuart Age366.
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The use of TMmWhemapksod ma reeditle af lyal Songseferences
the Popish PlofThompsoruses thé&panish city tevokeTitusOae s 6 s Spani sh
education and (supposed) Spanish JesuitBiesising this name and by including the

Popish Plotn the title, even seven years latethe 1685 edition 0180 Loyal Songs

Thompson applies the Protestéhee t hol i ¢ confl i ct to the more

Conspiracyo (t hentamparameouskisadio seferienceeliges s
extremism, despie t he Rye House Plotdés relative

this title, therefore, Thompson immediately provides the reader/singer with the impetus

| ac

and ideology behind the mugiontainedvi t hi n. Hi s preface note

even more spefit, saying that thé.oyal Songsre a powerful force within cultutbat
can convince listeners their message and therefatively creat loyalty:

Amongst the several means that have been of late years to reduce the deluded
Multitude to their just Alegiance, this of Ballads and Loyal Songs has not been

the least influence. While the Fergusons, and Heads of the Factions were blowing

up Sedition in every corner of the Countrey, these flying Choristers were asserting

the Rights of Monarchy, and proclaimg Loyalty in every street. The mis

informbd Rabble began to |isten; they b
their Errors, and were charmdéd into Obe
Prelate in the Pulpit, and the Grave Judge on the Bématwvill neither submit to
the Laws of God or Man, will yet lend an itching Ear to a New Song, nay, and
often become a Convert by It, when all other means prove inefféétual.

The language Thompson used suggests that there is a sizable,anetinér eal or

imagined,of disloyalcitizens Thompson gives music great power with this statement,

crediting popular songs such as ballads with the ability to turn other@bs#lious minds

and i rintohopal caizens.

®This prefatory text 0 Thd20tLdya SoRgaralti86 r 0 i s t

Loyal Songs
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ThetebrmsThompson chose to use in this prefa
AReverend Prelate, o and AConvert, o0 again p
publication and the songsllected thegin, no matter their individual texts. Creating and
emphasizing religiousvertones in turn deemphasizes internal political party dividions
namely between Tories and Whigthat mightdisrupta cohesive national identity. The
local strife between Tories and Whigs was central to the Rye House Plot, but this is not
evidentinThomsonds front matter.

Thompson includes DO6Ur f enyodtidoyalBanggy i The K
collections despite the fact that it was written before the Rye House Plot, not after, as
Thompsondés suggestssn Beyd i tnictl luedi ng fithinnmee Ki ngdés H
publication that emphasizes religious unity, Thompson helpbdethe political
di vi sions present i n Do Wxhibienglisstylsobwitgnd D6 Ur f
satire, AThe Kingbés Healtho refkeFenoeBl @tn
Tories guard the Ki ng®Butldespite Wise bifidgrics,m Hal t er
the final strain D6Urfey reflects on the i
disappear in the communal bonding of health singing and drinkimg call for an active
creation (through performance) of wunity <co
purpose of his publications.

The 1684 ballad AThe Loyal Heal tho is o
extended title states thatthesorms A Occasi ondd by His Majest

Deliverance from the | ate Horrid Pfanatica

®¥poUrfey, fThe Kingds Health.o

40 fiThe Loyal Healttd
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And yet, even this ballad does not name Whigs after the first strain. Instead, it
concentrates on AKifdtHeaVi€hpdehd pidt dAnio
The extended title, while explicitly referencing the Rye House Plot, also creates
religiousd not politcab connot ati ons through the use of
description of thd&kye Housd® | ot as t he ki@gfFi oe Tat Newmar K  a
Thompson in his preface, was often used in religious conversations to deride Jesuits, and
the latter recalls the Great Fire of 1666, the plopenings, and even the joyous bonfires
celebrating the Protestant deliverance ftbien Gunpowder Plot. Along with a text that
only once connects Whigs to the Rye House Plot, indexing these historical events
trivializes the political strife and hel ps
to the king, joining the singers Rrotestanallegiance and community.

I n keeping with the health vipenceand DO UTr f
militaristicvi ct ory, especially in the fourth stre

Great Charles, like Jehovah, spares Foes would unking him,

andwarms with his Graces the Vipers that sting him;

6til crowndédd with just Anger the Rebel s

Thus Heaven can Thunder when ever it ple&ses.
I n comparing Char | ederehces the divingd actones @ the OldDo Ur f e
Testamentpartoft he emer ging trend to consider Engl

home& and haved of the godly. Linda Colley has noted how English Protestants viewed

their nati on amasothermmdtabt hgr |l essateh, 0 and t he

41 fiThe Loyal Healtto

2poUrfey, AThe Kingodés Health.o
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godly deliverancandtriumph over enemigsistified thatworldview, making it easily
map ontccontemporary social, political, and religious conflitks.
After the Great Fire of 1666ninister and writeSamueRolle, while attributing
the fire to Catholics, compat&ondon to Jerusalem and Rome to the corrupt Old
Testament city of Babylotf.Babylon is described in the Old Testament (particularly in
the books of Daniel and Isaiatme latter of which foretell¢s destructiopasagodless
city and place of captivity for the Jewthe Chosen people of Gdd.the New
Testament, the Apostle Paul used Babylon to reference Rome (1 Peter 5:13) and the
Revelations (17i3%) use Babylon as a metaphor for earthly coramptThese references
would prove useful to Protestants wishing to condemn the Roman Catholic religion
comparing Rome or Catholics to the AWhore
Rol |l ebs comparison between Rome awgthe Babyl o
Catholic religion, but also a way to state that it would be Protestantismd London
that would survive and prove to be the true religMnosically, these themes are perhaps
most evident or tangible in the oratorios composed by George Frideric Htmed2!d
Testament themeaxf these oratorioseflected and helped to maintain this comparison to

Israel throughout the eighteenth centtity.

43 Colley, Britons: Forging the Nation30. This same ideology is behind the more
familiar ACity wupon a Hillo idea of Purita
States.

44 Samul Rolle Shlohavofflamd, or, the Burning of London in the Year 1666
(London, 1667), 162, 82EEBQ

45 Colley, Britons: Forging the Nation31i 32. The oratorioand their allegorical

relationship to British Protestantisame describetly Ruth SmithnHandel 6 s Or at or
and EighteenttCentury ThoughCambridge: Cambridge University, 199213 229.
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Figure8. End of third and enst iHealftohud t h str ai

Theslower rhythms and similarity to the first strain help to emphasize the fourth

strainés text over that of the third strai
Source Thomas D6Urfey, AThe KEBOg6s Healt ho (
This same compari $omoi puifiTh&oldi ngds$s hde a

and through him, the English, justifying and legitimizing their Protestantism, despite any
political party affiliation. The melodic division that accompanies fibisth grain of text

is significantly less ornamenteshd has more conjunct motion than the previous strain; in
serves to clarify and

performance this emp

and more easily understodij( 8; full song inAppendiX. Furthermore, this strain is
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extremely similar tdhes o n fiysh drain,the melody of whiclwas most strongly
associated with the folia in England, used in every extant notated exdingle.
importance and weight given toetfourth strainof texti n D6 Ur feemghésizet®o n g
idea that the Englisbommunityd the new Israel living in the new Jerusaéens unified
through Protestantismising aboveany internal political faction.
This unity is displayed in the use of i
The Contente@€uckhold Whi | e DO Ur f ey 0 aitical af Wigigs,wnadl890 s o me w
these remarks would have lost their sting. At this point, William Il kiag, and his
supplantingof James Iwassupported by Whigs. That the original meaning and political
slant ofthis health song was ignored and instead tsel@monstrate Whig allegiance to
the throne, reflects how the reception, performance history, and layers of contegtiallow
themusic to change function withthe culture. Whilecontinuing to suppothe
monach, this text and the music that carriés the foliad came to surpass individual

party loyalty, rising above internal divisions to become a standard health through which

to demonstrat@rotestantoyalty and camaraderie.

The Folia Englished

That the fola wasnat tied specificallyto theTory party, but instead to general national

allegiance, iglsodemonstrateddy its inclusion in HennP u r ¢ seinibp@&raThe Fairy
Queen(1692).A uniquely English genre, thesemmiper a ( s o matamatoks cal | e
operad6) is a staged pr o dingiogandspokewdiadlogue.a mi Xt

The genravas heavily influenced by thenglishmasquéradition, highly popular at
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courtin the sixteenth and seventeenth centufi&¥hile the folia inPurc e | sendapera

is varied harmonically most obvious is the major, not minor, kethe melodic

variations Purcell uses resemble those used in all previous publidgaibnsehe folia:
D6Urfeyds n0Thalsodihmrgdusg hH & aulnteh a yn@li cthd a lotnh 0 Aar
AA New Song on King Wil | iTe@Genteea Gom@aniene n Mar y
John PIlTahgDivieondidis and He nrAy oR Baogydégogr ol 6 s
GivenPurcelb s | ose connections to Dobedardndy and t he
Purcell s prominence within English music
aware of the folia nor of the commonh e mes attached to this mus
To Great Bamgtextslohn®layfbrd named Purcell in his will aRdrcell

and D6Urfey wer e ;theyeolpbosmted foeci oglhlta boof r aDtéolrrsf ey 6

an Ode to Queen Mary in 1690, anddbdéoUrfey

Next pageFigure9. Thematic content of Purcell 6s AC
and Wo niheFairy Queen
The first theme is similar to the first st

second theme here, with dotted eighths, is similartdithet d st r ai n of DO Ur 1
(seen at the top of fig. 8; full score in Appendix.) While using dotted rhythms was a

common way to vary a melody or ground bass, the use of this rhythm strengthens the
similarities to other versions of the folia.

Source adaped from Henry Purcell, Act V imhe Works of Henry PurceNol. 12, The

Fairy Queened. Anthony Lewis.

46 Eric Walter White A History ofEnglish OpergLondon: Faber & Faber, 1983),194
97.
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and Aenea$’Pur cel | 6s choice of genre | abel with
Dancef or Chi nese Man and Woman, 0o al so dr aws
the folia. A chaconne is a piece in triple time with a repeated chord progression over
which mebdic variations are performeth other words, Purcell usegyeound bass, the
original genre of the folia

That the musical similarities should be taken seriously is further supported by
where Purcell inserts this (albeit varied) folia and its thematiction withinThe Fairy
QueenPurcell placethen Chac on nleedt wleenrc et he tri o and cho

Be As Happy, o0 both sections of which have

They shall be as happy as theyodre fair
Love, Love shall fill all the places of care

Andev 6ry time the sun shall di spl ay

His rising light,

It shall be to them a new wedding day,
And when he sets, a new nuptial night.

This song is oa of the more overt examples of hdwe Fairy Queemelebrates the
marriage anniversary of William Il and Mall, and along with that union, theshared
accessiorto the throné’?wi | | i am and Marydés marriage is w

possible and amenable to both Whigs (who supported the Protestant William over the

4CyrusDay,edThe Songs of (Camridga:$Han2d University,
1933), 11, 15, 33; John McVeagihomas Durfey and Restoration Drama: The Work of
a Forgotten Write(Aldershot: Ashgate,@0), 22; Robert Hum&,he Development of
English Drama in the Late Seventeenth CenfGford: Clarendon, 1976), 301;
Margaret Deat& mi t h , APl ayford family (1) John Pl a
Grove Music Onling2001, accessed SeptemberZ¥21, https://dedrg.proxy
um.researchport.umd.edu/10.1093/gmo/9781561592630.article.43168.

Henry Purcell, fAAnd TTheFpryQueafléb2) Be As Hap

YFrans and Julie Muller, ACompl ettingg t he
Ear | y Eagyaviusac33ono. 4 (November 2005): 66581.
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Catholic James, dceagepand Toried (avhosuppoded QBaryuas the | i
direct descendant of Jamgt)erefore enabling the Glorious RevolutiSn.

The fiChaconne: Dance for Chinese Man and W
surrounding trio andHappyy® acfem@hheyngShalel
the folia to the surrounding teffig. 10). One member of the initial trio is Hymen, the

god of marriagewhosingspr ai ses and affirmation over th
which six ChinaOr a n g e arécormieesl,ca symbolic representation of Mary (and

her porcelain collection, painted in a Chinese style) and William (the Prince of Ofange).
Afterthish They Shal l B, ¢he kkysis nihmntpimegt and despite dhe
noticeable shift of meter,the melodi cont ou$h alf | iB&d eks Happyo r

t hat of the fAChaconne, 0 or, by extension,

Next two paged-igurel0.Tr ansi ti on between the trio ATh

foliavariatiors i n AiChaconne: Dance for Chinese Mar
While the meter changes, the key and pulse is maintained; when the chaconne ends the
triods music is then repeated in the choru

made morapparenby the surranding text.
Source adapted from Henry Purcell, Act V ithe Works of Henry PurceNol. 12, The
Fairy Queened. Anthony Lewis.

%0|n representing each political faction, this marriage is similar to that of Henry VII
and Elizabeth of York, who by representing Lancaster and York, respectively, helped to
end the wil wars known as the Wars of the Ros&kis comparison is helpful to
conceptuali ze the i mport anc ¢acaessiondiheé | i am an
throne,thoughtheir marriage was neither caused by nor did it end a prolonged civil war.

51 Henry Purcell, Act V iriThe Works of Henry Purcelol. 12, The Fairy Queeped.
Anthony Lewis (London: Novelladl 96 8 ) , x x i i ; Mul | er, Al mpor
EarlyOp er a j60.6 6 9
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| suggest that, despite the HhherFargni c va
Queenshould be accepted as an example of the later folia. The musical similarities to and
its placement between the trio anhgktedxhorus
of AThey Shall Be As Happy. o0 By interpol at
William and Mary, Purcell continues the political theme of the folia, using the énssic
connection to jubilant healths and communal loyalty s up p or t celebnaoryma s q u e
festivities and dancing in honor of the monarchs who came into power through the
Glorious Revolution, a declaration of Protestantism.

Thefolia, as it became a distinsét ofmelodic tuns associated with particular
and recurring themes of ®estant national community and unification, experienced an
AEngl i shingd process similar to those of i
divisions of the folia were not completely new, nor were thrgginally English. In fact,
it is interesting that the folia originated in and came to England from geographic regions

that were bulwarks of Catholicism; namely, Spain, Italy, Ersthce>® The fact that the

folia has this history, and that this history is even referenced in morefitétal g | i shedo
titles such as AThe Spanish Follyeo or ndFa
folia was Iliterally Ainventedod as a cul tur

national identity’® Functioning as an invented tradition, folia therefore became a
musical topic in England, indexing a complex set of values and customs, carrying cultural

history and meaning

2Ward, AThei41Bo0lia, 06 417

Eric Hobsbawm, Al ntroducti on: |l nventing
eds.,The Invention of Traditionli 14.
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Through the intertextual associations builtMayioustextsand their themeas
well as the inherently communal natwfehe performance traditions for division pieces
and health songs, the folia established a sense of horizontal comrByratyntinually
indexing current events such as monarchs?©o
celebrations including pope bungjs and bonfires, or the Restoration itself, the folia
helpedto link innumerable English citizens to each other. This skoveemove the
individual from themselves and instead become anonymous memlaessijpérseding

community:the nation.
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Chapter 2

TheCibell in EnglandCreating a Tradition

In the afternoon of March 2, 1669, Samuel Pdpftsvork at the Nay Boardand made
his way home ttis wife andnine guestssome of themfamily Af t er a ., 0finobl e
during which heespeciallyenjoyed the attractive featuresasivoman namedetty
Turner,the group socialized into the evenjragnd fve more guests joinetthe party.The
group Af e lahdcdntnued,amyavithringermission for a good suppktnto
in the morningd! The dancers weraccompanied bg violin, atheorb (it he best i
towno) and T {Pepysadses ot sgdetheiinstigumenGreeting used who
was al so musi c i n dpysustatds thattheydanggeganyg s 6 s wi f e.
Acouhamyge|[ s], 0 and that it was fAone of the
greatest content. o

Dancing was a main form of entertainment for Pepys and his frigvigite the
evening of March 2eems tdvave beemparticularly specialdr Pepys, he also describes
manysmaller and moreasuakeventsengagingifjusta fAcount r y atlgotc e oOr
supper Sawheh Pépgsdttended a court ball on December 31, 1662, he noted the

different types of dances performéaluding country dances, one of whigdhCoc k ol d s

al | dawrlye d etBewid dahce df Eraylarad.fihatRestoration citizens could

! Pepys, March 2, 1669
2 Pepys, March 2, 1669
3 PepysMay 21, 1663

4 Pepys, December 31, 1662.
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associate ountry dances with Engl aspdcificgaton aal s o
differenti F r e n ¢ h elthe@ating whermdandes were of foreign origyinis likely,
then, that evewhen at home dancing witiis wife, just one guest, ar a company of
sixteen, Pepys and his fellow dancers knew the association between country dances and
England.

One of thes country dances is the cib®WiIthoughthe cibellgenrewas marked
as a country dance and an Englistditionby the publications in which it was printed
thec i b el | 6 sin Foancelg thischapteri | avill investigate thHi&nglishingd
procesf the cibell; | argue that the cibell genre was Englished to become an invented
tradition, allowing the genre to create vertical community. In turnpttuisess
constructed ideas of lorgfanding tradition and an antagoniSielfi Otherrelationship
with France. Combined, these processes are evidencékddhe folia,the cibell genre

contributed to creating and establishing a Protestant English national identity.

Origins of the Cibell

The cibell is an English dance genre; withirstgenre, there are many tunes and
compositions, most of which are simply t
minuets, gigues, and other parts of a dance suite. The English author John Hawkins

(1719 1789), in his semindkxt A General Hisbry of the Science and Practice of Music

5> Pepys, Novembet5, 1666

*ACi bell 06 is now t heGrave lavil dsaaibdll thsopghduttien g ,
chapter except in quotes, whé will preserve the original spelling. Othsixteenth and
seventeenttenturyspellings of cibell include: cebell, cybell, sybel, sybell, sebell, sibel,
sibella, and sabell.
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(1776))descri bes the cibell as fAan air in dupl

repeated in division at the will of the composer, but with this remarkable circumstance,
that several strains are alternatelyhia grave and the acute series of notes in the musical
s ¢ a'lTeedadble méer and theanse of alternation between both long and short note
values,each ofwhich were often associated with a particular registetefining

elemens of the genre.

As musicologist and early music performer Thurston Dart found, the source of the
cibellgenreisthe hor us A Nous d,ebyBrensh compaser Jedaptistae r
Lully (fig. 11, next pagk® In his operaAtys(1675),the chorus isung in response to the
goddess Cybellebs arrival , tnamee’lguwldidyeésss 6 s
mel ody from this chorus became known in
analyzed later in this chapter) and sparked an entire gerréhsiEnglished name of
cibell. There is no concrete evidence fo
though Dart does provide some possibilities. At the root adhajpossibilities, and most
important to remember, is the regular cultural excbdmgtween England and France
(described irChapterl).

I n this chapter, I investigate the ci
its role in constructing a Protestant Englidéntity. | argue that, through intertextuality

and performance tditions, the cibell genre created historical community and became an

7 John HawkinsA General History of the Science and Practice of Musit 4
(London: T. Payne and Son, 177B;CQ 392 393.

8Dart, fADhe Cibell

Dart, AThe Cibell,o 25.
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Figurell, The source of the cibelAtys ANous devol
Lullyds melody in this chorus became known

duple meter and sense of alternation created between the melodic voices and continuo
parts became foundational parts of cibell tunes, according to HawkinsScitdree and

Practice of Music
Source adapted from JeaBaptiste Lully,Atys: Tragedie miseneMusique(Paris:

Christophe Ballard, 1689).

invented tradition of England. To demonstrate this, | will analyzestxamplesa cibell

by Henry Purcell and the cibell tune known

Purcell 6s Cibelll

Henry Purcell (16501695) composed his cibell for trumpet and strihigs)y between

1690and16951° The piecewas published posthumously as a keyboard arrangement in

YHenry Paibellee Thea Works of Henry Purcelol. 31,Fantazias and
Other Instrumental MusifLondon: Novellg 1965), 95.
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the 1696A Choice Collection of Lessons for the Harpsichord or Spinhestlikely that

Pur c el waé poputanzedehrough and after this printetlection rather than via a

manuscript source or private performaittB.ar t ar g u e spietelisshevelur cel |
first English cibell; allotherEnglish printed sources of cibells inedi ng t he AOI d
tune) date frdmkafttead | BAssc €lhlog®ls| 68 ci bel |
contains the distinctive alternation between registers and is in duple(figet&®, next

pagd.Dart descri bes Pur coefl ILéusl | cdfibsaltmuBaisccan | i0r
tunewas heard, circulatl and popular within England is evidend®dits inclusion in

printed works, including the posthuma@boice Collection of Lessons J o hn TMal s h 6 s
Division Flute(1708),andGe o r g e B50Aigslhaghoi§cs 1715)“Pur cel | 6 s c i
wasalsosettbext by Thomas DO Ur Bangs Camplddld b | i s hed
andWit and Mirth(1719)*° | have also found two manuscript sources that show

individual transcriptionsof Ruc el | 6 s mel ody and title it as

sources recognizes Purcell as the comptiddanuscript sources like these

1 Henry Purcell A Choice Collection of Lessons for the Harpsichord or Spinnet
(London: Frances Purcell, 169&®EBQ, 61.

P“Dart, AThe6.Cibell, o 25
Bpart, AThe Cibell, o 26.

14 John WalshThe Division FlutgLondon, 1708), 14; George BinghaB Airs
Anglois(Amsterdam, c.1715), 18.

BThomas Do6Ur f ey aSomys GompleatyPle®sanaand Divertive
(London W. Pearson for J. Tonson, 171B)CCQ, 2:7Q 71; Thomas D'UrfeyWit and
Mirth; or Pills to Purge Melancholy4th ed. (LondonW. Pearson for J. Tonson, 1719),
ECCQ 2:70Gi 71.

¥fiSibella by Mr. Purcell,o in Tdae Music M
Library, Oxford, Part 4. English Music Manuscripts before c. 1850, Reel 13,
MS.Mus.Scre5 6 3* * 2r; ASybell, 06 in The Masi c Man
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Figurel2. Purcelés cibell
Note the alternation between right and left handmitation of the alternation
found in Lullyds chorus (see fig. 11)

Source Henry Purcell A Choice Collection of Lessons for the Harpsichord or
Spinnet(London: Frances Purcell, 169&EBQO, 61

demonstrate that printed works and aural transmission ifegtiee incirculating

Pur c el laddsthatnmsuckbell was known and incorporated into musiaking

practices.

Drinking to Purcell s Cibell

Thomas D6Urfey set text to Purcellids ci bel
1702), makingahealttosng i n prai se of ACaesar, o0 yet ai

Library, Oxford, Part 4. English Music Manuscripts before c. 1850, Reel 13,
MS.Mus.Schy.610,29v.
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epithet for the king (s=Chapter1).}” While not printed until at least 1719, in both
D6 Ur fSengtCompleatndWitand Mirth t he wuse of ACaesar o an
Holland clearlydate t he song to during Williambés rei
Crown your Bowls Loyal souls,
Caesar to his Home returns;
From the Shore, Cannons roar,

England Smiles and Holland mourriés.

D 6 Ur ftextycantins typical features of health songs;s$#rencing the act of

communal drinking, bonding, and loyalty to
your Bowlsodo) and other | ines such as dafild/l
AAmdow in a Chorus sing, welcome best of Ki

Look on my &l ass and me. 0

Through these cheers, along with their corresponding actions of communal
fell owship and drinking, DO6Ur f eydiscodedbng em
as specifically English through Ilyrics cit
creaesa sense of Self in opposition to Otheisher the foreign land of Holland or the
enemiesleemedi Mal econt e nt & Becausedthesd dhenges acs . 0
identified by name, the fAMalcontentso coul

home or abroad. The choice of HAVipero conj

17 Sources of this song include: M1497.C42, 1:93r, Folger Shakespeare Library,
Washington, D. C. ; Sdadgs&gnfpleal:dq 7&; D'drfeyDVEitlandf e y ,
Mirth, 2:70i 71.

18 Folger M1497.C42, 1:93r

19 Folger M1497.C42, 1:93r

20 Folger M1497.C42, 1:93r
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overtoneg! During the Restoratiommidstliterature that detailed the waysvirich
Catholics were the constant enemies of England (see Introduttibong A Vi per s o ar
implied to be Catholics.

D&Ur feybds text f or 0 &sopotentiallybe indexe owl s, 0 ¢
through a purely instrumentall permosimanice
included, correctl y a tTherDvidion Flue®f Ugoroseding m, wi t
the composés name or hearing the tune, musicians and audiences might recall the text
set to the music, and through that text, the themes of Englialyl@and Protestantism
The connection to England is reinforced by the fact that attiiedls found inThe
Division Fluteare by English oEnglandbasedcomposers, reinscribing the idea that the

genreoriginated in anavas unique Englant?.

The AOl d Cibell o
In theScience and Practice of Musdawki ns used the A0l d Ci bel
the genre, describing it as the quintessen

popul ar 0 e x a MPrintedseviderice feom thé egeighteenth century,

211n Genesis, the Devil takes the form of a serpaoicauses man to siteading to
manés baniBdanment fr om

22\Walsh,The Dvision Flute 14.

23 Among the cibells withiThe Division Flutds one (p. 1%credited to a Signr.
Baptist It is possible that this tune was composed by Giovanni Battista Draghi, who
according tdHawkinsg composed many ai{Science and Practice of Mus#26)
Hawkins alsoérroneously gi ves credit to Draghi for cor
as | explore later in this chapter.

24 Hawkins,Science and Practice of Musig93.
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demonstrating popular reach of the tune,give e dence t o Hawkld nsdés cl

Cibell 0 waextbyi DéUr ey Worders irhthesSunpop, the a

Kingdom of the Bird¢1706); the music and text of the song water reprinted in

D6 Ur fSeng®iCompleandWit and Mirth®> A Mr . Estcourt al so use

Ci b ¢olsdt lbis owrtext, published in th&he Merry Musician(1716)*The @ Ol d

Ci b ¢uhelwihout lyricds also found inThe Compleat Country Danciflgasteras

well as the third (1718) and fourth (1728) editions of the second voluifigedDancing

Master t he continuat i oilil686f7)kmwnedsetl ayf or doés (
The A0l d (g h3erneXtpaget s ner i ginally from Lul

Atys. Amongal I t he printed publications containi

Lully asthe source of the music; most commonly, the tunewas sienplyt i t | ed A Ol d

Cibell, 0 demonstr at itmtat namedThiettlecsgysal@ agétami | i ar

audiences, especially when the originally compddarlly d is omitted,either purposely

or i nnocentldtexd.e sHawlkpitnsotns of t heveryadmg, assoc

emphasis] per s on shis®dWithaut alkmownecompeserjttbe nce of

BT homas D\Vhbers ietiie Sun, or, the Kingdom of the Bfidk6; repr. Los
AngelesWillamAndr ews Cl ar k Memori al Library, 196
Songs Compleai:139 DdJrfey, Wit and Mirth 1:139.

26 The Merry Musician; or, A Cure for the Splegondon H. Meere for J. Walsh,
1719),ECCQ 1: 208 210.

2" The Complea€ountry Dancing MasteflLondon H. Meere for J. Walsh, 1719),
ECCQ 2:368 369; The Dancing Maste3rd ed. (LondonW. Pearson, 1718ECCQ
2:356;The Dancing Mastedth ed. (LondonW. Pearson, 1728ECCQ, 2:358.

28 Hawkins,Science and Practice Music 393.
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Figureld The A0l d Cibell 0 tune
The tune comes from t hAtys(figelll)psdng in ceSponseaitd | y 6 s

the goddess Cybelle.
Source adapted fronThe Dancing Mastef3rd ed. (LondonW. Pearson, 1718ECCQ

2:356.

AOl d Cibell 6 had potential to bekEoglisme an au

community to claim ownership and incorporate it into their local traditions.

Dancing tHd onOl d Ci be

The A0l d Cibelld tune is present in the th
second volume ofhe Dancing Master whi ch advertises the cont
andnewtune®®®Gi ven that t helldCiuibe | krgphasishyhe music i Th e
is labeled a oldd not newd and therefore given automatic associations of age and

hi story. These two editions werTdeDaming of t
Master, first published in 1651 aBhe English Dancing Mastefhecollectionwas added

to and republished multiple timésr nearly eightyyears (Henry Playford took over its

2% Dancing Master3rd ed., 2:356Dancing Master4th ed, 2:358.
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publicati on af t e itwakmasedfasathelsane bosk tabetlathen) and
verbally literate and illiterate by the repeated usitesame woodcubn the front cover

The continued rappearance of the work and its prominence within English music

culture helped to cement tB@ncing Masteias a household name, a contemporaneous
authority for dance instruction and popular music, some aflwdriginated during the

Tudor era in the sixteenth centufy.

Theextended title of th®ancing Masterlso specifiesthatd ont ai ns A Coun
Dancegb and so the cibell falls under the genre category. Répyss description of the
courtbalonDee mber 31, 1662, also names a countr:
is included withinthe Dancing Masterproviding evidence th& | a y fertend tilenf
fiCountryDances o0 was not just nominal, but rat he
to Restortion English men and womeéh Furthermore, Pepys alsxplicitly interprets
ACoc kol dsasiatl h e aavir ¢ , d addemnonswoatindi@incguintey dathces
indexed both age and the natdWh i | e Pepysods diary entries
publication in England, the evebanhangl i ncl u
Masterwould invite its dancers, musicians, and audiencesdeive itin the same wa
as Pepysas an old countrgance of England.

With its inclusion in thédancingMaster t he A Ol d Carce !l | 6 1 s |

history, bound together with music from the glorified Tudor era, which first brought

¥For example: fAGreensleeves, 0 composed an
Dancing Masterolumes.

3'pepys, December 31, 1662; In Playfordos
ACuckhol ds al l a row. o

32 pepys, Decembé&1, 1662
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Protestantism to England. Celebrations of Tudor Protestantism were camohon
popul ar after t he ABcessidnday, Hdvemben 17wak telelrated e t h |
in 1679by burning the pope in effigy, drawing crowds of 200,000 in Lortdon.
Engl anddéds (and Elizabethoés) victory over t
referenced inconjunction with more current events, such as the Great Fire and the
fictitious Popish Plobf 1678 The Tudor era was actively remembered and glorified in
Restoration England: by being placed alongside older, Teidotunes within the
Dancing Master, the cibell was implicitly connected to that history, a history that was
still relevant with each new religious conflict.

The 171%collectionThe Compleat Country Dancifigaste (not connected with

the Playford fasmindoglésded btlhe at®loch)Ci bel | 0 &

extended title of the publication states t
CountryDances, 06 therefore more explicitly addi
the music, i nichealdli®ngfHTThiedssodakionandihe emphasis

of age further contributes to the impression that the music within was not cosmopolitan,
but, rather uniquely English in origin. While this publication was not officially
associ at ed Dandnd MaBterthe simdaritekDirsname and contents would
have created a connectifor audiences, indexing the same history and themes.
The composer for AOl d Cibelld is never

publications Thisis fitting for a tune thais supposedly rooted folkloric tradition,

3¥Sheil a Wil | i-Baumsn,i niigT hPer oPcoepses i o n s Joarhal 16 7 9,
of the Warburg and Courtauld Institut24, no. 12 (1958): 10.

34 Compleat Country Dancing Maste?:368 3609.
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suggesting that it waanonymized as it was passed down from generation to generation.
No mention of the original composer, the French Raptiste Lully, is given. As
whole, these dancing volumes helpedtode t he A0l d Cibell 06 tune
folk tradition, linked to a long and glorious Protestant history.

Hawkins in his Science and Practice of Musaefined thecibell asa dance
genre and this is supported byh e 7 O lkingdnclodsdin théDancing Master
volumes andCompleat Country Dancinlylaste .2 Further evidence dhe link to dance
isseeninhow ci bell s wer e o cofeationThzedidsion FluteWa |l s h 6 s
Walsh groups cibel&si n c | u d i ndgwithiPpuetudes dndl ahvaconnes, highlighting
the functional similarity to these other compongattsof a suite all associated witkhe
tradition of dance. Together, the printed publications of untexted cibells demonstrate that
the genre was a standard elemdriarly Modern Englisikdomestiadance performance.
Similar to how the performance practice of the health genre embodied communal loyalty
and bonding, dancing also would have joined partners and groups in fellowship,
accompanied and driven by cibell mu€dancingwasa common form of socializing,
entertainment, performance, and eveineeribing other cultural norms (of gendeace
class, etc.) ifcarly Modern England; by being part of this ritual, cibells actively

constructed English culture and comntyni

35 Hawkins,Science and Practice of Musig92.
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Singing the A0l d Cibello
English culture and communityeregi ven speci fic values throu
because of the themes applied to the music through its text settings as well as intertextual
relationships to Pur ovédlol e tc iPueglcle.l | Dlso ma 9 e
t he AOl d Ci bel Wandets in thew; ornthe iKingglomooptlee Biads
(1706)3® The music was used for a dialogue between a man and anywomeant to
represent Ahumour s andcavlilcye sh RPoafs ht hleg nCooruannt cre
Timerous Housewifery, exprest in the Figures of a Pleasant new Listed, to go to the
Wars, and his Wife and three or four Brats following, she Crying and Perswading him
agai r'SThis context éxplains that the song presengsaitteristics of the English
countryside (allegories of the Court and City were presented earlier in the opera); the
audience |l earns of the mandéds hopes to beco
that the breadwi nner wielgButhy theendohtbeksongi t h a
the wife admits to her husband that they w
the Pamper 6d Fr enheleavgsdonwali eat , 0 and t he

Besides the irony of using a tune composed by a Frenchman to ingedétiod,
the referenclowar wi th France and the housewifeds
importance helps to add associations of xenophobia to the music, forming an Other in

contrast to the English Self. Furthermore, the allegorical nature of the chaadltiers

3D 6 Ur Kimggom of the Birdss3.
"D 6 Ur Kimggom of the Birds53.
D6 Ur Kiggom of the Birds48, 53, 55

%D 6 Ur Kimggom of the Birdss5.
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for some ambiguity: which war with France? Near continuous, any war or invasion of

France would fit this song, extending its application beyond the present into the past and
future. With this timel essnesdocredteltne song a
vertical community, connecting to all English households and how they negotiated the
everpresent conflict with France.

The A0l d Cibell o tune was also used for
aBeauTo the Tune of edinthe ldl@&dlectonTheNedy, 6 pri nt
Musician®® The text, set by a Mr. Estcourt, makes this tune into a health songtee i
Loyal Healtba nd @A T h e Kibothganalyzdd eChdpterh, cEst court 6s t e
Di al ogue bet ween a ccharactdristicaly réfavewsdiinkwiththe Be a u 0
incipit text ALard, how men can Claret dri
Queen, 0 Along | ive the ®©rimee,;hafusachadron her e o
dates this sontp before the death of Queen Anne in 171%he song opens with
womandés disdain for wine, but, in the natu
persuaded to show her conviviality and unity wite goodfellows by drinking healths
to the Queemndher heir, her country, and to Protestantism. Themes of English national
identityaren ot only | i nked & aorginallyerittén®@y LdilydoCi bel | 0 t
through the text, but also through the commupeaformance practice of the genre,
joining the singers together in song and drink. Furthermore, this song incorporates a

woman into the practice of health drinking, which was initially and stereotypically a

40The Merry Musician 1: 208 210.

41 The Merry Musician 1: 210.
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masculine andhasculinitybuilding activity?? Thi s hel ps to expand the
community, allowingior more than justen to call for, embody, and reify a sense of
belonging.

The themes of loyalty and militant Protestantism, created though text and health
song performance traditions, create an inketteu a | relationship betwe
tune and the cibell composed by Purcell, which was also made into a health song. The
communal act of drinking, singing, and verbalizing loyalty and a sense of togetherness
helps to (re)initiate the drinkers intioe identity about which they sing. Furthermore, the
health genrebés underlying associations of
intertextuality, emphasizing the antagoniSlfi Otherrelationship. While not a health
song DoO6Ur f eofthe ¢ ©f dtune€fgr biseopdracalso directieferencesvar
with Franceanot her exampl e in which antag.onism i
Through all texted cibells, England is continually pitted against evil enemies, whether
iMal econtentso and AViperso (D6Urfeyods text
Frencho (Do6Urf ey 6*Giverehe politicad climia@ lofdhe @nelrel | | 0 ) .
especial |l y sditsd ctolug tQl d eGitbel | 6 thbat cheer e
Churchcleart hat itshe fAPamper 6d Fandthesdm#'Thend @[ Vi |

layers of a Protestant Self versus a foreign, evil, and Catholic other are builtmjoist

2Angel a McShane Jones, #ADrink, Song, and
Popular Music35, no. 2 (2016): 172A73.

BM1497. C42, 1Kiy@m pfthD Birdsb5t teeynes of militarism and
violence are described inylbéel®d&8n, ACompul so

44 The Merry Musician 1: 210.
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onecibell melody, but between both melodies that were set to tegtelore, it is noa

singletune that constructed national identity but the cibell genre as a whole.

Englishing the Cibell Genre

That the cibell genre became coded as unig
purposely used to build English national itignis evident first in the intentional choice

of D6Urf ey and E ssimdaoreligidus andjingsigtithenteetadibsll wi t h
tunes. The success of the intertextual relationship in assigning meaning to the genre is
revealed through later eitgenthcentury uses, descriptions, and citations of the cibell.
Purcell 6s cibell was i ncl udeanyeighteenthnSybel | 3
century collectiorb0 Airs Anglois®l n addi t i on GOAIrfAngloissdsb | 6 s ci |
containboaafiBybblt e dDdrtmoted Mat, despif® Airg AngloiD

being published in Amsterdam, Bingham and all the other composers he includes are

English or made their careers in England, makingpire Angloistitle logical #’

Bingham also puldhed40 Airs Angloiswhich primarily features works, including a

A Sy b eAirll®, byaGettfried Finger (166A730); while Finger was not English, he

45 George Binghan{0 Airs AngloigAmsterdam, ¢.1715), 18.

®ASybel | 4 ®B0OArsMglois@gh a m,

“Dart, fAThe Grokeentnyfor Willi@m7Gorto dise mentions that
George Bingham was a member of the Kingds

Wi | | iGeowe,Masic Onling2001, rev. 2013, accessed June 14, 20@ds://dot
org.proxyum.researchport.umd.edu/10.1093/gmo/978198630.article.11492
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lived and worked in England from 168/701and wasactively involved at court and in
theder productiors *8

Bingham must have thought the airs he selected, including the cibells, to be of
good quality He also claims thdtis initial Airs Angloisvolumewasfavorably received
enough tgorompt his publication of an additional twolumes demonstrating some
reach and success of his collecti6hi$he titleitself is an important detail; in labeling all
music within asAirs Anglois Bingham markdthese tunes as Englidbabeling because
of its very mundanand regular appearandgs impotant consequences of continually
reinstilling the idea t ha&@%Becausesitisthe musinalalirse u n i
themselves that are marked as English, as opposed to any composer (especially Finger,
who was not ethnically English), the mugitaes are able to supersede any individual
ownership and become markers of a national identity.

Performing cibell tunes would most likely have involved more than one person,
therefore creating a physical and concrete community between perfoFoeexanple,
50 Airs Angloigs written for two flutes and basso continand40 Airs Angloisis
written for flute and a bass instrumelnt another instancéhe audience ofhe DOvision

Flute would most likely have had multiple instruments on hand, givemttiasion of

“¥peter Hol man and Rober tGroRaMuscOnline2®F i nger ,
accessed June 13, 2021, https:Holg.proxy
um.researchport.umd.edu/10.1093/gmo/9781561592630.article.09670; George Bingham,

40 Airs AngloigAmstadam, c.1715), 14.

49 The dedication t@inghan® 40 Airs Anglois e a d s : ALa r®c®ption f
vous avez faite a mon second Ouvrage, me porte devoofrir un troisiéme, dans
Iésperancgsic] que vous le recevrez avec le méme aplaudissenent

®0 Billig, Banal Nationalism93.

88



several grounds and divisions (including the folipally,t he copy of Pur cel
held bythe Folger Shakespeare Library includes music for a keyboard instrument and the
flute, in addition to the vocal lind.While these examples prescribe the music for two to
three musicians, performance traditions would have allowed any number of muicians
join in the performance, expanding the reach and community of this music beyond what
the score alone implies.

The @Ol duneGhathsacluded within dancing manualould have also
involved partners physically joining together in dance, theirantants guided by
musicians performing the cibell music. The manuscript sources and the many printed
publications that include the cibell are evidence that the genre was routinely used as part
of the regular ritual of home music makiagd dane. Pepys desibes country dances as
being used for small gatherings, large parties, and court®b@ltsuntry dances could be
performed by a group of any size, as indic
as valorigdidé the tune and figure for the daricEhis instruction is found
throughout thdancing Mastec ol | ect i on, i ncluding for the
Cibell 06 dance, t her efiobonheafewhldanderstbhtanepticket ent i a
court into a single communitgs the steps tgalaned and the music they heard indexed

England.

51 Folger M1497.C42, 1:93r

52 pepys, December 31, 1662ay 6, 1663May 20, 1663May 21, 1663May 27,
1663,November 15, 1666viarch 2, 1669.

53 Dancing Master3rd ed., 2:356Dancing Master4th ed2:358; the instructions are
also visible in fig. 13.
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As an Englished genre, the cibell fit perfectly within and contributed to pre
existing performance traditions of health drinking, dancing, and amateur music making.
In howit wasset to text, sounded, and lalléhe cibell functioned as an example of
banal nationalism, reproducing English national identity in seemingly insignificant or
unremarkable way¥ The fact that the cibell became a recognized genre incorporated
into existing performance traditionsdicates thathe musicians actively created English
national identity as they made the mugpiarticipated irdancefigures via any text set to
cibell tunes and contributed to the ritual(s) of music practice or performzriceany
sounding ofa cibell ture, the music could have indexed any other element of the genre,
be it dancedrinking loyalty to the monarch, or singing abewr with Francé®
Functioning as part of sustained English culture and adiiatsvererecognized as
traditional, the cibell therefore contributed to the sense of vertical English community,
connecting English citizens who participated in that same cultul®sesame taditions

throughout time.

CibellsInventinga Timeless English Community
The success of the Englishing processeisnlater in the eighteenth century, in
Ha w k i Stienéesand Practice of Mugit776). In his description of the cibell,

Hawkinstakesgae t o di sgui se and downplay the Fre

54 Billig, Banal Nationalisme.
%5 Billig, Banal Nationalism42 51, 93.

Fol ger M1497. C42, 1:93r; Briggs and Rich
Soci al 1#ower , O
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chorus inAtys This demonstrates a continued intentional effort to English the eibell
makeit a uniquely English tradition rather than a genre or form that originated in France
or wasdependent on French music culture.

Hawkins presents the cibell genre as an example of dance airs, which he states
were greatly influenced by the musical leadershifhefEnglishcourt after the
Restoration. He descr i be ksllhhusvbetcdngderdrae st or a
remar kabl e epoch in the history of music, O
choral music and especially the introduction and standardization of the violin and its
family instruments within English musté Hawkinsn ot es t hat Charl esds
of French manner s a n dforrratioa of enbw vinlin banadatdhei ns pi r
English court, inmitation of theF r e n ¢ h vi@oasuwu roid e band waked first by
the Frenchman NichokLanier, and following himthe Englishman Matthew Locké.
As Peter Holman has noted, the new court violin band (and other court ensembles or
institutions) performed an important cultural role in introducing new instruments as well
as influencing the songs, sdas, and dance forms of English muSiés he admits and
describeshe French influence on English muaitd dance airthat came with the
Restoration, Hawkinspecificallycredits thecibell with AEnglish[my emphasis] masters

of t h e novLantetor any,other French musicians at cddithis word choice

5" Hawkins,Science and Practice of Musig82.
58 Hawkins,Science and Practice of Musig85.
%9 Holman,Four and Twenty Fiddlers

60 Hawkins,Science and Practice of Musig92.
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serves to highlight the inherent Englishness of the cibell, despiperhapsntentionally
counteracting any relationship to France.

This effect of deemphasizing the French influence on the cibell is more blatant as
Hawkins continues his footnote heanghzesnati on
as the quintessential and most popular example of the genre. Hawkins incorredly state
t hat Dvaderrdneoys in creditiige FrencmanJeanBapt i st e Lul ly for
Cibell 0 tune, claiming instead that the tu
(c. 1640 1708), an Italiarborn composer who made England his permanent home
following the Restoration in 1660:

[ThefOld Cibellot une] i s printed as a song with

purge Melancholy, vol. I. page 139, the author of it is there said to be Sig. Baptist,

by whom some have understood Lully, whose Christiamesavere Jean Baptist,

but the person meant is Sig. Giovanni Battista Draghi, of whom an account will

hearafter be giveft.

Hawkimissbast t ri buti on of AOl d Cibell o6 to Drag
Englishing process and actively participates.in it

First, Hawkins creates the possibility for ambiguitydisingenuouslyelling his
readerthaDbd Ur f ey attri buted the tune only to AS
However, D6Urfey did indeed provilhs the su

publications t hat Kingdor of theRirdét766¢Witadd Mith Ci b e | |

(1719), andsongs Compledfil719).Second, HawkinemphasiessDr aghi 6 s Engl i s

61 Hawkins,Science and Practice of Musi893;for more information on Draghi, see
Peter Hol man, fDr a@dve MusicGOnling2804,racceseed Jurneild t a, 0
2021, https://debrg.proxy
um.resarchport.umd.edu/10.1093/gmo/9781561592630.article.08126.
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connectionstherefore crediting the cibekjther inadvertently antentionally, to a
composer whde viewed asssimilated into England.

After his definition of the cibellandver edi t i ng dofDragh®l d Ci bel |
Hawkins provides a brief biography thfe composelin whichhed i mi ni shes Dr agh
Italian origin and onjures the idea that he was an English musician. Havakgdights
Draghi 6s | ong work in England, details the
Stuart monarchs, and qualifies Draghids fo
A as s i msdtyke toehdt oftihie old English masters, as appears by an anthem of his,

060This is the day that the Lord hath made, 6

anddancée unes composed by him, the me%odies wh
Withthisst at ement , Hawkins not only claims tha
Englishcomposerbut i mpl i es that it was i mproved b

influence also applies to genigawkins notes that Draghi composed in the uniquely
Englishanthm genre, and this connotation is carr
dancet unes, 0 one of which was fAthe famous tur
incorrectly naming Draghi as the original compdSdy the late eighteenth century,
therefore,the i bel | genre was used to validate a c
This is evidence of the success and longevity of the Englishing process, demonstrating

thatthe cibellcontinued to beemoved from its French origins and thoughas

something tradionally and distinctly English.

62 Hawkins,Science and Practice of Musu26.

63 Hawkins,Science and Practice of Musi26 427.
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As ahealthsonggndc ount ry dance, and having been
throughcollectiontitles andlyrics, the cibelwas r i pe f or Hawkinsds e
origin. The musical practices gave ttibell afacade otimelessness, seamlessly slipping
the new genre (the first example of which was written by a Frenchman) into English
music culture and used to verbalize and embody English community. In this way, the
cibell genrebecame an invented tradition amelped to create a sense of vertical national
identity 54

A cibell is included within thd 784 collectionMusical and Poetical &icks of the
Welsh Bardspublishedn Londonby Edward Jone® Jonesdedicated the work to the
Prince of Wales, the futur@eorge IV,anpr esent ed t he Avenerabl e
and Poetryo t o tWeshiiheritance, eecallinghetmaditiort of thef hi s
heir apparent to the English throne being invested with the Welsff titistorical
signifiers are overdn the title pagéfig. 14, nexttwo pages)with phrases such as
Apreserved by tradition, 0 Aauthentic manus
pastoral sonne®’ Theb o o kobitspiece features a bard plucking his harp, standing
precariouslyon arocky outcrop over a frothing river, an army on the far bank in the
background. Standing in a dramatically shaded, rugged landscape, with clothing that

recalls ancient Greece, the bard seems god

64 Anderson)magined Communitie®3 35; Hobsbawm, Al nventing
Hobsbawmand Ranger, edsThe Invention of Traditignli 14.

% Edward Jonedyiusical and Poetical Relicks of the Welsh Bajidsndon, Edward
Jones, 1784).

66 JonesRelicks of the Welsh Barddedication.

67 JonesRelicksof the Welsh Bardsitle page.
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MUSICAL AND POETICAL RELICKS
©F.THE B
W E L S H B A R'"D S:
PRESERVED BY TRADITION, AND AUTHENTIC MANUSCRIPTS,
FROM REMOTE ANTIQUITT;
NEVER BEFORE PUBLISHED.
TO THE TUNES ARE ADDED
Variations for the Harp, Harpfichord, Violin, or Flute.

WITH A CHOICE COLLECTION OF THE
PENNILLION, EPIGRAMMATIC STANZAS,
, o g,
NATIVE PASTORAL SONNETS OF WALES,
WITH ENGLISH TRANSLATIONS.

LIKEWISE A
HISTORY OF THE BARDS
FROM THE EARLIEST PERIOD TO THE PRESENT TIME:

AND AN ACCOUNT OF THEIR

Mufic, Poetry, and Mufical Inftruments,
WITH A
DELINEATION OF THE LATTERER.

DEDICATED, BY PERMISSION,

TO HIS ROYAL HIGHNLESS THE PRINCE OF WALES,
By EDWARD JONES,

of lentiss, Lisndderfel, Merlonethlre.
SO T BT e s22 S $o00i205

Treoy'r dolydd tare'r Delyn,

Oni be'r ids yu y bryn s

O gywair dant, a gyr di

Awr orboen i Eryri! Cr. Owen.

LONDON: Prmintep ror THE AUTHOR, ann ro ne nan or Him, av N° g, Princes-STREET,
HanovER-SaIrARE,
LIKEWISE MAY Bk rai a Book oF Iranran Sownas, witn Accomrasynmests rok ik Hawr, or HARrprsIclorD; anD
A Book or SoNATAS, ¢, COMPOSED BY THE sAME AUrnon.

1784.

Figurel4. Frontispiece and title pagelusical and Poetical Relicks of the

Welsh Bards

The diction throughout the title page and front matter indicates a heavy

i nfluence of Romantic valuesol ke.sopeci al ly
Source Edward Jonesviusical and Poetical Relicks of the Welsh Bards

(London, Edward Jones, 1784).
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below the engraving. The themes of nature, history, and secret knowledge through music
reveal a Romantic i nfl uenc eglodfiiedhidtorynaeads 6 s pub
the folk, whether real or imagined.

Perhaps swept up in the Romantic desidet¢ate and honor both real and
mythological history, Jones advertidgslicks of the Welsh Bards giving the London
audi ence fanci e averbeforeypsblisked®? imtlaetasevofttsfi Sinb e | o
included within this collection, this claims false, and most likely used to boost
popularity through excitement surrounding the revelation of pieces that had supposedly
been fApreser vde da ubtyh etnrtaid® T mannd Senbiep ©s pa bl i st
Jones irRelicks of the Welsh Bardagas actually published twentiiree years earlier, by
Robert Bremmein The Harpsichord or Spinnet Miscella(i761)/° When Jones placed
t he fASi bel Welsh tilesdtmrislatiorts bf 8/elsh poetry, and a preface
including a Ahistory of the Bards, from th
was nicely disguised, masking i Welshori gins
publication’?

Whilei t coul d be that Bremmerds music i S &
focusisinsteadnJ ones 6s f |l amboyant <c¢l aims of the ar

Relicks of the WelshBards c | ai ms t hat are attached to tl

%8 JonesRelicks of the Welsh Bardtle page.
% JonesRelicks of the Welsh Barditle page.

“fASi bel , &elicksof theoWelstsBards 6 3; A Ci bel , 0Then Robe
Harpsichord or Spinnet Miscellar{izondon: Robert Bremmer, 1761), 11.

1 JonesRelicks of the Welsh Bards
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publicat i on. I n his introductory AHiIi storical A
insinuates that the music is descended fro
ant i diHowewerhistitlei Si bel 0 as well as Bremmer 6s 7
anexample of the cibellgenre nt r oduced to EncAdlyswasd only aft
published

Despitetherelativelyrecent developmermtf the cibellduring the Restoratiofa
century is by no means the Autmost sigoint o
able to apply Romantic ideology and myths
because English citizens, by the late eighteenth century, were already primed and
conditioned to believe that cibells were an authentic tradition of their ndesiite the
genr eds F.r?domes wouldhave yeemable to employ this ideology surrounding
thecibellas i nspiration or justificatiWhe for in
thecibell genre itselieventuallyfaded from popularity, its effectdearlydid not.The
cibell hadservedo define Englishness agairfsteign Catholicandboth physically and

ideologicallyjoin loyal Protestarg togethethrough tradition

2 JonesRelicks of the Welsh Bards3.

3 English ruleover Wales was established in thte thirteenth centurgnd increased
from that point.

98



Chapter 3

Godly Tunes in EnglandVaking a Protestant Nation

Elizabeth Fowler of Tetbury attended church on September 20, 1692. Soon after, perhaps
that very day, she used her cookbook to reflect upon the samadengnote of the
readingsgdiscussinghe sermononth@st r ai ght aningtheefullow, 06 and
verses of the hymn she spel©Onefcanenginebes fisung
cooking in the kitchen or performing other tasks in the home, singing the hymn as she
notated it in her cookbook, and perfung it again angherhapsagain as she referenced
recipes for brisket and pie or used her sermon notes as devotions. Fowler clearly had an
excellent memory, able to write several pages of reflection on detailed points of the
sermon on Matthew 7:14, as wa# several other sermons by other preachdes.hymn
text is neatind carefully formattedsupporting the idea that after such an extensive
paraphrase on a sermon, writing out three
detailed remembrance ofrsnons and the hymn demonstrates that what happened in
church also happened at home: the messages she heard and the music she sang while in
church were brought into her home, part of her everyday life.

Fowler wouldalsohave known how to singetrical psalmsmetrical psalm

singing was near ubiquitous in English Protestant worship, more widely accepted than

! Elizabeth Fowler, Cookbook of Elizabeth Fowler, Folger MS V.a. 468, Folger
Shakespeare Library, Washington, D.C., 118v, 125v. The ay#mipit textis: RO enter
at the narrow gate, for wide is that of Si

2 Fowler made detailed notes of sermons by various preachers, ffill@@yi 140r of
the manuscript.
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hymns. Whereas hymns used Biblical text and themes for inspiration, the psalms were
considered the very text of the Bible, written firstlbgvid of the Old Testament. Per
Protestant theology, the psalmeretranslated into the vernacular and sung by the entire
congregation; specific meters were used to ease congregational singing. Metrical psalms
were standard in the Church of England aselduin several other Protestant
denominations. The first edition of metrical psalms was published in 156&/itbke
Booke of Psalmky Thomas Sternhold and John Hopkins became standard in 1573 and
remained the authoritative and most popular source faigakepsalm singing until 1700,
when Nahum Tat e aANewVersiandf theé Rsams BfrDavilgcame
widespread.

The fact that metrical psaltersr books of psalms in metevere printed is further
evidence that psalm singing was not coaditio the church. Psalter title pages and
prefaces specified that the psaloositainedwithin were also for private devotional use,
in order to fAirecommend ourselves and our C
greatest afflictions} SternholdHopki n $VBiade Booke of Psalnesn cour ages fddai |
Experiencedo of the psalms, so that they ar
retained °Ehi mamet W. Fowl er s memory i s not

predominantly oral cultures depend on memorizatiom other scholars have detailed

3 Thomas McCartThe Matter and Manner of Praise: The Controversial Evolution of
Hymnody in the Church of England 176820(Lanham: Scarecrow Pred€998), 19.

4Thomas Sternhold and John Hopkifiee Whole Booke of Psalms as They are Now
Sung in Churche@.ondon, 1688)EEBQ prefaceDuguiddiscusses morevidence of
psalters being intended for private usdietrical Psalmody1l, 2, 5

® SternholdHopkins,Whole Booke of Psalmpreface.
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the presence of psalms in secular spa&@mnsidering that religion was visible in every
steeple, written into school primers, and memorialized after a pie crust recipe, it should
come aso surprise thateligiousmusic would also be overt in everyday liféf sacred
music was not formally or practically separated into sacred spaces, then it follows that
sacred music would be related to other contemporaneous musical genres.
In this chapter, | will explore the closdaonship between Protestant sacred
music and broadside ballads, using as a case study the Psalm 124 psalm tune and the
AFortune My Foeo ball ad t uandthemhticimilafities, ar gu e
these two melodies existed in the same nalisicund world for Restoration English
citizens, therefore together indexing larger values and practices of Protestant English

national identity.

Metrical Psalms

In Early Modern English Protestant worship, there were three main musical performance
traditions: chant, metrical psalms, and hymns. Chant, the singing of liturgical prose text,
continued after the English Reformation, though simplified and in the vernacular. Chant

tunes, many of which were descended from the Sarum Rite, had recitation tones, were

6 Duguid, Metrical Psalmody2, 5, 188184;Watt, Cheap Print and Popular Piety
Adam Fox,Oral and Literate Culture in England, 500 1700(Oxford: Clarendon,
2000).

" An example of an early clihood primer that contains clear religious them&@his
Protestant TutofLondon: Benjamin Harris, 1679), the preface of which describes the

intent to teach children how to ASpel]l and
Abhorrence of Romish Idolatryt the same time, which being infused in their green and
tender years, may | eave an I mpression in t
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homophonic (as opposed to monophonic Gregorian chant), set ipddurarmony, and

mainly performed in cathedrals or large churches with cBdigsnns, such as the one

Elizabeth Fowler sang and recorded in her cookbook, were not used in every

denomindéion because, while the themes were Biblical, thestesdrenot This sparked

t heol ogical debate, centered on how fAgodly
written ther texts.° Hymns were not widely accepted in England until the-aighteenth

century; their popularity corresponds to the establishmevtedfiodism and the

influence of hymns by Isaac Watts (176448)° While hymns and psalms differ in

their text, they are musatly very similar, especially as hymns often use metrical psalm

tunes.

Metrical psalm singing was a way to involve every parishioner, as the music was
designed to be accessible to illiterate or musically untrained worshipers by using easy
melodies, repdiibn, narrow ranges, and syllabic text. The first melqdiregally
published in the late sixteenth centusye r e k npropear tures o feexclusively
associated with a psalm, occasionally reused for successive psalnespsalms were
set into meer, designated by how many syllables were in each line of text. The syllabic

text setting and iambic couplets are features that show an influence from the English

8 Ruth Wilson,Anglican Chant and Chanting in England, Scotland, and America
1660 1820(Oxford: Clarendon, 1996), 580.

9 McCart,Evolution of Hymnod\21i 22.

10 McCart,Evolution of Hymnody23i 33; Lionel Adey Class and Idol in the English
Hymn(Vancouver: University of British Columbia, 1988), 2Q33.

11 Marsh,Music and Sciety, 412.
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ballad tune tradition, demonstrating the original intent to make these tunes more
accessibléo the common parishionét.

Despite the intent, the proper tunes were often long, sometimes with eight or ten
phrases, and therefore difficult to remember, especially for those who could not read
either text or music. By the end of the sixteenth cenmgpllection of shorter fodime
Acommon tunes, 0 namedndtomi mgttoeowundorwict h yt h «
weresweepinglypopular. There were also fewer of them; rather than having each of the
150 psalms have its own proper tune (witme@salms sharing a tune), there are only
twenty-two common tunes, a far more achievable feat of memorization. These common
tunes were so popular that psalters, including the Stenthmpitins, were revised to
reflectthe music actually used in practicepyiding the popular common tunes as well
as the proper tunéd Common tunes and proper tunes both fall under the category of

metrical psalm tunes.

Psalm 124, Proper Tune

Not every psalm was sung to a common tune, either because the meteratlimnitt or
because the proper tune remained popular. Psalm 124, with ten syllables iper line
SternholdHopking was notasilyreplaceable by any common tune, which were all four
lines long and generally either 8.6.8.6 (common m@étsyllables in théirst line, 6

syllables in the secondic), 8.8.8.8 (long meter), or 6.6.8.6 (short meter). Later in the

12 Duguid, Metrical Psalmody4.

13 Marsh,Music and Society412 415.

103



seventeenth century, there were efforts tegePsalm 124 into a meter applicable to a
common tune, culminating in TaBrady, which became ttetandard psalter after 1700
and set Psalm 124 in long metéEven after Tat8r ady 6s popul ari zati on
tune was stil] used, and eventually became
today. The proper tune is used for all editions efi@toldHopkins as well as other
publications'® We can safely assuntieat especially until thestandardization of th€ate
Brady psalter, the proper tune was still used for PsalnirlRéstoration England
The A0l d 124 fig b ngxrpag), asrstartdardized by Sternhold
Hopkins, is inHypoionian mode, with the range exceeding the standard gastvence
(Gi G: the final, C, is in the middle of the range because it is a plagal nitwa) this
slight extension does not place it out of & noc e 6 sTherhighesgt ®eote, A, is the
uppermoshote in the natural hexachord. T$ig-syllablesolmization syllables (ute,
mi, fa sol, la) used to sing the three hexachords (natural, hard, and soft) map onto the
Guidonian hand and were used to sing the gamut and learn both aurally transmitted and
notated music throughout the medieval and Renaissancd beasatural (G A) and hard
(GIE) hexachordapplytot he A0l d 124t ho mel ody. Using t

hexachord to reach A, or Al a, o keeps the m

is especially the case given that the A is approached and depanggdtepwise motion.

14 Nahum Tate and Nicholas Brady New Version of the Psalms of David Fitted to
the Tunes used in Church@g®ndon, 1700)EEBQ, 274 Examples of Psalm 124 set in
long meter include Luke Milbourn@he Psalms of David in English Metilsondon,
1698),EEBQ 273; John Patrickd Century of Select Psalms and Portions of the Psalms
of David(Hamburg, 1692)EEBQ, 136.

15 SternholdHopking Whole Booke of Psalm369 370; John PlayfordThe Whole
Book of Psalms with the Usual Hymns and Spiritual S@ngsdon, 1677)EEBQ, 238.
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Figurel5. Psalm 124, proper tune

The final, C, is in the center of the range, making the melody plagal. The highest
note, A (marked by the square) is just above the nady@abionian mode range of
Gi G. The backets indicate which hexachord(s) apply to the melody; the solid
bracket above the melody indicates the natural (C) hexachord and the dashed
bracket below the melody indicates the hard (G) hexachord. Brackets overlap to
demonstrate the possible options Where mutations could occur. The normal
range and easy mutations help to make this tune accessible.

Source adapted fronThomas Sternhold and John Hopkibe Whole Bookef
Psalms as They are Now Sung in Churdhesdon, 1688)EEBQ 369.

In practice, fousyllable solmizationwould have beensed by beginning singers
in Restoration Englantb learnt he A Ol d 1 2 4(fighl6, negttwopagsy. t une
The foursyllablesolmization method was unique to England and specifeal learning
method in the preface to several psalters, including Sterthapétins®® This method

was introduced and became standard in England bechtisecomplexity of the six

16 Rebecca Herisson®lusic Theory in Seventeerentury EnglandOxford: Oxford
University, 2000) 861 87; SternholdHopkins,Whole Booke of Psalmsb; The Psalm
Singer 6s Nece@mmadon7000EEB@®A Nni on
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