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In Restoration England (1660ï1707), religious disputes between Protestants and 

Catholics dominated not only politics but everyday life and mapped onto the long-

simmering conflicts between England and France. Popular music both referenced these 

seemingly constant tensions and also participated in reifying the antagonistic, xenophobic 

relationship between the two religions and regions. Drawing upon theories of musical 

topic, intertextuality, semiotics, and nationalism, this dissertation presents three case 

studies of how Restoration popular music helped to create a Protestant English national 

identity. The folia, a ground bass and one of the most popular foundations for musical 

structure in the history of Western art music, became disassociated from its original genre 

and, through texts and performance practices, became a set of fixed melodies that 

indexed and embodied a community among those in Restoration England. Building on 

this idea, a second case study expands the musical content from melody to genre by 

focusing on the cibell dance and how it functioned to produce a sense of historical 



 

 

continuity in England, eventually becoming an invented tradition. In a final case study, 

the musical focus is expanded yet again to consider both the metrical psalm and ballad 

genres. The musical and thematic relationship between the proper tune for Psalm 124 and 

the ballad tune ñFortune My Foeò speaks to how popular music moved across boundaries 

of venue and genre, and in doing so, helped to make commonplace the idea of the 

Protestant Selfðdefined against the Catholic Otherðas the standard for belonging in and 

to England. 
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Preface 

 

 

This dissertation was inspired by the printed music I 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, I 

attracted attention by my noticeable routine and use of staff areas to pump, store, and 

sterilize. While doing my thrice-daily set of dishes in the staff kitchen, I met Caroline 

Duroselle-Melish, the Andrew W. Mellon Curator of Early Modern Books and Prints, 

who expressed interest in my dissertation and invited me into the vault to explore the 

large collection of uncatalogued music. Excitedly donning my sweater and scarf, I 

searched through many rows of musical materials, most of which have never been 

examined. Because of my goal to study popular music, I 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. Lot 7 in Dobellôs December 1924 sale catalogue (ñan 

extensive collectionò of ñbroadside songs, all with tunes,ò and ñsongs sung in 

contemporary playsò of the late seventeenth and early eighteenth centuries) became 

volumes 3 and 4 of the Folger set, M1497.C42. Lot 8 of Dobellôs catalogue (described as 

a ñremarkable collectionò of ballads and broadside songs from the early eighteenth 

century and marked as coming from the collection of Henry Huth, a nineteenth-century 

bibliophile) became volumes 1 and 2 of Folgerôs M1497.C42.1 All four volumes contain 

 

     1 Catalog entries for Lot 7 and Lot 8, Dobellôs Catalogue of Rare Music Books 

(London: December 1924), provided by the Folger Shakespeare Libraryôs Research and 

Reference Librarian Abbie Weinberg. 
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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 bound within the 

early- to mid-eighteenth century. The volumes have most likely not been rebound, though 

the binding of vols. 1ï2 was repaired during the nineteenth century (possibly when it 

became part of the Huth Collection) with new leather and wove paper. Vols. 3ï4 have not 

had repairs since originally bound.2 At the time of my research and writing, I 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 number (not the individual contents) 

has been added to the Folger Libraryôs online Hamnet catalog.  

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 important. 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 generally 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 

 

     2 The volumesô binding was analyzed and discussed with me on September 18, 2019 

by Elizabeth DeBold, Folger conservator and Assistant Curator of Collections. 
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within these volumes, I was led down three paths, the results of which are the case studies 

in this dissertation.   
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Introduction 

  

Friends enjoying each otherôs company as they drink; family, friends, and new 

acquaintances dancing for hours after dinner; a woman in her kitchen remembering a 

sermon she heard in church; these are all glimpses into life in Restoration England. While 

not overt, central to all these scenes is music; music raised their beers, accompanied their 

dance, and lifted their voices in devotion. Not only is the music that formed these scenes 

of interest, but also how it was made, who was involved, what it meant to those who 

heard it, and what effects it had. This dissertation examines how popular music and its 

everyday performances alongside activities such as drinking, dancing, and devotion, 

carried meaning and helped to create a Protestant English national identity.  

Popular music, defined here as music accessible to and used by a large portion of 

the population, is the focus of this study because it reflects mass culture and values, 

necessary preconditions for the development of nationalism and national identity. The 

temporal focus is the Restoration, the years between the restoration of the English 

monarchy in 1660 and the Union of Great Britain in 1707, an era that was marked by 

widespread tensions between Catholics and Protestants. Popular music both reflected and 

actively recreated these tensions, transporting them from the halls of palaces and 

Parliament to the lives of common citizens. The three case studies in this dissertation 

focus on how popular music functioned within everyday life during the Restoration to 

create an English national identity that was based on the antagonistic relationship 

between Protestants and Catholics. 

In Chapter 1, I examine versions of the folia that remain extant from Restoration 

England and show how the folia became disassociated from its original ground bass 
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genre and instead became known as a popular tune with a set of fixed melodies. As a 

known tune, the folia acquired meaning through intertextuality between text settings, tune 

indications, and performance practices that, individually, each invoked loyalty to the 

Protestant monarch and responded to contemporaneous events. These concurrent facets 

of musical performance also referenced each other, creating an indexical relationship that 

affixed the collection of themes to the foliaôs music. The folia therefore became a musical 

topic that indexed and embodied a sense of contemporaneous community among those in 

Restoration England.  

The second case study uses a similar methodology, examining intertextuality and 

indexical relationships, though the musical material expands from a single melody to a 

genre. Chapter 2 focuses on the cibell dance genre and how it indexed age and tradition 

through its performance traditions, song lyrics, and labels. In this way, the cibell helped 

to construct a sense of Protestant historical continuity in England, connecting those in 

Restoration England to those in the past and the unknown future. Ultimately, the cibell 

became an invented tradition, revealing the prevalence and permanence of the ideas that 

England and its history were uniquely and eternally Protestant. 

Finally, in Chapter 3, I examine a relationship between the metrical psalm proper 

tune for Psalm 124 and the ballad tune ñFortune My Foe.ò This relationship is created 

through both musical and thematic similarities, allowing the two tunes to function within 

the same sound world and index each other. The recurring themes and performance 

traditions of both Psalm 124 and the various ñFortune My Foeò ballad texts explicitly 

connect each tune to Protestantism and ideas of English superiority. Because of the 

indexical relationship connecting two different genres, the idea of a superior, Protestant 
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England had a broader reach and was made commonplace and regular for Restoration 

citizens. 

 

Early Modern English Popular Music Scholarship 

 

A primary goal of this dissertation is to provide a performer- and listener-centered 

analysis of multiple popular music genres. In doing so, I aim to create a bottom-up view 

of history by highlighting the interests and motives of a range of English people, rather 

than simply examine the music of a few select composers. As individuals, Restoration 

citizens may or may not have been able to read written text or printed music, and so the 

performer- and listener-centered approach allows my dissertation to include more of the 

population and examine several genres of popular music: broadside ballads; popular, 

theater, and health songs; dance tunes; psalms and hymns; and instrumental chamber 

music. These genres were all performed for private practice and enjoyment, in social 

settings, and for casual concerts in the home. Focusing on performers and listeners also 

allows different genres of popular 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 foundations for compositions throughout the 

Baroque period of Western art music history, has been well studied.1 However, scholars 

have largely focused on its harmonic and melodic content, variation techniques, and 

 

     1 Otto Gombosi, ñThe Cultural and Folkloristic Background of the óFol²a,ôò Papers of 

the American Musicological Society (1940): 88ï95; John Ward, ñThe Folia,ò 

International Society for Musical Research (July 1952), 415ï422. 
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history, while neglecting its social function. Richard Hudson is the foremost scholar of 

the folia, having compiled an anthology of examples from both printed and manuscript 

collections.2 Hudson provides brief summaries of the melodic content found within 

English versions of the folia, but no scholar has yet examined how the folia operated 

within Restoration culture.  

The cibell genre is even more neglected. Performers of historical instruments tend 

to be familiar with the genre, but their knowledge is rarely translated into academic study. 

A performer himself, Thurston Dart wrote what remains the only scholarly study of the 

genre in 1953; the New Grove Dictionary of Music and Musicians entry merely 

summarizes Dartôs article, which is largely explorative and introductory.3 Dart focused 

on tracing the origin of the cibell, documenting its thematic content, and making a 

general definition of the little-known genre. By contributing the first examination of the 

genreôs musical meaning and function as an invented tradition, my dissertation helps to 

fill the lacuna of scholarship on the cibell. 

There is substantial literature on metrical psalms as well as ballad tunes, though 

few scholars have examined the two genres jointly. These musical traditions have been 

predominantly cast as sacred and secular, respectively, and therefore unrelated. Historian 

 

     2 Richard Hudson, The Folia, the Saraband, the Passacaglia, and the Chaconne: The 

Historical Evolution of Four Forms that Originated in Music for the Five-Course 

Spanish Guitar, vol. 1, The Folia, Musicological Studies and Documents 35 (Hänssler-

Verlag: American Institute of Musicology, 1982); Richard Hudson, ñThe Folia 

Melodies,ò Acta Musicologica 45, no. 1 (Jan.ïJun., 1973): 98ï119. 

     3 Thurston Dart, ñThe Cibell,ò Revue belge de Musicologie, vol. 6 no. 1 (1952): 24ï

30; Michael Tilmouth, ñCibell,ò Grove Music Online, 2001, accessed March 3, 2021, 

https://doi-org.proxy-

um.researchport.umd.edu/10.1093/gmo/9781561592630.article.05760. 

https://doi-org.proxy-um.researchport.umd.edu/10.1093/gmo/9781561592630.article.05760
https://doi-org.proxy-um.researchport.umd.edu/10.1093/gmo/9781561592630.article.05760
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Tessa Watt and musicologists Timothy Duguid and Christopher Marsh have also both 

recognized the more complex reality of music making and have problematized the 

artificial separation between sacred and secular music.4 Through a detailed case study, in 

which I examine the proper tune used for Psalm 124 and the ñFortune My Foeò ballad 

tune, I add to their work by offering an example of how the metrical psalm and ballad 

genres were both musically and thematically similar and functioned together within 

Restoration culture. 

Restoration popular music more generally has only recently begun to be 

addressed in musicological scholarship. Historically, most scholars of English music have 

tended to concentrate on the beginning of the seventeenth century (focusing on sacred 

music, madrigals, or instrumental music from sources such as the Fitzwilliam Virginal 

Book) or the turn of the eighteenth century (focusing mostly on the theater works of 

Henry Purcell and the arrival of Italian opera in London). There are some studies of 

music during the Interregnum (1649ï1660), but in general these tend to focus on proving 

that music still existed in England during the Puritan governmentôs reign.5 By 

concentrating on popular music of the Restoration, this dissertation joins works by 

current scholars to fill a notable chronological gap in musicological scholarship.  

There are also very few studies of Restoration politics in relation to popular 

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

 

     4 Tessa Watt, Cheap Print and Popular Piety, 1550ï1640 (Cambridge: Cambridge 

University, 1991); Timothy Duguid, Metrical Psalmody in Print and Practice (Farnham: 

Ashgate, 2014); Christopher Marsh, Music and Society in Early Modern England 

(Cambridge: Cambridge University Press, 2010), 421ï422. 

     5 One example of this is Bernard Capp, Englandôs Culture Wars: Puritan Reformation 

and its Enemies in the Interregnum, 1649ï1660 (Oxford: Oxford University Press, 2012). 
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theater music, venues with clear connections to and records of royal and aristocratic 

patronage. These analyses therefore exclude many popular music genres and are often 

composer-centered. Within the confines of popular music of the sixteenth, seventeenth , 

and eighteenth centuries, scholars have often ignored the Restoration, instead examining 

catches and poetic libels of the Civil War (1642ï1651) and Interregnum (1649ï1660), or 

recusant Catholic madrigals of the late Tudor (1547ï1603) and early Stuart (1603ï1625) 

years.6 By offering an study of Restoration politics as reflected in popular music, my 

dissertation will help to fill this gap in scholarship. 

With the focus on how, why, and to what end music was performedðnot 

writtenðthis dissertation joins current trends in popular music scholarship. A performer- 

and listener-centered approach opens a window through which to examine music by 

unknown or little-studied composers, a reality that is common for historical popular 

music scholarship. Generally, current scholars of Early Modern English music have 

refrained from composer-centered research. This is due to both the decreasing dominance 

of the canon and composer-centric research in musicology as well as practical limitations 

resulting from the relative lack of information on many Early Modern English 

composers.  

In Musical Creativity in Restoration England, Rebecca Herissone shows that 

music functioned not as rigid, unalterable written compositions, but rather as a 

 

     6 For example, Jeremy Smith, ñMusic and Late Elizabethan Politics: The Identities of 

Oriana and Diana.ò Journal of the American Musicological Society 58, no. 3 (2007): 

507ï558; Ian Spink, English Song: Dowland to Purcell. New York: Charles Scribnerôs 

Sons, 1974; and Capp, Englandôs Culture Wars. Joseph Kerman is a prominent scholar 

who studies music, especially madrigals and William Byrd, in Elizabethan and early 

Stuart years. 
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collaborative effort and lived experience. Herissone highlights the interaction between 

individuals and the institutions and cultures in which they participated, emphasizing how 

musicians were under the constant influence of their peers and surroundings.7 Along with 

Alan Howard, Herissone edited Concepts of Creativity in Seventeenth-Century England; 

the essays within argue that the boundaries between composer, performer, and listener 

were superficial, supporting the idea that distinctions between venues, genres, and 

demographics were fluid.8 I take up this approach in each of my case studies, examining 

how musical meaning changed over time due to how it was performed and received, 

giving agency and creative power not just to a single author, but rather to all those 

involved in musical culture. While the scope and evidence base of this dissertation is 

narrow, and therefore does not include a broad study of popular music consumption, 

performance, or demographics, my case studies offer examples of how those with more 

limited power experienced and used music to navigate broad political developments. 

Recent analyses of Early Modern English popular music often challenge the 

notion that society was divided into non-interacting upper and lower classes, each with its 

own distinct art and entertainment. Rather, as Tessa Watt has shown, there was no strict 

separation between the popular and the elite, or between the sacred and the secular.9 For 

example, broadside ballad tunes often originated in and were later recycled back into 

theater works and courtly masque productions. The broadside ballad genre, formerly 

 

     7 Rebecca Herissone, Musical Creativity in Restoration England (Cambridge: 

Cambridge University, 2013). 

     8 Rebecca Herissone and Alan Howard, eds., Concepts of Creativity in Seventeenth-

Century England (Woodbridge: Boydell, 2013). 

     9 Watt, Cheap Print and Popular Piety. 
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associated with the illiterate lower classes, was therefore part of a multi-tiered society, 

moving fluidly between lower, middle, and upper classes.  

Peter Holmanôs research examines the intersection of popular music and culture 

within courtly tradition, most notably in Four and Twenty Fiddlers: The Violin at the 

English Court 1540ï1690.10 Arguing that the court was the dominant contributor to 

music and musical life in the late sixteenth and seventeenth centuries, Holman 

demonstrates that 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 collection Beyond Boundaries: Rethinking 

Music Circulation in Early Modern England, edited 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 professional.11 In my case studies, 

I have been particularly inspired by how Beyond Boundaries questions the association 

between a single venue and a musical genre. Essays in this collection examine how music 

written for one venue, such as the theater stage, street, or church, was also performed in 

the home, therefore encouraging scholars to rethink how we categorize genres into 

discrete performance spaces.  

The most comprehensive survey to date of Early Modern English popular music is 

Christopher Marshôs Music and Society in Early Modern England. Marsh demonstrates 

 

     10 Peter Holman, Four and Twenty Fiddlers: The Violin at the English Court, 1540ï

1690 (Oxford, Clarendon, 1993). 

     11 Linda Phyllis Austern, Candace Bailey, and Amanda Eubanks Winkler, eds., 

Beyond Boundaries: Rethinking Music Circulation in Early Modern England 

(Bloomington: Indiana University Press, 2017). 
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how each genre was used by more than just its stereotypical demographic (lower-class 

ballads and upper-class consort music, for example).12 This work counters the canon of 

western European art music by being performer- and listener-centered, highlighting the 

musicality of popular music genres, and discussing how music was received in different 

contexts. Marsh also examines how identity is performed and therefore reified by 

performing music, a theme also explored in Richard Leppertôs Music and Image: 

Domesticity, Ideology, and Socio-Cultural Formation in Eighteenth-Century England.13  

With his study of broadside ballads, Marsh considered how 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 Ballads.14 Williams focuses on the broadside ballad genre, 

examining the intertextual meanings of ballad tunes and how those meanings reflected 

and shaped contemporary connections between women, deviance, and sexuality. My 

thinking has been influenced by Williamsôs work, and my use of intertextuality as a way 

for music to carry meaning is related to her study. My dissertation will add to this 

burgeoning area of musicological scholarship in two main ways: (1) by extending the 

theory of intertextuality to other popular music genres besides broadside ballads, and (2) 

by demonstrating how musical indices helped to create identity. 

 

     12 Marsh, Music and Society in Early Modern England. 

     13 Richard Leppert, Music and Image: Domesticity, Ideology, and Socio-Cultural 

Formation in Eighteenth-Century England (Cambridge: Cambridge University, 1988). 

     14 Sarah Williams, Damnable Practises: Witches, Dangerous Women, and Music in 

Seventeenth-Century English Broadside Ballads (Farnham: Ashgate, 2015). 
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My dissertation will follow current trends to problematize the separation of 

people involved with popular music, aiming instead to reflect contemporaneous ideas and 

practices of composition, performance, and transmission more accurately. I will do this 

by focusing on the musical experience; I discuss multiple genres of popular music, how 

they were performed and received, and how they interacted with other parts of English 

culture.  

 

Intertextuality and Semiotics  

In this dissertation, I utilize semiotics, particularly intertextuality and indexical 

relationships, to analyze how music functioned, relayed meaning, and created a value 

system for its Restoration participants. By examining intertextuality, I am able to 

consider a sound world of Restoration Englandðone that included a variety of music and 

reached different social classesðand its effects on culture as experienced by those with 

different or more limited amounts of social power. I treat as texts not only lyrics, but also 

musical material. Richard Bauman and Charles Briggs have explained how the 

performance of a text is a ñmode of social production,ò and therefore both reflects and 

generates the surrounding culture(s).15 In applying this theory to my dissertation, I 

examine how lyrics, musical structure, and performance traditions create social habits of 

behavior and thought.  

 

     15 Richard Bauman and Charles Briggs, ñPoetics and Performance as Critical 

Perspectives on Language and Social Life,ò Annual Review of Anthropology 19 (1990): 

76. 
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Bauman and Briggs also emphasize how those engaging in or with performance 

have agency. In applying this to historical music and music making practices, I am able 

to show how Restoration English citizens actively contributed to building a national 

identity. By combining musical lyrics, sounds, and practices into one event, or single 

object of analysis, I also borrow Bauman and Briggsôs approach to genre, which they 

present as inherently intertextual, linking different ñformal elements and structures.ò16 

Furthermore, a genre is indexical, referencing other performances of that genreðand 

therefore its associated elements and structuresðfrom other times, people, or places.17 

I use Peircian semiotics for my understanding of an index, or a ñsign that is 

related to its object through co-occurrence in actual experience.ò18 Because the different 

elements of musical performance (lyrics, sounds, and performance tradition) I examine 

initially occur at the same time, they can index each other, and so build musical meaning. 

In subsequent performances of even one of those elements (for example, specific lyrics), 

the element points to other elements or events that are associated with that experience. 

Furthermore, a performance of these elements also indexes those who are, have, or will 

perform it. The ability of music to reference other musical components and the people 

who sound them in different experiences is found in each of my case study analyses.   

Indices depend on experience and therefore can have different meanings for 

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

 

     16 Charles Briggs and Richard Bauman, ñGenre, Intertextuality, and Social Power,ò 

Journal of Linguistic Anthropology 2, no. 2 (1992): 141, 144, 147, 158. 

     17 Briggs and Bauman, ñGenre, Intertextuality, and Social Power,ò 147, 158. 

     18 Thomas Turino, ñSigns of Imagination, Identity, and Experience: A Peircian 

Semiotic Theory for Music,ò Ethnomusicology 43, no. 2 (SpringïSumer 1999): 227.  
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to the index and with others interpreting it through shared experiences and common 

recognition of elements of the indexical relationship.19 Because of this, an index can be 

meaningful to a diverse community. When a musical index, and its meaning(s), is 

regularly repeated, it becomes both internalized by individuals and engrained within the 

overall structure of that individualôs society.20 This process, which recognizes individual 

agency as well as the mutual exchange between individual actions and culture, makes 

music an important medium through which to study how communities are built and 

unified, despite and superseding the inherent diversity within 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 composition.21 Existing scholarship and discussions 

about nationalism outside of musicology are rarely incorporated into musicological 

research; I believe this omission restricts musicological research to repetitious 

engagement with national styles, describing musical features in association with certain 

geographic regions, often using current nation-states to reference these lands. One goal of 

 

     19 Thomas Turino, ñPeircian Thought as Core Theory for a Phenomenological 

Ethnomusicology,ò Ethnomusicology 58, no. 2 (SpringïSummer 2014): 186ï187, 195, 

201. 

     20 Pierre Bourdieu, ñStructures and the Habitus,ò in Outline of a Theory of Practice, 

trans. Richard Nice (Cambridge: Cambridge University, 1997), 82, 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 Western music canon.  
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this dissertation is therefore to examine musical evidence within existing academic 

theories of nationalism in an interdisciplinary way. I will not only examine musical 

features but also the function(s) of both musical sounds and the wider music culture. 

My analysis of national identity primarily rests upon the theory that nationalism is 

perennialðrecurring, having existed for a long timeðand 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 was only possible during and after the 

industrialization of the nineteenth century.22 In opposition to this, the perennial theory 

states that nationalism could occur prior to industrialization because the sentiment is 

grounded in shared ethnic traditions, which are not dependent upon modern structures. 

Adrian Hastings, Michael Billig, and especially Anthony Smith have examined the 

importance of ethnicity and ethnic traditions to the creation of nationalism, and their 

research therefore accounts for popular opinion and actions in a way that the modernist 

theory, which generally maintains that nationalism and nations are political principles and 

elite constructions, does not.23 Hastings and Partha Chatterjee have also examined the 

 

     22 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread 

of Nationalism, rev. ed. (London: Verso, 2016); Ernest Gellner, Nations and Nationalism, 

2nd ed. (Oxford: Blackwell, 2006); Eric Hobsbawm, Nations and Nationalism since 

1780: Programme, Myth, Reality (Cambridge: Cambridge University Press, 1990). 

     23 Adrian Hastings, The Construction of Nationhood: Ethnicity, Religion, and 

Nationalism (Cambridge: Cambridge University Press, 1997); Michael Billig, Banal 

Nationalism (London: Sage, 1995); Anthony Smith, The Nation as History: 

Historiographical Debates about Ethnicity and Nationalism (Hanover: University Press 

of New England, 2000). Smith presents a middle-ground stance between the perennial 

and modernist theories. He uses the terms ethnie, borrowed from the original French, and 

ethnosymbolism to 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 between religion and nationalism, again placing their work in 

contrast to subscribers of the modernist theory, particularly Anderson, who explains 

nationalism as replacing religion.24 While I agree with and use the perennial theory of 

nationalism, I still see many modernist analyses as compatible with my own. I aim to 

show how political events are not insignificant to more inclusive cultural and social 

histories.  

I use terms throughout the dissertation that have different meanings within 

nationalism scholarship. In my definitions, I am most influenced by Adrian Hastings and 

Anthony Smith.25 I take a nation to be the idea of a group of people of one or more 

ethnicities in a specific territory that share a perceived common culture; a nation-state is 

when a central government aligns with that of the nation. Nationalism is a movement that 

protects the nation and calls for a nation-state. The notion of protection is important: 

protect from whom? Situating the nation as a Self against all Other(s) inherently adds a 

negative quality to nationalism. Nationalism cannot exist without an Other; to maintain 

nationalism within there must always be an Other without. The idea of a nation is also 

dependent and based upon those with the most agency; as such, concepts of the Early 

Modern English nation may not have included large swaths of contemporaneous society, 

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

 

     24 Hastings, Construction of Nationhood; Partha Chatterjee, The Nation and its 

Fragments: Colonial and Post-Colonial Histories (Princeton: Princeton University Press, 

1993). Anderson holds that nationalism was allowed after the decline of (1) religion 

dictating language and truth, (2) the 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 History; Hastings, Construction of Nationhood. 
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forms of power. Despite this exclusion, these same people still experienced and engaged 

with the idea and identity of the nation. I most often use the term national identity, which 

I take to mean the condition of defining and the sense of belonging to a nation. By using 

this term more often than nationalism, I hope to move beyond the loaded and sometimes 

contentious implications of nationalism and its opposing definitions so that I may more 

accurately engage with analyses from both perennial and modernist sides of the scholarly 

spectrum.  

Just as we do not expect a culture to remain stagnant throughout time, we should 

not expect nations, nationalisms, or national identities to be rigid and immutable. 

Examining English national identity throughout time is beyond the scope of this 

dissertation; rather, I focus exclusively on the Restoration, which falls within the Early 

Modern era, before the nineteenth century.26 With this evidence, I therefore contribute to 

the perennial theory of nationalism while also using theories that are often associated 

with and used by modernist scholars. 

 

Methodology 

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

than political history. A ñbottom-upò approach highlights the lives of those not involved 

with making political decisions and state policies; this approach is important when 

considering national identity. The populations I consider vary, depending on case study 

and musical genre. My dissertation does not include information about income, race, 

 

     26 I do not claim that Early Modern British national identity remains fixed throughout 

successive centuries into today. 
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education level, or other demographics, as these are documented and analyzed by social 

historians.27 My concept of the ñbottomò is negative, including those who were not at the 

ñtopò of political or social power structures. Furthermore, my focus in each case study is 

the musical experiences of each genre, genres that were accessible to those who 

performed or listened to music at home, drank at a tavern, attended church, or listened to 

ballad hawkers. These experiences were not only open to more of the population but also 

to more than one category of person (in terms of demographic variables) at a time.   

By focusing on musical experiences, I am most influenced by Michael Billig, who 

maintains that ñnational identities are forms of social life,ò and ñhabits of behavior.ò28 I 

also employ the idea of ñenhabitation,ò used by Billig to reference Bourdieuôs theory of 

habitus, which produces ñindividual and collective practices.ò29 Other modernist scholars 

such as Hobsbawm and particularly Anderson have also noted the importance of mass, 

popular support to the emergence and maintenance of nationalistic sentiment or national 

identity. Hobsbawm, while only emphasizing the importance of the cultural elite, admits 

that the feelings of those with a lower status are important for what he calls 

ñprotonationalism,ò which makes ñthe task of nationalism easier.ò30  

Anderson notes the importance of vernacular language and vernacular print in 

creating his oft-cited notion of ñimagined communities,ò a sense of community felt both 

 

     27 Christopher Marsh also includes demographic information in relation to musical 

genre. 

     28 Billig, Banal Nationalism, 24, 37; Billig is influenced by Pierre Bourdieuôs notion 

of habitus and Sigmund Freudôs theories of projection. 

     29 Bourdieu, ñStructures and the Habitus,ò 82; Billig, Banal Nationalism, 37, 42. 

     30 Hobsbawm, Nations and Nationalism, 37ï45, 46ï77. 
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horizontally (contemporaneous; in the moment) and vertically (historical, connected to 

both past and present) in time.31 I apply Andersonôs theories of vertical and horizontal 

community in each of my case studies. The notion of vernacular language and print is a 

key component of Andersonôs theory, and it inherently includes the involvement of those 

outside the political and administrative elite. Therefore, the importance of the vernacular 

to popular involvement is easily integrated into perennial theories of nationalism, despite 

Andersonôs modernist thesis.32  

 Given the importance of the vernacular to various theories of nationalism and to 

illuminating the voices and values of those outside the elite, this dissertation focuses on 

the evidence of printed and other sources that reveal popular opinion and actions. Jason 

Peaceyôs examination of seventeenth-century print culture in England has revealed that it 

was relatively affordable, uncensored, and participatory; citizens actively considered and 

responded to what they read and heard from the printing presses.33 At the same time, it is 

important to remember that while printed sources reveal commonly-held opinions or 

values, this does not mean that such beliefs were universal. It is important to qualify any 

discussion of the ñpopulace,ò ñmasses,ò or ñcrowdsò with a reminder that (any) society is 

 

     31 Anderson, Imagined Communities, 37ï45, 77ï80, 109. 

     32 Hastings, in Construction of Nationhood notes the importance of vernacular 

literature (11ï23), and Anthony Smithôs ethnosymbolist approach that highlights a mass, 

shared culture necessitates a vernacular culture (Nation in History, 3, 37, 63ï69). 

     33 Jason Peacey, Print and Politics in the English Revolution (Cambridge: Cambridge 

University Press, 2013). 
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not homogeneous within itself.34 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 ideology indicates that ideologyôs prominence and 

strength. 

I will present evidence that illustrates the prominence and preeminence of 

Protestantism within English society as it relates to the development of a national 

identity. My particular focus is on the inherent negative relationship that emerges when 

Protestantism is defined as the Self; Catholicism is inevitably branded as the Other. 

Because of this, I 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 Catholic religion. In this way, I disagree with social historian Tim Harris, who 

argued that ñshared hatred of [Catholicism] did not serve as a unifying force, smoothing 

over the tensions within English Protestantism.ò 35 Like Hastings and Linda Colley, I 

believe that Protestantism in the future British Isles did indeed serve to create a common 

cultureðan important part of which was a ñshared hatredò of Catholicismðand therefore 

contributed to the sense of belonging to a nation.36 This does not mean that all Protestant 

sects (contemporaneously thought of as distinct religions) agreed with each other and 

ignored their differences; rather, this indicates that their ñanti-Catholic arguments,ò to use 

 

     34 Tim Harris, London Crowds in the Reign of Charles II: Propaganda and Politics 

from the Restoration until the Exclusion Crisis (Cambridge: Cambridge University Press, 

1987), 32, 97, 217. 

     35 Harris, London Crowds, 156. 

     36 Colley, Britons: Forging the Nation 1707ï1837, rev. ed. (New Haven: Yale 

University Press, 2009). 
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Harrisôs phrase, provided each sect the same path to feeling that they belonged in 

England.37 This anti-Catholic sentiment was often indistinguishable from Francophobia: a 

fear of France along with its absolute monarchy, allegiance to the Pope, and the Catholic 

religion.38 It is this antagonistic SelfïOther relationship that allowed Protestantism to 

become part of English national identity. All my case studies show how popular music 

helped to construct the idea of the Protestant Self in opposition to a Catholic and foreign 

Other.  

During and after the Restoration, an anti-Catholic Protestantism became 

increasingly common and important throughout society. This is remarkable given that the 

Catholic population was relatively small; historians Barry Coward and Peter Gaunt 

provide a figure of 5% of the population in 1676 as a generous estimate.39 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 feature of England.40 

 

     37 There were several active Protestant sects during the seventeenth century. Besides 

the official Church of England (Anglican) and Presbyterian sects (or religions), ñnon-

conformistò sects included Puritans, Quakers, Fifth Monarchists, Baptists, and others. 

     38 Harris, London Crowds, 198; Roy Porter, London: A Social History (Cambridge: 

Cambridge University Press, 1995), 75; John Miller, Popery and Politics in England, 

1660ï1688 (Cambridge: Cambridge University Press, 1973), 19ï26, 67; the importance 

of Francophobia is discussed throughout John Marshall, John Locke, Toleration, and 

Early Enlightenment Culture: Religious Intolerance and Arguments for Religious 

Toleration in Early Modern and Early Enlightenment Europe (Cambridge: Cambridge 

University Press, 2006) and John Coffey, Persecution and Toleration in Protestant 

England, 1558ï1689 (Harlow: Pearson Education, 2000). 

     39 Barry Coward and Peter Gaunt, The Stuart Age: England 1603ï1715, 5th ed. 

(London: Routledge, 2017), 354. 

     40 Miller, Popery and Politics, 12ï21.  
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Protestantism in England 

My focus on Protestantism comes from the evidence that the British nation-state was 

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, the Articles of the Union (1707) that created the British nation-state were 

based on previous Acts that addressed the English monarchy.  

The first of these Acts, the 1689 Act Declaring the Rights and Liberties of the 

Subject, and Settling the Succession of the Crown, now more often known as the English 

Bill of Rights, stated in its first provision that Englandðits religion, government, and 

rightsðwas Protestant. The Act stated that James II had ñendeavor[ed] to Subvert and 

Extirpate the Protestant Religion, and the Laws and Liberties of this Kingdom [é], 

therefore committing a crime against England.41 The Act goes on to list the many ways 

by which King James II violated English rights and laws, as defended by Parliament and 

justified by Protestantism, and explicitly names Protestant citizens as the victims of the 

Catholic monarch.42 The Act uses these faults as justification for Jamesôs removal from 

power, and the new King William is stated to be Godôs ñGlorious instrument of 

 

     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: An Act Declaring the Rights and 

Liberties of the Subject, and the Settling the Succession of the Crown (Dublin, reprint, 

1695), EEBO, 2.  

     42 An Act Declaring the Rights and Liberties of the Subject, 3. 
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Delivering this Kingdom from Popery and Arbitrary Power,ò chosen by Parliament ñin 

order to such an Establishment, as that their Religion, Laws and Liberties might not again 

be in danger of being subverted.ò43 This statement not only situates Protestants in 

opposition to Catholics, but also names Parliament as a Protestant structure. The very 

root of Protestantism can provide a theological basis for this; at the core of Martin 

Lutherôs Ninety-Five Theses was the belief that Christianity was a priesthood of all 

believers. Representative government structures, such as Parliament, could then be seen 

as a manifestation of this theological doctrine; in opposition was absolute monarchy, 

which was equated with the Pope in Rome. The Act then re-instated the Oath of 

Supremacy, first introduced under King Henry VIII during the English Reformation to 

deny the Popeôs authority in England.44  

 Finally, the Act bars Catholics from the succession in an effort to ensure that the 

realm remains forever Protestant: 

And whereas it hath been found by Experience that it is inconsistent with the 

Safety and Welfare of this Protestant Kingdom to be Governed by a Popish 

Prince, or by any King or Queen Marrying a Papist, the said Lords Spiritual and 

Temporal, and Commons do further Pray that it may be Enacted, That all and 

every Person and Persons that is, are, or shall be Reconciled to, or shall hold 

Communion with the See or Church of Rome, or shall Profess the Popish 

Religion, or shall Marry a Papist, shall be Excluded and be for ever uncapable to 

Inherit, Possess or Enjoy the Crown and Government of this Realm and Ireland 

and the Dominions thereunto belonging or any part of the same, or to Have, Use, 

or Exercise any Regal Power, Authority or Jurisdiction within the same; And in 

all and every such Case or Cases the People of these Realms shall be and are 

hereby Absolved of their Allegiance; And the said Crown and Government shall 

 

     43 An Act Declaring the Rights and Liberties of the Subject, 4. 

     44 An Act Declaring the Rights and Liberties of the Subject, 8. The 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 this oath could be tried and executed for 

treason. This was no idle threat; Henry VIII 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 time Descend to and be Enjoyed by such Person or Persons being 

Protestants, as should have Inherited and Enjoyed the same [é]45 

 

This statement was reiterated in the Act for further Limitation of the Crown, and better 

securing the Rights and Liberties of the Subject (1701) and was also included within the 

Articles of Union (1707), which created the British nation-state. Therefore, from its initial 

codification, Britain was defined by Protestantism.  

In the Articles, the monarch is hailed as the ñDefender of the Faith,ò invoking the 

hereditary title given to King Henry VIII by the English Parliament during the English 

Reformation; the title refers to the Church of England, of which the monarch is the 

Supreme Governor.46 More importantly, in including the clause that forbade Catholic 

monarchs or consorts, the new nation-state would eventually have to import instead 

Protestant heirs from the Electorate of Hanover, part of the Holy Roman Empire, upon 

Anneôs death in August 1714.47 This demonstrates that to Britain, Protestantism was a 

more important quality than ethnic or hereditary ties to British geographic areas.  

  After 1707, the British state remained dedicated to protecting its Protestant faith. 

In accordance with the Articles of Union, the Protestant George I became king in 1714. 

 

     45 An Act Declaring the Rights and Liberties of the Subject, 12. This Act has remained 

in effect in Great Britain, only modified in 2013 to allow a monarchôs spouse to be 

Catholic. 

     46 Articles of the Treaty of Union Agreed on by the Commissioners of both Kingdoms, 

on the 22d of July 1706 (London, 1706), ECCO, 2ï3. The Articles were agreed upon in 

1706 and enacted in 1707, following their passing through the English Parliament and 

Scottish Parliament. Ironically enough, the title ñDefender of the Faithò was first 

bestowed upon Henry VIII by the Pope in 1521 for Henryôs Catholic scholarship and 

devotion. 

     47 William III and Mary II had three stillborn children. Queen Anne, Maryôs sister and 

heir, similarly had no living children out of the eighteen she bore.  
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After the start of the Hanoverian 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 II (hence the name Jacobite, derived from Jacobus, the Latin form of 

James) were notably Catholic; therefore, according to the Articles of Union, they had no 

authority in Great Britain and were barred from the throne. Not only were the Jacobite 

risings painted in Britain as illegitimate and illegal Catholic attacks on the crown and 

realm, but the foreignðmostly Frenchðaid given to the Jacobites provoked another 

layer of xenophobia. Linda Colley has noted how the Jacobite uprisings and the many 

wars in which Britain was involved during this time were unified by their common 

religious theme. In each conflict the Protestant British were pitted against the 

(presumably evil) Catholic foreign power, most often France, the traditional enemy in 

recent centuries.48 All these conflicts continuously reified the dichotomy of the Protestant 

Self versus Catholic Other that defined British national identity. 

While Protestantism was formally tied to the British nation-state beginning with 

Great Britainôs forming documents, this was not the impetus for a Protestant national 

identity. Rather, Protestantism became increasingly central to Britonsô identity after the 

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 with many: the government as well as the people. While most of these events 

were political in nature, they were widely known and discussed, and influenced peopleôs 

opinions about government, religion, and everyday life.  

 

     48 Colley, Britons: Forging the Nation, 4, 6. 
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The Restoration of 1660 

As a specific event, the Restoration refers to the invitation, proclamation, arrival, and 

crowning of Charles II. This ended the Interregnumðor ñbetween reignsòðthat began 

on January 30, 1649, when Charles I was executed. After his death, the government was 

first run by the Rump Parliament and then the Lord Protector Oliver Cromwell.49 The 

months after Cromwellôs death in 1658 were marked by power struggles between 

Parliament and the army; the resulting political instability would eventually lead to the 

Restoration of Charles II, Charles Iôs son, to the throne.50 Parliament formally declared 

Charles II King on May 8, 1660, beginning his reign on January 30, 1649, as an attempt 

to blot the previous eleven years from history. Now King, Charles landed in England 

from the Netherlands on May 25, 1660 and arrived in London on May 29. 

 The Restoration of Charles II also restored the ecclesiastical calendar and 

introduced new feast days to honor the new king as well as the death of his father, 

Charles I.51 On January 30, 1661, the execution of Charles I was formally remembered 

for the first time. A sermon preached in Norfolk by John Winter compares the late king to 

 

     49 This period (1649ï1660) is also known as the Commonwealth. 

     50 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 are beyond the scope of this dissertation. For more information, see Ronald 

Hutton, The Restoration: A Political and Religious History of England and Wales 1658ï

1667 (Oxford: Clarendon, 1985). 

     51 David Cressy, Bells and Bonfires: National Memory and the Protestant Calendar in 

Elizabethan and Stuart England (Berkeley: University of California Press, 1989), 171; 

Hutton, The Restoration, 126. 
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the biblical Josiah, King of Judah in Jerusalem, who sought to reform and purify religion 

in his land. The metaphor becomes explicitly anti-Catholic when Winter names Charles I 

a martyr and states that it was the ñPapistsò who were at fault, therefore leading the 

country to charge Jesuits with ñperjury, sedition, rebellion, treason, and murthering of 

Kings.ò52 This printed sermon, as well as several other extant printed sources, 

demonstrates the popular tendency of the time to scapegoat Catholics for the murder of 

Charles I, when in fact it was ordered by Protestants dominating the Rump Parliament.53   

 Evidence that the public was aware of and celebrated the Restoration is found in 

the diary of Samuel Pepys (1633ï1703), a resident of London and Naval administrator. In 

March 1660, Pepys notes the ñaffection of the people and City [of London]ò for Charles 

II, and that ñevery body now drinks the Kingôs health without any fear, whereas before it 

was very private that a man dare do it.ò54 Later that month, he observes that ñall the 

discourse now-a-day is, that the King will come again; and for all I see, it is the wishes of 

all,ò and when Charles was proclaimed King, Pepys notes that it brought ñgreat joy to us 

all; for which God be praised.ò55 Pepys describes how England celebrated Charles with 

bonfires, toasts, bells, and statues erected in the Kingôs honor.56 It is also interesting that 

 

     52 John Winter, A Sermon Preached at East Dearham in Norf[olk] Jan. 30, 1661, 

being the Day of the Most Horrid Murther of that most Pious and Incomparable Prince 

King Charles the First of England, etc. (London, 1662), EEBO, 7. 

     53 Miller, Popery and Politics, 86. 

     54 Samuel Pepys, March 6, 1660, The Diary of Samuel Pepys, ed. Henry Wheatley 

(London: George Bell, 1905). 

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

     56 Pepys describes these on March 16, May 2, May 3, and May 25.  
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Pepys mentions a religious discussion with his mother in March 1660, during which time 

his diary entries become full of references to the Restoration.57 While we do not know the 

exact contents of this conversation, the fact that it occurred reveals that religion was a 

topic of conversation, and potentially suggests that such a topic was sparked by 

contemporaneous political events. 

 

The Great Fire of 1666 

The infamous fire that burned most of the City of London in 1666 was also thoroughly 

documented by Pepys. On the first day of the fire, September 2, Pepys describes it as 

ñinfiniteò and a ñmost horrid malicious bloody flame, not like the fine flame of ordinary 

fire.ò58 By September 5, the last day of the fire, he describes the scene as ñthe saddest 

sight of desolation that I ever saw.ò59 In the aftermath of the devastation, the popularð

and convenientðbelief was that the fire was a result of a Catholic plot.60 Pepys also 

records this, saying that it is ñcertain that it was done by plots; it being proved by many 

witnesses that endeavours were made in several places to encrease the fire, and that both 

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

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

sense.ò61 This belief persisted in popular culture; the commemorating monument 

 

     57 Pepys, March 4, 1660. 

     58 Pepys, September 2, 1666. 

     59 Pepys, September 4, 1666; Pepys, September 5. 

     60 Miller, Popery and Politics, 90. 

     61 Pepys, November 5, 1666. 
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designed by Christopher Wren (1632ï1723) contained an inscription that blamed 

Catholics for their ñhorrid plot for extirpating the Protestant and old English liberty, and 

introducing Popery and slavery.ò62  

Catholics were not the only ones under suspicion for the fire; foreigners, 

particularly the French, were also common suspects.63 The printed report of testimonies 

given in Parliament is full of accusations against the French, who were generally assumed 

to be Catholic, and also contains accounts of violence in London against French residents 

in retaliation for the fire.64 This Francophobia was fanned in part by rumors of a French 

invasion, believed to be the second stage of a wider Catholic plot. The published report of 

testimonies contained the text of a pamphlet found ñnot long after the Burningò that 

confessed the fire was set by ñPapistsò who also intended to ñmassacre the Protestants,ò 

ñland the French upon [England],ò and who had ñdeceived the Kingò by being in 

ñcommand of most part of the Army and the Sea-Ports.ò65  

The need to scapegoat the Catholics and the French culminated in the trial and 

October 1666 execution of Robert Hubert, a Catholic Frenchman who falsely confessed 

 

     62 As quoted in Porter, London: A Social History, 90. The inscription was briefly 

removed during the reign of the Catholic James II, reinstalled in 1689 after the Glorious 

Revolution, and then permanently removed in 1830.  

     63 Neil Hanson, The Great Fire of London (Hoboken, John Wiley & Sons, 2002), 101ï

102, 181. 

     64 A True and Faithful Account of the Several Informations exhibited to the 

Honourable Committee appointed by the Parliament to Inquire into the Late Dreadful 

Burning of the City of London (1667), EEBO, 19ï23. The first of these reports describes a 

Frenchman being ñrescuedò from the people by guards. 

     65 ñA Warning to Protestantsò in A True and Faithful Account, 32. 
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to starting the fire in the bakery of Thomas Farriner.66 An effigy of the pope preceded 

Hubert on his way to the gallows, and after his death, his body was relinquished to the 

waiting mob.67 In a moment of national panic caused by the Great Fire, the tendency to 

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 

Catholic infiltration into the government. Samuel Clarkeôs Englandôs Remembrancer, 

which described historical events that pitted Protestant England against Catholic foreign 

powers, would be re-printed throughout the 1670s, and his General Martyrologie, also 

reprinted throughout the decade, supplemented the argument that Catholicism was intent 

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

murder of Protestants throughout Europe (fig. 1, next page).68 Charles IIôs suspension of 

Parliament from 1676ï1677 was unpopular, as Parliament was seen as the protector of 

the people and a ñlawful government,ò in contrast to the ñabsolute tyrannyò of the 

ñRomish Yoakò of Catholicism and ñFrench slavery.ò69  

 

     66 Adrian Tinniswood, By Permission of Heaven: The True Story of the Great Fire of 

London (New York: Riverhead, 2004), 163ï168. 

     67 Hanson, The Great Fire of London, 219, 224. 

     68 Samuel Clarke, Englandôs Remembrancer (London, 1677), EEBO. Events described 

include the Gunpowder Plot and the Spanish Armada. Samuel Clarke, General 

Martyrologie (London, 1677), EEBO. 

     69 Andrew Marvell, An Account of the Growth of Popery and Arbitrary Government in 

England (Amsterdam, 1677), EEBO, 3, 5, 13. 
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Figure 1. Protestant martyrdom in France 

Showing different ways in which Protestants were killed, these images prefaced 

Clarkeôs chapter entitled ñThe Persecution of the Church in France.ò 

Source: adapted from Clarke, General Martyrologie, 200. 

Such publications made believable the fabricated evidence presented to 

Parliament in 1678 of a Jesuit plot to kill Charles II, destroy London, and invite a French 

invasion. William Bedloe, a witness alongside Titus Oates and Israel Tonge for the 

fictitious ñPopish Plot,ò published a history of the many fires (or plots involving fire) for 

which Jesuits were (supposedly) responsible, therefore linking the Popish Plot to a 

historical record of Catholic crimes. In his publication, Bedloe states that England is the 

ñBull-work of Liberty, Protestantism, and (indeed I may justly add) Christian Faith in 

General, throughout the world: The main Bank that hinders the Sea of Rome from over-

whelming all Christian Nations with an Universal Inundation of Tyranny and 

Superstition.ò70 After listing many accounts of Catholic destruction, Bedloe calls for 

 

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

(London, 1679), EEBO, epistle. 
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Protestants of all persuasions to stand together in the face of the ever-constant threat of 

Rome.71 

Bedloeôs account is mostly likely part of the anti-Catholic propaganda campaign 

that was prompted by the Popish Plot and led by the Whig party.72 While it is unwise to 

assume propaganda and similar printed sources are accurate descriptors of popular 

opinion, Harris convincingly argues that people skew information to conform to their 

existing prejudices; therefore, propaganda still serves as a reflection of widely-held 

beliefs.73 The many printed sources that followed the Popish Plot reveal widespread fear 

of plots, foreign invasions, and a general fear of Catholicism.74  

While the Popish Plot was entirely fabricated, the anti-Catholic hysteria it sparked 

was very real and led to what is now known as the Exclusion Crisis. A new Parliament 

sat in 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 Charles II to prorogue Parliament just 

twelve days after the bill was introduced to prevent its passing.75 The Exclusion Crisis 

 

     71 Bedloe, Discovery of the Horrid Popish Plot, epistle. 

     72 Harris, London Crowds, 96ï101. Bedloeôs account was printed by Robert Boulter, 

John Hancock, Ralph Smith, and Benjamin Harris, all of whom were associated with the 

Whig party and the opposition press, as noted in Timothy Crist, ñFrancis Smith and the 

Opposition Press in England, 1660ï1688,ò (PhD diss., University of Cambridge, 1977). 

     73 Harris, London Crowds, 96ï101. 

     74 Miller, Popery and Politics, 156ï160.  

     75 Geroge Southcombe and Grant Tapsell, ñWhat was at Stake in the Exclusion 

Crisis?ò Restoration Politics, Religion, and Culture: Britain and Ireland, 1660ï1714, 

British History in Perspective, ed. Jeremy Black (Hampshire: Palgrave Macmillan, 2010), 

38ï58. 
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created a two-party system in England: the Whigs favored the Exclusion Bill in the effort 

to prevent a Catholic monarch, the Tories supported James and the original succession. 

Throughout the last three years of Charles IIôs reign, the issue of exclusion remained 

central and dominated discussion not only in government offices but also in homes and 

streets.76  

 

The Glorious Revolution of 1688 

Unfortunately for James II , his reign, which began in 1685, was prefaced by and began 

concurrently with increased persecution of French Huguenot Protestants by King Louis 

XIV. Legal protection of Huguenots was removed when Louis XIV revoked the 1598 

Edict of Nantes in 1685.77 Tales of Huguenots being imprisoned, executed, forcibly 

converted, prevented from fleeing, forced into exile, and kidnapped from their parents 

were widely reported in England. These tales further flamed the belief that a Catholic 

monarch would only bring violent and tyrannical rule. Louisôs treatment of the 

Huguenots undoubtedly hurt the Tory platform that supported Jamesôs succession. One 

frequent Tory argument was that Catholic rule could be gentle; noted Tory pamphleteer 

Robert LôEstrange, in his efforts to support James, had even used Louis XIV as an 

example of a Catholic monarch who was good to his Protestant subjects.78 This example 

 

     76 Southcombe and Tapsell, Restoration Politics, 54; Crist, ñFrancis Smith and the 

Opposition Press in England, 1660ï1688ò; O.W. Furley, ñThe Whig Exclusionists: 

Pamphlet Literature in the Exclusion Campaign, 1679ï81,ò The Cambridge Historical 

Journal 13, no. 1 (1957): 19ï36. 

     77 Marshall, Religious Intolerance and Arguments for Religious Toleration, 18ï28. 

     78 Robert LôEstrange, The Character of a Papist in Masquerade, supported by 

Authority and Experience in Answer to the Character of a Popish Successor (London: H. 
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did not age well. As Louis increased his persecution of Huguenots, across the Channel, 

the fear of Catholics and of the French increased as well.79 

James lost support throughout his rule because he pushed for policies that were 

perceived to be autocratic, tyrannical, or favorable to Catholics. The birth of his son in 

June 1688 renewed fear of continual Catholic rule and rumors of the boyôs illegitimacy 

(so as to prevent his succession) were rampant.80 Increasing unpopularity and fears of 

permanent Catholic rule prompted nobles to offer the crown to Jamesôs eldest daughter 

Mary and her husband (and first cousin) William of Orange, who were both Protestants. 

The invitation listed Jamesôs ill-treatment of Protestants and his agreements with France 

as justifications for his removal. The nobles invited William and Mary to come with an 

army; this military invasion was sought for ñhelp against [Jamesôs] Invasion of all our 

Civil Rights and Fundamental Liberties, and his utter subversion of the Free Government 

of England by its ancient Customs and Laws.ò81 Offering the crown to William and Mary 

was seen, by at least the Whigs (William and Maryôs core supporters), as a sacred 

protection of Protestantism and representative government, core components of their 

national identity. 

 

Brome, 1681), EEBO, 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. 

     79 Marshall, Religious Intolerance and Arguments for Religious Toleration, 31.  

     80 Southcombe and Tapsell, Restoration Politics, 90ï92, 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 

Concerning their Grievances (London: Nathanael Ranew and Jonathan Robinson, 1688), 

EEBO, 24. 
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We know that this transition from the Catholic James to the Protestant William 

and Mary was accepted because, first and foremost it happened, and second, it was 

overwhelmingly peaceful. The English people conveniently overlooked the fact that 

William of Orange was Dutch and landed with a force four times the size of the infamous 

Spanish Armada.82 What mattered most was that William and Mary were Protestant, and 

that they would restore Protestantism to England.  

 

Protestantism in English Popular Music 

The antagonistic relationship between Protestants and Catholics became a defining 

characteristic of English national identity. Evidence from printed and manuscript sources 

reveals that throughout the Restoration, political events were described and understood in 

religious terms, the English monarch was idealized as an embodiment of Protestantism, 

Catholics were scapegoated for any ill deed, and France was equated with and blamed for 

Catholic plots. In combination, these themes led to a highly xenophobic and jingoistic 

idea of what it meant to belong in and to England. In the case studies that follow, I will 

show how Restoration popular music both referenced and constructed this SelfïOther 

relationship, engraining it within the population. 

The folia in Restoration England, the focus of my first case study, referenced 

contemporaneous events that were marked as religious conflicts and became firmly 

associated with specific themes that indexed the nation. In doing so, the folia acquired a 

specific meaning, further enabled by its disassociation from the original ground bass 

 

     82 Eveline Cruickshanks, The Glorious Revolution (London, Macmillian, 2000), 26. 
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genre and standardization as a melody, or rather, set of melodies. Therefore, the folia 

created what Anderson refers to as horizontal community in Restoration England, uniting 

citizens together in loyalty to the Protestant monarch of England. The next case study 

expands the scope from a single musical structure to an entire genre: the cibell. In its 

performance traditions, lyrics, and labeling, the cibell genre indexed age and tradition, 

therefore forming a vertical community. By creating a sense of historical continuity, the 

cibell also became an invented English tradition, demonstrating the permanence of the 

values it indexed. The third case study then considers two genresðmetrical psalm and 

balladðand how the musical and thematic similarities between a tune from each allowed 

them to index each other. This relationship situated the tunes within the same sound 

world, despite originating in different genres of music, and therefore allowed them to 

enhabit Restoration citizens with a Protestant English national identity. 
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Chapter 1 

The Folia in England: Uniting a Community 

 

A group of men and women gather in a living room, unwinding from the day as they 

drink; the talk concernss relationships, the need to pay rent and other bills, and a brief 

inquiry about any recent ñplotsò and ñintriegues,ò though none are fully discussed.1 After 

some friendly banter and teasing, a Sir Peter Lovejoy proposes to ñleave quarreling, and 

mind the work of the day; who pledges a Bumper?ò2 In response, his friend suggests ñthe 

Royal Health in a Bumper of the largest Size,ò and the group calls for a servant to fill 

their beer glasses.3 Sir Peter proclaims that all should take part in showing their loyalty 

through song and drink, and the group obeys, joining together to sing ñAll Joy to Great 

Caesar.ò 

 This scene comes from the 1692 play The Contented Cuckhold, by Reuben 

Bourne. While fictional, the scene reflects typical social interactions for Restoration 

theater audiences, and therefore offers insight into Restoration popular music and how it 

functioned within English culture (in this case, for those able to attend theater 

performances). What happened in this scene? How were these friends demonstrating 

loyalty by drinking beer and singing together? To whom or to what was this loyalty 

 

     1 Reuben Bourne, The Contented Cuckhold (London: Randal Taylor, 1692), EEBO, 

24. 

     2 Bourne, The Contented Cuckhold, 24. 

     3 Bourne, The Contented Cuckhold, 25. 
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proclaimed? How did all those gathered know what to sing? What words did they sing? 

To what music?  

The words of ñAll Joy to Great Caesar,ò sung by Sir Peter and company, are by 

the English writer Thomas DôUrfey (1653ï1723), who set his text to melodic divisions of 

the folia ground bass, which was generally known in England as ñFarinelôs Ground.ò4 

The use of the folia in Restoration England, beginning with DôUrfey, presents an 

interesting case of select musical appropriation, subsuming the folia into the construction 

of a national identity. In this chapter, I explain how the folia in Restoration England was 

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: (1) the foliaôs disassociation from the ground 

bass and division genres and acquisition of a new identity as a stand-alone melody, or set 

of melodies, and (2) the foliaôs repeated themes indicated by text, titles, and tune 

indications. As a result of these processes, the folia became a musical topic in Restoration 

England, indexing and creating English horizontal community and national identity. 

 

An Introduction to The Folia 

The folia is a ground bass: a musical line that is (most often) in the bass, repeated as often 

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

 

     4 During the Restoration era, variants of the more standard title ñFarinelôs Groundò 

include: Farinelôs Grounds, Farrinelôs Ground, Fardinels Ground, Faronells Division on a 

Ground, and Faranellaôs Ground, among others. Richard Hudson has also documented a 

manuscript reference to ñthe Spanish Follye,ò which is a literal translation of la folia 

España/folies dôEspagne. Throughout the dissertation, I will use ñthe foliaò to refer to 

this music; when quoting a primary source, I will retain the writerôs original spelling.  
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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 that the folia was one of the most popular musical inspirations during the last 

five centuries of Western European music history.5 The ground bass for the folia is based 

on a symmetrical harmonic chord progression, with alternating groups of iðVði and 

VIIðIIIðVII:  

iðVðiðVIIðIIIðVIIðiðvð 

iðVðiðVIIðIIIðVIIðiði   

 

The notes of the ground bass melody are the roots of each chord in this pattern (fig. 2). 

 

Figure 2. The folia ground bass 

The melody is formed by roots of the harmonic pattern; the key of D minor is 

chosen to facilitate comparison with figure 3 and the Appendix. 

While there are some minor variations to this chord progression depending on 

time and region of use, this basic harmonic pattern has remained a constant throughout 

the foliaôs history. Hudson has divided the foliaôs history into earlier and later periods. 

These groupings are determined by era, geography, genre, as well as the amount of 

rhythmic and especially harmonic variety between different examples.6 The folia used in 

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

 

     5 Hudson, The Folia, and Hudson, ñThe Folia Melodies.ò Other research about the 

history and origin of the folia includes Gombosi, ñThe Cultural and Folkloristic 

Background of the óFol²a,ôò and Ward, ñThe Folia.ò 

     6 Hudson, ñThe Folia Melodies,ò 98ï99, 110ï112. 
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is my focus in this chapter. It is also this later version that became a popular and near-

ubiquitous foundation for compositions throughout the Baroque period.7 

The later folia is steeped in the rich performance tradition of division pieces. 

Division pieces include ground basses (such as the folia and the passamezzo) over which, 

with each repetition, a new melodic variation is performed, sometimes with successively 

smaller rhythmic values, hence the genreôs English name ñdivision.ò Originally, these 

melodic variationsðor divisionsðwould have been created in the moment of 

performance. Division pieces were also transcribed, notated, and printed, which allowed 

specific melodic 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; 

Hudson notes that the opening division ñbecame an almost fixed melody.ò8 The folia in 

England, therefore, was known not just as a ground bass, but a ground bass and a 

standard set of divisions (with some variation).  

Division pieces like the later folia were extremely popular in sixteenth- and 

seventeenth-century England. This genre, given the need for both the ground bass and the 

melodic divisions, allowed multiple musicians to play together. While division pieces 

could be performed on any combination of instruments, it was very popular to perform 

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

 

     7 Some well-known compositions that use the folia include: Arcangelo Corelli, Violin 

Sonata in D Minor, op. 5, no. 12 (ñLa Foliaò), Antonio Vivaldi, Sonata No. 12 in D 

Minor, RV 63 (ñLa Folliaò), Johann Sebastian Bach, ñUnser trefflicher,ò Mer Hahn en 

neue Oberkeet, BVW 212, and George Frideric Handel, Sarabande, Keyboard Suite in D 

Minor, HWV 437. The wiki site http://www.folias.nl/htmlnew.html provides a detailed 

list of hundreds of examples. 

     8 Hudson, The Folia, xxix. 
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instruments. By nature of its easy inclusion within a whole consort, the viol was a social 

instrument (as opposed to the lute, which was more solitary). Both men and women 

played viols of all sizes, and viols 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 division pieces indicate that this genre was a 

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

statements about all English citizens is inherently impossible, widely popular and 

relatively common performance traditions like those of division pieces offer a lens 

through which to analyze mass musical culture and to posit conclusions about musical 

functions and meaning.  

 

Englishing the Folia 

The earliest extant source of the later folia is Air des hautbois, Les folies dôEspagne (the 

descriptive title references the folia), composed in 1672 by Jean-Baptiste Lully (1632ï

1687). This composition gives evidence that the folia was present in French culture by 

1672; considering that English sources often refer to the folia as ñFarinelôs Ground,ò it is 

likely that at least one way the folia and Lullyôs divisions may have arrived in England is 

through performances of the French violinist Michel Farinel, who was in England from 

1675 to 1679.9  

 

     9 Marcelle Benoit and £rik Kocevar, ñFarinel family (2) Michel Farinel,ò Grove Music 

Online, 2001, accessed June 16, 2021, https://doi-org.proxy-

um.researchport.umd.edu/10.1093/gmo/9781561592630.article.09311. 
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Despite the English animosity and xenophobia toward France, constant movement 

between the two regions fostered cultural exchange, continuing a long tradition of 

connectionðalbeit not always friendlyðbetween the French and the English. Notable 

conflicts between the two nations include the Hundred Years War (1337ï1453, during 

which English monarchs began the tradition of titling themselves the ruler of France), the 

Wars of the Roses (1455ï1457, a series of English civil wars between the houses of 

Lancaster and York, during which France sided with Lancaster), the French (re)conquest 

of Calais in 1558, and various sixteenth- and seventeenth-century English invasions of 

France in support of French Protestant Huguenots. France and England (and later, Great 

Britain) were also part of opposing alliance systems in the many wars of succession and 

trade in Europe throughout 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 transcribed, by Lully in his Air des 

hautbois), is evidence that the folia was purposely appropriated to suit contemporary 

musical-national needs in England. This is not the first example of the English using pre-

existing, foreign music to create a local tradition. Beginning in the late sixteenth century, 

Elizabethan composers ñEnglishedò Italian madrigals by writing English text over 

imported Italian compoisitions; in doing so, they helped to make the madrigal one of the 

most popular genres in Renaissance England. The first instance of Italian madrigals being 

used as contrafacta melodies for translated text is the 1588 publication of Musica 

Transalpina, the preface of which uses the term ñenglishedò as a way to describe the 

translation, which was very literal in both the 1588 and 1597 editions. In 1590, Thomas 

Watson published Italian Madrigalls Englished, with the longer title describing the 
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translation as ñnot to the sense of the originall dittie, but after the affection of the Noate,ò 

meaning that the translations within were more poetic than literal. These publications 

helped to create and establish the madrigal as ñauthentically English,ò despite its Italian 

origins. Notable contributors to this genre were Thomas Morley, Alfonso Ferrabosco, 

Thomas Weelkes, and John Farmer.10 

Elizabethan composers used the term ñEnglishedò to describe their compositional 

method, and I find the same term helpful in thinking about the process of nationalizing 

the folia. The folia was repeatedly used throughout the Restorationðdespite its 

associations with and history in France, Italy, and Spain, all bulwarks of Catholicismð

for songs clearly proclaiming English Protestant national identity. This performance 

tradition allowed the folia to expand from a ground bass into a musical topic.11 This 

transformation was due to the folia disassociating from the ground bass genre and instead 

becoming a stand-alone melody (or rather, set of melodies) at the same time that it was 

repeatedly associated with Protestant national identity through intertextuality via text 

settings, titles, tune indications, and performance traditions. 

 

From Ground Bass to Tune 

When DôUrfey set his text entitled ñThe Kingôs Healthò to ñFarrinelôs Ground,ò he used 

the later folia that originated with Lully. DôUrfey set six strains, or verses, writing out the 

 

     10 Joseph Kerman describes the English madrigal and the English equation between 

ñEnglishingò and ñimprovementò in his ñMorley and The Triumphs of Oriana,ò Music 

and Letters 34, no. 3 (July 1953): 185ï191. 

     11 I use the term topic (topos) in the sense elaborated by Leonard Ratner in Classic 

Music: Expression, Form, Style (New York: Schirmer, 1980). 
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Figure 3. First two strains of DôUrfeyôs ñThe Kingôs Healthò 

DôUrfey labels the six strains, writing out six melodic divisions of the 

folia and clearly setting his text to each. 

Source: Thomas DôUrfey, ñThe Kingôs Healthò (London, 1682), 

EEBO. 

six divisions and their text above the provided ground bass (fig. 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, very recent, or if the composer or editor wanted to clarify how to set 

new text. Any of these reasons could explain why DôUrfey provided both text and 

musical notation for the first (1682) publication of ñThe Kingôs Health.ò DôUrfeyôs first, 

third, and fourth strains align with Lullyôs original three (Appendix). The first four strains 

of DôUrfeyôs ñThe Kingôs Healthò are also the same as the first, third, second, and fifth, 

respectively, of Faronellôs Division on a Ground. This piece, published in 1685, was 

most likely a descriptive (as opposed to prescriptive) transcription of Farinelôs 

performance(s) while he traveled in England in the 1670s and published after the fact. 

Farinelôs music, therefore, could have also influenced DôUrfeyôs setting of ñThe Kingôs 

Health.ò12 

Some indication of the song and its musicôs growing fame in England can be 

found in later publications of ñThe Kingôs Health.ò In the 1684 collection 120 Loyal 

Songs, printed by Nathaniel Thompson, only the text of ñThe Kingôs Healthò is provided, 

along with an indication that it should be sung to ñFarrinelôs Groundsò (fig. 4, next 

page).13 Each of the songôs six strains is labeled, providing a clear reference to the 

structure of the music used: six divisions over the folia ground. The same format is used 

in the 1685 edition of Thompsonôs 180 Loyal Songs.14 The fact that musical notation was 

not provided in either 120 Loyal Songs or 180 Loyal Songs indicates that the music had 

 

     12 Hudson, The Folia, xxviii, 88ï90, 97ï107. 

     13 Nathaniel Thompson, A Choice Collection of 120 Loyal Songs, all of them Written 

since the Two Late Plots, (viz.) the Horrid Salamanca Plot in 1678, and the Fanatical 

Conspiracy in 1683 (London, 1684), EEBO, 179ï181. 

     14 Nathaniel Thompson, A Choice Collection of 180 Loyal Songs all of them Written 

since the Two Late Plots (viz.) the Horrid Salananca Plot in 1678, and the Fanatical 

Conspiracy in 1683 (London: Nathaniel Thompson, 1685), EEBO, 300ï302. 
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Figure 4. ñThe King's Healthò in 120 Loyal Songs 

Thompson provides DôUrfeyôs text and the tune indication 

for ñFarrinelôs Grounds,ò no music. His labeling of each 

strain suggests that distinct divisions (presumably those by 

DôUrfey) should be used for each verse. 

Source: Nathaniel Thompson, A Choice Collection of 120 

Loyal Songs (London, 1684), EEBO, 179ï181.  

become widely known and that the reader needed only a reference to jog their memory of 

the associated music. 

The rise in familiarity was likely also due to several publications of untexted 

versions of the later folia in England, all of which begin with the same division and share 

at least two other divisions with DôUrfeyôs version. Humphrey Salterôs 1683 Genteel 

Companion being Exact Directions for the Recorder, John Playfordôs 1685 The Division 

Violin, Henry Playfordôs 1690 Apolloôs Banquet, and John Walshôs 1708 The Division 

Flute are all instrumental sources that contain the folia, naming it (some variant of) 
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Farinelôs Ground.15 The instrumental version in Apolloôs Banquet, which shares five 

divisions with DôUrfeyôs setting, is entitled ñThe Tune of Farrinelôs Ground, to the Song 

of (All Joy to Great Caesar)ò (fig. 5).16 This label provides evidence that Playfordôs 

readership would have equated the folia with the phrase ñAll Joy to Great Caesar,ò the 

incipit text of DôUrfeyôs song ñThe Kingôs Health.ò  

 

Figure 5. Tune indication in Apollo's Banquet 

The use of both ñFarrinelôs Groundò and ñAll Joy to Great Caesarò equates both to 

the foliaôs music. 

Source: Tune 46 in Henry Playford, Apollo's Banquet Containing Instructions, and 

Variety of New Tunes, Ayres, Jiggs, and Several New Scotch Tunes for the Treble-

Violin (London: E. Jones, 1690), EEBO. 

The prevalence of common divisions, especially within a genre rooted in 

improvisation, is in part evidence that these divisions were affixed to the folia ground 

bass in England. This, in combination with the performance traditions of broadsides and 

health songs, allowed the English folia to become a set of stand-alone melodies, no 

longer dependent on the ground bass line itself.  

 

 

     15 Humphrey Salter, The Genteel Companion being Exact Directions for the Recorder: 

with a Collection of the Best and Newest Tunes and Grounds Extant (London: Richard 

Hunt and Humphry Salter, 1683), EEBO; John Playford, The Division Violin: Containing 

A Collection of Divisions upon Several Grounds for the Treble-Violin (London: John 

Playford, 1685), EEBO; Henry Playford, Apollo's Banquet Containing Instructions, and 

Variety of New Tunes, Ayres, Jiggs, and Several New Scotch Tunes for the Treble-Violin 

(London: E. Jones, 1690), EEBO.  

     16 Henry Playford, Apollo's Banquet, item number 46.  
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The Folia in Ballads 

The 1689 ballad ñA New Song on King William and Queen Maryò contains the melodic 

indication of ñto the Tune of, Joy to great Caesarò and provides a printed melody that is 

the same as the first strain/division of DôUrfeyôs ñThe Kingôs Heathò (fig. 6, next page).17 

This ballad also labels six strains of text, which is unusual for the broadside ballad genre; 

normally, different verses were indicated only through spacing. The deviation from this 

established printing tradition by specifically labeling the strains, in combination with the 

tune indication that cites DôUrfeyôs incipit text, connects the ballad to DôUrfeyôs setting 

and therefore to the folia divisions he used. The strain markings in the ballad suggest that 

each verse could be sung to a different division, as they would have been in DôUrfeyôs 

ñThe Kingôs Heath.ò Fitting the syllabic content of each verse in this ballad becomes 

significantly easier using the six different divisions rather than accommodating the single 

melody provided on the broadside to each verse. However, we must still allow for the 

possibility that some readers/performers would have used only the provided melody for 

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

rhythm or inserting tones was a common performance practice of this genre.18  

 

 

     17 ñA New Song on King William & Queen Mary to the Tune of Joy to Great Caesarò 

(London: E. Hawkins, 1689), EEBO. 

     18 John Ward, ñApropos The British Broadside Ballad and its Music,ò Journal of the 

American Musicological Society 20, no. 1 (Spring, 1967): 40. In this article, Ward 

discusses the misleading way Claude Simpson presents the ballad tune of ñFarinelôs 

Groundò as only the first division in his The British Broadside Ballad and its Music; 

however, Ward also acknowledges the reality that some would have not known all 

divisions and therefore only used the one printed. 
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Figure 6. Tune indication, melody, and strain labels for ñA New Song on King 

William and Queen Mary.ò Bar 4 is missing from this broadside printing. 

In this ballad, the folia is solely labeled as ñJoy to Great Caesar,ò and the 

provided melody is the same as the first strain of DôUrfeyôs song (Appendix).  

Source: ñA New Song on King William & Queen Mary to the Tune of Joy to 

Great Caesarò (London: E. Hawkins, 1689), EEBO. 

Whether the ballad was performed with six divisions or just one, it is important 

that the music is referred to as ñJoy to Great Caesar,ò not Farinelôs Ground. A manuscript 

source of the folia from c. 1700 England also titles the music as ñJoy to Great Caesarò 

rather than other known English titles (such as Farinelôs Ground or its spelling 
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variants).19 Using the incipit text of DôUrfeyôs setting to name the tune reveals the 

ñEnglishingò process, one that changed a preexisting music and structure to fit a new, 

local performance tradition.  

Another ballad, ñThe Loyal Health,ò printed in 1684, also uses the music of the 

folia (fig. 7, next page).20 Within this printing, three melodic divisions are provided, each 

corresponding to one of the three verses of text printed. But in contrast to DôUrfeyôs song 

(and the later 1689 ballad, previously discussed), these ñLoyal Healthò ballad verses are 

not labeled as separate ñstrains.ò This new format suggests that the printed melody is not 

different variations on a single line (the ground bass), but is instead a through-composed 

tune, albeit with harmonic repetition. The presentation of this music as a single, through-

composed melody helps to disassociate the ballad from the ground bass, arguably the 

defining feature of the folia. Because ballads were commonly performed a cappella, the 

ground bass would not have been part of most (if not all) performances of this ballad or 

the later ñA New Song on King William and Queen Mary.ò The standard ballad 

performance tradition helps to disassociate the folia from its ground bass origins, and 

therefore the foreign origins of the music, allowing the folia to better serve the purposes 

of the English.  

 

     19 ñJoy to Great Caesar,ò The Music Manuscript Collection of the Bodleian Library, 

Oxford, Part 4: English Music Manuscripts before c. 1850, Reel 13, 12v. The 

accompanying catalog dates this reel to c. 1700. 

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

Late Horrid Phanatical Conspiracy by the Fire at Newmarketò (London: Charles Corbet, 

1684), EEBO. 
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Figure 7. Melody and first verse of ñThe Loyal Healthò 

The provided melody consists of folia divisions, separated by double 

bar lines 

Source: ñThe Loyal Health Occasionôd by His Majesties Most Happy 

Deliverance from the Late Horrid Phanatical Conspiracy by the Fire 

at Newmarketò (London: Charles Corbet, 1684), EEBO. 
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The Folia in Health Songs 

As indicated by their titles, both DôUrfeyôs ñThe Kingôs Healthò and ñThe Loyal Heathò 

are health songs, which revolve around drinking 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 drinking itself 

signaled opposition to Puritan values and rule, health songs were increasingly linked to 

Royalist (Cavalier) loyalty and were used to praise English literary, mythological, and 

traditional figures, therefore helping to code the activity and genre of health drinking as 

uniquely ñEnglish.ò The health left behind old, sixteenth-century connotations of 

drunkenness, gluttony, and immorality, and instead became a cherished tradition of 

England, consciously used to build community and loyalty.21 After the Restoration, this 

tradition of singing and drinking healths to the king (or queen) remained common and 

continued to reference ideas of national loyalty and identity.  

ñThe Kingôs Healthò and ñThe Loyal Healthò were therefore part of this health 

tradition; because these songs used the folia, that music became associated with the 

health genre and participated in its function. A quintessential health, described at the start 

of this chapter, was sung as part of the 1692 play The Contented Cuckhold. The main 

character, Sir Peter Lovejoy (the contented cuckhold himself) selects the health of ñAll 

Joy to Great Caesar,ò so that the group of gentlemen may ñshew [their] Loyalty by [their] 

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

 

     21 Here, I apply the theory of invented tradition to the change in function of the health 

genre, described by Rebecca Lemon in ñCompulsory Conviviality in Early Modern 

England,ò English Literary Renaissance 43, no. 3 (Autumn 20313): 381ï414. My 

understanding of invented traditions comes from Eric Hobsbawm and Terence Ranger, 

eds., The Invention of Tradition (Cambridge: Cambridge University Press, 1988). 
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down the better.ò22 Lovejoyôs chosen health is DôUrfeyôs ñThe Kingôs Health,ò 

referenced by the incipit text ñAll Joy to Great Caesarò instead of the original title. 

Within the play of The Contented Cuckhold, it is possible that only the melodic 

divisionsðnot the ground bassðwould have been sounded while Lovejoy and his four 

friends sang and drank at his house. This type of unaccompanied song would have best 

reflected the reality of how healths were performed. Like catches (some of which were 

also healths) and other drinking songs, healths were commonly sung at home, coffee 

houses, or taverns.23 Often a spur-of-the-moment activity, the singers may or may not 

have had their chest of viols or other instruments available, and in public drinking places 

they were most likely sung without instruments.  

The spontaneous performance tradition of healths reflects the importance of the 

genre to community building, specifically one of masculinity.24 Lovejoyôs link between 

ñDrinking and Fightingò is not unique for a health. A pervasive theme in health songs is 

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

ideas of jingoism and a crusading spirit. The healthôs themes of shared history, 

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

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

 

     22 Bourne, The Contented Cuckhold, 25; Lemon, ñCompulsory Conviviality,ò 382, 

403ï407. 

     23 Lemon, ñCompulsory Conviviality,ò 407ï408; Angela McShane Jones, ñDrink, 

Song, and Politics in Early Modern England,ò Popular Music 35, no. 2 (2016): 172ï173. 

Examples of health-catches can be found in The Catch Club, Or, Merry Companions 

being a Choice Collection of the most Diverting Catches for Three and Four Voices 

(London, 1690). 

     24 Lemon, ñCompulsory Conviviality,ò 409. 
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a health, musicians would have created a horizontal community with each other and 

dedicated that community to the monarch and their defeat of enemies. Health songs 

indexed the nation, referencing and creating its identity. 

 

A Protestant Caesar 

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

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

crown, to England. In setting text to the folia in ñThe Kingôs Health,ò DôUrfey gave the 

music obvious themes of loyalty to Charles II. The incipit ñall joy to great Caesar,ò which 

became a secondary title of the song, contains Charles IIôs common epithet of ñCaesar,ò 

most likely chosen to symbolize his dominion over and protection of his English 

subjects.25 This epithet is found throughout Restoration literature and popular music, and 

the inspiration for one of the most popular ballad tunes of the time: ñLet Caesar Live 

Long.ò26  

William III (r. 1689ï1702) was also hailed as Caesar and given the religious 

overtones of the Glorious Revolution, the titleôs Protestant association was intensified 

when used for William. Anti-Catholic sentiment reached a fever pitch in the last several 

years of Charles IIôs reign, causing the Exclusion Crisis, or the movement to bar the 

Catholic James, Duke of York, from the throne. James did succeed the throne, but he 

steadily lost support. To the majority of his subjectsðWhigs and Tories alikeðJames 

 

     25 DôUrfey, ñThe Kingôs Health.ò  

     26 Marsh, Music and Society, 236. Marsh notes that ñLet Caesar Live Longò is the fifth 

most popular ballad tune in 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, issued Declarations 

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 those removed from office 

demonstrates how unpopular James and his policies had become within those in 

government, and it was no secret that they were removed because they ñ[did] not comply 

to what the king commands or want [to] have them do.ò27 The unpopularity of Jamesôs 

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

to unite and invite William and Mary, as ñtrue Christians,ò to take up the crown.28  

The goal of preventing a Catholic monarch was eventually realized through the 

now-called Glorious Revolution in 1688. The crown was jointly offered to Jamesôs eldest 

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 the 

Gunpowder Plot. An anonymous letter printed later states that William had intended to 

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

Gunpowder Plot anniversary was fortuitous as it allowed ñour Deliverance [to begin] on 

 

     27 Thomas Booth to John Booth, Twemlow, March 24, 1686, Folger MS.F.c.28, 

Folger Shakespeare Library, Washington D.C. 

     28 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 

Concerning their Grievances, with a Large Account of the Birth of the Prince of Wales, 

Presented to their Highnesses the Prince and Princess of Orange (London: Nathanael 

Ranew and Jonathan Robinson, 1688), 24. 



54 

 

the same Day it formerly was designed for Ruin and Destruction.ò29 This junction of 

current and historical events marking the triumph of Protestantism over Catholicism 

seemed to give William and Mary added justification for assuming the throne; accounts 

of Williamôs landing and progress to London describe how he would restore 

Protestantism and order to England.30 The 1689 ballad ñA New Song on King William 

and Queen Mary,ò which used ñAll Joy to Great Caesarò as the tune indication, is an 

example of how the name and ideology of Caesar was transferred from Charles to 

William III, assigning William and Mary the same status as godly Protestant protectors 

and defenders. 

By the mid-eighteenth century, the title ñAll Joy to Great Caesarò was standard 

for the folia in England. This title was used to reference DôUrfeyôs song instead of the 

original title, and it was also used to reference the music of the folia in English ballad 

opera.31 The first 1728 printing of The Beggarôs Opera, by John Gay (1685ï1732) and 

Johann Pepusch (1667ï1752), contained only the tune indication of ñJoy to Great 

Caesarò for Air XXII, accompanied by the stage direction for the character Macheath to 

drink as he sings. By the third edition in 1733, ñto which [was] added the ouverture in 

score; and the musick prefixôd to each song,ò the first melodic phrase for the folia is 

 

     29 A Letter from a Gentleman in Exeter to his Friend in London (London, 1688), 2. 

     30 Cressy, Bells and Bonfires, 185ï6; primary accounts of celebrations include: Gilbert 

Burnet, The Expedition of His Highness, the Prince of Orange, for England (London: 

T.W., 1688), 3; An Account of the Proceedings and Transactions that have Happened in 

the Kingdom of England, since the Arrival of the Dutch fleet and the Landing of the 

Prince of Orangeôs Army (London: P. B., 1688), 2. 

     31 ñJoy To Great Caesarò in A Complete Collection of Old and New English and 

Scotch Songs, vol. 1 (London: T. Boreman, 1735), ECCO, 20. 
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included in the printing along with the label ñJoy to Great Caesar.ò 32 The continued use 

of this title as opposed to ñFarinelôs Groundò or a more obvious reference to the folia 

demonstrates that the thematic association of ñJoy to Great Caesarò with the folia was not 

fleeting, but rather part of a sustained ñEnglishingò process. Furthermore, with each use 

of ñCaesar,ò the music would then index current figures such as Charles II or William III 

as well as their Protestant victories over Catholics. Musicians and listeners alike would 

therefore be continually reminded of this antagonistic relationship and the need to unite 

in communal loyalty in support of the Protestant defender. 

 

United Protestant Community 

With Thompsonôs publication of 120 Loyal Songs (1684) and 180 Loyal Songs (1685), 

ñThe Kingôs Healthò and the music of the folia were more explicitly tied to specifically 

Protestant loyalty and identity. The extended title of Loyal Songs (both collections) notes 

that they were ñwritten since the Two late Plots, (viz.) The Horrid Salamanca Plot in 

1678 and the Fanatical Conspiracy in 1683,ò referencing the Popish Plot and the Rye 

House Plot, respectively. Anti-Catholicism increased throughout the 1670s due to several 

events that, in the eyes of the public, more firmly associated Catholicism with foreign 

powers and tyranny. Charles II passed (and later was forced to revoke) a Declaration of 

Indulgence to give more freedom to English Catholics; in its stead, the Test Act was 

passed on March 29, 1673, which mandated that anyone holding a political office must 

 

     32 John Gay, ñAir XXII,ò in The Beggarôs Opera (London: John Watts, 1728), ECCO, 

55; John Gay, ñAir LXIII,ò in The Beggarôs Opera (London: John Watts, 1733), ECCO, 

71. 
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deny transubstantiation; essentially, this Act forbade any Catholics from participating in 

government.33 James opposed and refused to adhere to the Test Act, therefore revealing 

his conversion to Catholicism.34 Later that year, James 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.35 

This undercurrent of anti-Catholicism set the stage for the explosive yet entirely 

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 to kill Charles 

II , burn London, initiate a Catholic uprising, and support a French invasion.36 After the 

Great Fire in 1666, Jamesôs conversion and marriage, and the successive fears about 

Catholics infiltrating and taking control of the government, the public was primed to 

believe evidence of yet another Catholic conspiracy.37 In 1683 the Rye House plot to 

assassinate the king as he traveled was 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 Politics, 55ï56. Transubstantiation is a defining belief of the 

Catholic church. 

     34 Miller, Popery and Politics, 67ï70. Miller questions the validity of the public 

connecting Jamesôs conversion to their fears of Catholicism within government, but 

whether valid or not, the fact that these fears were common is significant. 

     35 Harris, London Crowds, 92. 

     36 Coward and Gaunt, The Stuart Age, 365ï366. For a thorough investigation of the 

Popish Plot, see John Kenyon, The Popish Plot (London: Heinemann, 1972). 

     37 Coward and Gaunt, The Stuart Age, 366. 
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The use of ñSalamancaò in Thompsonôs extended title of Loyal Songs references 

the Popish Plot. Thompson uses the Spanish city to evoke Titus Oatesôs Spanish 

education and (supposed) Spanish Jesuit ties. By using this name and by including the 

Popish Plot in the title, even seven years later in the 1685 edition of 180 Loyal Songs, 

Thompson applies the Protestant-Catholic conflict to the more recent ñFanatical 

Conspiracyò (the term ñfanaticò was contemporaneously used to reference religious 

extremism), despite the Rye House Plotôs relative lack of religious overtones. Through 

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

and ideology behind the music contained within. His preface note ñTo the Readerò is 

even more specific, saying that the Loyal Songs are a powerful force within culture that 

can convince listeners of their message and therefore actively create loyalty: 

Amongst the several means that have been of late years to reduce the deluded 

Multitude to their just Allegiance, 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 proclaiming Loyalty in every street. The mis-

informôd Rabble began to listen; they began to hear Truth in a Song, in time found 

their Errors, and were charmôd into Obedience. Those that despite the Reverend 

Prelate in the Pulpit, and the Grave Judge on the Bench; that will 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 ineffectual.38  

 

The language Thompson used suggests that there is a sizable amount, whether real or 

imagined, of disloyal citizens. Thompson gives music great power with this statement, 

crediting popular songs such as ballads with the ability to turn otherwise-rebellious minds 

and ñrabbleò into loyal citizens.  

 

     38 This prefatory text ñTo the Readerò is the same in both 120 Loyal Songs and 180 

Loyal Songs. 
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The terms Thompson chose to use in this preface, such as ñChoristers,ò 

ñReverend Prelate,ò and ñConvert,ò again provides a religious connotation to the 

publication and the songs collected therein, no matter their individual texts. Creating and 

emphasizing religious overtones in turn deemphasizes internal political party divisionsð

namely between Tories and Whigsðthat might disrupt a cohesive national identity. The 

local strife between Tories and Whigs was central to the Rye House Plot, but this is not 

evident in Thompsonôs front matter.  

Thompson includes DôUrfeyôs song ñThe Kingôs Healthò in both Loyal Songs 

collections, despite the fact that it was written before the Rye House Plot, not after, as 

Thompsonôs extended title suggests. By including ñThe Kingôs Healthò within a 

publication that emphasizes religious unity, Thompson helps to elide the political 

divisions present in DôUrfeyôs song. DôUrfey was a Tory; exhibiting his style of wit and 

satire, ñThe Kingôs Healthò references ñsneaking Whig[s],ò and includes a call to ñlet 

Tories guard the King, let Whigs in Halters swing.ò39 But despite these biting lyrics, in 

the final strain DôUrfey reflects on the ñfaction and follyò of divisions, which would 

disappear in the communal bonding of health singing and drinking. This call for an active 

creation (through performance) of unity correlates with Thompsonôs overall message and 

purpose of his publications.  

The 1684 ballad ñThe Loyal Healthò is overtly linked to the Rye House Plot; its 

extended title states that the song was ñOccasionôd by His Majesties most Happy 

Deliverance from the late Horrid Phanatical Conspiracy, by the Fire at Newmarket.ò40 

 

     39 DôUrfey, ñThe Kingôs Health.ò 

     40 ñThe Loyal Health.ò 
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And yet, even this ballad does not name Whigs after the first strain. Instead, it 

concentrates on ñKind Heaven[ôs]ò protection of the ñChosenò and ñAnointedò Charles.41 

The extended title, while explicitly referencing the Rye House Plot, also creates 

religiousðnot politicalðconnotations through the use of ñPhanaticalò and the 

description of the Rye House Plot as the ñFire at Newmarket.ò The former, also used by 

Thompson in his preface, was often used in religious conversations to deride Jesuits, and 

the latter recalls the Great Fire of 1666, the pope-burnings, and even the joyous bonfires 

celebrating the Protestant deliverance from the 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 helps ñThe Loyal Healthò be just that: a health in loyalty 

to the king, joining the singers in Protestant allegiance and community. 

In keeping with the health genre, DôUrfey also includes themes of violence and 

militaristic victory, especially in the fourth strain of ñThe Kingôs Healthò: 

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

and warms with his Graces the Vipers that sting him; 

ótil crownôd with just Anger the Rebels he seizes: 

Thus Heaven can Thunder when ever it pleases.42 

 

In comparing Charles II to Jehovah, DôUrfey references the divine victories of the Old 

Testament, part of the emerging trend to consider England a ñnew Jerusalem,ò the 

homeðand havenðof the godly. Linda Colley has noted how English Protestants viewed 

their nation as ñnothing less than another and a better Israel,ò and the associated ideas of 

 

     41 ñThe Loyal Health.ò 

     42 DôUrfey, ñThe Kingôs Health.ò 
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godly deliverance and triumph over enemies justified that worldview, making it easily 

map onto contemporary social, political, and religious conflicts.43 

After the Great Fire of 1666, minister and writer Samuel Rolle, while attributing 

the fire to Catholics, compared London to Jerusalem and Rome to the corrupt Old 

Testament city of Babylon.44 Babylon is described in the Old Testament (particularly in 

the books of Daniel and Isaiah, the latter of which foretells its destruction) as a godless 

city and place of captivity for the Jews, the Chosen people of God. In the New 

Testament, the Apostle Paul used Babylon to reference Rome (1 Peter 5:13) and the 

Revelations (17:3ï6) use Babylon as a metaphor for earthly corruption. These references 

would prove useful to Protestants wishing to condemn the Roman Catholic religion; 

comparing Rome or Catholics to the ñWhore of Babylonò became a common trope. 

Rolleôs comparison between Rome and Babylon was not only a way of condemning the 

Catholic religion, but also a way to state that it would be Protestantismðand Londonð

that would survive and prove to be the true religion. Musically, these themes are perhaps 

most evident or tangible in the oratorios composed by George Frideric Handel; the Old 

Testament themes of these oratorios reflected and helped to maintain this comparison to 

Israel throughout the eighteenth century.45  

 

     43 Colley, Britons: Forging the Nation, 30. This same ideology is behind the more 

familiar ñCity upon a Hillò idea of Puritan emigrants from England to the future United 

States. 

     44 Samul Rolle, Shlohavot [flame], or, the Burning of London in the Year 1666 

(London, 1667), 162, 821, EEBO.  

     45 Colley, Britons: Forging the Nation, 31ï32. The oratorios and their allegorical 

relationship to British Protestantism are described by Ruth Smith in Handelôs Oratorios 

and Eighteenth-Century Thought (Cambridge: Cambridge University, 1995), 213ï229. 
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Figure 8. End of third and entire fourth strain of ñThe Kingôs Healthò 

The slower rhythms and similarity to the first strain help to emphasize the fourth 

strainôs text over that of the third strain. Full score is in Appendix. 

Source: Thomas DôUrfey, ñThe Kingôs Healthò (London, 1682), EEBO. 

This same comparison in ñThe Kingôs Healthò puts God on the side of Charles, 

and through him, the English, justifying and legitimizing their Protestantism, despite any 

political party affiliation. The melodic division that accompanies this fourth strain of text 

is significantly less ornamented and has more conjunct motion than the previous strain; in 

performance this serves to clarify and emphasize the fourth strainôs text as it is slower 

and more easily understood (fig. 8; full song in Appendix). Furthermore, this strain is 
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extremely similar to the songôs first strain, the melody of which was most strongly 

associated with the folia in England, used in every extant notated example. The 

importance and weight given to the fourth strain of text in DôUrfeyôs song emphasizes the 

idea that the English communityðthe new Israel living in the new Jerusalemðis unified 

through Protestantism, rising above any internal political faction.  

 This unity is displayed in the use of ñAll Joy to Great Caesarò in the 1690 play 

The Contented Cuckhold. While DôUrfeyôs song was somewhat critical of Whigs, in 1690 

these remarks would have lost their sting. At this point, William III was king, and his 

supplanting of James II was supported by Whigs. That the original meaning and political 

slant of this health song was ignored and instead used to demonstrate Whig allegiance to 

the throne, reflects how the reception, performance history, and layers of context allowed 

the music to change function within the culture. While continuing to support the 

monarch, this text and the music that carries itðthe foliaðcame to surpass individual 

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

to demonstrate Protestant loyalty and camaraderie.  

 

The Folia Englished 

That the folia was not tied specifically to the Tory party, but instead to general national 

allegiance, is also demonstrated by its inclusion in Henry Purcellôs semi-opera The Fairy 

Queen (1692). A uniquely English genre, the semi-opera (sometimes called ódramatick 

operaô) is a staged production with a mixture of dancing, singing, and spoken dialogue. 

The genre was heavily influenced by the English masque tradition, highly popular at 
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court in the sixteenth and seventeenth centuries.46 While the folia in Purcellôs semi-opera 

is varied harmonicallyðmost obvious is the major, not minor, keyðthe melodic 

variations Purcell uses resemble those used in all previous publications that use the folia: 

DôUrfeyôs ñThe Kingôs Healthò (also, through tune indication, ñThe Loyal Healthò and 

ñA New Song on King William and Queen Maryò), Salterôs The Genteel Companion, 

John Playfordôs The Divison Violin, and Henry Playfordôs Apolloôs Banquet (fig. 9). 

Given Purcellôs close connections to DôUrfey and the Playford family, never mind 

Purcellôs prominence within English music culture, it is nearly impossible that he was not 

aware of the folia nor of the common themes attached to this music through the title ñJoy 

To Great Caesarò and its song texts. John Playford named Purcell in his will and Purcell 

and DôUrfey were frequent collaborators; they collaborated for eight of DôUrfeyôs plays, 

an Ode to Queen Mary in 1690, and DôUrfey also wrote an epilogue to Purcellôs Dido  

 

Next page: Figure 9. Thematic content of Purcellôs ñChaconne: Dance for Chinese Man 

and Womanò in The Fairy Queen 

The first theme is similar to the first strain/division used by DôUrfey and others; the 

second theme here, with dotted eighths, is similar to the third strain of DôUrfeyôs song 

(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: adapted from Henry Purcell, Act V in The Works of Henry Purcell, vol. 12, The 

Fairy Queen, ed. Anthony Lewis. 

 

 

     46 Eric Walter White, A History of English Opera (London: Faber & Faber, 1983), 94ï

97. 
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and Aeneas. 47 Purcellôs choice of genre label within the title of the music, ñChaconne: 

Dance for Chinese Man and Woman,ò also draws attention to the musical connections to 

the folia. A chaconne is a piece in triple time with a repeated chord progression over 

which melodic variations are performed. In other words, Purcell uses a ground 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 thematic function within The Fairy 

Queen. Purcell places the ñChaconneò dance between the trio and chorus of ñThey Shall 

Be As Happy,ò both sections of which have the same text: 

They shall be as happy as theyôre fair 

Love, Love shall fill all the places of care 

And evôry time the sun shall display  

His rising light, 

It shall be to them a new wedding day, 

And when he sets, a new nuptial night.48 

 

This song is one of the more overt examples of how The Fairy Queen celebrates the 

marriage anniversary of William III and Mary II, and along with that union, their shared 

accession to the throne.49 William and Maryôs marriage is what made their joint rule 

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

 

     47Cyrus Day, ed. The Songs of Thomas DôUrfey (Cambridge: Harvard University, 

1933), 11, 15, 33; John McVeagh, Thomas Durfey and Restoration Drama: The Work of 

a Forgotten Writer (Aldershot: Ashgate, 2000), 22; Robert Hume, The Development of 

English Drama in the Late Seventeenth Century (Oxford: Clarendon, 1976), 301; 

Margaret Dean-Smith, ñPlayford family (1) John Playford (i),ò rev. Nicholas Temperley, 

Grove Music Online, 2001, accessed September 27, 2021, https://doi-org.proxy-

um.researchport.umd.edu/10.1093/gmo/9781561592630.article.43168. 

     48 Henry Purcell, ñAnd They Shall Be As Happy,ò in The Fairy Queen (1692). 

     49 Frans and Julie Muller, ñCompleting the Picture: The Importance of Reconstructing 

Early Opera,ò Early Music 33, no. 4 (November 2005): 667ï681. 
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Catholic James, despite Jamesôs Stuart lineage) and Tories (who supported Mary, as the 

direct descendant of James), therefore enabling the Glorious Revolution.50   

The ñChaconne: Dance for Chinese Man and Womanò is musically related to the 

surrounding trio and chorus of ñThey Shall Be As Happy,ò cementing the relationship of 

the folia to the surrounding text (fig. 10). One member of the initial trio is Hymen, the 

god of marriage, who sings praises and affirmation over the ñlarge Vases of Porcelain, in 

which six China-Orange Treesò are contained, a symbolic representation of Mary (and 

her porcelain collection, painted in a Chinese style) and William (the Prince of Orange).51 

After this ñThey Shall Be As Happyò trio, the key is maintained and despite the 

noticeable shift of meter, the melodic contour of ñThey Shall Be As Happyò resembles 

that of the ñChaconne,ò or, by extension, the melodic divisions of the folia.  

 

 

Next two pages: Figure 10. Transition between the trio ñThey Shall be as Happyò to the 

folia variations in ñChaconne: Dance for Chinese Man and Womanò  

While the meter changes, the key and pulse is maintained; when the chaconne ends the 

trioôs music is then repeated in the chorus. The Chaconneôs similarities to the folia are 

made more apparent by the surrounding text. 

Source: adapted from Henry Purcell, Act V in The Works of Henry Purcell, vol. 12, The 

Fairy Queen, ed. Anthony Lewis. 

 

 

     50 In 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 civil wars known as the Wars of the Roses. This comparison is helpful to 

conceptualize the importance of William and Maryôs union and joint accession to the 

throne, though their marriage was neither caused by nor did it end a prolonged civil war.  

     51 Henry Purcell, Act V in The Works of Henry Purcell, vol. 12, The Fairy Queen, ed. 

Anthony Lewis (London: Novello, 1968), xxii ; Muller, ñImportance of Reconstructing 

Early Opera,ò 669ï670. 



67 

 

 

 



68 

 

 

 

 



69 

 

I suggest that, despite the harmonic variance, Purcellôs ñChaconneò in The Fairy 

Queen should be accepted as an example of the later folia. The musical similarities to and 

its placement between the trio and chorus help to link Purcellôs varied folia with the text 

of ñThey Shall Be As Happy.ò By interpolating the folia between text that celebrates 

William and Mary, Purcell continues the political theme of the folia, using the musicôs 

connection to jubilant healths and communal loyalty to support the masqueôs celebratory 

festivities and dancing in honor of the monarchs who came into power through the 

Glorious Revolution, a declaration of Protestantism. 

The folia, as it became a distinct set of melodic tunes associated with particular 

and recurring themes of Protestant national community and unification, experienced an 

ñEnglishingò process similar to those of invented traditions. The ground bass and melodic 

divisions of the folia were not completely new, nor were they originally 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, and France.52 The fact that the 

folia has this history, and that this history is even referenced in more literal ñEnglishedò 

titles such as ñThe Spanish Follyeò or ñFarinelôs Ground,ò is further evidence that the 

folia was literally ñinventedò as a cultural item that could create and reference an English 

national identity.53 Functioning as an invented tradition, the folia therefore became a 

musical topic in England, indexing a complex set of values and customs, carrying cultural 

history and meaning. 

 

     52 Ward, ñThe Folia,ò 417ï419.  

     53 Eric Hobsbawm, ñIntroduction: Inventing Tradition,ò in Hobsbawm and Ranger, 

eds., The Invention of Tradition, 1ï14. 
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Through the intertextual associations built by various texts and their themes as 

well as the inherently communal nature of the performance traditions for division pieces 

and health songs, the folia established a sense of horizontal community. By continually 

indexing current events such as monarchsô anniversaries, the Rye House Plot, routine 

celebrations including pope burnings and bonfires, or the Restoration itself, the folia 

helped to link innumerable English citizens to each other. This served to remove the 

individual from themselves and instead become anonymous members of a superseding 

community: the nation.  
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Chapter 2 

The Cibell in England: Creating a Tradition 

 

In the afternoon of March 2, 1669, Samuel Pepys left work at the Navy Board and made 

his way home to his wife and nine guests, some of them family. After a ñnoble dinner,ò 

during which he especially enjoyed the attractive features of a woman named Betty 

Turner, the group socialized into the evening, and five more guests joined the party. The 

group ñfell to dancing, and continued, only with intermission for a good supper, till two 

in the morning.ò1 The dancers were accompanied by a violin, a theorbo (ñthe best in 

townò) and Thomas Greeting (Pepys does not specify the instrument Greeting used), who 

was also music instructor to Pepysôs wife. Pepys states that they danced jigs and 

ñcountry-dance[s],ò and that it was ñone of the days and nights of [his] life spent with the 

greatest content.ò2 

Dancing was a main form of entertainment for Pepys and his friends. While the 

evening of March 2 seems to have been particularly special for Pepys, he also describes 

many smaller and more casual events, engaging in just a ñcountry dance or two, and so to 

supper and bed.ò3 When Pepys attended a court ball on December 31, 1662, he noted the 

different types of dances performed, including country dances, one of which (ñCockolds 

all awryò), he described as ñthe old dance of England.ò4 That Restoration citizens could 

 

     1 Pepys, March 2, 1669. 

     2 Pepys, March 2, 1669.  

     3 Pepys, May 21, 1663. 

     4 Pepys, December 31, 1662. 
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associate country dances with England is also demonstrated by Pepysôs specification of a 

different ñFrench dance,ò delineating when dances were of foreign origin.5 It is likely, 

then, that even when at home dancing with his wife, just one guest, or in a company of 

sixteen, Pepys and his fellow dancers knew the association between country dances and 

England. 

One of these country dances is the cibell.6 Although the cibell genre was marked 

as a country dance and an English tradition by the publications in which it was printed, 

the cibellôs origins lie in France. In this chapter, I will investigate the ñEnglishingò 

process of the cibell; I argue that the cibell genre was Englished to become an invented 

tradition, allowing the genre to create vertical community. In turn, this process 

constructed ideas of long-standing tradition and an antagonistic SelfïOther relationship 

with France. Combined, these processes are evidence that, like the 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; within this genre, there are many tunes and 

compositions, most of which are simply titled ñcibell,ò similar to the practice of naming 

minuets, gigues, and other parts of a dance suite. The English author John Hawkins 

(1719ï1789), in his seminal text A General History of the Science and Practice of Music 

 

     5 Pepys, November 15, 1666. 

     6 ñCibellò is now the standard spelling, used by Grove; I will use cibell throughout the 

chapter except in quotes, where I will preserve the original spelling. Other sixteenth- and 

seventeenth-century spellings of cibell include: cebell, cybell, sybel, sybell, sebell, sibel, 

sibella, and sabell. 
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(1776), describes the cibell as ñan air in duple time of four bars or measures, only 

repeated in division at the will of the composer, but with this remarkable circumstance, 

that several strains are alternately in the grave and the acute series of notes in the musical 

scale.ò7 The double meter and the sense of alternation between both long and short note 

values, each of which were often associated with a particular register, are defining 

elements of the genre.  

As musicologist and early music performer Thurston Dart found, the source of the 

cibell genre is the chorus ñNous devons nous animer,ò by French composer Jean-Baptiste 

Lully (fig. 11, next page).8 In his opera Atys (1675), the chorus is sung in response to the 

goddess Cybelleôs arrival, the goddessôs name providing the genreôs name.9 Lullyôs 

melody from this chorus became known in England by another title (the ñOld Cibell,ò 

analyzed later in this chapter) and sparked an entire genre with the Englished name of 

cibell. There is no concrete evidence for how or when Lullyôs chorus reached England, 

though Dart does provide some possibilities. At the root of all the possibilities, and most 

important to remember, is the regular cultural exchange between England and France 

(described in Chapter 1).   

In this chapter, I investigate the cibell genreôs function in Restoration culture and 

its role in constructing a Protestant English identity. I argue that, through intertextuality 

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

 

     7 John Hawkins, A General History of the Science and Practice of Music, vol. 4 

(London: T. Payne and Son, 1776), ECCO, 392ï393. 

     8 Dart, ñThe Cibell.ò 

     9 Dart, ñThe Cibell,ò 25. 
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Figure 11. The source of the cibell; ñNous devons nous animer,ò from Atys 

Lullyôs melody in this chorus became known as the ñOld Cibellò tune in England. The 

duple meter and sense of alternation created between the melodic voices and continuo 

parts became foundational parts of cibell tunes, according to Hawkins in the Science and 

Practice of Music.  

Source: adapted from Jean-Baptiste Lully, Atys: Tragedie mise en Musique (Paris: 

Christophe Ballard, 1689). 

invented tradition of England. To demonstrate this, I will analyze two examples: a cibell 

by Henry Purcell and the cibell tune known as the ñOld Cibell.ò  

 

Purcellôs Cibell 

Henry Purcell (1659ï1695) composed his cibell for trumpet and strings, likely between 

1690 and 1695.10 The piece was published posthumously as a keyboard arrangement in 

 

     10 Henry Purcell, ñCibell,ò in The Works of Henry Purcell, vol. 31, Fantazias and 

Other Instrumental Music (London: Novello, 1965), 95. 
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the 1696 A Choice Collection of Lessons for the Harpsichord or Spinnett. It is likely that 

Purcellôs tune was popularized through and after this printed collection, rather than via a 

manuscript source or private performance.11 Dart argues that Purcellôs piece is the very 

first English cibell; all other English printed sources of cibells (including the ñOld Cibellò 

tune) date from after Purcellôs.12 Like Lullyôs chorus in Atys, Purcellôs cibell also 

contains the distinctive alternation between registers and is in duple meter (fig. 12, next 

page). Dart describes Purcellôs cibell as an imitation of Lullyôs music.13 That Purcellôs 

tune was heard, circulated, and popular within England is evidenced by its inclusion in 

printed works, including the posthumous Choice Collection of Lessons, John Walshôs The 

Division Flute (1708), and George Binghamôs 50 Airs Anglois (c. 1715).14 Purcellôs cibell 

was also set to text by Thomas DôUrfey and published both in Songs Compleat (1719) 

and Wit and Mirth (1719).15 I have also found two manuscript sources that show 

individual transcriptions of Purcellôs melody and title it as a cibell; only one of these 

sources recognizes Purcell as the composer.16 Manuscript sources like these  

 

     11 Henry Purcell, A Choice Collection of Lessons for the Harpsichord or Spinnet 

(London: Frances Purcell, 1696), EEBO, 61. 

     12 Dart, ñThe Cibell,ò 25ï26. 

     13 Dart, ñThe Cibell,ò 26. 

     14 John Walsh, The Division Flute (London, 1708), 14; George Bingham, 50 Airs 

Anglois (Amsterdam, c.1715), 18. 

     15 Thomas DôUrfey and Henry Playford, Songs Compleat, Pleasant and Divertive 

(London: W. Pearson for J. Tonson, 1719), ECCO, 2:70ï71; Thomas D'Urfey, Wit and 

Mirth; or Pills to Purge Melancholy, 4th ed. (London: W. Pearson for J. Tonson, 1719), 

ECCO, 2:70ï71. 

     16 ñSibella by Mr. Purcell,ò in The Music Manuscript Collection of the Bodleian 

Library, Oxford, Part 4: English Music Manuscripts before c. 1850, Reel 13, 

MS.Mus.Sch.e563** 2r; ñSybell,ò in The Music Manuscript Collection of the Bodleian 
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Figure 12. Purcellôs cibell 

Note the alternation between right and left hand, in imitation of the alternation 

found in Lullyôs chorus (see fig. 11). 

Source: Henry Purcell, A Choice Collection of Lessons for the Harpsichord or 

Spinnet (London: Frances Purcell, 1696), EEBO, 61. 

demonstrate that printed works and aural transmission were effective in circulating 

Purcellôs music and that his cibell was known and incorporated into music-making 

practices.  

 

Drinking to Purcellôs Cibell 

Thomas DôUrfey set text to Purcellôs cibell during the reign of William III (r. 1689ï

1702), making a health song in praise of ñCaesar,ò yet again using the popular imperial 

 

Library, Oxford, Part 4: English Music Manuscripts before c. 1850, Reel 13, 

MS.Mus.Sch.g.610, 29v. 
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epithet for the king (see Chapter 1).17 While not printed until at least 1719, in both 

DôUrfeyôs Songs Compleat and Wit and Mirth, the use of ñCaesarò and the reference to 

Holland clearly dates the song to during Williamôs reign: 

Crown your Bowls Loyal souls, 

Caesar to his Home returns; 

From the Shore, Cannons roar, 

England Smiles and Holland mournes.18 

 

DôUrfeyôs text contains typical features of health songs, self-referencing the act of 

communal drinking, bonding, and loyalty to the monarch with the incipit text (ñCrown 

your Bowlsò) and other lines such as ñfill, fill then high, proclaim, proclaim your joy,ò 

ñAnd now in a Chorus sing, welcome best of Kings,ò and ñNoble Boys hereôs to thee/ 

Look on my Glass and me.ò19  

Through these cheers, along with their corresponding actions of communal 

fellowship and drinking, DôUrfeyôs song embodies community. This community is coded 

as specifically English through lyrics citing loyalty to ñCaesar,ò or William III, and 

creates a sense of Self in opposition to Others, either the foreign land of Holland or the 

enemies deemed ñMalecontentsò and ñVipers.ò20 Because these enemies are not 

identified by name, the ñMalcontentsò could be any opposition to Caesar, whether at 

home or abroad. The choice of ñViperò conjures ideas of a serpent, creating Biblical 

 

     17 Sources of this song include: M1497.C42, 1:93r, Folger Shakespeare Library, 

Washington, D.C.; Playford and DôUrfey, Songs Compleat, 2:70ï71; D'Urfey, Wit and 

Mirth, 2:70ï71. 

     18 Folger M1497.C42, 1:93r. 

     19 Folger M1497.C42, 1:93r. 

     20 Folger M1497.C42, 1:93r. 
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overtones.21 During the Restoration, amidst literature that detailed the ways in which 

Catholics were the constant enemies of England (see Introduction), the ñVipersò are 

implied to be Catholics. 

DôUrfeyôs text for ñCrown your Bowls,ò could also potentially be indexed 

through a purely instrumental performance of Purcellôs cibell. Purcellôs music is 

included, correctly attributed to him, within Walshôs The Division Flute.22 Upon seeing 

the composerôs name or hearing the tune, musicians and audiences might recall the text 

set to the music, and through that text, the themes of English loyalty and Protestantism. 

The connection to England is reinforced by the fact that all the cibells found in The 

Division Flute are by English or England-based composers, reinscribing the idea that the 

genre originated in and was unique England.23 

 

The ñOld Cibellò 

In the Science and Practice of Music, Hawkins used the ñOld Cibellò tune to help define 

the genre, describing it as the quintessential, ñmost celebrated,ò and ñone of the most 

popularò examples of a cibell.24 Printed evidence from the early eighteenth century, 

 

     21 In Genesis, the Devil takes the form of a serpent and causes man to sin, leading to 

manôs banishment from Eden. 

     22 Walsh, The Division Flute, 14. 

     23 Among the cibells within The Division Flute is one (p. 14) credited to a Signr. 

Baptist. It is possible that this tune was composed by Giovanni Battista Draghi, who 

according to Hawkins, composed many airs (Science and Practice of Music, 426). 

Hawkins also (erroneously) gives credit to Draghi for composing the ñOld Cibellò tune, 

as I explore later in this chapter. 

     24 Hawkins, Science and Practice of Music, 393. 
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demonstrating popular reach of the tune, gives credence to Hawkinsôs claims. The ñOld 

Cibellò was first set to text by DôUrfey for his opera Wonders in the Sun; or, the 

Kingdom of the Birds (1706); the music and text of the song were later reprinted in 

DôUrfeyôs Songs Compleat and Wit and Mirth.25 A Mr. Estcourt also used the ñOld 

Cibellò to set his own text, published in the The Merry Musician (1716).26 The ñOld 

Cibellò tune without lyrics is also found in The Compleat Country Dancing-Master as 

well as the third (1718) and fourth (1728) editions of the second volume of The Dancing 

Master, the continuation of John Playfordôs (1623ï1686/87) renowned set.27 

The ñOld Cibellò tune (fig. 13, next page) is originally from Lullyôs chorus in 

Atys. Among all the printed publications containing the tune, only DôUrfey acknowledges 

Lully as the source of the music; most commonly, the tune was simply entitled ñOld 

Cibell,ò demonstrating audiencesô familiarity with that name. This title signals age to 

audiences, especially when the originally composerðLullyðis omitted, either purposely 

or innocently. Hawkinsôs later description of the tune, associating it with ñvery old [my 

emphasis] persons,ò is later evidence of this.28 Without a known composer, the 

 

 

     25 Thomas DôUrfey, Wonders in the Sun, or, the Kingdom of the Birds (1706; repr. Los 

Angeles: William Andrews Clark Memorial Library, 1964), 53; DôUrfey and Playford, 

Songs Compleat, 1:139; DôUrfey, Wit and Mirth, 1:139. 

     26 The Merry Musician; or, A Cure for the Spleen (London: H. Meere for J. Walsh, 

1719), ECCO, 1: 208ï210. 

     27 The Compleat Country Dancing Master (London: H. Meere for J. Walsh, 1719), 

ECCO, 2:368ï369; The Dancing Master, 3rd ed. (London: W. Pearson, 1718), ECCO, 

2:356; The Dancing Master, 4th ed. (London: W. Pearson, 1728), ECCO, 2:358. 

     28 Hawkins, Science and Practice of Music, 393. 
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Figure 13. The ñOld Cibellò tune 

The tune comes from the melody of Lullyôs chorus in Atys (fig. 11), sung in response to 

the goddess Cybelle.  

Source: adapted from The Dancing Master, 3rd ed. (London: W. Pearson, 1718), ECCO, 

2:356. 

ñOld Cibellò had potential to become an authorless folk tune, allowing for the English 

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

 

Dancing the ñOld Cibellò 

The ñOld Cibellò tune is present in the third (1718) and fourth (1728) editions of the 

second volume of The Dancing Master, which advertises the contents as the ñchoicest old 

and new tunes.ò29 Given that the tune is titled ñThe Old Cibellò [my emphasis], the music 

is labeled as oldðnot newðand therefore given automatic associations of age and 

history. These two editions were part of the continuation of John Playfordôs The Dancing 

Master, first published in 1651 as The English Dancing Master. The collection was added 

to and republished multiple times for nearly eighty years (Henry Playford took over its 

 

     29 Dancing Master, 3rd ed., 2:356; Dancing Master, 4th ed, 2:358. 
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publication after his fatherôs death) and it was marked as the same book to both the 

verbally literate and illiterate by the repeated use of the same woodcut on the front cover. 

The continued re-appearance of the work and its prominence within English music 

culture helped to cement the Dancing Master as a household name, a contemporaneous 

authority for dance instruction and popular music, some of which originated during the 

Tudor era in the sixteenth century.30  

The extended title of the Dancing Master also specifies that it contains ñCountry 

Dances,ò and so the cibell falls under the genre category. Pepys, in his description of the 

court ball on December 31, 1662, also names a country dance, ñCockolds all awry,ò that 

is included within the Dancing Master, providing evidence that Playfordôs extend title of 

ñCountry Dancesò was not just nominal, but rather meant something and defined a genre 

to Restoration English men and women.31 Furthermore, Pepys also explicitly interprets 

ñCockolds all awry,ò as ñthe old dance of England,ò demonstrating how country dances 

indexed both age and the nation.32 While Pepysôs diary entries predate the cibellôs first 

publication in England, the eventual inclusion of the ñOld Cibellò within the Dancing 

Master would invite its dancers, musicians, and audiences to receive it in the same way 

as Pepys: as an old country dance of England. 

With its inclusion in the Dancing Master, the ñOld Cibellò is linked to a rich 

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

 

     30 For example: ñGreensleeves,ò composed and printed by 1580, is also included in the 

Dancing Master volumes. 

     31 Pepys, December 31, 1662; In Playfordôs publication, the tune name is spelled 

ñCuckholds all a row.ò 

     32 Pepys, December 31, 1662. 
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Protestantism to England. Celebrations of Tudor Protestantism were common and 

popular after the Restoration; Elizabeth Iôs Accession Day, November 17, was celebrated 

in 1679 by burning the pope in effigy, drawing crowds of 200,000 in London.33 

Englandôs (and Elizabethôs) victory over the Spanish Armada was also continually 

referenced in conjunction with more current events, such as the Great Fire and the 

fictitious Popish Plot of 1678. The Tudor era was actively remembered and glorified in 

Restoration England: by being placed alongside older, Tudor-era tunes within the 

Dancing Master, the cibell was implicitly connected to that history, a history that was 

still relevant with each new religious conflict.  

The 1719 collection The Compleat Country Dancing-Master (not connected with 

the Playford familyôs publication) also included the ñOld Cibellò among its contents. The 

extended title of the publication states that it contained the ñchoicest and most Noted 

Country-Dances,ò therefore more explicitly adding a rural and folkloric connotation to 

the music, including the ñOld Cibellò found within.34 This association and the 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 

associated with Playfordôs Dancing Master, the similarities in name and contents would 

have created a connection for audiences, indexing the same history and themes. 

The composer for ñOld Cibellò is never provided in any of these dancing 

publications. This is fitting for a tune that is supposedly rooted in folkloric tradition, 

 

     33 Sheila Williams, ñThe Pope-Burning Processions of 1679, 1680 and 1681,ò Journal 

of the Warburg and Courtauld Institutes 21, no. 1ï2 (1958): 107. 

     34 Compleat Country Dancing Master, 2:368ï369. 
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suggesting that it was anonymized as it was passed down from generation to generation. 

No mention of the original composer, the French Jean-Baptiste Lully, is given. As a 

whole, these dancing volumes helped to code the ñOld Cibellò tune as a distinctly English 

folk tradition, linked to a long and glorious Protestant history.  

Hawkins, in his Science and Practice of Music, defined the cibell as a dance 

genre, and this is supported by the ñOld Cibellò being included in the Dancing Master 

volumes and Compleat Country Dancing-Master.35 Further evidence of the link to dance 

is seen in  how cibells were organized in Walshôs 1708 collection The Division Flute. 

Walsh groups cibellsðincluding Purcellôsðwith preludes and chaconnes, highlighting 

the functional similarity to these other component parts of a suite, all associated with the 

tradition of dance. Together, the printed publications of untexted cibells demonstrate that 

the genre was a standard element of Early Modern English domestic dance 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 music. Dancing was a common form of socializing, 

entertainment, performance, and even re-inscribing other cultural norms (of gender, race, 

class, etc.) in Early Modern England; by being part of this ritual, cibells actively 

constructed English culture and community. 

 

 

     35 Hawkins, Science and Practice of Music, 392. 
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Singing the ñOld Cibellò 

English culture and community were given specific values through the ñOld Cibellò 

because of the themes applied to the music through its text settings as well as intertextual 

relationships to Purcellôs cibell. Thomas DôUrfey, who set Purcellôs cibell to text, used 

the ñOld Cibellò tune in his opera Wonders in the Sun; or, the Kingdom of the Birds 

(1706).36 The music was used for a dialogue between a man and a woman, meant to 

represent ñhumours and vices of the Country,ò specifically ñRash Ignorance and 

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 

against it.ò37 This context explains that the song presents characteristics of the English 

countryside (allegories of the Court and City were presented earlier in the opera); the 

audience learns of the manôs hopes to become ñrich with Plunder,ò and the wifeôs fears 

that the breadwinner will come back with a ñWooden Leg.ò38 But by the end of the song, 

the wife admits to her husband that they will ñwant both Drink and Meat and Coin unless 

the Pamperôd French you beat,ò and then he leaves for war.39  

Besides the irony of using a tune composed by a Frenchman to insult the French, 

the reference to war with France and the housewifeôs eventual acceptance of its 

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 characters allows 

 

     36 DôUrfey, Kingdom of the Birds, 53. 

     37 DôUrfey, Kingdom of the Birds, 53. 

     38 DôUrfey, Kingdom of the Birds, 48, 53, 55. 

     39 DôUrfey, Kingdom of the Birds, 55. 
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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 timelessness, the song and its ñOld Cibellò music helps to create a 

vertical community, connecting to all English households and how they negotiated the 

ever-present conflict with France. 

The ñOld Cibellò tune was also used for ñA Dialogue between a Good Fellow and 

a Beau, To the Tune of the old Cibell,ò printed in the 1716 collection The Merry 

Musician.40 The text, set by a Mr. Estcourt, makes this tune into a health song like ñThe 

Loyal Healthò and ñThe Kingôs Health,ò both analyzed in Chapter 1. Estcourtôs text in ñA 

Dialogue between a Good Fellow and a Beauò characteristically references drink with the 

incipit text ñLard, how men can Claret drink,ò as well as the cheers of ñlong live the 

Queen,ò ñlong live the Prince,ò and ñhereôs to England and the Churchò; the first cheer 

dates this song to before the death of Queen Anne in 1714.41 The song opens with a 

womanôs disdain for wine, but, in the nature of the health genre, she is quickly and easily 

persuaded to show her conviviality and unity with the good-fellows by drinking healths 

to the Queen and her heir, her country, and to Protestantism. Themes of English national 

identity are not only linked to the ñOld Cibellò tuneðoriginally written by Lullyð

through the text, but also through the communal performance 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 

 

     40 The Merry Musician, 1: 208ï210. 

     41 The Merry Musician, 1: 210. 
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masculine and masculinity-building activity.42 This helps to expand the nationôs 

community, allowing for more than just men 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 intertextual relationship between the ñOld Cibellò 

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 into the identity about which they sing. Furthermore, the 

health genreôs underlying associations of valor and violence are among the layers of 

intertextuality, emphasizing the antagonistic SelfïOther relationship. While not a health 

song, DôUrfeyôs setting of the ñOld Cibellò tune for his opera also directly references war 

with France, another example in which antagonism is a feature of this musicôs meaning. 

Through all texted cibells, England is continually pitted against evil enemies, whether 

ñMalecontentsò and ñVipersò (DôUrfeyôs text to Purcellôs cibell tune) or the ñPamperôd 

Frenchò (DôUrfeyôs text to ñOld Cibellò).43 Given the political climate of the time and 

especially Estcourtôs text set to the ñOld Cibellò that cheered for ñEngland and the 

Church,ò it is clear that the ñPamperôd Frenchò and ñVipersò are one and the same.44 The 

layers of a Protestant Self versus a foreign, evil, and Catholic other are built not with just 

 

     42 Angela McShane Jones, ñDrink, Song, and Politics in Early Modern England,ò 

Popular Music 35, no. 2 (2016): 172ï173. 

     43 M1497.C42, 1:93r; DôUrfey, Kingdom of the Birds, 55; themes of militarism and 

violence are described in Lemon, ñCompulsory Convivialityò 381ï414. 

     44 The Merry Musician, 1: 210. 
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one cibell melody, but between both melodies that were set to text. Therefore, it is not a 

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

 

Englishing the Cibell Genre 

That the cibell genre became coded as uniquely and distinctly ñEnglishò and was 

purposely used to build English national identity is evident first in the intentional choice 

of DôUrfey and Estcourt to set texts with similar religious and jingoistic themes to cibell 

tunes. The success of the intertextual relationship in assigning meaning to the genre is 

revealed through later eighteenth-century uses, descriptions, and citations of the cibell. 

Purcellôs cibell was included as ñSybell 35ò in George Binghamôs early eighteenth- 

century collection 50 Airs Anglois.45 In addition to Purcellôs cibell, 50 Airs Anglois also 

contains a ñSybellò attributed to ñMr. Morgan.ò46 Dart notes that, despite 50 Airs Anglois 

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

English or made their careers in England, making the Airs Anglois title logical.47 

Bingham also published 40 Airs Anglois, which primarily features works, including a 

ñSybellò as Air 15, by Gottfried Finger (1660ï1730); while Finger was not English, he 

 

     45 George Bingham, 50 Airs Anglois (Amsterdam, c.1715), 18. 

     46 ñSybell 40,ò Bingham, 50 Airs Anglois, 21. 

     47 Dart, ñThe Cibell,ò 27. The Grove entry for William Gorton also mentions that 

George Bingham was a member of the Kingôs Musick; Andrew Ashbee, ñGorton, 

William,ò Grove Music Online, 2001, rev. 2013, accessed June 14, 2021, https://doi-

org.proxy-um.researchport.umd.edu/10.1093/gmo/9781561592630.article.11492. 
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lived and worked in England from 1687ï1701 and was actively involved at court and in 

theater productions.48  

Bingham must have thought the airs he selected, including the cibells, to be of 

good quality. He also claims that his initial Airs Anglois volume was favorably received, 

enough to prompt his publication of an additional two volumes, demonstrating some 

reach and success of his collections.49 The title itself is an important detail; in labeling all 

music within as Airs Anglois, Bingham marked these tunes as English. Labeling, because 

of its very mundane and regular appearance, has important consequences of continually 

re-instilling the idea that music can be uniquely ñEnglish.ò50 Because it is the musical airs 

themselves that are marked as English, as opposed to any composer (especially Finger, 

who was not ethnically English), the musical tunes 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 performers. For example, 

50 Airs Anglois is written for two flutes and basso continuo, and 40 Airs Anglois is 

written for flute and a bass instrument. In another instance, the audience of The Division 

Flute would most likely have had multiple instruments on hand, given the inclusion of 

 

     48 Peter Holman and Robert Rawson, ñFinger, Gottfried,ò Grove Music Online, 2001, 

accessed June 13, 2021, https://doi-org.proxy-

um.researchport.umd.edu/10.1093/gmo/9781561592630.article.09670; George Bingham, 

40 Airs Anglois (Amsterdam, c.1715), 14. 

     49 The dedication to Binghamôs 40 Airs Anglois reads: ñLa r®c®ption favorable que 

vous avez faite á mon second Ouvrage, me porte á vous en offrir un troisiéme, dans 

lésperance [sic] que vous le recevrez ávec le même aplaudissement.ò 

     50 Billig, Banal Nationalism, 93. 
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several grounds and divisions (including the folia). Finally, the copy of Purcellôs cibell 

held by the Folger Shakespeare Library includes music for a keyboard instrument and the 

flute, in addition to the vocal line.51 While these examples prescribe the music for two to 

three musicians, performance traditions would have allowed any number of musicians to 

join in the performance, expanding the reach and community of this music beyond what 

the score alone implies. 

The ñOld Cibellò tune that is included within dancing manuals would have also 

involved partners physically joining together in dance, their movements 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 making and dance. Pepys describes country dances as 

being used for small gatherings, large parties, and court balls.52 Country dances could be 

performed by a group of any size, as indicated by the instruction ñLongways, for as many 

as willò alongside the tune and figure for the dance.53 This instruction is found 

throughout the Dancing Master collection, including for the ñOld Cibell.ò The ñOld 

Cibellò dance, therefore, had the potential to join not only a few dancers, but an entire 

court into a single community, as the steps they danced and the music they heard indexed 

England. 

 

     51 Folger M1497.C42, 1:93r 

     52 Pepys, December 31, 1662, May 6, 1663, May 20, 1663, May 21, 1663, May 27, 

1663, November 15, 1666, March 2, 1669. 

     53 Dancing Master, 3rd ed., 2:356; Dancing Master, 4th ed, 2:358; 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 how it was set to text, sounded, and labeled, the cibell functioned as an example of 

banal nationalism, reproducing English national identity in seemingly insignificant or 

unremarkable ways.54 The fact that the cibell became a recognized genre incorporated 

into existing performance traditions indicates that the musicians actively created English 

national identity as they made the music, participated in dance figures, via any text set to 

cibell tunes, and contributed to the ritual(s) of music practice or performance.55 In any 

sounding of a cibell tune, the music could have indexed any other element of the genre, 

be it dance, drinking loyalty to the monarch, or singing about war with France.56 

Functioning as part of sustained English culture and actions that were recognized as 

traditional, the cibell therefore contributed to the sense of vertical English community, 

connecting English citizens who participated in that same culture or those same traditions 

throughout time. 

 

Cibells Inventing a Timeless English Community  

The success of the Englishing process is seen later in the eighteenth century, in 

Hawkinsôs Science and Practice of Music (1776). In his description of the cibell, 

Hawkins takes care to disguise and downplay the French origin of the music, Lullyôs 

 

     54 Billig, Banal Nationalism, 6. 

     55 Billig, Banal Nationalism, 42 51, 93. 

     56 Folger M1497.C42, 1:93r; Briggs and Richard Bauman, ñGenre, Intertextuality, and 

Social Power,ò 147. 
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chorus in Atys. This demonstrates a continued intentional effort to English the cibell and 

make it a uniquely English tradition rather than a genre or form that originated in France 

or was dependent on French music culture.  

Hawkins presents the cibell genre as an example of dance airs, which he states 

were greatly influenced by the musical leadership of the English court after the 

Restoration. He describes how the ñrestoration of king Charles II must be considered a 

remarkable epoch in the history of music,ò the ñepochò referring to the reintroduction of 

choral music and especially the introduction and standardization of the violin and its 

family instruments within English music.57 Hawkins notes that Charlesôs ñenamor[ation] 

of French manners and French musicò inspired the formation of a new violin band at the 

English court, in imitation of the French courtôs violons du roi. The band was led first by 

the Frenchman Nicholas Lanier, and following him, the Englishman Matthew Locke.58 

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, sonatas, and dance forms of English music.59 As he admits and 

describes the French influence on English music and dance airs that came with the 

Restoration, Hawkins specifically credits the cibell with ñEnglish [my emphasis] masters 

of the violin,ò not Lanier or any other French musicians at court.60 This word choice 

 

     57 Hawkins, Science and Practice of Music, 382. 

     58 Hawkins, Science and Practice of Music, 385. 

     59 Holman, Four and Twenty Fiddlers. 

     60 Hawkins, Science and Practice of Music, 392. 
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serves to highlight the inherent Englishness of the cibell, despite, or perhaps intentionally 

counter-acting, any relationship to France.  

This effect of deemphasizing the French influence on the cibell is more blatant as 

Hawkins continues his footnote explanation of the tune ñOld Cibell,ò which he analyzes 

as the quintessential and most popular example of the genre. Hawkins incorrectly states 

that DôUrfey was erroneous in crediting the Frenchman Jean-Baptiste Lully for the ñOld 

Cibellò tune, claiming instead that the tune was composed by Giovanni Battista Draghi 

(c. 1640ï1708), an Italian-born composer who made England his permanent home 

following the Restoration in 1660: 

[The ñOld Cibellò tune] is printed as a song with words to it in DôUrfeyôs Pills to 

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

by whom some have understood Lully, whose Christian names were Jean Baptist, 

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

hearafter be given.61 

 

Hawkinsôs misattribution of ñOld Cibellò to Draghi both demonstrates the ongoing 

Englishing process and actively participates in it. 

First, Hawkins creates the possibility for ambiguity by disingenuously telling his 

reader that DôUrfey attributed the tune only to ñSig. Baptist,ò not providing the surname. 

However, DôUrfey did indeed provide the surname, crediting ñBaptist Lullyò in all his 

publications that included the ñOld Cibellò: Kingdom of the Birds (1706), Wit and Mirth 

(1719), and Songs Compleat (1719). Second, Hawkins emphasizes Draghiôs English 

 

     61 Hawkins, Science and Practice of Music, 393; for more information on Draghi, see 

Peter Holman, ñDraghi, Giovanni Battista,ò Grove Music Online, 2001, accessed June 13, 

2021, https://doi-org.proxy-

um.researchport.umd.edu/10.1093/gmo/9781561592630.article.08126. 
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connections, therefore crediting the cibell, either inadvertently or intentionally, to a 

composer who he viewed as assimilated into England.  

After his definition of the cibell and re-crediting of ñOld Cibellò to Draghi, 

Hawkins provides a brief biography of the composer, in which he diminishes Draghiôs 

Italian origin and conjures the idea that he was an English musician. Hawkins highlights 

Draghiôs long work in England, details the many connections he had with the restored 

Stuart monarchs, and qualifies Draghiôs foreign birth with the quick assurance that he 

ñassimilated his style to that of the old English masters, as appears by an anthem of his, 

óThis is the day that the Lord hath made,ô and more evidently in sundry old ballad airs 

and dance-tunes composed by him, the melodies whereof are singularly excellent.ò62 

With this statement, Hawkins not only claims that Draghiôs style was influenced by 

English composers, but implies that it was improved by those ñmasters.ò This English 

influence also applies to genre: Hawkins notes that Draghi composed in the uniquely 

English anthem genre, and this connotation is carried into the ñsundry old ballad airs and 

dance-tunes,ò one of which was ñthe famous tune called the Old Cebell,ò again 

incorrectly naming Draghi as the original composer.63 By the late eighteenth century, 

therefore, the cibell genre was used to validate a composerôs skill and ñEnglishness.ò 

This is evidence of the success and longevity of the Englishing process, demonstrating 

that the cibell continued to be removed from its French origins and thought of as 

something traditionally and distinctly English.  

 

     62 Hawkins, Science and Practice of Music, 426. 

     63 Hawkins, Science and Practice of Music, 426ï427. 
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As a health song and country dance, and having been marked as ñEnglishò 

through collection titles and lyrics, the cibell was ripe for Hawkinsôs erasure of foreign 

origin. The musical practices gave the cibell a façade of timelessness, 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 genre became an invented tradition and helped to create a sense of vertical national 

identity.64   

A cibell is included within the 1784 collection Musical and Poetical Relicks of the 

Welsh Bards, published in London by Edward Jones.65 Jones dedicated the work to the 

Prince of Wales, the future George IV, and presented the ñvenerable remains of Harmony 

and Poetryò to the Prince as part of his Welsh inheritance, recalling the tradition of the 

heir apparent to the English throne being invested with the Welsh title.66 Historical 

signifiers are overt on the title page (fig. 14, next two pages), with phrases such as 

ñpreserved by tradition,ò ñauthentic manuscripts,ò ñremote antiquity,ò and ñnative 

pastoral sonnets.ò67 The bookôs frontispiece features a bard plucking his harp, standing 

precariously on a rocky 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 godly, fitting the description of a ñProphetò found  

 

     64 Anderson, Imagined Communities, 23ï35; Hobsbawm, ñInventing Tradition,ò in 

Hobsbawm and Ranger, eds., The Invention of Tradition, 1ï14. 

     65 Edward Jones, Musical and Poetical Relicks of the Welsh Bards (London, Edward 

Jones, 1784). 

     66 Jones, Relicks of the Welsh Bards, dedication. 

     67 Jones, Relicks of the Welsh Bards, title page. 
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Figure 14. Frontispiece and title page, Musical and Poetical Relicks of the 

Welsh Bards 

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

influence of Romantic values, especially those of tradition and the ñfolk.ò 

Source: Edward Jones, Musical 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 influence on Jonesôs publication. Romanticism glorified history and 

the folk, whether real or imagined. 

Perhaps swept up in the Romantic desire to locate and honor both real and 

mythological history, Jones advertises Relicks of the Welsh Bards as giving the London 

audience ñancientò music that was ñnever before published.ò 68 In the case of the ñSibelò 

included within this collection, this claim is false, and most likely used to boost 

popularity through excitement surrounding the revelation of pieces that had supposedly 

been ñpreserved by tradition and authentic manuscripts.ò69 The ñSibelò published by 

Jones in Relicks of the Welsh Bards was actually published twenty-three years earlier, by 

Robert Bremmer in The Harpsichord or Spinnet Miscellany (1761).70 When Jones placed 

the ñSibelò amidst other Welsh titles, translations of Welsh poetry, and a preface 

including a ñhistory of the Bards, from the earliest period to the present time,ò the piece 

was nicely disguised, masking its origins in Bremmerôs earlier, decidedly not Welsh, 

publication.71  

While it could be that Bremmerôs music is a transcription of a Welsh tune, my 

focus is instead on Jonesôs flamboyant claims of the ancientness and authenticity of 

Relicks of the Welsh Bards, claims that are attached to the ñSibelò by its inclusion in the 

 

     68 Jones, Relicks of the Welsh Bards, title page. 

     69 Jones, Relicks of the Welsh Bards, title page. 

     70 ñSibel,ò in Jones, Relicks of the Welsh Bards, 63; ñCibel,ò in Robert Bremmer, The 

Harpsichord or Spinnet Miscellany (London: Robert Bremmer, 1761), 11.  

     71 Jones, Relicks of the Welsh Bards. 
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publication. In his introductory ñHistorical Account of the Welsh Bards,ò Jones 

insinuates that the music is descended from druidic times in the ñutmost point of remote 

antiquity.ò72 However, his title ñSibelò as well as Bremmerôs ñCibelò labels the music as 

an example of the cibell genre, introduced to England only after Lullyôs Atys was 

published. 

Despite the relatively recent development of the cibell during the Restoration (a 

century is by no means the ñutmost point of remote antiquityò), perhaps Jones was easily 

able to apply Romantic ideology and myths to the ñSibelò music he printed in London 

because English citizens, by the late eighteenth century, were already primed and 

conditioned to believe that cibells were an authentic tradition of their nation, despite the 

genreôs French origin.73 Jones would have been able to employ this ideology surrounding 

the cibell as inspiration or justification for including the ñSibelò in his collection. While 

the cibell genre itself eventually faded from popularity, its effects clearly did not. The 

cibell had served to define Englishness against foreign Catholics and both physically and 

ideologically join loyal Protestants together through tradition. 

 

 

 

     72 Jones, Relicks of the Welsh Bards 1ï3. 

     73 English rule over Wales was established in the late thirteenth century and increased 

from that point.   
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Chapter 3 

Godly Tunes in England: Making 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 service, making note of the 

readings, discussing the sermon on the ñstraight and narrow,ò and writing three full 

verses of the hymn she specified was ñsung after [the] sermon.ò1 One can imagine her 

cooking in the kitchen or performing other tasks in the home, singing the hymn as she 

notated it in her cookbook, and performing it again and perhaps again 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 well as several other sermons by other preachers.2 Her hymn 

text is neat and carefully formatted, supporting the idea that after such an extensive 

paraphrase on a sermon, writing out three verses of a hymn was a simple feat. Fowlerôs 

detailed remembrance of sermons 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 would also have known how to sing metrical psalms; metrical psalm 

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

 

     1 Elizabeth Fowler, Cookbook of Elizabeth Fowler, Folger MS V.a. 468, Folger 

Shakespeare Library, Washington, D.C., 118v, 125v. The hymnôs incipit text is: ñO enter 

at the narrow gate, for wide is that of Sinò 

     2 Fowler made detailed notes of sermons by various preachers, filling ff. 98vï140r 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 first by David of the Old Testament. Per 

Protestant theology, the psalms were translated 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 and used in several other Protestant 

denominations. The first edition of metrical psalms was published in 1562; the Whole 

Booke of Psalms by Thomas Sternhold and John Hopkins became standard in 1573 and 

remained the authoritative and most popular source for metrical psalm singing until 1700, 

when Nahum Tate and Nicholas Bradyôs A New Version of the Psalms of David became 

widespread.3 

 The fact that metrical psalters, or books of psalms in meter, were printed is further 

evidence that psalm singing was not confined to the church. Psalter title pages and 

prefaces specified that the psalms contained within were also for private devotional use, 

in order to ñrecommend ourselves and our Cause to God by way of singing (even in the 

greatest afflictions).4 Sternhold-Hopkinsôs Whole Booke of Psalms encourages ñdaily 

Experienceò of the psalms, so that they are ñsooner imbibôd,ò and would be ñlonger 

retained in memory.ò5 Elizabeth Fowlerôs memory is not unique for her time: 

predominantly oral cultures depend on memorization, and other scholars have detailed 

 

     3 Thomas McCart, The Matter and Manner of Praise: The Controversial Evolution of 

Hymnody in the Church of England 1760ï1820 (Lanham: Scarecrow Press, 1998), 19. 

     4 Thomas Sternhold and John Hopkins, The Whole Booke of Psalms as They are Now 

Sung in Churches (London, 1688), EEBO, preface. Duguid discusses more evidence of 

psalters being intended for private use in Metrical Psalmody, 1, 2, 5. 

     5 Sternhold-Hopkins, Whole Booke of Psalms, preface. 
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the presence of psalms in secular spaces.6 Considering that religion was visible in every 

steeple, written into school primers, and memorialized after a pie crust recipe, it should 

come as no surprise that religious music would also be overt in everyday life.7 If 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, I will explore the close relationship between Protestant sacred 

music and broadside ballads, using as a case study the Psalm 124 psalm tune and the 

ñFortune My Foeò ballad tune. I will argue that through musical and thematic similarities, 

these two melodies existed in the same musical sound 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 Psalmody, 2, 5, 183ï184; Watt, Cheap Print and Popular Piety; 

Adam Fox, Oral and Literate Culture in England, 1500ï1700 (Oxford: Clarendon, 

2000). 

     7 An example of an early childhood primer that contains clear religious themes is The 

Protestant Tutor (London: Benjamin Harris, 1679), the preface of which describes the 

intent to teach children how to ñSpell and Reach English, and to Create in them an 

Abhorrence of Romish Idolatry at the same time, which being infused in their green and 

tender years, may leave an Impression in their Minds to the End of their Lives [é]ò 
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homophonic (as opposed to monophonic Gregorian chant), set in four-part harmony, and 

mainly performed in cathedrals or large churches with choirs.8 Hymns, such as the one 

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

denomination because, while the themes were Biblical, the texts were not. This sparked 

theological debate, centered on how ñgodlyò hymns were if man had independently 

written their texts.9 Hymns were not widely accepted in England until the mid-eighteenth 

century; their popularity corresponds to the establishment of Methodism and the 

influence of hymns by Isaac Watts (1764ï1748).10 While hymns and psalms differ in 

their text, they are musically 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, repetition, narrow ranges, and syllabic text. The first melodies, initially 

published in the late sixteenth century, were known as ñproper tunes,ò tunes exclusively 

associated with a psalm, occasionally reused for successive psalms.11 The psalms were 

set into meter, 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 

1660ï1820 (Oxford: Clarendon, 1996), 59ï60. 

     9 McCart, Evolution of Hymnody, 21ï22. 

     10 McCart, Evolution of Hymnody, 23ï33; Lionel Adey, Class and Idol in the English 

Hymn (Vancouver: University of British Columbia, 1988), 208ï213. 

     11 Marsh, Music and Society, 412. 
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ballad tune tradition, demonstrating the original intent to make these tunes more 

accessible to the common parishioner.12  

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 century, a collection of shorter four-line 

ñcommon tunes,ò named for a town or city that had nothing to do with the musicôs origin, 

were sweepingly popular. There were also fewer of them; rather than having each of the 

150 psalms have its own proper tune (with some psalms 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 Sternhold-Hopkins, were revised to 

reflect the music actually used in practice, providing the popular common tunes as well 

as the proper tunes.13 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 meter did not allow it, or 

because the proper tune remained popular. Psalm 124, with ten syllables per line in 

Sternhold-Hopkins, was not easily replaceable by any common tune, which were all four 

lines long and generally either 8.6.8.6 (common meter; 8 syllables in the first line, 6 

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

 

     12 Duguid, Metrical Psalmody, 4. 

     13 Marsh, Music and Society, 412ï415. 
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seventeenth century, there were efforts to re-set Psalm 124 into a meter applicable to a 

common tune, culminating in Tate-Brady, which became the standard psalter after 1700 

and set Psalm 124 in long meter.14 Even after Tate-Bradyôs popularization, the proper 

tune was still used, and eventually became known as ñOld 124th,ò which remains its title 

today. The proper tune is used for all editions of Sternhold-Hopkins as well as other 

publications.15 We can safely assume that, especially until the standardization of the Tate-

Brady psalter, the proper tune was still used for Psalm 124 in Restoration England.  

The ñOld 124thò proper tune (fig. 15, next page), as standardized by Sternhold-

Hopkins, is in Hypoionian mode, with the range exceeding the standard octave just once 

(GïG: the final, C, is in the middle of the range because it is a plagal mode). Even this 

slight extension does not place it out of a noviceôs range. The highest note, A, is the 

uppermost note in the natural hexachord. The six-syllable solmization syllables (ut, re, 

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 Renaissance eras. The natural (CïA) and hard 

(GïE) hexachords apply to the ñOld 124thò melody. Using the full span of the natural 

hexachord to reach A, or ñla,ò keeps the melody well within the grasp of the novice. This 

is especially the case given that the A is approached and departed using stepwise motion. 

 

     14 Nahum Tate and Nicholas Brady, A New Version of the Psalms of David Fitted to 

the Tunes used in Churches (London, 1700), EEBO, 274. Examples of Psalm 124 set in 

long meter include Luke Milbourne, The Psalms of David in English Metre (London, 

1698), EEBO, 273; John Patrick, A Century of Select Psalms and Portions of the Psalms 

of David (Hamburg, 1692), EEBO, 136. 

     15 Sternhold-Hopkins, Whole Booke of Psalms, 369ï370; John Playford, The Whole 

Book of Psalms with the Usual Hymns and Spiritual Songs (London, 1677), EEBO, 238. 
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Figure 15. 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 normal Hypoionian mode range of 

GïG. The brackets 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 for where mutations could occur. The normal 

range and easy mutations help to make this tune accessible. 

Source: adapted from Thomas Sternhold and John Hopkins, The Whole Booke of 

Psalms as They are Now Sung in Churches (London, 1688), EEBO, 369. 

In practice, four-syllable solmization would have been used by beginning singers 

in Restoration England to learn the ñOld 124thò proper tune (fig. 16, next two pages). 

The four-syllable solmization method was unique to England and specified as a learning 

method in the preface to several psalters, including Sternhold-Hopkins.16 This method 

was introduced and became standard in England because of the complexity of the six- 

 

     16 Rebecca Herissone, Music Theory in Seventeenth-Century England (Oxford: Oxford 

University, 2000), 86ï87; Sternhold-Hopkins, Whole Booke of Psalms, c5; The Psalm-

Singerôs Necessary Companion (London, 1700), EEBO, 3. 


