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INTRODUCTION

S| HE artistic significance of the music, songs, dances, etc., in the
Elizabethan poetic drama is usually under-estimated and it is

often, though far too hastily assumed that costumes, scenery

and music had but a small share in its production. Mr. G. H.
Cowling in his TMusic on the Shakespearian Stage has however shown that the
drama of Shakespeare’s time, so far from being purely a literary production,
made ““a sensuous appeal, not only to the ear with poetry and music, but to
the eye with dress, properties and painted scenes” ; and that  whilst the
imagery of verse cast a glamour over the imaginative effect of the drama on
the intellect and the emotion, there were music and colour for the senses.”
If, therefore, we accept this and regard the musical scenes and interludes
in Shakespeare’s plays, not merely as decorative additions of minor import,
but as an integral part of the drama designed to heighten its effect and carry
on the action, their adequate treatment becomes a matter demanding serious
consideration. Unfortunately, the question is hedged with difficulties and the
right handling of the songs and music in the Shakespeare play presents

the musician with a problem of a very troublesome nature.



Where the original music used in Shakespeare’s day has survived, the
simplest and perhaps the safest course—though not, necessarily, the ideal
one—is to retain it. But how are we to treat songs, like those in 4 Mid-
summer Night's Dream, of which not a single note of contemporary music
has been preserved? Three ways lie before us:—(1) We may adapt
Elizabethan music that was originally set to other words; (2) Compose
music in the Elizabethan idiom; or (3) commission a composer of our own
day to write original music. -

To the adoption of the first method there is one grave objection. The
text and the music of the Elizabethan song are so closely interwoven—the
one is so exact a counterpart of the other—that to substitute other words for
the original ones, even when this can be done without the alteration of a
single note of the music, will only produce a piece of palpable patchwork,
artistically worthless.

The second alternative may be summarily dismissed. The Shakespeare
play is the last place into which anyone would wish to introduce anything of
the nature of a ¢ fake.”

There is far more to be said for the third method, though even to this
many will take objection. It will be urged that modern music is out of place,
an anachronism, in an Elizabethan play. To this, however, I do not agree.
Indeed, I am prepared to go further and question whether, artistically, it is
advisable even to retain those Elizabethan settings of Shakespeare’s songs
which have happily survived. A great many of these are admittedly very
beautiful and characteristic.  The retention, however, binds us to the
Elizabethan attitude towards Shakespeare, and, by stamping the dramas as
mere Elizabethan products lessens the force of the appeal which they would
otherwise make to modern ears. To us Elizabethan music must always

sound strange, unfamiliar, archaic, and, to some extent, precious.
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The archzologist will not, of course, accept this view of the matter. The
question, however, lies outside his province; it concerns the artist not the
antiquary. To the artist, the fact that the plays were written in the days of
Elizabeth is a matter, comparatively, of small import, little more than a mere
accident.  Shakespeare himself was infinitely more than an Elizabethan.
The message he delivered to his contemporaries has, as time has proved,
reached far beyond them. Shakespeare the man was an Elizabethan;
Shakespeare the artist and dramatist belongs to all time.*

This is not to assert that there is nothing in the plays to betray their
Elizabethan origin.  On the contrary there is a great deal. But many of
these are not the essential elements, those qualities which make the dramas a
living force at the present day. We shall, of course, have to discriminate
between the essential and the accidental. Some of the “accidents” may not
admit of rejection or variation without incurring artistic loss, such as, for
instance, the special form of stage used in Shakespeare’s day ; while others,
e.g. the roofless auditorium, it would be mere pedantry to retain.  Each
case must be judged on its own merits and on artistic, not archaological
considerations.

Similarly with regard to the music. The musician if he feels that
Elizabethan music sounds archaic may reject it and substitute music of
his own. He is entitled to claim full liberty to settle the matter in his own
way, realizing, of course, that his own experiment will sooner or later be
itself superseded.

This, indeed, is the fate that has now overtaken Mendelssohn’s incidental
music to A4 Midsummer Night's Dream, for all that it won the admiration

and approval of his contemporaries whose ideals it so faithfully reflected.

* With the view expressed in this and the preceding paragraph Mr. Granville Barker is not wholly in agreement.
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We of the present generation are no longer under the influence of the
wave of German Romanticism which swept over this country sixty or seventy
years ago, and, therefore, his music comes to us as an echo of a past age,
the expression of an ideal which is not ours. And this must always be
so; for the evolution of the art of music has been continuous; each generation
of composers has been occupied with the solution of particular technical and
asthetic problems. Consequently, the music of every epoch is distinguished
by certain musical figures or idioms, which to the musical historian bear
evidence of the date at which it was composed.

While then we admit the right of the modern musician to set the songs in
Shakespeare’s plays in his own way, we must not forget that this at best is a
temporary solution of the problem. Finality can only be attained by making
use of music which possesses the same characteristic of permanence and
endurance as the drama itself, music which is impervious to the passage of
time and will satisfy equally the artistic ideals of every age.

Now folk-music is the only music which fulfils these requirements. It is
undated ; it belongs to no period ; it is a growth not a composition, the pro-
duct of evolution, not the work of an individual. It is timeless in that it
flows beneath the surface ripples set up by the passing fluctuations of taste
peculiar to this or that epoch. Tolstoi maintained that no art was worthy of
the name but that which was either created by the peasant or which could be
understood and appreciated by him. Without endorsing this proposition it
may at least be claimed that the music of the peasant is, in one sense, the only
permanent music, because it appeals insistently and with equal force to
every age.

By using folk-music in the Shakespeare play we shall then be mating like
with like, the drama which is for all time with the music which is for all

time. An attempt to show that this is practicable—or, at any rate, might
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become so in more capable hands—has been made in the present production.
Very nearly every tune used in the course of the music is either a folk-air or
derived from one. It would, of course, have been easy, by decorating the
tunes with modern harmonies, to destroy their folk-character and convert them
into music indistinguishable from the art music of our own day and thus
defeat our ends. This pitfall, however, can be avoided—as has been done in
the present case—by the simple expedient of using diatonic harmonies only
and eschewing modulations.

That this is an experiment and a bold, perhaps an audacious one, is freely
admitted. Those who wonder why it has not been made before should
remember that it is only within the last few years, 7.e. since our folk-music
has been collected, that it has become possible.

I am aware of course that this is a question which is not going to be
decided on theoretical or logical grounds. If the method advocated is to
carry conviction it must be because the folk-tune is artistically better suited
for the purpose in question than any other kind of music. Now the employ-
ment of folk-music ensures, or at least renders feasible, a simple and direct
treatment of the text which will preserve the rhythm and beauty of the
language, and not obscure its meaning. Throughout its evolution the music
of the folk-song has always been subservient to the words, the embellishment
and interpretation of which has been its sole purpose. The only repetitions
of the text that the folk-singer ordinarily allows himself is the “doubling” of
the last few words of the stanza.

Now is not this precisely the musical treatment that we would wish to
accord to Shakespeare’s songs? If they are to have their full effect they must
be rendered concisely and tersely, without verbal repetition, and in such a
manner that every syllable of the text may be distinctly heard ; and with the

utmost brevity, too, if the musical scene or interlude is to fall into its proper
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relation with the drama, Ze. to aid and carry on the action of the play, not
to arrest it.

Mendelssohn, of course, had another aim than this. He proceeded as
though he were composing a secular cantata to be performed in a concert hall.
To him the words were mere pegs upon which to hang his music, and,
consequently, he never scrupled to mutilate the text and obscure its meaning.
The two methods may be best exhibited by comparing the folk-song setting
of “You Spotted Snakes” with Mendelssohn’s treatment of the same words.
In the first case the only repetition is of the last two lines of the choral
refrain, and the words are set in such a way that there is no reason why every
syllable of the text should not be heard as clearly as if it were spoken. In
Mendelssohn’s hands, the words become an inextricable tangle. The phrase
“So, Good-night,” or “So, so, Good-night,” is reiterated no less than
twenty-two times in each stanza; while at the end of the four-lined verse
allotted to the First Fairy, the words “Hence Away!” are arbitrarily
interpolated, words which do not belong to the song at all, but are directed
to be spoken by the Second Fairy at the conclusion of the lyric. However
beautiful the music may be in itself, such a treatment of the text is quite
indefensible. Moreover, the lengthening of the scene, which this method
necessarily involves, not only delays the action of the drama but gives to
the scene an importance and prominence which it is impossible to believe
it was ever intended to usurp.

In the arrangement of the dances a similar principle has been followed.
The movements have all been adapted or developed from those of the English
folk-dance. The figures and steps, for instance, of the dance in the First
Act have been taken mainly from the Country Dance, and those of the two

dances in the Fifth Act from the Sword Dance.
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No attempt has been made to produce a realistic effect. The absence of
the requisite accommodation for a large orchestra, and the lack also of any
available body of expert dancers in this country, would alone have rendered
this impossible, even if it had been considered appropriate. The dances are,
therefore, frankly conventional and set throughout to folk-tunes of regular
eight-bar rhythm.

Although the folk-dance bears the same relationship to the ballet as folk-
music to art-music, there is this important difference to be noted. For, while
supreme within its own sphere, folk-music consists of unharmonized melody
only, always used in the service of some other art—poetry, dance, or drama—
and covers therefore but an infinitesimally small part of the ground exploited
by the art-musician. The folk-dance, on the other hand, is far less restricted
in its range. Indeed it is questionable whether the art of dancing will ever
be carried very far beyond the point to which the peasant dancer has taken it.
Atany rate, it cannot be said that any of the attempts to extend it have so far
been successful. These have usually resulted in the invention of movements
that are either acrobatic and, as such, appeal to the sense of wonder rather than
to that of beauty, or of movements that are meaningless, or pretty in a tiresome,
superficial sort of way. That the futility of such developments is now
becoming generally recognized is shown, on the one hand, by the waning
popularity in this country of the pantomimic ballet of the Italian School, and,
on the other, by the enthusiasm recently aroused by the Russian Ballet, the
steps and figures of which are very intimately related to those of the folk-
dance. All, indeed, that the Russians have done is to adapt the figures and
movements of their native dances to freer and more irregular rhythms, to
blend them in fresh combinations, to adapt them to a larger number of
performers and above all to develop a technique which, in the nature of

things, the folk-dancer was never able to achieve.



If an English Ballet is ever to be established comparable with that of the
Russians, it will assuredly have to be based in like manner upon our own folk-
dances.  Perhaps the tentative and modest effort that has been made to
develop our native dances for the purposes of this production may incite

others to make further and more adequate attempts in the same direction.
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Dance, Song and Chorus (Act 11, Sc. ii.)

Arranged by Cecil §. Sharp.

SELLENGER’S ROUND.
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Bottom’s Song (Acr 111, Sc. i.)

Andante moderato.

Collected and arianged by Cecil ¥. Sharp.
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Still Music (Act IV, Sc. i.)
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Collected and arranged by Cecil §. Sharp.
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Song and Dance (Act V, Sc. i.)

« ROSES, THEIR SHARP SPINES BEING GONE.” Composed by Cecil ¥. Sharp.
Allegretto con moto
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Final Dance and Exit (Act V

, Sc. 7.)

N

Arvanged by Cecil ¥. Sharp.
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