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The Masque of Moments
Anonymous

1. Lord Zouche’s Maske 1:32
Richter violin; Ichise, Benjamin bass viols; Levine violone; Kenny, Heringman, Miller lutes; Armstrong harp

Anonymous

2. The Earl of Essex Measure 1:50
Richter violin; Ichise, Benjamin bass viols; Byrt violas; Tunnicliffe bass violin; Kenny, Heringman, Miller lutes;
Armstrong harp

Thomas Campion (1567–1620)

3. Now hath Flora robb’d her bow’rs 2:43
From A Masque in honour of the Marriage of Lord Hayes
Daneman, Mulroy, Underwood vocals; Kenny treble lute; Heringman, Miller mean lutes; Armstrong Irish harp;
Richter violin; Ichise, Benjamin viols

Giovanni Coperario (1570/80–1626)

4. While dancing rests 2:26
From The Squires’ Masque
Daneman, Mulroy, Underwood vocals; Salisbury Cathedral Choir; Harding, Westall echoes; Heringman,
Miller lutes; Kenny theorbo; Armstrong harp; Richter violin; Ichise, Benjamin bass viols; Levine violone

Alfonso Ferrabosco II (c.1575–1628)

5. Why stays the bridegroom to invade 2:42
From The Haddington Masque
Mulroy vocals; Kenny, Miller theorboes; Ichise division viol; Benjamin bass viol
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Campion

6. Move now with measur’d sound 3:40
From A Masque in honour of the Marriage of Lord Hayes
Purefoy vocals; Kenny treble lute; Heringman, Miller mean lutes; Richter violin; Ichise bass viol; Levine violone

Anonymous

7. Tom O’Bedlam 1:27
Daneman vocals; Heringman lute; Kenny, Miller theorboes; Armstrong harp

Anonymous

8. Steer hither, steer your winged pines 1:58
From The Inner Temple Masque or Ulysses and Circe
Daneman vocals; Heringman lute; Kenny, Miller theorboes; Armstrong harp

Robert Bateman (d. 1618)

9. The Cadua 1:50
Kenny treble lute; Heringman, Miller mean lutes; Armstrong harp; Richter, Paterson violins; Byrt viola;
Tunnicliffe bass violin

Robert Johnson (c.1583–1633)

10. From the famous peak of Derby 1:39
From The Gypsies Metamorphosed
Underwood vocals; Kenny guitar; Heringman cittern; Armstrong harp

Anonymous

11. The Bears’ Dance 0:20
Richter violin; Ichise bass viol; Kenny guitar
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Anonymous

12. Tho’ it may seem rude 2:24
From The Masque of Augurs
Underwood vocals; Purefoy, Stewart, Mulroy, Wicks, Hooper chorus; Heringman cittern; Kenny theorbo;
Armstrong harp; Richter violin; Ichise bass viol; Levine violone

Anonymous

13. The Second of the Temple Antic 1:33
Richter, Paterson violins; Benjamin, Byrt violas; Tunnicliffe bass violin; Kenny, Miller, Heringman lutes

Anonymous

14. The Maypole 2:03
Richter, Paterson violins; Benjamin, Byrt violas; Tunnicliffe bass violin

Anonymous

15. Robin 3:05
Daneman, Underwood vocals; Heringman treble lute; Kenny theorbo; Armstrong harp; Ichise bass viol

Charles Coleman (c.1605–1664)

16. Did not you once, Lucinda, vow 3:18
From The Queens Entertainment at Richmond
Daneman, Underwood vocals; Heringman treble lute; Kenny theorbo; Armstrong harp; Ichise bass viol

Coperario

17. Coperario 1:25
From The Masque of the Inner Temple and Gray’s Inn
Richter, Paterson violins; Benjamin, Byrt violas; Tunnicliffe bass violin
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Henry Lawes (1596–1662)

18. From the heav’ns now I fly 1:46
From A Maske Presented at Ludlow Castle (Comus)
Mulroy vocals; Kenny English theorbo

William Lawes (1602–1645)

19. Part of the King’s Masque – Sinfony 4:28
From Britannia Triumphans
Richter violin; Ichise, Benjamin viols; Heringman treble lute; Kenny, Miller theorboes

Henry Lawes

20. Sweet Echo 2:07
From A Maske Presented at Ludlow Castle (Comus)
Wicks vocals; Kenny theorbo; Armstrong harp

William Lawes

21. The Last Song or Valediction 4:28
From The Prince D’Amour His Masque at the Middle Temple
Purefoy, Mulroy, Underwood vocals; Salisbury Cathedral Choir; Heringman treble lute; Kenny, Miller theorboes;
Armstrong harp; Richter violin; Ichise viol; Levine violone

William Lawes

22. Of the Inns of Court Masque 9:30
From The Triumph of Peace
Mulroy Irene; Daneman Eunomia; Purefoy Amphiluca; Underwood vocals; Salisbury Cathedral Choir;
Heringman treble lute; Kenny, Miller theorboes; Armstrong Irish harp; Richter violin; Ichise viol; Levine violone

William Lawes

23. Cease, warring thoughts 2:59
From The Masque of Beauty
Wicks, Mulroy, Underwood vocals; Kenny theorbo; Armstrong harp; Ichise bass viol
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William Lawes

24. Sinfony 1:35
From Britannia Triumphans
Richter violin; Ichise viol; Levine violone; Heringman treble lute; Kenny, Miller theorboes; Armstrong harp

Matthew Locke (1621/2–1677)

25. Mercury and Nature in the Elysian Fields 3:45
From Cupid and Death
Daneman Nature; Underwood Mercury; Salisbury Cathedral Choir; Heringman treble lute; Kenny, Miller
theorboes; Armstrong harp; Richter, Benjamin violin; Ichise viol; Levine violone

Attrib. Nicholas Lanier (1588–1666)

26. I was not wearier 1:52
From The Vision of Delight
Mulroy vocals; Miller Italian theorbo

Anonymous

27. Les Manches Vertes 2:50
Heringman cittern; Kenny theorbo; Armstrong Irish harp; Richter violin; Ichise viol; Levine violone

Total Running Time: 68 minutes
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Recorded at
St Martin’s Church, Salisbury, UK, 20–22 June 2015
Produced and recorded by
Philip Hobbs
Assistant engineering by
Robert Cammidge
Post-production by
Julia Thomas
Cover image
Danseurs masques sous le regne de Louix XIV. By permission of Bridgeman Images
Design by
toucari.live

Theatre of the Ayre are grateful for the support of the Arts and Humanities Research Council
in the making of this recording. Thanks also to the Ageas Salisbury International Festival and its
director Toby Smith, and to David Halls (Director of Music), lay clerks and boys from Salisbury
Cathedral Choir. To A-R Editions for the use of extracts from the William Lawes’ Complete
Works, Vol. 6 (edited by Gordon Callon); to Professor Bruce Wood for adding parts à la
Coperario to ‘While dancing rests’ and fulfilling the wordbook’s promise of an echo chorus, and
also to Alison McGillivray for idiomatic Lawesian tenor viol parts. We are grateful to Leo Grant
for his exemplary typesetting of performance editions, and to Jon Hampton and St Martin’s
Church, Salisbury where the recording was made.
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The Masque Form
Masques and disguisings had been a feature of Christmas entertainments since
the Middle Ages and probably before. Under James I and dance-loving Queen
Anne, they became formalized into a winter season, celebrating weddings, Twelfth
Night or civic displays of loyalty to the Crown. Dancing was fostered as a means
of artistic display by prominent court figures. James oversaw a stage setup which
meant that the best view was only to be had from his own chair: this emphasized a
division between spectator and performer which encouraged the development of
virtuoso display among court-employed musicians. The main locus of activity was
Whitehall, where three purpose-built banqueting-cum-masquing houses stood
in succession. The last and grandest, built by Inigo Jones, is still there, and is the
only surviving remnant of Whitehall Palace, the rest of which burnt down in 1698.
Other organizations such as the Inns of Court and larger provincial households
also used masques to demonstrate their own importance. Ludlow Castle, seat
of the Egerton government of Wales, was where the Henry Lawes – John Milton
Masque known later as Comus was performed in 1634. Queen Anne asked the
prolific writer of masque texts Ben Jonson to provide an ‘anti-masque’: something
lighter, before the serious action, introducing the often grotesque forces needed
to be overcome in the main masque. Anti-masque and masque were followed by
the measures and the revels, where the masquers would invite the spectators to
dance, reinforcing the social bonds among the six hundred lucky invitees.
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Opinions on the significance of this expensive form of art-entertainment
differed. Jonson saw them as a way to ‘lay hold on more remov’d mysteries’
beyond everyday experience, a Renaissance idealist‘s view that art could create
an echo of the music of the spheres and an ordered, harmonious society. But
he became disillusioned when the rise of Jones brought with it an emphasis on
stage effects and spectacle: it became mere entertainment, with no lasting effects
beyond the occasional hangover.
This recording homes in on some of the most extraordinary music – the ‘ayre’ –
at the centre of masque performances in the first part of the seventeenth century.
By the 1630s they blazed defiantly and perhaps foolishly against a backdrop of
resentment and unease at the extravagance of the Caroline Court, which would
coalesce around religious and civic tensions and erupt into civil war.
Despite its fragmentary form and topical texts, from a musician’s perspective,
the Stuart and Caroline masque is irresistible: the songs and dances – sometimes
only a tune and bass – from manuscripts and printed books (such as Adson’s
ever-popular Courtly Masquing Ayres) offer a fascinating glimpse of audacious
and experimental virtuosity that is often absent from our image of English music
of this time.
Three groups of musicians were mustered with some consistency between
around 1606 and 1638: brass and winds for ceremonial or anti-masque effects,
strings (five-part violin band) for dancing, and the inner core that became the
lutes and voices, and sometimes the lutes, viols and voices. Rather than attempt
a reconstruction of a particular show, we chose this last group to use as a prism
through which to view operatic imaginations at work.
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Singing
The lutes and voices (whose makeup inspired the formation of Theatre of the
Ayre) was the nerve centre of innovation in vocal and plucked string music,
melding improvisation, virtuosity and a directness of emotive speech, with a gift
for tunefulness and an intimate knowledge of the exact voices at their disposal.
Prolific song and masque writer Henry Lawes, would became ‘Composer in ye
Private Musick for Lutes and Voices’ after 1660, as sole survivor of the pre-war
group providing a direct link with the masque-operas of the Restoration.
These practices have been obscured by the publishing habits of the early
seventeenth century, which privileged the simpler format of lute song, or of tunes
and bass lines, over attempts to notate what was actually done in professional
performance. For example, the wild ecstasy of the ornaments in ‘Why stays the
bridegroom to invade’ (track 5) from The Haddington Masque were taken from
Mus. 439 in Christ Church Library, Oxford. The song appeared, a year later
in Alfonso Ferrabosco’s Ayres with not a black note in sight. The ‘performed’
version draws the ear to the sheer sound of the music liberated from the text,
looking towards the joy and beauty of transformation beyond the weddingspecific occasion. Perhaps this was sung by the same ‘loud tenor’ who appeared
in Jonson’s The Masque of Beauty (1608). Ferrabosco II (his Italian father was a
viol player and madrigalist at Queen Elizabeth’s court) was officially appointed as
one of Charles I’s musicians ‘for the lutes and voices’ in 1631, though by this point
he had been an integral part of many masques, and one of the rare composers
to be acknowledged in the wordbooks by name: Jonson credited him with
inventing ‘stylo recitativo’ in The Vision of Delight (1617). Writers as diverse as
Jonson, William Davenant and John Dryden all sought to trace the lineage of
recitative in English, rarely agreeing on its origins or effectiveness, but it is clear
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that the declamatory freedom of these masque songs evolved as much from the
availability of singers to deliver them dramatically and well, as from the ideals
of imitating the Italian manner with which Ferrabosco and his colleague, the
much-travelled Nicholas Lanier, were familiar (such as ‘I was not wearier’ [track
26]). What the Italian influence did was to provide a language for the kinds of
‘descant’ singing already cultivated for a generation in the theatre: famously, in
1602 the Duke of Stettin-Pomerania had been impressed with a boy singing at the
Blackfriars theatre ‘cum voce tremula’. Training methods to learn how to do this
were already in place in the choir schools and the London Waits, as well as
at court.
Delicate cascades of coloratura were the aural equivalent of the glittering
jewels and silks worn by the audience as well as the participants. The Venetian
ambassador Orazio Busino, wrote home in 1618: ‘…the splendour of their
diamonds and other jewels so was brilliant that they looked like so many stars…’
Anticipating John Lennon by a few hundred years, there were no cheap seats
in the Banqueting House, but plenty of jewellery to rattle instead of clapping. It
also carried the exotic: ‘There came a chitarrone player, in a gown, who sang with
some strange effects from his throat…’
Highly skilled candidates – not all of them Italians – were not hard to find
in this milieu. Henry Lawes sang his own creation, Thyrsis the attendant spirit
or daemon in Comus. Lawes took his court-centred training methods to the
provinces, tutoring Lady Alice Egerton who was the only one of the Egerton
children, around whom Comus was created, to be given a singing role. Though
women were not professionals for reasons of social propriety (even the nonspeaking participation of Queen Anne and her dancing ladies-in-waiting attracted
the ire of Puritan pamphleteers such as William Prynne), professional standards
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were required. The role of Sabrina in Comus was re-scoped as a speaking part,
presumably when Alice’s sister Penelope was not quite up to the singing job.
‘Sweet Echo’ (track 20), written for fifteen year old Alice, has a similar range and
tessitura to other songs by Lawes for female pupils: his protégé Mary Knight
would go on to star in Restoration shows when women were finally allowed to
sing on stage. Fifteen years old at the time of recording, Rosanna Wicks is the
first singer to record this song with the teenage sound that hovers between
innocence and insight just as does her character, The Lady. The identity of
‘Madam Coniack’ (‘Steer hither’ [track 8] from Browne’s Ulysses and Circe, 1615)
is more of a mystery, but again the female voice is the expression of the song, a
siren from of distraction to Ulysses.
Court masques could also draw on the resources of the Chapel Royal. Turning
to William Lawes’ music for The Triumph of Peace from 1634 (track 22), we find
lists of trebles, apprentices who would go on to sing and compose as adults.
Both William and his brother Henry started their singing careers as choristers at
Salisbury Cathedral, following in the footsteps of their father Thomas, so it was
particularly satisfying to enlist the services of a group of lay clerks and choristers
from the same cathedral to sing their music. The Greek goddess of Peace, known
as Irene, despite being female was sung as befits a hero by tenor John Lanier,
brother to Nicholas. Eunomia, goddess of Order, was played by a boy treble
apprenticed to Walter Porter, Monteverdi’s enthusiastic English student. A French
male soprano added another form of improvisation, and choreographers and
lutenists, influenced by French dance forms, another.
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Arrangements
Though there is documentary evidence of performances, this can be misleading:
wordbooks tend to overstate the importance of the text, as well as recounting
what should have happened rather than what did. On the other hand, ‘eyewitness’
accounts such as the Venetian ambassador’s, aimed to provide an amusing and
sardonic, rather than an accurate, story. Thomas Campion gives the best accounts
of music, not surprisingly as he worked both as poet and musician in the masque
arena. He freely adapted masque material for use in other circumstances. The
three-part version of ‘Now hath Flora robb’d her bow’rs’ (track 3) fulfilled the idea
he puts forth in his Two Books of Ayres (1613) of filling the ‘gaping’ between the
top and the bottom parts which would have been arranged by the team in place,
and honed in rehearsal. Campion’s friend Philip Rosseter published versions of
tunes from the 1607 Lord Hay’s Masque in his Lessons for Consort (1609) which
gives ideas of the kinds of instrumental embellishments in use. Campion’s masque
style is tuneful and measured rather than declamatory; the lines between song
and dance are beautifully blurred. (‘Move now with measur’d sound’ [track 6] even
describes dance through song). This cheerfully pragmatic recycling is one answer
to the question of what use the masque could be after the night. It’s an approach
that underpins our selection of ‘moments’.
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Anti-masque Comedy
Stephen Orgel pointed out that ‘a masquer’s disguise is a representation of the
courtier beneath’. For this reason, courtiers tended to stick to the noble heroics
of the main masque, leaving the anti-masque to lowlier professionals. Unlike in
opera, character and performer are not always identical, and audiences delighted
in appreciating the slippage between them. In ‘Did you not once, Lucinda, vow’
(track 16) the simple shepherd and his would-be amour Lucinda sing in the style
of their creator, court singer Charles Coleman, with an un-shepherdy mastery of
Italianate flair and French swing: musical tricks that sweeten the awkwardness of
the wealthy royal party agreeing that ‘truest love | Grows not on wealth nor lands’.
The shepherd claims he hasn’t got a ‘Viddle’ to which to sing, but gets more than
he bargained for:
TOM. What che thinke thu wants a Viddle? chill fetch thee a Viddle, Man, is there be
a Viddle in the house.
			 [He goes in and brings out a theorbo]
			 Che can borrow no Viddle but this, and here’s one aumost as long as a
maypole.
		 [The shepherd takes the theorbo and sings]

Anti-masque musicians trod a fine line between ‘art’ and ‘nature’: the text of
‘From the famous peak of Derby’ (track 10) is in a duple metre, but the music is
based on a version of the popular guitar ground the villanella in triple time; just as
well the character is a mountebank, a swindler whose identity is slippery. ‘Tho’ it
may seem rude’ (track 12) takes us more towards nature.
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Instruments
Dancing masters were often violinists and often French (Adam Vallet, Nicolas
Confesse), and sometimes produced tunes which lute players like Robert Johnson
would then adapt for the five-part band. Inner parts range from being materials
inviting improvisation and division over several strains (‘The Earl of Essex Measure’
[track 2], ‘Lord Zouche’s Maske’ [track 1]) to beautifully composed counterpoint
(‘Coperario’ [track 17] by John Cooper who became Giovanni Coperario after a
trip to Italy, and tutored the Lawes brothers in composition). The dance music
functioned both as entertainment and – in its melodic and choreographed
patterns – as an expression of social and cosmic harmony (‘The Cadua’ [track 9],
‘The Maypole’ [track 14], ‘Move now with measur’d sound’ [track 6]). But it also
hinted at the darkness and disorder that the masque sought to overcome, ‘antic’
dances portraying madness and grotesquerie, the pause signs in the music
denoting wild choreography here realized in musical improvisation. Charles I’s
Private Music, in which William Lawes was a prominent figure, brought the
sounds of the hitherto separate world of the violin and viol family together in his
symphonies. French sounds pervade the music right through the 1620s and 30s,
led from the top by Jacques Gaultier with his treble lute. Gaultier added more
scandal to the genre by arriving from Paris on the run from a murder charge; he
was rumored to be having an affair with Queen Henrietta Maria…
The plucked soundworld of which this recording gives a hint reflects a
cornucopia of sounds used to create everything from a tavern scene (the wire
string cittern punched above its weight in this area) to a reflection of paradise.
Lutes of all sizes, guitars and theorboes of English and Italian tuning were part of
a large palette that gives a richness to often thinly-notated music. Irish harpers
such as Daniel Cahill and Cormack Dermode probably inspired Francis Bacon’s
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remark: ‘No instrument hath the sound so melting and prolonged as the Irish
harp’. Lutes, viols, voices with a touch of Elysian harp; for this reason we take the
liberty of adding a small piece of Matthew Locke’s Cupid and Death (track 25), in
which the Elysian fields may or may not be captured on earth. Music enabled the
masque to be the place where fantasy and reality meet.
© Elizabeth Kenny, 2017
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The Masque of Moments
A story of sorts connects these ‘moments’.
The opening dance and songs celebrate a society that comes together in dancing
and music. In ‘Steer hither’ a siren soprano invites the audience to the enchanting
place of a wedding celebration. The harmony of male and female is celebrated,
though images of war and a rather aggressive virtuosity from the tenor leave
some questions: ‘Why stays the bridegroom to invade’? But magic and music
transform the basest of mortals ‘Move now with measur’d sound’.
We enter anti-masque territory with dancing bears and drunken revellers.
A gentler, Caroline anti-masque moves us out of Jacobean music for the
second part, to music from the 1630s starting with a pastoral dialogue, in which
financial realities sit uneasily with ‘true’ love. Real pastoral follows, with music
from Milton and Lawes’ Comus; harmony links heaven and earth, with just a hint
of voluptuousness in the depictions of nature, to give the battle between Comus
and the attendant spirit for the souls of the Egerton children some tension.
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The ‘angry steed’ addresses the King and Queen (Charles and Henrietta
Maria) and depicts the triumph of love over the trappings of war, transforming
them into divinities. Next in The Triumph of Peace, Irene (Peace) is irritable
without her sister Eunomia (Order) and they agree the one needs the other.
Amphiluca, a Banquo’s ghost figure, gloomily contemplates wrecking all this
harmony, but disappears and gives way to an England that looks uncannily like
the Elysian Fields. Mercury sends everyone home:
Like a perfuming gale o’er flowers
Now glide again to your own bowers.
A far-off tenor heralds the arrival of the dawn when the masque must end,
and a familiar tune becomes the final dance.
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Words
3.

Now hath Flora robb’d her bow’rs
Words by Thomas Campion
(1567–1620)

Roses, the garden’s pride
Are flow’rs for love and flow’rs for kings;
In courts desired, and weddings.
And as a rose in Venus’ bosom worn,
So doth a bridegroom his bride’s bed
adorn.

Now hath Flora robb’d her bow’rs
To befriend this place with flow’rs:
Strow about, strow about!
The sky rained never kindlier show’rs.
Flow’rs with bridals well agree,
Fresh as brides and bridegrooms be,
Strow about, strow about!
And mix them with fit melody.
Earth hath no princelier flow’rs
Than roses white and roses red,
But they must still be mingled:
And as a rose new pluck’d from Venus’
thorn,
So doth a bride her bridegroom’s bed
adorn.
Divers divers flow’rs affect
For some private dear respect,
Strow about, strow about!
Let every one his own protect.
But he’s none of Flora’s friend,
That will not the rose commend.
Strow about, strow about!
Let princes princely flow’rs defend.
24

4. 	While dancing rests
Words by Campion
While dancing rests, fit place to music
granting,
Good spells the Fates shall breathe, all
envy daunting.
Kind ears with joy enchanting, chanting.
Chorus Io, Io Hymen

5. 	Why stays the bridegroom
to invade
Words by Ben Jonson (1572–1637)
Why stays the bridegroom to invade
Her, that would be a matron made?
Goodnight, whilst yet we may
Goodnight, to you, a virgin say.
Tomorrow rise the same
Your mother is, and use a nobler name.
Speed well in Hymen’s war,
That what you are, by your perfections,
We and all, may see.

Like looks, like hearts, like loves are linked
together:
So must the Fates be pleas’d, so come
they hither,
To make this joy persever, ever.
Chorus Io, Io Hymen
Love decks the spring, her buds to th’air
exposing,
Such fire here in these bridal breasts
reposing,
We leave with charms enclosing, closing.
Chorus Io, Io Hymen

25

6.

Move now with measur’d sound
Words by Campion

8.

Move now with measur’d sound
You charmed groves of gold,
Trace forth the sacred ground,
That shall your forms unfold.
Diana and the starry night for your
Apollo’s sake,
Endue your sylvan shapes with pow’r this
strange delight to make.
Much joy must needs the place betide
where trees for gladness move,
A fairer sight was ne’er beheld or more
expressing love.

Steer hither, steer your
winged pines
Words by William Browne
(1588–1643)
Steer hither, steer your winged pines,
All wearied mariners:
Here lie Love’s undiscover’d mines,
A prey to passengers,
Perfumes far sweeter than the best
Which makes the Phoenix’ urn and nest.
Fear not your ships
Nor any to oppose you save our lips,
But come ashore
Where no joy dies till love hath gotten
more.

Yet nearer Phoebus’ throne
Meet on your winding ways,
Your bridal mirth make known
In your high graced Hayes.
Let Hymen lead your sliding rounds, and
guide them with his light,
While we do Io Hymen sing in honour of
this night,
Join three by three, for so the night by
triple spell decrees,
Now to release Apollo’s knights from
these enchanted trees.
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10. From the famous peak of Derby
Words by Jonson

12. Tho’ it may seem rude
Words by Jonson

From the famous peak of Derby,
And the Devil’s arse that’s hard by:
Where we yearly make our musters:
There the gypsies throng in clusters.
Be not frighted with our fashion,
Though we seem a tatter’d nation:
We account our rags our riches,
So our tricks exceed our stitches:
Give us bacon, rinds of walnuts,
Shells of cockles and of small nuts:
Ribbons, bells and saffron’d linen:
And all the world is ours to win in.

Tho’ it may seem rude
For me to intrude
With these my bears by chance-a,
Twere sport for a king
If they could sing
As well as they can dance-a.
Then to put you out
Of fear or doubt,
I come from St Katharin-a.
These dancing three,
By the help of me,
Who am keeper of the sign-a.

Knacks we have that will delight you,
Sleights of hand that will invite you
To endure our tawny faces,
And not cause you cut your laces.
All your fortunes we can tell ye,
Be they for your back, or belly.
In the moods too and the tenses,
That may fit your fine five senses.
Draw but then your gloves, we pray you,
And sit still, we will not fray you.
For though we be here at Burley,
We’d be loath to make a hurly.

We sell good ware,
And we need not care
Tho’ court and country knew it.
Our ale’s o’th’best,
And each good guest
Prays for their souls that brew it.
For any alehouse
We care not a louse,
Nor tavern in all the town-a,
Nor the Vintry Cranes,
Nor St Clement’s Danes,
Nor the Devil can put us a down-a.
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The wives of Wapping,
They trudge to our tapping,
And still our ale desire-a;
And there sit and drink
Til they spew and stink
And often piss out the fire-a.

16. Did not you once, Lucinda, vow
Words by Charles Coleman
(c.1605–1664)

Who has once here been,
Comes hither again,
The liquor is so mighty;
Beer strong and stale,
And so is our ale,
And it burns like aqua vitae.

‘Did you not once, Lucinda, vow,
You would love none but me?’

A dialogue between a shepherd
and Lucinda

‘Ay, but my mother tells me now
I must love wealth, not thee.’
‘Tis not my fault my sheep are lean,
Or that they are so few.’
‘Nor mine I cannot love so mean,
So poor a thing as you.’
‘Cruel, thy love is in thy pow’r,
Fortune is not in mine.’
‘But shepherd, think how great my
dow’r is
In respect of thine.’
‘Ah me!’ ‘Ah me!’
‘Mock you my grief?’
‘I pity thy hard fate.’
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‘Pity, for love, is poor relief.
I’d rather choose thy hate.’

18. 	From the heav’ns now I fly
Words by John Milton (1608–1674)
From the heav’ns now I fly,
And those happy climes that lie
Where day never shuts his eye,
Up in the broad fields of the sky;
There I suck the liquid air,
All amidst the garden fair
Of Hesperus, and his daughters three
That sing about the golden tree;
Iris there with humid bow,
Waters the od’rous banks that blow
Flowers of more mingled hue,
Than her purfled scarf can show,
Beds of hyacinth and roses,
Where many a cherub soft reposes.

‘But I must love thee.’
‘No.’
‘Believe.’
‘No.’
‘I’ll seal it with a kiss,
And give thee no more cause to grieve
Than what thou find’st in this.’
Chorus (both)
Be witness then you pow’rs above,
And by these holy bands
Let it appear that truest love
Grows not on wealth nor lands.
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20. Sweet Echo
Words by Milton
Sweet Echo, sweetest nymph that lives
unseen,
Within thy airy shell,
By slow Meander’s margent green.
And in thy violet embroidered vale,
Where the lovelorn nightingale
Nightly to thee her sad song mourneth
well.
Canst thou not tell me of a gentle pair,
That likest thy Narcissus are?
O if thou have
Hid them in some flow’ry cave,
Tell me but where,
Sweet Queen of Parley,
Daughter of the Sphere;
So mayst thou be translated to the skies,
And hold a counterpoint to all heav’n’s
harmonies.

21. The Last Song or Valediction
Words by William Davenant
(1606–1668)
Sinfony
Song
The angry steed, the fife and drum invite
you still to triumphs of the war,
Til you as glorious shall become on earth
as Mars in heav’n as bright a star.
Chorus
Sinfony
Song (Priests of Apollo)
And may your language be of force to
body winds and animate the trees,
So full of wonder your discourse, til all
your guesses may be prophecies.
Chorus
Sinfony
Grand Chorus
May our three gods so long conjoin, to
raise your soul, and rarefy your sense,
Til you are rendered so divine, ’twill be no
sin to implore your influence.
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22. Of the Inns of Court Masque
Words by James Shirley
(1596–1666)

Trio
Trio. See where she shines, oh see,
In her celestial gaiety!
Crowned with a wreath of stars,
To show the ev’nings glory in her brow.

Sinfony
Song
Irene. Hence, ye profane, far hence,
away!
Time hath sick feathers while you stay.
Is this delight for such a glorious night,
Wherein two skies are to be seen,
One starry, but an aged sphere,
Another here created new and brighter
from the eyes of King and Queen?

Sinfony
Song
Eunomia. Think not I could absent
myself this night;
But Peace is gentle and doth still invite
Eunomia,
Yet shouldst thou silent be,
The rose and lily which thou strowest
All the cheerful way thou goest,
Should direct to follow thee.

Chorus. Hence, hence, ye profane (far
hence, away!)
Time hath sick feathers, while you stay.

Irene. Thou dost beautify increase,
And chain security with peace.

Sinfony

Eunomia. Irene, fair and first divine,
All my blessings spring from thine.

Song
Irene. Wherefore do my sisters stay?
Appear, Eunomia!
‘Tis Irene calls to thee, Irene calls;
Like dew that falls into a stream,
I’m lost with them that know not how to
order me.

Irene. Although I am but wild without
thee,
Thou abhorrest what is rude or apt to
wound,
Canst throw proud trees to the ground,
And make a temple of a forest.
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Eunomia. No more, but join thy voice
and lute with mine.

23. Cease, warring thoughts
Words by Shirley
Cease, warring thoughts,
And let his brain no more discord
entertain
But be smooth and calm again.
Ye crystal rivers that are nigh
As your streams are passing by,
Teach your murmurs harmony.
Ye winds that wait upon the spring,
And perfume to the flowers bring,
Let your am’rous whispers here breathe
soft music to the ear.
Ye warbling nightingales repair
From every wood, to charm the air.
Til with the wonders of your breast,
Each striving to excel the rest,
When it is time to wake, then close your
parts,
Then drop down from the trees, with
broken hearts.

Eunomia and Irene. The world shall
give prerogative to neither;
We cannot flourish but together.
Chorus. Irene enters like a
perfumed spring,
Eunomia ripens everything,
And in the golden harvest leaves
To every sickle his own sheaves.
Amphiluca [in a maske]. In envy of the
night that keeps her revels here,
With my unwelcome light, thus I invade
her sphere,
Proclaiming wars to Cynthia and all her
stars,
That like so many spangles dress her
azure tress.
Because I cannot be a guest, I’ll rise
To shame the moon and put out all
her eyes.
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25. Mercury and Nature in the
Elysian Fields
Words by Shirley

26. I was not wearier
Words by Jonson
I was not wearier where I lay
By frozen Tithon’s side tonight,
Than I am willing now to stay
And be a part of your delight.
But I am urged by the day,
Against my will to bid you come away,
come away.

Nature. Where am I? The world no such
perfection yields.
Mercury. These are the fair Elysian
fields.
Chorus. If this place be not heav’n,
one thought can make it,
And gods, by their own wonder led,
mistake it.
Nature. O who shall guide me hence?
Old Nature’s sight
Grows feeble at the brightness of
this glory.
Mercury. I will be Nature’s conduct.
Nature. Mercury, be ever honour’d.
Mercury and Chorus. Like a
perfuming gale o’er flowers,
Now glide again to your own bowers.
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Elizabeth Kenny
Elizabeth Kenny is one of Europe’s leading lute players. Her playing has been
described as ‘incandescent’ (Music and Vision), ‘radical’ (The Independent on
Sunday) and ‘indecently beautiful’ (Toronto Post). In twenty years of touring she
has played with many of the world’s best period instrument groups, including
extended spells with Les Arts Florissants and the Orchestra of the Age of
Enlightenment. She has an extensive discography of collaborations with chamber
ensembles across Europe and the USA, and her own repertoire interests have led
to critically acclaimed recordings of solo music from the ML Lute Book, and songs
by Lawes, Purcell and Dowland, and in 2007 to the founding of Theatre of the
Ayre. In 2011 she was shortlisted for best instrumentalist in the Royal Philharmonic
Society Awards. She continues to devise and direct theatrically-inspired
programmes in other contexts, such as ‘Le Malade Imaginaire’ and ‘A Restoration
Tempest’ for the OAE. She was one of the artistic advisory team for the York Early
Music Festival, 2011–14. She returned to York in 2016 with Theatre of the Ayre
as judge for the National Centre for Early Music’s Young Composers’ Award,
as part of a growing commitment to new work for lute and theorbo. She has
given premiere performances of solo and chamber pieces by James MacMillan,
Benjamin Oliver, Heiner Goebbels and Rachel Stott.
Kenny taught for two years at the Hochschule der Künste, Berlin, is Professor
of Musical Performance at Southampton University and Professor of Lute at the
Royal Academy of Music. She guest-edited a Dowland-themed issue of Early
Music to celebrate the 450th anniversary of the composer’s birth in 2013, and is
the author of occasional articles on seventeenth-century performance.
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‘Theatre of the Ayre likes to do
things differently...Its weapons:
a freshness of approach and
a quasi-improvisatory freedom
of delivery.’
Financial Times

‘It’s not often you witness a
player attacking their instrument
with a bottleneck while another
strokes theirs with a quill…
both created sublime musical
expressions of melancholy.’
The Guardian

‘Theatre of the Ayre,
compellingly dramatizing the
French Baroque in vocal and
instrumental prowess.’
‘A crack-squad of
top instrumentalists.’
Gramophone
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The Times

Theatre Of The Ayre
Theatre of the Ayre is Elizabeth Kenny’s platform for bringing dramaticallyminded singers and players together to create inspirational programmes of
seventeenth-century music. They have performed in and have broadcasted
from major festivals across the UK, Belgium and Germany. Always looking for
innovative ways of presenting theatrical music, they created bespoke choruses
of schoolchildren as cupids during a tour of John Blow’s Venus and Adonis, a
live recording of which was released on the Wigmore Live label. They followed
this with performances of Charpentier’s Actéon, as well as several smaller-scale
projects (‘Ayres and Dialogues’, ‘Dowland: Anniversary Collection’ and ‘Setting
the Baa High: English Pastoral’) all of which toured. Their performances relish
the shift from sublime tragedy to knockabout comedy that is ever-present in
seventeenth-century music.
Lutes & Ukes, Theatre of the Ayre’s groundbreaking collaboration with members
of the Ukulele Orchestra of Great Britain, has become known to audiences
including and beyond the classical, as a ‘genre-crashing supergroup’ following two
tours, the first of which saw them develop an education project involving nearly 400
ukulele-wielding children across London and York. Inspired by the achievements of
the Lutes & Voices, they developed ‘The Masque of Moments’ which highlights the
glories of little-known vocal music from the Jacobean and Caroline masque.
Theatre of the Ayre were supported in 2015 by a major award from the Arts
and Humanities Research Council. They have served as judges of the National
Centre for Early Music’s Young Composers’ Award and continue to branch out
into new music, recently performing new settings of Shakespeare and Carol-Anne
Duffy for voices and lute.
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Sophie Daneman soprano
Sophie Daneman studied at the Guildhall School of Music with Johanna Peters and has
established an international reputation in a wide-ranging repertoire. An accomplished
recitalist, Daneman has appeared at many of the world’s major recital venues, including
the Wigmore Hall and the Queen Elizabeth Hall, London; the Concertgebouw,
Amsterdam; the Musikverein, Vienna; and Carnegie Hall, New York.
Her opera engagements have included Rodelinda in the Netherlands,
L’Arianna, Cleopatra in Giulio Cesare and Dalila in Samson for the Göttingen
Handel Festival, and an acclaimed Mélisande for the Opéra Comique. She has
sung Servilia in La Clemenza di Tito with the Barcelona Symphony Orchestra,
Euridice in L’Anima del Filosofo for Opéra de Lausanne, Euridice in L’Orfeo,
Dido and Aeneas for the Bavarian State Opera, Phèdre in Hippolyte et Aricie
for Nationale Reisopera, Theodora with William Christie in New York, Paris and
Salzburg, and Bernstein’s Wonderful Town and Susanna in Le nozze di Figaro for
Grange Park Opera. Daneman also appeared in the staged productions of Tod
Machover’s Skellig at the Sage Gateshead.
Recent engagements include recitals for the BBC, appearances at De Doelen,
Rotterdam and the Lufthansa Baroque Festival; with Tafelmusik in Toronto,
Schoenberg’s Quartet, Op. 10 with the Tokyo String Quartet, and settings of Goethe
and Schiller at the Oxford Lieder Festival. Her many recordings include the title roles
in Handel’s Rodelinda with Nicholas Kraemer (Virgin Classics), Theodora and Acis and
Galatea (Gramophone Award winner) with William Christie (Erato), Vivaldi’s Ottone
in Villa with Richard Hickox (Chandos) and three volumes of Mendelssohn lieder with
Nathan Berg and Eugene Asti (Hyperion). For EMI she has recorded Schumann lieder
with Julius Drake and an album of Noel Coward songs alongside Ian Bostridge.
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Rosanna Wicks soprano
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Rosanna Wicks was born in 1999. She was a chorister at Salisbury Cathedral
for five years, in her last year becoming Precentor’s Chorister (Deputy Head)
where she enjoyed the daily evensongs, singing 4 to 5 services a week. She
is currently a Walter Stanton Music Scholar at Lancing College. She sang in
Blow’s Venus and Adonis at the Wigmore Hall and on tour with Theatre of the
Ayre in 2010. Recent performances include Handel’s Dixit Dominus, Durufle’s
Requiem, Mozart’s Coronation Mass and Faure’s Requiem. Wicks now sings
with the Rodolphus Choir.
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William Purefoy countertenor
With an established reputation in the UK, including performances with the
Orchestra of the Age of Enlightenment, Hanover Band, English Concert and
The Sixteen, William Purefoy is also frequently to be seen internationally with
concerts, recitals and operatic appearances in New Zealand, Austria, Germany
and Switzerland, including his debut at Carnegie Hall in New York.
His international operatic engagements have included Arsamene in Serse for
New Zealand Opera, Ottone in L’Incoronazione di Poppea for Theater Basel, Ptolemy
in Giulio Cesare and Dr Nice in Evening Hymn for Staatsoper Hannover. Highlights
of his UK appearances include Sir Philip Sydney in Harle’s Angel Magick (directed
by David Pountney at the Royal Albert Hall for the BBC Proms), Xerxes for Iford Arts,
Apollo in Mozart’s Apollo and Hyacinth for Opera Theatre Company and Classical
Opera Company, Ascanio in Mozart’s Ascanio in Alba, and the Handel roles Athamas
in Semele, Lychas in Hercules and Arsace in Partenope for Buxton Festival.
His many recordings to date have included Buxtehude’s Scandinavian Cantatas
with Theatre of Voices (Da Capo), Vaughan-Williams’ Mass in G minor with Richard
Hickox (Chandos), Boyce’s Ode for Saint Cecilia’s Day and David’s Lamentation
Over Saul and Jonathan with the Hanover Band (ASV Gaudeamus), ‘Rosie-Blood’ on
John Harle’s Terror and Magnificence (Decca Argo) and the role of Spirit in Dido and
Aeneas with Orchestra of the Age of Enlightenment (Chandos). He was featured in
the television series In Search of Shakespeare and the film Young Victoria.
A graduate of Magdalen College Oxford and Guildhall School of Music and
Drama in London, he was a finalist in the Kathleen Ferrier Awards and a winner of
the NFMS Young Concert Artists Award.
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Nicholas Mulroy tenor
Born in Liverpool, Nicholas Mulroy studied at Clare College, Cambridge, and
the Royal Academy of Music. He regularly appears with leading early-music
ensembles throughout Europe, including the Monteverdi Choir, Musiciens
du Louvre, Concert d’Astrée, Gabrieli Consort, Orchestra of the Age of
Enlightenment and Dunedin Consort. He has sung with the Royal Scottish
National, English Chamber, BBC Philharmonic, Hallé, Melbourne Symphony,
Australian Chamber, Copenhagen Philharmonic, Wrocław Philharmonic and
Brussels Philharmonic Orchestras and the Britten Sinfonia, Staatskapelle Dresden
and Auckland Philharmonia. He has appeared at the BBC Proms and the Edinburgh,
Spitalfields, Three Choirs and Salzburg Festivals. He has also enjoyed collaborations
with Laurence Cummings, Sir Colin Davis, Nicholas Kraemer, Stephen Layton,
Nicholas McGegan, Trevor Pinnock and Jordi Savall.
On stage, Mulroy has worked with the Opéra de Paris (Palais Garnier),
Glyndebourne Festival Opera (and Tour), Opéra Comique Paris, Théâtre Capitole
de Toulouse and Opéra de Lille. As a recitalist, he has sung Britten canticles
and Schubert Lieder at the Wigmore Hall. Closely associated with the music
of Monteverdi, Bach and Handel, he has made numerous recordings with the
Dunedin Consort and John Butt for Linn, as well as recordings with the OAE,
the King’s Consort and I Fagiolini.
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Giles Underwood baritone
Giles Underwood is a versatile singer, specialising in Baroque repertoire and
contemporary music, but also at home with Mozart and Puccini. He was a chorister at
Westminster Abbey and an academical clerk at Magdalen College, Oxford, where he
read biology. He went on to study on the postgraduate and opera courses at Guildhall
School of Music and Drama, where he now holds the post of Vocal Studies Lecturer.
On the stage, he has played many major roles, including Don Giovanni, Count
Almaviva (Le nozze di Figaro), Tarquinius (The Rape of Lucretia) and Marcello (La
Bohème). On the concert platform, he has sung Haydn in the Royal Albert Hall, Wolf
in the Wigmore Hall, Bach in the Amsterdam Concertgebouw and Vaughan Williams
in the Sao Paolo Opera House. He has recorded widely, and his performance on
OpusArte’s disc of Membra Jesu Nostri by Buxtehude has received critical acclaim, as
has his work with the solo voice ensemble, I Fagiolini, with whom he sang for nine years.
‘Giles Underwood...sings with an intensity suitable to the intimately
sensuous nature of the work.’ The Guardian
In addition to his students at Guildhall, he teaches singing to undergraduates
at various Oxford colleges, including Magdalen, Christ Church, Queens, Merton
and Exeter. He teaches on Eton Choral Courses and for The National Youth
Choirs of Great Britain, and is Vocal Coach for The London Symphony Chorus. As
Director of Music at University College, Oxford (Univ), he runs the Chapel Choir
and oversees music-making in the college. He is the founder and director of The
Martlet Ensemble, Univ’s newly-formed ensemble-in-residence.
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Ian Wicks tenor
Ian Wicks studied at Exeter University and has sung in the Cathedral Choirs
of Exeter and St Albans Abbey. Ian is Director of Music at Salisbury Cathedral
School but also enjoys a diverse musical career as tenor soloist, consort singer,
organist, pianist, conductor and composer. Wicks enjoys deputising for the choirs
of Salisbury, Chichester and Winchester Cathedrals and is a member of the close
harmony group Sarum Six. He has conducted the Romsey Singers and founded
both the Salisbury Cathedral Junior Choir and Youth Choir. He is Assistant
Conductor of the Salisbury Musical Society. He became the conductor of the
St John Singers of Salisbury in September 2016.
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Salisbury Cathedral Choir
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The choristers of Salisbury Cathedral maintain an unbroken tradition of church
music at Salisbury, which stretches back for over 700 years in the present
cathedral and for a further 200 years before that in the cathedral at Old Sarum.
Music has always played a vital role in the Daily Offices provided by sixteen boy
choristers, six lay vicars, the Director of Music, the Assistant Director of Music and
the organ scholar. In 1991 Salisbury took the historic step of forming another ‘top
line’, bringing young girl choristers into the Choral Foundation and choir school.
Today the singing duties are divided equally between the two sets of choristers,
usually singing with the men of the choir. In term-time, evensong is sung every
day with a sung Eucharist and Mattins each Sunday. In addition to maintaining the
music for the Opus Dei, Salisbury Cathedral Choir regularly broadcasts, records,
tours and gives concerts.
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