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UNIVERSITY OF SOUTHAMPTON 

ABSTRACT 

FACULTY OF HUMANITIES 

DEPARTMENT OF MUSIC 

Thesis for the Degree of Doctor of Philosophy 

FIGURES OF THE IMAGINATION: 

THE INTERSECTION OF FICTION AND SONG, 1790-1830 

Roger William Charles Hansford 

This thesis explores relationships between music produced around 1800 for 
domestic consumption and the fictional genre of romance – a genre of 
fantastic atmospheres, settings and characters, quest plots with dramatic 
events, and a sense of antiquity and desire that represents remoteness and 
addresses the cultural periphery.  What this fiction says about music offers a 
new view of romanticism in British print culture, making this thesis serve as 
counterhistory to studies of nineteenth-century European operatic and 
orchestral canons and their links with later fiction. 

  I survey the use of music in romance novels by Ann Radcliffe, Matthew Lewis, 
Sir Walter Scott and James Hogg in the period 1790-1830, interrogating the 
ways that music served to create mood and atmosphere, enlivened social 
scenes and contributed to plot developments.  I explore the connections 
between musical scenes in romance fiction and the domestic song literature – 
short accompanied songs, both sacred and secular, by composers such as 
Thomas Attwood, John Wall Callcott, Matthew Cooke, John Baptist Cramer, John 
Barnett, François Hippolyte Barthélemon, Charles Dibdin, William Hawes, 
Thomas Moore, John Parry, William Reeve, Reginald Spofforth, and Sir John 
Stevenson. 

  My intersectional reading revolves around a series of imaginative figures – 
including the minstrel, fairies, ghosts, witches, and other supernatural figures, 
and Christians engaged both in virtue and vice – the identities of which 
remained generally consistent as influence passed between the art forms.  
While authors quoted song lyrics and included musical descriptions and 
characters, their novels recorded and modelled the performance of songs by 
the middle and upper classes, influencing the work of composers and the 
actions of contemporary performers who read romance fiction. 

  My thesis shows how the intersection of romances with vocal music recorded 
a society on the cusp of modernisation, with a printing industry emerging to 
serve people’s growing appetites for entertainment amidst their changing 
views of religion and the occult.  No mere diversion, fiction was integral to 
musical culture and together both art forms reveal key intellectual currents 
that circulated in the early nineteenth-century British home. 
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1 

Introduction: Music and Romance 

at the Turn of the Nineteenth Century 

In a British drawing room at the turn of the nineteenth century, 

members of a social gathering could select from a broad range of printed 

materials for their leisure time.  As some of the party gathered around the 

piano performing expressive verses from a sheet song, others might be 

turning the pages of romance fiction and slipping into the distant realms of 

fantasy.  Often songs related to themes from fiction and portrayed the same 

imaginary figures, but with the enlivening appeal of musical illustration; 

composers even took poems from the novels and set them to music.  At the 

same time, fictional scenes of characters singing put live performances into a 

narrative context and helped listeners to appreciate them on a deeper level.  In 

after-dinner conversation, perhaps the party discussed the thematic 

congruences of print culture as they reflected on their entertainment activities. 

My project investigates the function of music in early nineteenth-century 

English romance texts, and explores the place of romance in a discourse of 

contemporary songs, in order to understand the meaning of Anglophone 

entertainment culture at this time.  I will show how, on the one hand, music 

plays into fiction, enlivening aspects of the author’s craft such as plot, setting, 

characterisation, and imagery, and enhancing the text’s capacity to 

communicate.  I demonstrate not only how music is entwined with the action in 

romance texts, but also how the appearance of music becomes thematic, 

enriching the text and helping to distinguish the romance from other genres.  

On the other hand, I will show how romance fiction plays into music.  Often, 

romances include musical scenes and song texts that refer to real or imagined 

musical practices their authors knew of, researched, or participated in.  As I 

will explain, this means romance texts can be treated as historical sources that 

speak of and relate to their musical contexts.   

The same groups of people read romances and made music, singing 

songs on the same themes, or adopting the same performance practices and 

listening etiquette, as the characters they had read or would read about.  As 

Elizabeth Morgan showed, ‘music and novels shared the same audience’: men 

and women of the upper and middle classes engaged in domestic social 
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activities.1  Domestic musical life was thriving, as indicated by Caroline Wood’s 

example of Burton Constable Hall, near Hull, where handwritten and published 

sheet music was accumulated by the Constable family during the century from 

1791.2  More broadly, social networks helped to interlink the arts of music and 

literature by enabling people to exchange new print publications and making 

them increasingly available to a widening audience.  Women were key 

consumers, lending each other novels to read and scores to copy, and 

performing fashionable songs at the piano – an instrument becoming 

affordable for many families.3  Some commentators even describe the 

consumption of domestic print culture, which differed in tone from street 

balladry and music hall songs, as a defining feature of the middle and upper 

classes.4  

My project focuses on the home as a site for vocal performance, and is 

less concerned with conventional musicological approaches grouped by genre.  

As the links between romance fiction and strophic and through-composed 

songs, glees and hymns offered the most fruitful area of inquiry, I paid less 

attention in this thesis to theatrical, chamber and keyboard repertoires as 

points of cultural contact in the era.  The details of continental operatic 

arrangements or complete dramatic performances are not discussed; better 

links are evident within Anglophone culture and when songs are read 

alongside stand-alone pieces performed in the novels.   

My study of romance texts and British songs in the period 1790 to 1830 

goes beyond the literary and musical canon and offers a new view of romantic 

                                            

1 Elizabeth Morgan, ‘The Accompanied Sonata and the Domestic Novel in 
Britain at the Turn of the Nineteenth Century,’ 19th-Century Music 36, no. 2, 
Counterpoints: Nineteenth-Century Music and Literature (Fall, 2012), 89, 99. 
2 Caroline Wood, ‘Music-Making in a Yorkshire Country House,’ in Nineteenth-
Century British Music Studies, vol. 1., ed. Bennett Zon (Aldershot & Brookfield, 
VT.: Ashgate, 1999), 209-215.  
3 Gillen D’Arcy Wood, ‘Austen’s Accomplishment,’ in Romanticism and Music 
Culture in Britain, 1770-1840: Virtue and Virtuosity (Cambridge & New York: 
Cambridge University Press, 2010), 153, 155.  Wood’s study concentrates on 
the period from the 1790s to the 1810s, during which women generally had 
more impact in domestic than in public performance (see also p. 157).	  
4 Ibid.,157-8; Janet Wolff, ‘The Culture of Separate Spheres: the Role of Culture 
in Nineteenth-Century Public and Private Life,’ in The Culture of Capital: Art, 
Power and the Nineteenth-Century Middle Class, eds Janet Wolff & John Seed 
(Manchester: Manchester University Press, 1988), 122-3. 
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culture in print.  The individuality of my contribution to scholarship arises not 

only because I treat sources from an earlier period than most previous word 

and music studies, but also because of my comparative approach that tracks 

the imaginary figures and associated themes characteristic of both art forms in 

this period.  To make a clear and meaningful route through a plethora of 

printed material, I concentrate on how the different sets of figures were points 

of contact within domestic entertainment.  The minstrel’s appealing 

representation of creativity was already a subject of domestic song before Sir 

Walter Scott’s novels, but afterwards the figure became more heroic in nature 

and more popular as songs enjoyed a wider distribution.  Gothic authors such 

as Ann Radcliffe, Matthew Lewis and James Hogg developed supernatural 

figures to thrill and unsettle audiences, and often those figures shared their 

identities closely with their counterparts in songs.  Although the broad and 

imaginative content of print material was often a concern for Christian 

educators in the era, both fiction and music captured devotional songs for 

audiences and highlighted moral and immoral behaviours in contrasting 

Christian figures.  My study of printed entertainment, focusing on the close 

relationship between romance fiction and song, informs cultural history 

because each of the figures reflected issues germane to the turn of the 

nineteenth century – a time of ferment within the history of ideas that was 

captured by an expanding printing business. 

0.1 Defining and Exploring Genre: The Romance 

In the middle ground between fantasy and realism, the close reader 

sees truth revealed by the romantic perception of elements within or 

transcending reality.  In this view romance is an oblique approach to 

truth through its representation in metaphor.  The theme of the ritual 

quest pursued by the novice knight persists from chivalric cycles to the 

romance novels of Melville and Henry James.5  

The escape offered to readers by the appeal of fantasy and the heroic 

knightly quest has always been a part of literature as we know it in Western 

                                            

5 Eleanor Terry Lincoln, ed., Pastoral and Romance: Modern Essays in Criticism 
(Englewood Cliffs, NJ.: Prentice-Hall Inc., 1969), 4. 
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culture, despite the differences in development and reception that have 

marked different periods.6  As Walter Scott noted in The Lady of the Lake 

(1810), ‘The mythology of one period would then appear to pass into the 

romance of the next century, and that into the nursery-tale of the subsequent 

ages’.7  This trend meant that, ‘to read a romance was, therefore, in some 

sense pleasurably to regress’.8  Here we gain a sense that the pages of 

romance fiction link us with our ancestors’ imaginations; the medium offers 

readers a shared but civilised primitive past, and simultaneously an escape 

from the pressure or banality of their everyday lives.  The tropes of distance 

and the remote inflect both the settings of romance fiction and the genre’s 

position in the literary canon.  These tropes influence the way this fiction 

pertains to contemporary culture, both for nineteenth-century audiences and 

to the modern historian of that century.  Robert Fraser wrote in 1998 that, ‘ . . 

. myths and romantic stories frequently convey and consolidate the common 

values of a culture.  In this they contrast with the novel, the purport of which is 

often to be critical of its times’.9  The positioning of the terms ‘novel’ and 

‘romance’ is one to be debated, but nineteenth-century commentators also 

championed the romance’s pertinence.  In 1887, Andrew Lang described 

fiction as a shield, saying that romance was fiction’s ‘golden side’, whilst the 

novel represented its ‘silver side’.10  Lang’s enthusiasm for the ‘golden side’ 

had much to do with his sense that ‘the extraordinary was as likely to be true 

as the ordinary’.11  Fraser echoed this, saying that, ‘The strength of the 

romance . . . has to do with its treatment of the ambiguous, versatile 

relationship between believability and fact’.12  The romance is golden, and its 

mythological nature is key to its value as and for cultural history.  As a window 

on a culture’s imaginative material, it is epistemologically telling.  

                                            

6 Margaret Anne Doody, The True Story of the Novel (London: Fontana Press, 
1998).  Doody discusses the development of the novel from ancient times and 
makes the romance part of this history (p. xvii). 
7	  Walter Scott, The Lady of the Lake; a Poem (Edinburgh, 1810), xcix.	  
8 Robert Fraser, Victorian Quest Romance: Stevenson, Haggard, Kipling, Conan 
Doyle (Plymouth: Northcote House & British Council, 1998), 6. 
9 ibid., 8. 
10 ibid., 14. 
11 ibid. 
12 ibid., 13.  
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The limited appearance of romance fiction in music scholarship is 

characteristic of a more general neglect of the genre in literary studies, which 

have been more concerned with the novel.13  In order to help identify the 

genre, I look at modern studies of the romance and its relationship to society.  

Ian Duncan’s article in The Encyclopedia of the Novel defines romance as a 

fictional genre featuring: 

improbable or marvelous events; a preference for action over 

character; a “poetic” or “atmospheric” emphasis; a plot defined by 

wandering, quest, homecoming, or discovery of lost or secret origins; 

an ethos determined by desire, wish-fulfillment, or escapism; a 

feminine predominance; conservatism; individualism; and so on.14 

While many types of novel are referred to as ‘romance’ in European languages 

other than English, the above definition separates romance from novel in 

English literature.15  As Fraser notes, the romance cannot be wholly 

distinguished from the novel.16  But romance elements can be detected where 

fiction diverts from the quotidian setting and realistic characters associated 

with the novel and the latter’s ‘formal realism bound to the presentation of 

truth and morality’.17  Duncan also traces the development of the romance in 

England.  Within seventeenth-century politics, romance was connected with the 

supremacy of the Whig, the Protestant, the middle class, and the masculine, 

but later ‘denoted a variable (and unstable) antithetical category: the 

discredited stories of the “other”, . . . including women, adolescents, aliens, 

the colonized, and the common people’.18  Romance meant writing that was 

not ‘culturally acceptable’ as it was ‘adrift from religious truth and scientific 

                                            

13 Doody, The True Story of the Novel, 1. 
14 Ian Duncan, ‘Romance,’ Encyclopedia of the Novel, 2 vols., ed. Paul 
Schellinger (Chicago and London: Fitzroy Dearborn, 1998), 1113. 
15 ibid. 
16 Fraser, Victorian Quest Romance, 12.  Fraser suggests it is possible to find 
romantic elements in the novel as well as novelistic elements in the romance. 
17 Ian Duncan, ‘Romance,’ 1114. 
18 ibid., 1113.  Conversely, Robert Fraser noted that the romance was Tory and 
hierarchical whilst the novel was Whig and radical; see his ‘Nineteenth-century 
Adventure and Fantasy: James Morier, George Meredith, Lewis Carroll, and 
Robert Louis Stevenson,’ in A Companion to Romance: From Classical to 
Contemporary, ed. Corinne Saunders (Oxford: Blackwell Publishing, 2004), 
389-405. 
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fact alike’; it offered the ‘lure of representation (a deficiency of realism, a 

straying from truth and morality) that reduces it to nothing but fiction; and the 

representation of other, illegitimate cultural energies’.19  While novels are also 

fictional, Duncan places the romance as a genre of and for the cultural 

periphery. 

The English-language romance has origins pre-dating the Middle Ages 

and relating to Greek and French romances, and yet it survives into the present 

day, retaining its characteristic tropes of adventure, and the self-conscious 

avoidance of realism, notwithstanding its capacity to provide social 

commentary.20  This explains why Northrop Frye, in The Anatomy of Criticism 

(1957), describes the romance as a ‘historical mode and a mythos, rather than 

a genre’; and even in the present time it ‘provides an Ur-story that society 

cannot, does not wish to, escape’.21  Myths of nationalism are important for the 

reception of romance, Malory’s Morte d’Arthur being ‘arguably the most 

influential of all English romances’.22  Later, eighteenth-century chapbooks 

helped to disseminate romances from the medieval, Elizabethan and Jacobean 

periods, and Samuel Richardson’s works linked the gothic with elements of the 

French romance.23  Further commentary on the history, aura, and far-reaching 

cultural influence of the romance can be found in Geraldine Heng’s study of 

the genre, which for her bears an ‘indelible’ stamp of the Middle Ages.24 

The romance often benefited from developments in printing 

technologies, sparking an interest in the revival of texts.  Early forms of 

romance fiction – such as medieval chivalric poems, and Greek myths and 

                                            

19 Duncan, ‘Romance,’ 1114. 
20 Corinne Saunders, ed., A Companion to Romance: From Classical to 
Contemporary (Oxford: Blackwell Publishing, 2004), 3-4. 
21 ibid., 2, 8. 
22 ibid., 5.  For a discussion of Shakespeare’s romances, including the 
appearance of music, see David Fuller, ‘Shakespeare’s Romances,’ in A 
Companion to Romance, 160-76.  Further articles on the early history of 
romance can be found in the same volume: Elizabeth Archibald, ‘Ancient 
Romance,’ 10-25; Derek Brewer, ‘The Popular English Metrical Romances,’ 45-
64; Helen Cooper, ‘Malory and the Early Prose Romances,’ 104-120. 
23 Saunders, ed., A Companion, 5-6.  Saunders also discusses the links between 
romance and romanticism, romantic poets, the Pre-Raphaelite painters, and the 
Victorian interest in medievalism. 
24 Geraldine Heng, Empire of Magic: Medieval Romance and the Politics of 
Cultural Fantasy (New York & Chichester: Columbia University Press, 2003), 2-
12. 
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legends – were re-issued in the eighteenth century; this included versions of 

Edmund Spenser, Shakespeare, English and Scottish Ballads, James 

Macpherson’s Ossian epics, and oriental tales, and the ‘romance revival’ 

became part of later imperialist projects.25  Romance, at this point, had come 

to mean ‘a fiction antithetical to historical reality’.26  Publications such as 

Matthew Lewis’s The Monk: A Romance (1796), and Ann Radcliffe’s A Sicilian 

Romance (1790) and The Romance of the Forest (1791), used the title 

‘romance’ as a mark of distinction that was also anti-classical and anti-

modernist.27  Radcliffe helped to refashion the genre, and she had been 

influenced by Shakespeare, Thomas Gray, Thomas Warton, and William 

Collins.28  Her works can be seen both as gothic literature and as a key part of 

the romance revival.  Either way, the romance is a self-referential genre, 

continually re-presenting itself in new forms, and feeding its own historicity.  

My own research will show how the nineteenth-century romance also acted as a 

site of reception for these earlier romance texts, including the ways in which 

they employed music. 

Although I focus on texts of the late eighteenth and early nineteenth 

centuries, it is useful to situate these against later development of the genre.29  

Duncan outlines a trajectory that moves from Walter Scott’s historicisation and 

nationalisation of the romance in the early part of the century, through the re-

gothicisation of the romance in the 1830s, to the rise of the social novel in the 

1840s by authors such as Charles Dickens and then the development of 

‘sensation’ fiction in the 1860s.30  Romance by this point meant a ‘popular 

work of fiction’ but, even with masculinisation under male authorship, it was 

still about phenomena ‘alien to a modern social order’, such as in Edward 

                                            

25 Duncan, ‘Romance,’ 1113-4.  Edward Lane’s ‘translations’ of the Arabic cycle, 
including Arabian Nights’ Entertainments or A Thousand and One Nights was 
published in 1840.  Fraser, ‘Nineteenth-century Adventure and Fantasy,’ 389. 
26 Duncan, ‘Romance,’ 1113. 
27 ibid., 1114. 
28 ibid., 1114. 
29 Ivanhoe (1819) was the first work to which Walter Scott added the subtitle ‘A 
Romance’; see Duncan, ‘Romance,’ 1115.  According to John Bowen, some 
80,000 sets of the Waverley novels were sold between 1829 and 1849; see 
John Bowen, ‘The Historical Novel,’ in A Companion to the Victorian Novel, eds. 
Patrick Brantlinger and William B. Thesing (Oxford: Blackwell Publishers, 2002), 
244-259.  
30 Duncan, ‘Romance,’ 1114-5. 
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Bulwer-Lytton’s Zanoni (1842) and The Coming Race (1871).31  Wilkie Collins 

used the subtitle ‘a Romance’ for The Moonstone (1868), a key text within the 

emergent ‘sensation’ genre of neo-gothic domestic fiction; The Woman in 

White is also famous in this genre.32  The market diversified in the 1880s/90s 

within the context of growing colonialism and nationalism, as seen in the work 

of Marie Corelli, Margaret Oliphant, Bram Stoker, H. Rider Haggard, Joseph 

Conrad, and William Morris, and Robert Louis Stevenson and H. G. Wells wrote 

scientific romances.33  A certain ‘theoretical aggrandizement of romance’ came 

from Victorian intellectuals, such as John Ruskin with his treatment of Greek 

mythology in The Queen of the Air (1869).34  Some of the texts mentioned in 

this paragraph could be classed as novels rather than romances; as Robert 

Fraser writes in his 1998 book Victorian Quest Romance, ‘At no point in the 

history of either genre, it has to be stressed, was this distinction seen as 

absolute’.35  For this reason I use the terms ‘novel’ and ‘romance’ 

interchangeably within my study of fiction and song between 1790 and 1830.  

A key aspect of the romance text was its tendency to historicise, a part 

of the fantasy and escapism associated with the genre, and it became entwined 

with the historical novel.  John Bowen writes of ‘the sheer energy and variety of 

Victorian interest in the past, including the Victorians’ determination to find in 

history analogies and significance for their own time’.36  Bowen traces 

nineteenth-century historical fiction from Walter Scott through Ainsworth to the 

Brontës, Gaskell, Dickens, Collins, and Bulwer-Lytton, Kingsley, J. H. 

                                            

31 ibid., 1115. 
32 ibid.  See also Patrick Brantlinger, ‘What is Sensational about the “Sensation 
Novel”?’ Nineteenth-Century Fiction 37 (1982): 1-28; Winifred Hughes, ‘The 
Sensation Novel,’ in A Companion to the Victorian Novel, 260-78; Lyn Pykett, 
‘Sensation and the Fantastic in the Victorian Novel,’ in The Cambridge 
Companion to the Victorian Novel, ed. Deirdre David (Cambridge: Cambridge 
University Press, 2001), 192-211; Andrew Radford, Victorian Sensation Fiction: 
A Reader’s Guide to Essential Criticism (Basingstoke & New York: Palgrave 
Macmillan, 2009); Deborah Wynne, The Sensation Novel and the Victorian 
Family Magazine (Basingstoke: Palgrave Macmillan, 2001). 
33 Duncan, ‘Romance,’ 1115-6. 
34 ibid., 1116.  More recently the romance has been seen as a popular work of 
fiction that is read for entertainment but is culturally undesirable or 
intellectually shallow. 
35 Fraser, Victorian Quest Romance, 12. 
36 John Bowen, ‘The Historical Novel,’ 244, 257.   
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Shorthouse and Walter Pater.37  He relates many canonical nineteenth-century 

texts to the historical events associated with them, and although this suggests 

realism in those works, he traces a historical interest from the historical 

romance, most popular in the 1830s and 1840s, to the ‘philosophical 

romance’ of the 1880s and the ‘future-oriented fiction’ of the 1890s.38  Bowen 

believes that, although the historical novel was less favoured in later criticism 

by Raymond Williams and György Lukács, it held prestige for Victorians, and in 

Jonathan Nield’s 1902 guide to the genre, one thousand historical works were 

included.39  A footnote to this discussion is Ian Duncan’s comment that: ‘Not 

for nothing does regional fiction fully emerge in the historical novels of Scott, 

committed to the historical geography of uneven development’.40  Duncan 

describes how regional novels developed from Scott into the realist fiction of 

the 1840s and 1850s, ending with George Eliot’s works.  Even once the 

historical had evolved away from romance into novels, the settings of regional 

novels – rural or urban – remained peripheral in their distance from London 

and from the pace of technological change.41  This suggests that an imagined 

historicisation took place in the fiction.  Furthermore, the historicisation of 

music making was a key thread of the romance that contributes to our 

understanding of this aspect of cultural history. 

Contemporary commentators defined the romance genre around 1800 

differently than later critics; its distinction from the novel was by no means 

established by this point, and neither was its status.42  Clive Probyn believes 

that romance was viewed as a self-conscious genre that was opposed to 

materialism and the un-poetic, appealing to the senses rather than knowledge, 

                                            

37 ibid., 244, 246, 248, 252, 254-6.  
38 ibid., 248, 249-53, 255, 257. 
39 ibid., 244, 246-7. 
40 Ian Duncan, ‘The Provincial or Regional Novel,’ in A Companion to the 
Victorian Novel, 324. 
41 ibid., 319, 322-3, 330-331.  See also James Richard Simmons, Jr., ‘Industrial 
and “Condition of England” Novels’, A Companion to the Victorian Novel, 346. 
42 Frederick R. Karl, A Reader’s Guide to the Development of the English Novel 
in the Eighteenth Century (London: Thames & Hudson, 1974).  Karl’s focus is 
on the development of novelistic techniques by Daniel Defoe, Samuel 
Richardson, Henry Fielding, Tobias Smollet, and Laurence Sterne.  He uses the 
term ‘novel’ but applies it to a genre of subversion; he also describes 
Radcliffe’s gothic fiction as ‘romantic’ (p. 238) and looks at gothic works by 
Walpole, Maturin, Shelley, Lewis and Godwin.  
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embodying gender politics, and deferring the past or present to a different 

time or place.  Influential texts at this time were those responding to Miguel de 

Cervantes’ Don Quixote (1605-15), such as Smollett’s Lancelot Greaves and 

Lennox’s The Female Quixote.43  Clara Reeve’s work served to bridge the gap 

between Walpole and the early Gothic texts of the 1790s, and her The Progress 

of Romance was a unique early critical monograph in a dialogue form.44  This 

quotation from the monograph shows how the author distinguished between 

novel and romance: 

The Romance is an heroic fable, which treats of fabulous persons and 

things. – The Novel is a picture of real life and manners, and of the 

times in which it is written.  The Romance in lofty and elevated 

language, describes what never happened nor is likely to happen. – 

The Novel gives a familiar relation of such things, as pass every day 

before our eyes, such as may happen to our friend, or to ourselves; 

and the perfection of it, is to represent every scene, in so easy and 

natural a manner, and to make them appear so probable, as to deceive 

us into a persuasion (at least while we are reading) that all is real, until 

we are affected by the joys or distresses, of the persons in the story, as 

if they were our own.45 

It is evident that the two forms had been clearly differentiated, at least by 

some commentators, before the start of the nineteenth century.  Reeve’s 

distinction supports our understanding of how the genres were received 

during the eighteenth century: the romance and the wondrous or poetic went 

                                            

43 Clive Probyn, ‘Paradise and Cotton-mill: Rereading Eighteenth-Century 
Romance,’ in A Companion to Romance, 260-1.  According to Frederick Karl, 
Cervantes’ Don Quixote and Charlotte Lennox’s The Female Quixote were both 
a form of anti-romance that ‘mocked contemporary romances’.  See Karl, A 
Reader’s Guide to the Development of the English Novel, 240. 
44 Probyn, ‘Paradise and Cotton-mill,’ 251-68.  See also Lisa Vargo, ‘Women’s 
Gothic Romance: Writers, Readers, and the Pleasures of the Form,’ in A 
Companion to Romance, 233-50.  
45 Clara Reeve, The Progress of Romance . . . With Remarks on the Good and 
Bad Effects of it . . . in a Course of Evening Conversations, vol. 1 (Colchester, 
1785), 111. 
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together, and competed against the novel’s realism.46  The time-consuming act 

of romance reading also diverted the reader from daily life, so that: 

One reads romances in lieu of anything better to do, as a substitute for 

a public life, as a substitute for a lack of human company, in order to 

taste life in the metropolis.47 

But this form of substitution was not morally beneficial.  Probyn sets the scene: 

Reading romances in the English eighteenth century is thus presented 

to us as educationally dangerous, psychologically risky, and socially 

disabling.48 

Perhaps this is why the novel has enjoyed better official status during its 

development than the romance and its associated anti-realist genres.  A letter 

by ‘Rimelli’ from 1802 echoes this, although it seems to focus on gothic texts 

rather than differentiating between novel and romance: 

. . . romances and novels serve only to estrange the minds of youth 

(especially of females) from their own affairs, and transmit them to 

those of which they read: so that, while totally absorbed in lamenting 

and condoling with the melancholy situation of a Julia, an Emily, or a 

Matilda, or lost in the admiration of the glorious deeds of some all-

perfect novel hero, they neglect both their own interest, and the 

several duties which they owe to parent, friend, or brother.49 

The notion of romance fiction as a dangerous distraction from duty, 

particularly for women, is further explored in my Chapter 3. 

The clarity of distinction between romance and novel did not improve as 

the century continued.  One anonymous author conflated the terms, writing of, 

                                            

46 Probyn, ‘Paradise and Cotton-mill,’ 257, 264.   
47 ibid., 262.  Probyn’s words are a response to Lady Dorothy Osborne writing 
to her fiancé on February 26, 1653 about La Calprenède’s short story 
collection Cléopâtre of 1642, as she thought her intended could be ‘idle 
enough at London to reade Romances’. 
48 ibid., 259. 
49 Clery and Miles, Gothic Documents, 218.  Quotation from ‘Rimelli’, ‘Novels 
and Romances,’ Monthly Mirror 14 (July, 1802): 81-2.  
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‘The prodigious success and wide-spread popularity which have attended some 

of the most able novels of this new school of romance in late years’, 

notwithstanding the ‘degrading tendency of such compositions upon the 

national literature’.50  Andrew Sanders writes that the category of the novel was 

more stable by the time Dickens’ Bleak House (1852-3) was published, 

demonstrating realism in the plot and a contemporary setting.51  However, 

William Spalding’s History of English Literature, also from 1853, did not really 

distinguish between romances and novels, and Margaret Oliphant’s 1882 

Literary History in England in the End of the Eighteenth Century and Beginning 

of the Nineteenth Century assumed that romance was an eighteenth-century 

form that had been superseded by novels in the nineteenth.52  A series of 

lectures by David Masson to the Philosophical Institution in Edinburgh in March 

and April 1858 is useful in showing a contemporary viewpoint of the genre 

question.  Masson was Professor of English Literature at University College, 

London, and his lectures on ‘British Novelists and their Styles’ did distinguish 

between romances and novels, with romances showing ‘a certain degree of 

ideality of incident’.53  Masson is especially helpful where he attempts to create 

different novel categories, the following being pertinent to this project as they 

are associated with the romance: ‘the Historical Novel’ (Scott and his disciples), 

‘the Novel of Supernatural Phantasy’ and ‘the Illustrious Criminal Novel’.54  We 

would today view Scott’s work as a chivalric romance, and the other two 

categories as pertaining to the gothic or sensation novel: also areas of anti-

realist fiction. 

The definitions of genre would never solidify, but a prescient quotation 

from the start of the nineteenth century unwittingly described what would 

happen to the tropes of romance in the next one hundred years: 

The title of romance still invigorates our spirits.  Old as we are, it 

recalls to our recollection the stories in which our youth delighted, of 

                                            

50 Clery and Miles, Gothic Documents, 293.  Anonymous quotation from ‘The 
Historical Romance,’ Blackwood’s Magazine 58 (1845): 341-2, 345-6.  
51 Andrew Sanders, ‘Victorian Romance: Romance and Mystery,’ in A 
Companion to Romance, 375-6. 
52 ibid., 377. 
53 ibid., 377-8. 
54 ibid., 379. 
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wandering knights, tilts, tournaments, enchanted castles, formidable 

giants, sea monsters, distressed damsels, tremendous fights, and 

impossible valour.  We forget, however, that ‘the days of chivalry are 

gone’; and that, in present-day romance, we must expect little other 

amusement than [what] the oglio of the modern novel supplies: 

consisting of unnatural parents, – persecuted lovers, – murders, – 

haunted apartments, – winding sheets, and winding stair-cases, – 

subterraneous passages, – lamps that are dim and perverse, and that 

always go out when they should not, – monasteries, – caves, – monks, 

tall, thin, and withered, with lank abstemious cheeks, –  dreams, – 

groans, and spectres. 

Such is the outline of modern romance.55 

Later scholars continued to distinguish the romance from other kinds of 

text, and this has always affected the genre’s reception and popularity.  Fiona 

Price describes how the eighteenth-century English romance developed to 

distance itself from French and Spanish courtly romances, authors such as 

Horace Walpole using satire to do this, as in The Castle of Otranto (1764).56  

There was even a thread of fiction known as ‘anti-romance’, including 

examples such as Henry Fielding’s Tom Jones (1749), Charlotte Lennox’s The 

Female Quixote (1752) and Jane Austen’s gothic novel, Northanger Abbey 

(1817).57  Richardson managed to improve the reputation of the romance in his 

texts: Pamela had associations with luxury and commerce, and Clarissa 

commented upon education and virtue in love.58  Price believes that 

‘Richardsonian sensibility’ was defended by later writers, and that his 

‘insistence on the connection between prudence, restraint, and British virtue 

was to have a lasting influence on romance’.59  Romance elements appeared in 

                                            

55 Clery and Miles, Gothic Sourcebook, 257-8.  Quotation from the anonymous 
review of W. H. Ireland’s Rimualdo; or The Castle of Badajos: A Romance 
(1801), Monthly Review 34 (1801): 203.  The quotation about chivalry comes 
from Edmund Burke’s Reflections on the Revolution in France (1790), 232. 
56 Fiona Price, ‘“Inconsistent Rhapsodies”: Samuel Richardson and the Politics of 
Romance,’ in A Companion to Romance, 269. 
57 Duncan, ‘Romance,’ 1113-4. 
58 Price, ‘“Inconsistent Rhapsodies”,’ 274-9.  Robert Fraser believes romance 
was often connected with business success or failure, while the novel was 
associated with progress and reform.  See Fraser, ‘Nineteenth-century 
Adventure,’ 394. 
59 Price, ‘“Inconsistent Rhapsodies”,’ 281-3. 
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novels by Victorian women such as Emily Brontë’s Wuthering Heights (1847), 

Charlotte Brontë’s Shirley (1849), and George Eliot’s Adam Bede (1859) and 

Daniel Deronda (1876).60  Most of these authors referred to Scott, but Duncan 

believes Wuthering Heights was influenced by James Hogg’s writings.61  With 

the rise of novels the romance would not always retain Richardson’s nationalist 

associations, its more sinister connotations of the cultural margin being part of 

its essence and a key focus for my research. 

In fact, the story of romance is interwoven with the development of 

other kinds of anti-realist fiction.  Walpole’s The Castle of Otranto (1764) 

contained romance elements and was also the first gothic text; it combined the 

medieval-chivalric, the Renaissance, and seventeenth-century French romance 

traditions, and it embodied some of the contradictions that had existed in 

society since the Enlightenment.62  Hogle supports the view that texts by 

Defoe, Richardson, Smollett, and Fielding, following Cervantes, can be 

identified as gothic romances.63  Gothic linked to the architecture popular at 

the time, including at Walpole’s own Strawberry Hill home; the new style 

permitted roughness or decay, bringing freedom from classicism.64  One 

traditionally associates the gothic with haunted castles.  Otranto was a major 

influence for the gothic romances of the 1790s; gothic was firmly situated 

within contemporary aesthetics and politics, and encapsulated a desire for the 

past that would help readers accommodate to modernisation – it would safely 

harbour the parts of themselves they wanted to be ‘other’ as they coped with 

changes in the class and economic systems.65  See Chapter 2 for my 

exploration of the supernatural in gothic fiction; the female gothic was key to 

                                            

60 Duncan, ‘Romance,’ 1115. 
61 ibid. 
62 Jerrold E. Hogle, ‘“Gothic” Romance: Its Origins and Cultural Functions,’ in A 
Companion to Romance, 216-32.  Price identified The Castle of Otranto as a 
romance.  See Price, ‘“Inconsistent Rhapsodies”,’ 273-4. 
63 Hogle, ‘“Gothic” Romance,’ 217. 
64 ibid., 218.  Further discussion about gothic architecture can be found in 
Sarah V. Barnes, ‘Lessons in Stone: Architecture and Academic Ethos in an 
Urban Setting’, in Victorian Urban Settings: Essays on the Nineteenth-Century 
City and its Contexts, eds Debra N. Mancoff and D. J. Trela (New York and 
London: Garland Publishing, 1996), 214-229.  This describes how the modern 
initiative of erecting a gothic revival building at Manchester University was 
connected with the traditional moral ideals advocated by figures such as A. W. 
N. Pugin and John Ruskin.  
65 Hogle, ‘“Gothic” Romance,’ 220-23. 
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the genre and Ann Radcliffe’s works were an important influence.66  Taking 

inspiration from German culture such as poetry, Sturm und Drang plays and 

the ‘shudder-romance’ of the 1790s, Matthew Lewis’s The Monk was more 

‘horror’ gothic than Radcliffe’s ‘terror’ gothic, becoming ‘the most luridly 

extreme Gothic romance ever produced in England, or anywhere else, up to 

that time’.67  The anti-Catholicism of this text links it back to Walpole’s, but – 

along with Radcliffe’s works – it contains potential elements for the scientific 

romances of the nineteenth century.68  Lisa Vargo looks at women’s rights in 

the gothic, and her work is especially useful in linking the texts of my focus for 

this thesis.69  Like Hogle, she associates the 1790s gothic romances with a 

didactic exploration of Burke’s aesthetic theories of 1797, and she also 

believes that Radcliffe’s work was admired by Walter Scott.70 

The gothic provided source material for the romance, and its elements 

continued to play a part in the romance’s development.  Both genres have 

been seen as subversive, and Fred Botting aligns the medieval chivalric 

romance of France with eighteenth-century Gothic fiction in England.71  Lowry 

Neldon supports the link, saying that heroic characters of both genres ‘share 

an essential loneliness and feeling of incommunicability; both are general 

scapegoats or guilt-haunted wanderers’.72  While I do not find this statement 

descriptive of all the fictional characters within my study, it does chime with 

the romance’s position at the edges of culture.  Edwin Eigner attempts to 

distinguish the two genres, saying the romance writer is more intellectual than 

the gothic writer, who explores the psyche.73  In this way the author of 

sensation fiction may be more intellectual still, creating characters with greater 

psychological depth than the typical romance author.  But as Daniel Hoffman 

believes, the romance can help readers to discover truth, even if true of 

                                            

66 ibid., 226-7. 
67 ibid., 226-7. 
68 ibid., 228-9. 
69 ibid., 227.  Hogle describes the interesting settings of such texts. 
70 ibid., 241-3. 
71 ibid., 234. 
72 Lowry Neldon, Jr., ‘Night Thoughts on the Gothic Novel’, in Pastoral and 
Romance: Modern Essays in Criticism, ed. Eleanor Terry Lincoln (Englewood 
Cliffs, NJ.: Prentice-Hall Inc., 1969), 263.   
73 Edwin M. Eigner, ‘The Bad Tradition and the Romance of Man’, in Pastoral 
and Romance: Modern Essays in Criticism, 256.  
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another time or place.74  Perhaps this is why the romance has achieved the 

status of ‘Ur-story’, one that became intertwined with national identities (even 

where it described their ‘other’) and made the romance omni-present in literary 

history. 

Cannon Schmitt shows the lasting influence of the gothic in Victorian 

fiction, even in texts with greater realism or more canonic status than those I 

will discuss.  Charles Dickens wrote in the preface to Oliver Twist (1837) that 

he was reacting against the romantic depiction of criminals as in Bulwer-

Lytton’s Paul Clifford (1830), but his settings, particularly in London, link to 

those of the 1790s gothic romances by Radcliffe, Walpole and Maturin.75  Emily 

Brontë’s Wuthering Heights (1847) also drew from Radcliffe’s gothic, and 

marked an early internalisation of gothic elements within the very characters: 

a new kind of psychologism in the novel, a rendering of characters as 

castles, their forbidding or simply blank façades concealing 

unsuspected depths within.76  

Schmitt’s trajectory concludes by taking the gothic elements through into 

sensation fiction, such as Collins’ The Moonstone, and then to the scientific 

romance of the 1880s and 1890s.77  Ann Stiles’ work effectively sets romance 

texts from the later era into the context of contemporary neurological 

science.78  The romance during the late nineteenth and early twentieth 

centuries has attracted a certain amount of scholarly attention, but suffice to 

                                            

74 Daniel G. Hoffman believes that romance can help readers to discover 
meaning or find the truth of another time.  See Hoffman, ‘Fable as Reality,’ in 
Pastoral and Romance: Modern Essays in Criticism, 278-9. 
75 Cannon Schmitt, ‘The Gothic Romance in the Victorian Period’, in A 
Companion to the Victorian Novel, 302-6. 
76 ibid., 307-9.  
77 ibid., 311-313. 
78 Anne Stiles, ‘Reading the Neurological Romance: Popular Fiction and Brain 
Science, 1865-1905’.  Typescript downloaded from http://people.cohums.ohio-
state.edu/herman145/Stiles.pdf (accessed January 25, 2012).  An article of the 
same title but dated 1880-1914 dates from the MLA Annual Convention, 
Chicago, Illinois, December 29, 2007. 
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say here that Schmitt’s article reasonably posits a trajectory of romantic-gothic 

interdependency throughout nineteenth-century fiction.79 

0.2 Audiences for the Romance 

To understand the pervasive influence of the romance in nineteenth-

century culture, one must be aware of the socio-economic factors at play 

during the expansion of print culture – an aspect of wider industrial expansion 

in Britain.  For Walter Houghton, the mid-century was defined by the sense of 

being in an age of transition, one that – to the contemporary mindset – 

straddled between the medieval and the modern.80  Older writers romanticised 

the days before the coming of the age of steam, describing them almost in 

feudal terms: 

. . . old opinions, feelings – ancestral customs and institutions are 

crumbling away, and both the spiritual and temporal worlds are 

darkened by the shadow of change.81 

Democracy and commercialism as contexts for reading and consumption were 

increasing, partly as a result of technological developments from the early 

1800s.82  Houghton identifies 1830 and 1870 as milestones in society’s 

changing philosophical and moral positions, due in part to the decline of 

religious certainty arising from scientific developments.83  Along with this came 

                                            

79 Patrick Brantlinger, ‘Victorian Science Fiction’, in A Companion to the 
Victorian Novel, 370-84; Fraser, Victorian Quest Romance; Mary Hammond, 
Reading, Publishing and the Formation of Literary Taste in England, 1880-
1914 (Aldershot & Burlington, VT.: Ashgate Publishing, 2006); Helen Hughes, 
The Historical Romance (London & New York: Routledge, 1993). 
80 Walter E. Houghton, The Victorian Frame of Mind, 1830-1870 (New Haven: 
Yale University Press, 1957), 1. 
81 ibid., 2-4.  Quotation is from John Stuart Mill, ‘Appendix C: Comment on 
Bentham in Bulwer’s England and the English (1833),’ in Essays on Ethics, 
Religion and Society, ed. J. M. Robson (Toronto: University of Toronto Press, 
1969), 500. 
82 Houghton, The Victorian Frame of Mind, 4-5.  The developing railway is often 
seen as catalyst for the growth in communications, and Christian Wolmar 
documents this history.  Christian Wolmar, Fire & Steam: How the Railways 
Transformed Britain (London: Atlantic Books, 2007), 1-205; Christian Wolmar, 
The Subterranean Railway: How the London Underground was Built and how it 
Changed the City Forever (London: Atlantic Books, 2004), 1-160. 
83 Houghton, The Victorian Frame of Mind, 9-13, 20. 



Figures of the Imagination 

 18 

a sudden awareness of the faster pace of life and the resulting compression of 

leisure time.84  Nicholas Dames’s investigation of temporality and novel 

readership concurs with Houghton’s ideas on industrialisation where he 

highlights Victorian readers’ ‘shared set of assumptions about the function of 

novelistic narrative as a cultural technology best investigated with reference to 

categories of physiological response during reading’.85  Both authors suggest 

that commercialisation intertwined with the pursuit of reading during leisure 

time and helped to build contemporary epistemological awareness.  Denying 

that reading was indicative only of entertainment pursuits, Dames writes: 

the novel of the nineteenth century trained a reader able to consume 

texts at an ever faster rate, with a rhythmic alternation of heightened 

attention and distracted inattention locking onto ever smaller units of 

comprehension.  From the vantage-point of the physiological criticism 

that engaged it, the Victorian novel was a training ground for 

industrialised consciousness, not a refuge from it.86  

Houghton’s approach to history is dated now, and Dames’s analysis may 

be anachronistic, but they form a philosophical backdrop for evidence of an 

expanding publishing business and growing readership that effected cultural 

change in the nineteenth century.  Alice Jenkins and Juliet John point out that 

not all readers were of the middle classes, and neither could all fictional works 

be described as ‘novels’ since this term had not stabilised or become 

dominant.87  Nevertheless they attest to the impact of expanding 

communications, and I would argue that romance fiction was one of the genres 

read more widely over time by several sections of society.  The growth in 

publishing began with technological developments such as the mechanisation 
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of paper manufacture in 1807 and printing in 1814; taxes on paper and print 

advertisements had been high but were reduced in the 1830s, and finally 

abolished for adverts in 1853 and paper in 1861.88  Readership and reading 

education had begun to increase from around 1800, despite concerns that 

literacy could expose people to degenerate or ‘ephemeral’ material.89  

Newspapers became more prolific throughout the century, and they became 

increasingly professionalised.90  Public access to reading materials was 

improved through the growth of circulating libraries, public libraries, and 

railway bookstores such as W. H. Smith.91  Walter Scott had been associated 

with the three-volume work, and his success increased its standard price to 31 

shillings for much of the century.92  The lack of a US copyright agreement until 

1891 meant that dissemination of American fiction was unrestricted; romances 

including Walter Scott’s Ivanhoe (1819) were successful into the 1880s and 

1890s, and they were especially popular in India.93  I acknowledge the 

expanding popularity of the romance as an aspect of its work in documenting 

musical reception, disseminating the themes of the supernatural and 

Christianity, and constructing the idea of music in culture.  This was a culture 

both undergoing change and – at least by mid-century – defined by aspirational 

intentions. 

0.3 Research Contexts and Methodology 

While the opportunities to undertake original studies of music and 

literature remain numerous, the precedent for such interdisciplinary study is 

firmly established in scholarship.  Phyllis Weliver writes that, ‘. . . in literature 
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we can investigate the idea of music and musical practices (as contributing to 

reception history)’.94  Working similarly, Ruth A. Solie reads George Eliot’s 

Daniel Deronda (1876) for evidence ‘about the understanding of music history 

in circulation among the Victorian bourgeoisie’, showing how this novel acts as 

an historiographical document.95  Weliver’s study of prose fiction establishes 

her view of ‘a cohesive literary and musical Victorian England’.96  She has 

investigated how both art forms were interconnected in contemporary 

lifestyles, and understands how: 

Victorian fiction places music in social, cultural and political context, 

which highlights areas of intersection that can be applied back to an 

understanding of the music itself.97 

My study of romance fiction and its intersection with domestic song 

publications in the earlier part of the century has similar aims.  Drawing from 

printed sources of the 1790s and early 1800s, I consider short accompanied 

performances for one or more voices, both secular and sacred, and their 

meanings within related fictional contexts.  In this section, I will set my original 

work on romances into the wider context that Weliver terms ‘word-music 

scholarship’.98  As the following investigation shows, much work has been 

completed on music in Victorian novels, but little on the romance.  

Furthermore, literary studies of romance have generally focused on canonical 

texts.99  Here, I treat the theme of music in both canonical and non-canonical 

romances by Ann Radcliffe, Matthew Lewis, Walter Scott, and James Hogg.  I 

look at the genre and its audiences, investigating the way increasing 

commercialisation helped disseminate into wider culture the fictional image of 
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music-making, as a background to the growing music publishing business.100  

In setting out my theoretical frameworks, I show how I will offer new insights 

into the genre using new historicist approaches, readership theories and new 

lyric studies to inform my reading of romance fiction.  Previous scholarship is 

mainly oriented towards literary criticism, but I analyse literary texts from a 

new musicological viewpoint in order to understand musical culture.101  

One of the important precedents for my own scholarship was the 

change in focus towards non-canonical British culture.  Phyllis Weliver outlines 

this trend in her recently published introduction to the state of musico-literary 

studies.102  She highlights how word and music studies have benefited both 

from increased interest in the history of nineteenth-century English music, and 

from the development of the ‘New Musicology’ with its emphasis on the 

cultural interpretation of musical works.  Cyril Ehrlich and William Weber 

spearheaded studies of nineteenth-century British music during the 1970s-

1990s, and such investigations proliferated following the publication of 

Meirion Hughes and Robert Stradling’s work on the ‘English Musical 

Renaissance’ of 1840-1940.103  Later in the 1990s, the British Musicological 

Societies Conference, ‘Fictional Women and the Idea of Music Panel’ was held 

at the University of Surrey, followed by a study day at the University of Reading 

on ‘Music and Victorian Literature’.104  Weliver outlines the research 

background and mindset for many scholars at this point in time: 
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It was obvious that music embodied and expressed ideological and 

political meanings, and that fictional, non-fictional, and verse works 

elucidated and helped to construct these perceptions.105 

Again, Weliver’s summary broadly illustrates the scholarly background for my 

own work on nineteenth-century British culture. 

Although previous scholars have also focussed on music and literature, 

many dealt with later literature and they have generally concentrated on 

canonical works, discussing these in relation to broader social currents.  

Leicester University’s Institute of Victorian Studies included a panel on 

nineteenth-century British music in 1979, and Nicholas Temperley organised a 

Midwest Victorian Studies Association Conference, leading to the 1986 issue of 

Victorian Studies, and eventually to the 1989 essay collection, The Lost 

Chord.106  Later, there were studies of music and gender in the works of 

Elizabeth Gaskell and George Du Maurier.107  Other studies have focused on 

Wilkie Collins’ sensation fiction, or George Eliot’s novels.108  Beryl Gray’s study 

– with chapters on Eliot’s The Mill on the Floss (1860), Middlemarch (1871-2), 

                                            

105 Weliver, ‘A Score of Change,’ 1, 3-5. 
106 ibid., 9.  See Nicholas Temperley, ed., ‘Music in Victorian Society and 
Culture: A Special Issue,’ Victorian Studies 30 (1986).  Nicholas Temperley, ed., 
The Lost Chord: Essays on Victorian Music (Bloomington & Indianapolis: 
Indiana University Press, 1989). 
107 Mary Titus, ‘Cather’s Creative Women and Du Maurier’s Cozy Men: The Song 
of the Lark and Trilby,’ Modern Language Studies 24 (1994): 27-37; Alisa 
Clapp, ‘The City, the Country, and Communities of Singing Women: Music in 
the Novels of Elizabeth Gaskell,’ in Victorian Urban Settings: Essays on the 
Nineteenth-Century City and its Contexts, eds Debra N. Mancoff and D. J. Trela 
(New York: Garland, 1996), 114-32; Dennis Denisoff, ‘“Men of My Own Sex”: 
Genius, Sexuality, and George Du Maurier’s Artists,’ in Victorian Sexual 
Dissidence, ed. Richard Dellamora (Chicago: University of Chicago Press, 1997), 
147-69. 
108 Michael Allis, ‘Collins, Count Fosco, and the Concertina,’ Wilkie Collins 
Society Journal 2 (1999): 56-60; Michael Allis, ‘Wilkie Collins on Music and 
Musicians,’ Journal of the Royal Musical Association 124, no. 2 (1999): 255-70; 
Delia da Sousa Correa, ‘George Eliot and the Germanic “Musical Magus”,’ in 
George Eliot and Europe, ed. John Rignall (Aldershot: Scolar, 1997), 98-112; S. 
G. Peskin, ‘Music in Middlemarch,’ English Studies in Africa 23 (1980): 75-81; 
Rebecca A. Pope, ‘The Diva Doesn’t Die: George Eliot’s Armgart,’ in Embodied 
Voices: Representing Female Vocality in Western Culture, eds Leslie C. Dunn 
and Nancy A. Jones (Cambridge: Cambridge University Press, 1994), 139-51; 
Phyllis Weliver, ‘Music and Female Power in Sensation Fiction,’ Wilkie Collins 
Society Journal 2 (1999): 40-55; Phyllis Weliver, ‘Music as a Sign in Daniel 
Deronda,’ The George Eliot Review 27 (1996): 43-8. 



  Introduction: Music and Romance 

 23   

and Daniel Deronda (1876) – is based on the premise that Eliot’s moral 

sensitivity can be ascertained by reading the musical framework 

‘indispensable’ to these novels.109  Gray refers to the popularity of the piano 

and to Eliot’s contact – as performer and concert-goer – with the works of 

Beethoven, Schubert, Chopin, Schumann, and Mendelssohn, and also her 

attendance at operas by Rossini, Donizetti, Meyerbeer, Bellini, and Halevy.110  

Delia Da Sousa Correa claims to go beyond Gray’s work by looking at the way 

Eliot’s personal response to ‘the direct and indirect influences of music’ is 

‘transformed in her fiction’, and Da Sousa Correa sets this into wider Victorian 

culture and alludes to the author’s contact with Liszt, Clara Schumann, 

Wagner, and Rubenstein.111  Da Sousa Correa shows how Eliot’s novels engage 

with psychology and biological science, realism, the uncanny, and Romantic 

transcendence in music, as well as the value of music as a tool for the woman 

writer.112  Ruth Solie’s thesis coheres with the scholarly stream set up by Gray 

and Da Sousa Correa in that it finds music ‘consistently thematized within the 

structure of the plot in such a way as to dramatize the relationships among the 

characters, their communities, and their histories’, but Solie’s understanding 

of the implications this has for music history comes closer to the musico-

literary interpretations drawn by myself and Phyllis Weliver.113  Reading fiction 

with its socio-historical context is a useful way to understand culture, and this 

approach has been particularly informative for discussing non-canonical fiction 

in my work. 

The opportunity to interrogate fiction within its contemporary musical 

culture was left open to me partly because many previous studies concentrated 

on music as fictional theme or as a device for the delineation of character, 

such as Solie highlighted, yet without examining musical texts.  Sophie Fuller 

and Nicky Losseff’s collection of essays explores the way music often made 
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features such as the class, gender and sexuality of novel characters obvious to 

readers.114  Fuller’s article uses a range of sources to investigate the female 

composer by contextualising fictional musicians in Charles Auchester, 

Counterparts, Daniel Deronda, Sandra Belloni, Vittoria and in L. E. Landon’s 

poem The Improvisatrice; she compares them to real improvising musicians 

like Marie Corelli, an author of romance fiction, and Marie Wurm (1860-

1938).115  Solie also linked fictional characters to key figures in nineteenth-

century music, suggesting that authors’ depiction of characters was itself 

informative for music history.116  Working from music to fiction, Emily Auerbach 

finds the musician a ‘source of metaphor for the Victorian novelist’ and an 

‘index’ to each writer’s aesthetic position.117  During the 1980s, Alison Byerly 

and E. A. McCobb explored music in Eliot’s fiction with the author’s 

philosophical and scientific interests.118  Byerly’s argument is that Eliot used 

depictions of voice so readers could see into her characters’ souls.119  She even 

describes music as a ‘touchstone’ for a character and ‘an index to their 
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spiritual or emotional worth’.120  Byerly believes that the character Klesmer 

represented Liszt as a stereotypical foreign musician in Daniel Deronda, and – 

like McCobb – she looks at the importance of philosophy and scientific theories 

for Eliot and the way these interlink with music.121  Another study considers 

Eliot’s possible allusion to the singer Jenny Lind, through the character of 

Gwendolen Harleth in Daniel Deronda.122  But instead of examining 

contemporary musical celebrities and their fictional significance, my study of 

romance fiction considers the meaning of fiction for domestic vocal 

performers. 

While I investigate the romance, much existing word and music 

scholarship has dealt with the novel.  Weliver’s Women Musicians in Victorian 

Fiction looks at representations of music and musical women in the English 

novel, and her approach ‘considers how music is encoded in science and how 

music plays a part in narrative’.123  She describes the way Victorian culture 

presented musical talent in women as essential for domestic harmony but also 

‘truly dangerous’ in moral terms after about 1860.124  Weliver examines fiction 

including Mrs Humphry Ward’s Robert Elsmere (1888), Mary Elizabeth 

Braddon’s Lady Audley’s Secret (1862), and Wilkie Collins’ The Woman in White 

(1860) and considers its relation to music composed by Schumann, Rossini, 

and Mozart, and performed by Ethel Smyth and Jenny Lind.125  She discusses 

the way novel structure can represent ways of organising music, using the 

example of Charles Dickens’ The Mystery of Edwin Drood (1870-1) and 
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fugue.126  Weliver also aims ‘to explore tensions between evolutionary theory 

and music aesthetics’ as well as the social roles of the characters in George 

Eliot’s novels.127  She believes Eliot used music to represent characters or 

motivate their actions, especially in courtship, and that this linked to the 

author’s ideal of social evolution.128  Weliver examines Chopin’s piano music as 

leitmotif in George du Maurier’s Trilby (1894), in the context of the ‘New 

Women’ of the 1890s, and the text’s successful reception including ‘Trilby-

mania’ songs.129  While the romance had a different social function from the 

novel, Weliver’s conception of music as constructing ‘the musical individual’ in 

these texts is very informative for my study.130  

Research that placed novels in the context of musical culture offered 

useful paradigms for my own approach to the earlier romance.  In The Musical 

Crowd in English Fiction, Weliver investigates nineteenth-century discourses on 

professional musicianship with Charlotte Brontë’s Villette, Elizabeth Sara 

Shepperd’s Charles Auchester, Samuel Butler’s Erewhon, music as a 

‘revolutionary force’ in George Meredith’s Sandra Belloni and its sequel, 

Vittoria, and the link between the individual and society in various fin-de-siècle 

texts.131  Dealing with issues of class and nation in the novel, Weliver considers 

an opposition between Austro-German music and Italian opera, alongside 

theories on crowd behavior, climate change, and cultural ethnology, showing a 

good deal of originality.132  My own approach to scholarship is also influenced 

by Alisa Clapp-Itnyre’s investigation of music as a ‘social discourse’; she goes 

beyond studies that treat music merely as thematic device.133  Clapp-Itnyre 

investigates gender and class, and the idealisation of music in literature, within 
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a historical and political context where music was viewed as an art which had 

politicised texts, could arouse inappropriate feelings in listeners, and had 

sensuality during live performance, creating a ‘triangular paradigm of the text, 

music and spectacle of music performance [which] forms the cornerstone of 

my theoretical approach’.134  Unlike Weliver, Clapp-Itnyre does not examine the 

relation of poetry to music, but she makes comparisons between the music 

featured by Elizabeth Gaskell, George Eliot and Thomas Hardy and actual 

musical texts of the nineteenth century such as hymns and folk songs.135  Her 

thesis uses music in the novels to challenge our view of a polarised culture of 

‘high’ art versus ‘low’, and to highlight the ‘secularism and sexism found in 

social constructions of music’ in nineteenth-century Britain.136  Clapp-Itnyre 

opines that music was often employed in the public and private spheres 

because of its ethereality, but the visual aspect of the female in performance 

meant that its sensual and subversive side could never be avoided.137  The 

female performer is very important in earlier romance texts and I will 

investigate the significance of gender performativity here, drawing upon Clapp-

Itnyre’s insights when considering musical scenes alongside non-canonical 

British songs. 

As my methodology centres around the reading and contextualisation of 

romance fiction to create a cultural history of music, I am influenced by 

theories which have allowed scholars to understand and interpret English 

literature, and to construct cultural history based on symbolism, 

representation, and actual moments of reception in texts.  The post-modern 

resistance to teleological narrative and authorial hegemony emerged earlier in 

studies of literature than in musicology.138  Terry Eagleton’s 1983 introduction 
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to literary theory described a movement from the author-dominated meaning 

of nineteenth-century romanticism, to New Criticism’s focus on the text, to a 

subsequent focus on the reader.139  Influencing my study of romance fiction 

and music, Eagleton places the reader in a position to determine the import of 

a text within its culture.140  For him, ‘literature’ denotes literary quality, cultural 

value, or universal significance, and he seems to view the plot, characterisation 

and form in a fictional narrative as an imperfect reflection of society itself.141  

Eagleton describes a form of criticism formed and shaped by the changing 

circumstances of the 1960s, which had eroded any distinction between high 

and low culture.142  The political aspect of Eagleton’s work could be distracting, 

but my treatment of the romance is influenced by his idea of a literary theory 

that exists where the reception and contextualisation of a text begins.143  

Eagleton’s work is supported by other theories of reading, which trace how 

and what was read at different periods, although these may suffer from lack of 

documentary evidence or psychological insight.144 

Jacqueline Howard’s reading of gothic fiction from 1760-1820 using 

Mikhail Bakhtin’s theories discusses a sub-genre of romance fiction alongside a 

theory that sets the power of reader interpretation into debate.  Bakhtin 

considered the idea of author intentionality versus the heteroglossia or ‘multi-

voiced-ness’ of the literary work in different contexts, so that ‘the novel is 

inserted into an already existing discursive space as a response to both what 
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has been and what might be said’.145  In this way, meanings are not only 

moving into culture from the text, but vice versa.  The gothic work is 

‘indeterminate’, its meaning changing as ‘novels traverse different cultures 

over time’.146  Howard’s reading of Bakhtin to some extent supports the 

theories Eagleton reviews, although it does give rise to ‘aesthetic judgements 

which deny a text’s specifically historical, social, cultural, or political meaning 

and significance’.147  The idea that cultural meanings of fiction change 

according to when it is read is cautionary, and shows how different aspects of 

culture within fiction could become dominant or marginalised at different 

times.148  Bakhtin may not have been referring to English literature, but his 

theory is useful as I read romance texts within the post-modern context, for 

what they show about nineteenth-century culture.  One of my key research 

questions is to investigate the influence of romance texts in musical culture, 

but I also trace influences moving from culture into the texts. 

My focus is further supported by the notion of texts that create 

community in their readers’ imaginations, leading to the idea of nationhood as 

defined by boundaries of readership.  This original conception of Benedict 

Anderson’s is questioned by Phyllis Weliver, who doubts that Victorian literacy 

would have sustained such a community, although she extends Anderson’s 

idea to talk about social cohesion among those attending a concert or a tonic 

sol-fa course.149  As explained above, many romances have been associated 

with English nationalism.  Anderson believes that the temporal and sociological 

aspects of a novel plot give the reader an omniscient view of its milieu, 

mirroring a God-like view of the nation.  He compares the novel with the 

newspaper, both of which have similar economic markets, saying that the 

latter is also ‘fictive’ because of the ‘imagined’ coherence between events 

linked by a single date and a vernacular readership.150  Therefore, print 

capitalism arising from technological improvement gave ‘a new way of linking 
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fraternity, power and time meaningfully together’.151  Anderson also looks at 

racism and imperialism, but print media are central to his conception of nation 

as ‘an imagined political community’, with nationality viewed anthropologically 

as the product of communal imagination.152  This is relevant to my discussion 

of the growing readership for romances during the nineteenth century, and the 

way that musical practices grew among a shared audience, disseminating the 

same imaginative figures.  But for me, novel readership was defined not only 

by nation but also by class and gender, as shown earlier in this section. 

The scholarly emphasis on readership in recent decades has been 

influenced by the increased prominence of reception theory.  Sometimes a 

romance text will mention and respond to a particular piece of music, making 

it a document of reception.  Because some romances were more popular than 

others, their reception affects our understanding of the intersection between 

fiction and music; a better-known artwork provides a better example of 

intersection because of its greater influence.  Mark Everist emphasises the 

importance of looking at an artwork’s influence within a broad range of 

reception sites, including musical works and performances as well as music 

criticism documents.153  His view of reception theory has shaped my intention 

to examine romance texts’ construction of the idea of music in contemporary 

culture, as well as to view domestic songs as reception sites for aspects of 

romances.  Reception theory draws on a range of ideas including those of 

Hans-Georg Gadamer and Hans Robert Jauss, but theorists like Wolfgang Iser – 

who placed the importance of readers’ responses to texts over authorial 

intentionality – have been a stronger influence on my work.154  During the 

1970s, American New Criticism, French post-structuralism, and reader-

response criticism – notably by Roland Barthes – applied reception theories to 

literature, and there were musical reception studies by Eggebrecht, Lissa and 
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Kneif, and other scholars during the 1970s and 1980s.155  Reception theory 

therefore supports the interdisciplinary nature of my project, as well as my 

focus on the influence of certain artworks on other artworks to demonstrate 

intersection between fiction and music. 

My work has also been influenced by new historicist approaches to 

literature, a theory that reads a text within its own culture, as bound within its 

networks of reception and distribution, rather than allowing it to be subsumed 

by teleological narratives.156  The theory again offers an interdisciplinary 

approach, drawing on anthropology and literary studies, which Catherine 

Gallagher and Stephen Greenblatt summarise as follows: 

1. Recasting discussion about “art” into discussions about 

“representations”. 

2. Shifting from materialist explanations of historical phenomena to 

those of the human body/subject. 

3. Discovering unexpected discursive contexts for literary works by 

pursuing their “supplements”, not their ‘overt thematics’. 

4. Replacing “ideology critique” with ‘discourse analysis’.157  

This approach allows me to read romances for their representations of daily 

life, particularly in scenes of musical performance, and to set these into 

contemporary discourse by comparing them with other texts.  New historicism 

can ‘recast’ the work of fiction as a ‘network of signs’ that directs the music 

historian towards its culture of origin.158  Supporting my choice of sources to 

demonstrate literary intersection with music between 1790 and 1830, it aims 

to reconstruct the original culture partly through the comparative study of 

canonical and non-canonical texts.159 
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Theories of new historicism may not be ideal if applied uncritically.160  

Such studies can either be about historical contexts or their representations in 

texts, and historical texts themselves can be viewed as fictional or literary.161  

There could be difficulties in aiming to challenge narrative histories using texts 

conceived as narrative forms.162  John Brannigan writes that: 

To reduce all manner of different discourses and disciplines to the 

level of texts and narratives may after all ignore important distinctions, 

between fact and fiction, between evidence and fantasy, between 

critical analysis and hollow propaganda.163 

This shows how a distinction between fiction and non-fiction must be 

maintained in order to construct musical history.  Although potentially 

problematic for studying romantic culture, which often championed teleology, 

new historicism deals effectively with power structures in culture rather than 

describing progress in a positivist manner.164 

Here the work of Michel Foucault has been an important influence, 

especially for nineteenth-century studies and for dealing with the history of 

ideas.165  New historicism also highlights the work of Raymond Williams, a 

historian who considered the ‘emergent, dominant, and alternative’ aspects of 

a culture, so that a residue of minority interests could challenge dominant 

                                            

160 ibid. 
161 ibid., 31, 79.  Deconstructionist history acknowledges the subjectivity of the 
historian and in part erodes the distinction between fact and fiction.  See Keith 
Jenkins and Alun Munslow, eds, The Nature of History Reader (London & New 
York: Routledge, 2004), 12-15.  Leo Treitler writes, ‘We read narrative fiction 
as the creation of an imaginary world and narrative history as the 
representation of a real world.’  Leo Treitler, ‘The Historiography of Music: 
Issues of Past and Present,’ in Rethinking Music, eds Nicholas Cook and Mark 
Everist (Oxford: Oxford University Press, 1999), 356-77. 
162 See Hayden White, ‘The Value of Narrativity in the Representation of Reality,’ 
Critical Inquiry 7, no. 1 (1980): 5-27. 
163 Brannigan, New Historicism, 75. 
164 Veeser, The New Historicism, 83-6.  New Historicism arose with studies of 
Renaissance culture (p. 77).  
165 Brannigan, New Historicism, 42-51, 65, 80, 205.  Michel Foucault and Alan 
Sheridan, The Archaeology of Knowledge (New York: Pantheon Books, 1972); 
Michel Foucault, Discipline and Punish: The Birth of the Prison (New York: 
Pantheon Books, 1977); Michel Foucault, The History of Sexuality, vol. 1 (of 3), 
trans. Robert Hurley (London: Allen Lane, 1979 [1976]). 



  Introduction: Music and Romance 

 33   

forces established by historical narrative.166  According to Gallagher and 

Greenblatt, Williams believed this challenge could be achieved through literary 

anecdotes.167  He suggested that residual cultural practices opposed those of 

the dominant culture rather than being absorbed by it.168  Gallagher and 

Greenblatt write: 

Reading for the not-quite-said, Williams turned literature itself into a 

form of counterhistory. 

 

The anecdote binds structures and what exceeds them, history and 

counterhistory, into a knot of conflicted interdependence.169  

Thus, according to Gallagher and Greenblatt’s interpretation of Williams’ work, 

the anecdote could challenge teleological histories of nineteenth-century 

music, and this is where the romance texts become key to my thesis.  I show 

how each romance text speaks of its own time, and with literature as my 

source, I perform a cultural history of music.170 

As many romance novels include song lyrics and poetry – often viewed 

as interdependent in nineteenth-century culture – it is important also to 

contextualise these.  The ‘new lyric’ theory of poetry supports poetry’s 

independence from narrative analyses and suggests that the art can serve as 

historical anecdote just as well as narrative literature.171  Jonathan Culler 

explains how ‘lyric is memorable language’ that speaks of its time, and he 
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traces the term ‘lyric’ back to Hellenistic origins when it meant a verse sung to 

lyre accompaniment.172  Describing a performance, Culler writes: 

This model leads us to think of the lyric speaker not as a character in a 

novel, whose motivations must be elucidated, but as a performer 

picking up traditional elements and presenting them to an audience, 

whether listeners at a ceremony or readers of poems.173 

In this way, the poetry set within romance fiction of the nineteenth century can 

be especially direct in the way it engages the romance reader.  It explains how 

the poems will be valuable even where they sometimes appear to be an 

incongruous insertion into narrative.  Yopie Prins supports Culler’s theory 

when she looks at Lanier’s work and the musical aspect of poetry conceived as 

being ‘without a speaker’; here the poetic voice is not that of personal 

expression in the Hegelian sense but a metaphorical musical instrument.174  As 

Weliver points out, ‘In all of Prins’s work, historical awareness and form are 

vigorously interactive’.175  Weliver argues that music forms part of poetry’s 

meaning, suggesting that poems give a useful impression of the way music 

was understood and performed.176  Elizabeth Helsinger shows this working the 
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opposite way in her study of how a non-mainstream domestic song repertoire 

influenced Dante Gabriel Rossetti’s artistic conception expressed in poetry and 

painting.177  Helsinger’s investigation of song texts in the fiction of Swinburne 

and Tennyson analyses how lyric poetry performs as song, telling of 

contemporary ‘fictions of performance’ and re-shaping the text in which it 

appears.178 

Helsinger’s approach shows the importance of sound in romance fiction, 

but authors’ abilities to create pictures in readers’ minds should not be 

underestimated for their historical significance.  Alisa Clapp-Itnyre’s work has 

highlighted the visual construction of gender during fictional scenes where 

female musicians perform.  Clapp-Itnyre describes the listener’s gaze as ‘a real 

tension of the 1800s: the sex appeal that amplified a male musician’s fame 

[but that] only reduced a female musician to a stereotype of femininity’.179  My 

study examines gender but within a broader view of cultural history, looking at 

male and female performers and audiences.  Writing about musical 

performances in fiction, I explore how the visual impact in romances enhances 

credibility for readers and so encodes musical behaviour from the texts firmly 

into contemporary culture when real songs are performed.  In a similar way, 

Richard Leppert has studied the visual aspects of music performance – in 

eighteenth- and nineteenth-century paintings – as a site for the cultural 

interpretation of musical practices.  ‘I shall be concerned with the sight of the 

sound-producing body’, he writes, ‘and the discourses of power, knowledge, 

                                                                                                                                

Margaret Linley (Farnham: Ashgate, 2011), 137-58; Lorraine Janzen Kooistra, 
‘A Modern Poetry of Sensation: Three Christmas Gift Books and the Legacy of 
Victorian Material Culture,’ in Media, Technology, and Literature in the 
Nineteenth Century: Image, Sound, Touch, eds Colette Colligan and Margaret 
Linley (Farnham: Ashgate, 2011), 107-36; Angela Leighton, ‘On “the Hearing 
Ear”: Some Sonnets of the Rossettis,’ Victorian Poetry 47, no. 3 (2009): 505-16; 
Angela Leighton, ‘Poetry and the Imagining Ear,’ Essays in Criticism 59, no. 2 
(2009): 99-115. 
177 Elizabeth Helsinger, ‘Dante Gabriel Rossetti and the Persistence of Song,’ 
Victorian Studies 51, no. 3: Special Issue: Papers and Responses from the Sixth 
Annual Conference of the North American Victorian Studies Association 
(Spring, 2009): 409-421. 
178 Elizabeth Helsinger, ‘Song’s Fictions,’ The Yearbook of English Studies 40, 
nos. 1-2, The Arts in Victorian Literature (2010): 141-159. 
179 Clapp-Itnyre, Angelic Airs, Subversive Songs, 134. 



Figures of the Imagination 

 36 

desire, and identity that the musical body encodes’.180  Peter Burke supports 

Leppert’s approach, saying that, ‘images are testimonies of past social 

arrangements and above all of past ways of seeing and thinking’.181  Burke is 

writing to guide the historian about different types of image, their uses and 

pitfalls, but he views images as part of the social context of their production. 

What all this adds up to is my notion that a multi-sensory artistic 

appreciation provides the best impact as anecdote for cultural history.  This 

theoretical framework draws from approaches to readership, new historicism, 

and new lyric and visual criticism.  As an example, Jeanice Brooks includes the 

visual aspect in her description of an early modern performance of a romance 

song, and she compares this with depictions of romance etiquette in the 

conduct literature and analyses the resulting effect with reference to William 

Reddy’s history of emotion theories.182  The visual is part of Brooks’ analysis of 

the song text and the reception of its performance.  Reddy’s work is also 

beneficial for me as he considers human emotional experience and the 

formation of ‘emotional regimes’ within particular historical cultures.183  His 

anthropological approach is critical both of empiricist psychology and its post-

structural alternatives, and his study of sentimentalism during the lead-up to 

the French Revolution shows how the culturally-influenced emotional 

tendencies could effect political change.  He draws on textual analysis, but 

takes the meanings beyond notions of performative language and into their 

social contexts.184  Although the term ‘emotional regime’ is out of place in my 
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discussion, I will consider the way audio-visuality in romance texts of 1790 to 

1830 creates an emotional culture for the period.  I read fictional texts as sites 

of musical reception, which participate in and perform a social discourse that 

can be read for nineteenth-century cultural history.  I do this with 

understanding of a neglected genre and its audiences, and against a backdrop 

of established interdisciplinarity between fiction and music studies. 

0.4 Overview of Chapters 

In Chapter 1, I investigate the history and identity of the minstrel, an 

intersectional figure representing those in a creative position – either musical 

or literary – in emergent print culture of the early nineteenth century.  Both 

romance fiction and song anthologies at this time mediated the ballad, whose 

origins I investigate.  I discuss how theorists have aligned the ballad editor 

with the romance author, both of whom created different forms of cultural 

material using the metaphorical figure of the minstrel.  My discussion of the 

theoretical background to romantic editorship and publishing further supports 

my choice of the romance novel as an effective literary anecdote.  I then 

investigate Sir Walter Scott’s treatment of minstrelsy in his romances.  Scott’s 

chapter ‘Highland Minstrelsy’ in Waverley theorises the collection and 

consumption of ballad songs in a fictional outdoor context, and his Ivanhoe 

explores chivalrous associations of minstrelsy, including indoor performance 

for entertainment, and upholds Scott’s status as author.  Turning to 

contemporary music, I show the likely influences on Scott from previous 

minstrel songs and also include examples showing his influence on music 

published after the Waverley novels.  Most of the songs were short, strophic 

and consonant, with instrumental accompaniments and expressive features 

such as word-painting to enhance their musical appeal.  Sheet music, 

becoming as popular as the fiction, often had its sales endorsed by the 

minstrel figure but, as can be seen from Cramer’s work as composer and 

publisher, Scott combined the images of chivalry and musicianship that were 

separately associated with the figure before his romances.  As well as 

highlighting songs on the theme of minstrelsy, this chapter considers the way 

minstrel performance in fiction offered a model to the middle or upper class 

performer that both recorded and influenced performance etiquette and 

encouraged the successful reception of songs in the home.  Therefore Chapter 
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1 sets up a pattern for understanding the consumption of songs on other 

themes as discussed in later chapters.  

In Chapter 2 I present the supernatural as a key point of intersection 

because similar metaphorical figures appeared across fiction and music, 

demonstrating the prevalence of the theme from around 1800.  I discuss the 

popularity of gothic entertainment as part of the growth of print consumption 

for leisure in the period.  Exploring the use of sound and music in the fiction of 

Ann Radcliffe, Matthew Lewis and James Hogg to create supernatural scenes 

and atmospheres suggests how music could have influenced or inspired their 

writing.  While Radcliffe was known for her interest in landscape aesthetics and 

technique of the ‘explained supernatural’, in which music played a part, Lewis 

and Hogg made a more definite use of unsettling background sound effects 

and they used music to herald supernatural appearances in dramatic ways.  I 

investigate how, against this background, they created supernatural figures 

that demonstrate intersection with the song literature of the period.  The 

songs were often similar in character to those on the theme of minstrelsy but 

included additional compositional features theorised by Derek Scott as 

‘demonisms’.  I investigate the respective literary and musical portrayals of 

fairies, ghosts and witches to show how their identities were shaped as they 

circulated between the art forms.  I then offer a case study of John Wall 

Callcott’s three-voice glee settings of Lewis’s Water King and Skeleton Knight 

figures from The Monk, demonstrating even closer intersection between the 

arts with these more unusual figures.  Further adaptions by other composers 

who offered variations on Lewis’s figures are also considered.  Chapter 2 

addresses the dichotomy of fear as pleasure, reflected in musical settings 

which balanced the use of ‘demonic’ features with musical interest and 

expression, and suggests that print culture strengthened its popularity by 

helping to contain people’s latent fears of the unknown. 

Chapter 3 shows how sacred music was as popular a part of print 

culture as secular music, an opposition discussed in romance fiction.  Against 

the background of changes in Church organisation and in people’s religious 

views, print culture had an ambivalent relationship with Christianity, as did 

music.  The content of early nineteenth-century publications tended to either 

support or undermine the religion, and there was a common opposition 

between perverted or hypocritical Catholic figures and virtuous Protestants.  
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Outlining the background of Church music, I describe how the hymn repertoire 

intersected with romance fiction, benefitting Christianity by bringing its 

message into the home.  With the virtuous Christian as ideal performer, 

fictional performances of hymns for morning or evening, or for conversion to 

the religion, linked with examples from the musical repertoire and showed 

how they might be performed and in what context.  However, another related 

intersection was the romanticised portrayal of perverted Catholic monks in two 

of Callcott’s secular songs, and the corresponding seduction of Ambrosio in 

The Monk using a song already familiar from the minstrel repertoire.  Chapter 

3 suggests that the balance of virtuous and perverted characters and the wider 

context of print culture itself were educational and influential for readers. 

My conclusion draws together the findings from these three chapters to 

show how each of the figures formed for consumers a clear point of 

intersection between fiction and music, placing an expanding publishing 

business within its cultural context to show what printed entertainment says 

about its time. 

 





41 

Chapter 1:  ‘Raise the Song and Strike the 

Harp’: Minstrelsy, Balladeering, and 

Romance Fiction 

During the early decades of the nineteenth century, before mass 

commercialisation had fully taken hold, the practice of artistic communication 

in Britain was pleasingly fluid as notions of authorship, ownership, and 

medium were negotiated and tentatively established.1  Concerns governing the 

performance, publication and distribution of music at this time were explored 

in romance texts.  Central to these issues was the figure of the minstrel and 

minstrel songs; although traditionally seen as male, both male and female 

versions of the figure were prevalent in contemporary songs and print culture.  

The minstrel could be humorous or serious, but was usually chivalrous, 

steeped in literature, and musically talented.  Because of its talents and 

qualities, the minstrel’s identity represented artistic creation and performance.  

Just as the persona of ‘Sappho’ was important to vouchsafe the ancient origins 

of song for Victorians, according to Yopie Prins, I argue that the minstrel 

fulfilled the same function in Romantic culture.2  In contrast to Sappho, the 

minstrel could be of either gender but, like her, exerted a powerful force in 

national culture.3  Pioneering singers, poets, authors, and editors could align 

themselves with the minstrel figure.  This helped them to claim their own place 

within the literary tradition by association with historical lyric production.4  

Minstrels were looked up to because they could entertain audiences and record 
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the events and feelings of a certain political or cultural group.  Always the 

chosen vehicle for communication, ballads were inseparable from minstrels, 

their singers.  Ballads of different kinds play key a role in my chosen fictional 

texts, and in everyday life at the time, a relationship I will explore. 

In this chapter, I deal with song performance and the very manner of 

song’s presentation and mediation in the era.  This is an aspect of minstrelsy 

that is explored in fiction from the period, notably in two examples of the 

Waverley novels by Sir Walter Scott.5  I compare the images of minstrels found 

in romance texts and ballad songs, undertaking literary and musical analysis 

and considering the implications for cultural history.  In showing how minstrels 

idealise the nineteenth-century view of medieval musicianship, I demonstrate 

that romantic literature was commercially successful but engaged in a 

historicisation project to appeal to romantic readers.  Historical musicianship 

also created distance as required for anti-realist plots and settings.  I show 

how music was made integral to literature and helped to bring developing new 

genres alive.  I exceed existing scholarship on minstrelsy by drawing the 

discussion into fictional texts, and by making musical comparisons with my 

literary evidence.  How far do romance novels change or support our view of 

minstrels and ballads?  What part does minstrelsy play in novels and how does 

this relate to music-making in nineteenth-century culture? 

1.1 Minstrels 

Romantic poets had met the minstrels and found they were 

themselves.6 

From the twenty-first century viewpoint, let alone that of the nineteenth, 

minstrels are figures of mystery and romance.  During their history, the term 

‘minstrel’ was used interchangeably with various spellings of ‘jongleur’, ‘wait’, 

‘troubadour’, ‘trouvère’, ‘minnesinger’, and ‘bufone’, the terms in different 

countries denoting a variety of roles from musician to poet or story-teller, to 

                                            

5 This successful series of novels, named after the title of the first, was 
published by Walter Scott mainly during the 1810s and 1820s. 
6 McLane, Balladeering, Minstrelsy, 142. 
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general entertainer, and even craftsman or employee of the court.7  According 

to Lawrence Gushee and Richard Rastall, it is unclear whether minstrels were 

specialists in one art or all-round entertainers, and they may have been singers 

or instrumentalists; issues of performance practice are not reliably recorded.8  

Details concerning the education and payment of minstrels are sketchy, and 

they may have performed for street crowds or aristocrats at court.9  Gushee 

and Rastall identify the ‘heyday’ of minstrelsy as falling between 1250 and 

1500, although they also describe minstrels as professional secular musicians, 

mainly instrumentalists, and entertainers of any kind from the twelfth century 

to the seventeenth.10  Generally, minstrels are understood to have been 

performing prior to the development of a literate musical culture, and there 

remains a pervasive romantic image of a ‘wandering poet-musician’, that of 

‘the itinerant singer accompanying himself on a plucked string instrument 

before an audience of knights and their ladies’.11  This perception chimes with 

the image created in romance fiction, the historical uncertainty allowing 

nineteenth-century authors to reinvent minstrels for their own ends, re-

creating their practices and lifestyles. 

In conjunction with the growth of literate culture around 1800, the 

figure of the minstrel became germane.  A number of British publications from 

this time centre on the idea, showing the minstrel held cultural as well as 

historical importance.  Joseph Ritson appended ‘Observations on the Ancient 

                                            

7 John Milsom, ‘Minstrel,’ in The Oxford Companion to Music, edited by Alison 
Latham. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e4433 
(accessed March 28, 2012). 
Lawrence Gushee and Richard Rastall, ‘Minstrel,’ in Grove Music Online. Oxford 
Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/18748 
(accessed March 28, 2012). 
8 ibid. 
9 Milsom, ‘Minstrel,’ Oxford Music Online (accessed March 28, 2012).  An 
exception to the fact that, as the author himself writes (p. xiv), ‘Almost no 
English minstrel is known to us by more than a few entries in an account book’ 
is the recent publication by Andrew Taylor, The Songs and Travels of a Tudor 
Minstrel: Richard Sheale of Tamworth (Woodbridge & Rochester, NY.: York 
Medieval Press/Boydell Press, 2012).   
10 Gushee and Rastall, ‘Minstrel,’ Grove Music Online (accessed March 28, 
2012). 
11 Milsom, ‘Minstrel,’ Oxford Music Online (accessed March 28, 2012).  Gushee 
and Rastall, ‘Minstrel,’ Grove Music Online (accessed March 28, 2012). 
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English Minstrels’ to his Ancient Songs from the Time of King Henry the Third 

to the Revolution of 1790, James Beattie’s The Minstrel; or, the Progress of 

Genius: A Poem was issued from London and Edinburgh in 1771 and reissued 

in America in 1821, James Hogg’s The Forest Minstrel: A Selection of Songs 

Adapted to the Most Favourite Scottish Airs, Few of them ever before Published 

came from Edinburgh in 1810, and William Motherwell’s Minstrelsy, Ancient 

and Modern, with an Historical Introduction and Notes, was published in 

Glasgow in 1827.  Walter Scott’s publications on the minstrel were prolific, 

including a ballad collection entitled Minstrelsy of the Scottish Border (Kelso 

and London, 1802), his poem The Lay of the Last Minstrel (London and 

Edinburgh, 1805), and a selection of ‘Fugitive Poetry from the Best English 

Authors’ entitled English Minstrelsy, published in London and Edinburgh in 

1810.  What emerges from these titles alone is a sense that minstrelsy 

encompassed poetry, song, editing, authorship and performance; it 

constituted the very act of being creative and – more importantly – getting the 

act recorded in print.  Rather than being a person who lived at a certain time, a 

minstrel was someone engaged in creativity.  The historical associations of the 

minstrel lent authority to emergent publications and, as their titles show, also 

helped to negotiate the boundaries of nationality through the arts.12  What 

links this cultural understanding of minstrelsy with my focus is the prevalence 

of the topic as a theme in romance fiction.  James Hogg and Walter Scott were 

romance authors as well as ballad editors, enabling me to make cross-media 

comparisons of minstrelsy as described by them and their followers. 

Scott celebrated the minstrel figure whilst exploring the nature of 

editorship in his romance, Waverley (1814), which followed his earlier editing 

work.  Yuri Cowan and Marysa Demoor’s article on Scott’s ballad anthologies 

describes how the author/editor created and practised minstrelsy, drawing 

                                            

12 The same issues were still apparent later in the century from editions 
including: The Minstrelsy of Britain, or a Glance at our Lyrical Poetry and Poets 
from the Reign of Queen Elizabeth to the Present Time, Including a Dissertation 
on the Genius and Lyrics of Burns (Stockton: Henry Heavisides, 1860); 
Frederick Sheldon, ed., Minstrelsy of the English Border – Being a Compilation 
of Ballads, Ancient, Remodelled, and Original, Founded on Well-Known Border 
Legends (London: Longman, 1847); and Charles Rogers, The Modern Scottish 
Minstrel; or, the Songs of Scotland of the Past Half Century, 6 vols. (Edinburgh: 
Adam & Charles Black, 1855). 



  1: ‘Raise the Song and Strike the Harp’ 

 45   

parallels between Scott’s dual roles.  The article explains how historic 

minstrels are thought to have created ballads, and suggests that editors 

similarly could frame ballads according to their own artistic purposes and the 

relevant cultural context.13  Editors like Scott may have altered ballads for the 

neatness or completeness of their collections; new songs could have been 

placed against old ones without this being signposted.14  The parallels between 

ballad editor and romance author did not stop with the issues of creative input 

and image-creation, helping to align the song anthology with the fictional 

romance.  Cowan and Demoor suggest that ballad collection was itself a form 

of historicisation, noting Scott’s point in Border Minstrelsy that ‘the ballads 

could be used to understand the everyday life of the past’.15  This raises the 

question of authenticity, and whether authors/editors were being ethnographic 

– referring to practices that were historically or geographically situated – or 

creative.16  Cowan and Demoor find that Scott’s work in both roles was 

pioneering: Scott portrayed a ‘professional minstrel class’ which gave ballads 

to the people, building an aura of authority as editor which prepared the way 

for him to re-nationalise the gothic as an author of fiction; with his idea of 

minstrelsy he ‘participated simultaneously in the Romantic discourse of 

creative genius and in the Victorian discourse of audience’.17  Here Cowan and 

Demoor capture the tension between orality and publication, which is key to 

the topic of minstrel as motif for the growing publishing business.18  How 

could romantic genius and inspiration be captured in fixed media?  As I show, 

many of Cowan and Demoor’s points about songs and poems are echoed in 

the romance texts’ portrayal of minstrels and their work. 

One of Scott’s concerns in Waverley is the question of editorial authority 

at the crossover between orality and publication.  The study by Maureen 

McLane further illustrates this aspect of the figure of minstrel conceived 

around 1800.  McLane describes the paradox that occurs when an aural, poetic 

art enters a published medium, becoming concrete in form.  She theorises this 
                                            

13 Yuri Cowan and Marysa Demoor, ‘Scott’s Minstrelsy and Victorian Ballad 
Anthologies: Authorship, Editing, and Authority,’ Zeitschrift für Anglistik und 
Amerikanistik 60, no. 1 (2012): 47-50, 53-4, 56-7. 
14 ibid., 50, 54-5. 
15 ibid., 48, 54. 
16 ibid., 48-9, 50, 53-4. 
17 ibid., 48-52, 54-6. 
18 ibid., 47-8, 61. 
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aspect of literature as poiesis: ‘the relation of literary poetry to phantasized or 

“collected” orality . . . or the use of poetry as evidence in cultural or historical 

argument’.19  This is appropriate as it deals specifically with minstrelsy in a 

similar manner to the frameworks of new lyric criticism and new historicism 

with which I read the songs in romance texts.  McLane considers literacy, 

medium, and culture in relation to all kinds of British poetry – including ballads 

and ballad collecting – starting from the turn of the nineteenth century.  She 

describes the minstrel as a figure ‘where poetry and history meet’, and 

compares Walter Scott’s minstrelsy with romantic poetry by Wordsworth, John 

Clare, Byron and William Blake.20  McLane’s theorisation of these issues centres 

on poetic authority, and my analysis of authorship and editorial voice in the 

novels draws on her seven-fold paradigm that authority in artistic publishing is 

editorial, ethnographic, experiential, and constituted by inspiration, 

anonymity, imitative authorship, and translation.  McLane’s theory reduces the 

tension between ‘subjectivity’ and ‘editorial objectivity’, and this opposition 

between internal and external forces reflects that between the inspired nature 

of the artworks being evoked and the manner in which they were recorded and 

distributed commercially in the early 1800s.21  Her paradigm theorises 

author/editor as minstrel in contemporary eyes. 

1.2 Ballads 

. . . songs have a habit of wandering across boundaries.22 

The publications from around 1800 with titles referring to minstrels 

were among many which collected songs and ballads from the period and 

earlier.23  The ballads could be on a variety of topics.  Romanticism framed the 

                                            

19 McLane, Balladeering, Minstrelsy, 1-2. 
20 ibid., 13-14. 
21 ibid.,14. 
22 Roy Palmer, A Ballad History of England from 1588 to the Present Day 
(London: B. T. Batsford Ltd., 1979), 5.  This publication collects ballads that 
together tell a story of English history.  
23 At this time there was considerable interchangeability in the use of the terms 
‘song’, ‘ballad’, and ‘poem’.  Collections included: Graham R. Thompson, ed., 
Border Ballads (London: Walter Scott, 1888); Charlotte Brooke, Reliques of Irish 
Poetry: Consisting of Heroic Poems, Odes, Elegies, and Songs, Translated into 
English Verse, with notes Explanatory and Historical; and the Originals in the 
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minstrel as the composer/performer of the ballad, the songs being the vehicle 

of their craft or the medium for their art.  Ballads were also an aspect of 

contemporary culture and form part of the artistic context in which romance 

novels should be read.  Like the work of the minstrels, ballad collections are 

problematised by the same tension between ‘ethnographic fieldwork’ and 

‘antiquarian revival’, and they relate to the debates surrounding folk musics 

and their imagined communities and boundaries of reception.24  Editorship and 

fictional authorship could be aligned in this period, those in both roles dealing 

with similar themes, sometimes in similar ways.  Between literature and music 

there is even the link of nomenclature, the ballad being related to songs 

termed ‘romance’ in French and Hispanic cultures.25  British ballads also share 

                                                                                                                                

Irish Character. To which is Subjoined an Irish Tale (Dublin: J. Christie, 1816); 
Robert Burns, The Caledonian Musical Museum, or Complete Vocal Library of 
the Best Scotch Songs, Ancient and Modern, 3 vols. (London: J. Dick, 1809); 
Francis James Child, The English and Scottish Popular Ballads, 10 vols. (Boston: 
Houghton Mifflin, 1882-98); A Collection of Old Ballads. Corrected from the 
Best and Most Ancient Copies Extant. With Introductions Historical, Critical, 
and Humorous. Illustrated with Copper Plates (London: 1723, 1725); David 
Herd, Ancient and Modern Scottish Songs, Heroic Ballads, Etc. (Edinburgh: 
1769); James Hogg, The Poetic Mirror; or, The Living Bards of Britain (London: 
Printed for Longman, Hurst, Rees, Orme and Brown, 1816); The Jacobite Relics 
of Scotland, being the Songs, Airs, and Legends of the Adherents to the House 
of Stuart, Collected and Illustrated by James Hogg (Edinburgh: Blackwood; 
London: Cadell, 1819); Robert Jamieson, Popular Ballads and Songs, from 
Tradition, Manuscripts, and Scarce Editions, with Translations of Similar Pieces 
from the Ancient Danish Language, and a Few Originals by the Editor, 2 vols. 
(Edinburgh: Constable, London: John Murray, 1806); John Parry, Antient British 
Music; or, A Collection of Tunes Never Before Published, which are Retained by 
the Cambro-Britons, more Particularly in North Wales, and Supposed, by the 
Learned, to be the Remains of the Music of the Antient Druids, so much Famed 
in Roman History (London: J. Parry and Evan Williams, 1742); John Douvra 
Parry, The Legendary Cabinet: A Collection of British National Ballads, Antient 
and Modern, from the Best Authorities, with Notes and Illustrations (London: 
W. Joy, 1829); Thomas Percy, ed., Reliques of Ancient English Poetry, Consisting 
of Old Heroic Ballads, Songs, and Other Pieces of our Earlier Poets, Together 
with Some Few of Later Date, 4th edn. (1794); John Pinkerton, Scotish Tragic 
Ballads, with A Dissertation on the Oral Tradition in Poetry (London: J. Nichols, 
1781).  Songs entitled ‘Negro ballad’ were being included in collections by the 
mid-century. 
24 McLane, Balladeering, Minstrelsy, 151.  Cowan and Demoor distinguish 
usefully between ‘ballad collections’ which were ethnographically intended, 
and ‘ballad anthologies’ which were antiquarian.  Cowan and Demoor, ‘Scott’s 
Minstrelsy,’ 50. 
25 James Porter, et al., ‘Ballad,’ in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/01879 
(accessed April 06, 2012). 
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literary motifs with courtly Romances such as Chrétien de Troyes’ Arthurian 

cycle, and in poetic form they may resemble medieval lais as adapted into 

French poetry by Marie de France.26  This link to twelfth-century literature 

shows interesting potential for nineteenth-century claims to historical 

authenticity. 

The term ‘ballad’ has been used to describe various types of songs, 

many of which form a context for romance fiction.  James Porter et al define 

the ballad as ‘a short popular song that may contain a narrative element’; it 

consists of stanzas that are narrative, dramatic and/or lyric in quality – 

sometimes including a refrain with its strophic musical setting – and it was 

cultivated in Europe from the late Middle Ages.27  Ballads had dance 

connections related to the French Carole, but this was not sustained 

throughout the genre’s history.  Porter et al explain how the character of the 

ballad changed from being quite impersonal, with a plot that was ‘tragic, 

romantic, otherworldly, heroic or humorous, while in newer ballads and 

broadsides the tone becomes personal, partisan or polemical’.28  The change in 

tone may be a symptom of the way oral ballads were gathered into collections 

that depended on the editor’s notions of community, and this followed the 

increasing theorisation of ballads by the end of the eighteenth century.29  Many 

ballad collectors were influenced by Johann Gottfried Herder’s conception of 

songs emerging from the landscape of the untrained national ‘folk’, even 

though they were more likely to have originated from individual musicians 

working in urban settings.  Ballads may seem to belong more to the folk than 

the classes of privilege with which minstrels are associated – for example the 

‘bothy ballads’ are attributed to Scottish farmers.30  Alongside Scotland, 

Sherwood Forest near Nottingham provided another main source of ballads on 

the legend of Robin Hood.31  But like the minstrels, ballads date from the 

                                            

26 M. J. C. Hodgart, The Ballads. 2nd edn. (London: Hutchinson, 1962), 75-77. 
27 Porter, ‘Ballad,’ (accessed April 6, 2012). 
28 ibid.  
29 ibid. 
30 ‘Bothy ballad,’ in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/03681 
(accessed April 06, 2012). 
31 Hodgart, The Ballads, 132-3. 
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Middle Ages and their nature and origins are similarly indistinct.32  It is thought 

ballads were sung unaccompanied or with one instrument, and this fits a 

common image of the way minstrels performed.33 

However, not all aspects of the printed ballad pertain to traditional 

images of oral balladry, even though sometimes the figure of minstrel 

endorses publication.  Porter et al describe how, ‘Literary ballads which 

imitated the traditional ballad marked a significant phase of influence during 

the Romantic period’.34  Ballad collections like these raised the question of 

authorial creativity, and authors including Walter Scott explored this in their 

romances.  But the ballad existed in other forms too.35  Broadside ballads 

formed part of current affairs compilations such as broadsheets and 

chapbooks, which reflected concerns of the day more than antiquarian 

collections did.36  Porter et al draw a line under traditional balladry and trace 

the development of ballad publishing away from ballads that historicised: 

With the growth of cities after 1500, the minstrel composer of the late 

medieval period and Renaissance, who entertained in both castle and 

lowly hostelry, was replaced by the ballad seller, broadside printer and 

street singer.37 

                                            

32 Matthew Gelbart’s work on the creation of folk music supports my point 
about the nineteenth-century image of minstrelsy.  He describes the way James 
Beattie’s poem, The Minstrel: Or, the Progress of Genius, written in 1768 and 
published in 1779, created an ‘origin myth’ for Scottish balladry: ‘The fact that 
Beattie considers Highland “national music” as the legacy of the bards and 
Lowland “national music” as the creation of untutored shepherds inherently 
puts these shepherds on the same level as those bards: both are creators of 
national cultural capital; both represent the collective.’  Once again, minstrels 
were associated with historical myth-making.  See Gelbart, The Invention of 
“Folk Music” and “Art Music”, 88, 90-91. 
33 Porter, ‘Ballad,’ (accessed April 6, 2012). 
34 ibid. 
35 My project is not concerned with the English ballad influence on the German 
tradition and the development of the lieder, nor with the extended narrative 
arias of nineteenth-century opera.  Porter, ‘Ballad,’ (accessed April 6, 2012). 
36 ibid. 
37 ibid.  Hodgart also emphasises that broadsides ‘were very different in origin 
and content from the traditional ballads’, and he speculates that the growth in 
selling printed ‘vulgar ballads’ in Southern England detracted from traditional 
ballad singing as early as the sixteenth century.  See The Ballads, 142-3.  
However, see footnote 41 for David Atkinson’s contrasting view. 
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In contrast to the broadsides, English sentimental ballads featured in 

nineteenth-century operas – including those by Arthur Sullivan – and the songs 

selected and published from these became known as ‘shop’ or ‘drawing-room’ 

ballads.38  Later in the century, there were ‘ballad concerts’ featuring songs 

described as ‘royalty ballads’ because of the economic arrangements 

surrounding their performance by celebrities; for example, ‘Home, Sweet, 

Home’ was composed by Bishop for his opera Clari of 1823, and Jenny Lind 

was paid royalties to perform it from 1850.39  The idea of the ballad as 

sentimental song began with the British and American middle classes in the 

nineteenth century, and became incorporated into American popular music of 

the next century.40  The songs that feature in romance texts refer both to 

traditional ballads and to their commercialised, and sometimes politicised or 

sentimentalised, successors in print.41  All of these ballad types form paratexts 

to romance fiction, whether or not they are conceived historically.  All are 

worthy of consideration since no ballad in print circulation retained oral purity, 

this being the paradox of romantic publication.  

Understanding the way ballads have been studied across disciplinary 

boundaries is necessary because of the way I examine those found in fiction 

and in the song repertoire.42  M. J. C. Hodgart’s study analyses features of their 

poetry and music, as well as their history and relation to scholarship and 

                                            

38 Porter, ‘Ballad,’ (accessed April 6, 2012). 
39 ibid.  There was even an instrument designed to accompany such 
performances.  For details of the ballad horn, invented in 1856, see John 
Webb, ‘Ballad horn,’ in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/01886 
(accessed April 07, 2012). 
40 Porter, ‘Ballad,’ (accessed April 6, 2012).  Ballads are also slow and 
sentimental songs used in jazz and other popular music, often from America.  
From this country emerged another type of minstrelsy known as ‘blackface’; 
although mentioned by Maureen McLane this is beyond the scope of the 
current project. 
41 Here I echo David Atkinson’s idea that the notion of an ‘English traditional 
ballad’ encompasses a broad range of songs, including broadsides and 
collected songs, which nevertheless share features including musical 
conservatism and poetic ‘liminality’.  See the review by Gerald Porter, ‘The 
English Traditional Ballad: Theory, Method, and Practice,’ and: ‘Folk Song: 
Tradition, Revival, and Re-Creation.’ Journal of American Folklore 119, no. 472 
(Spring, 2006): 249. 
42 Porter, ‘Ballad,’ (accessed April 6, 2012). 
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literature.43  He describes a ballad music that is monodic in texture, modal in 

harmony, and rhythmically adheres to the regularity of the ballad stanza.  

Hodgart believes that ballad lyrics cannot be dissected from their music, this 

being their essential medium before print, and the main feature of interest 

alongside their poetic narrative and imagery; he mentions the migration and 

evolution of the melodies.44  Bertrand H. Bronson’s essay, ‘The 

Interdependence of Tunes and Texts’, supports Hodgart’s opinion; it appears 

in a volume written to theorise aspects of Anglo-American balladry, including 

musical characteristics and the practices of author and singer, scholar and 

collector.45  Existing research on ballads could be pursued further, although 

not all scholars describe the same kind of ballad, making its definition 

elusive.46  Like Hodgart, I will look at poetry as well as musical characteristics 

in the songs, dealing with aspects such as structure and lyricism.  The dearth 

of tunes with ballads in the romance texts, compared to song collections, is a 

compelling problem.  Romance texts may present songs differently due to 

differences in medium and authorial intentions. 

                                            

43 Hodgart, The Ballads. 
44 ibid., 46-65.  
45 Bertrand H. Bronson, ‘The Interdependence of Tunes and Texts,’ in The 
Critics & The Ballad: Readings, eds MacEdward Leach and Tristram P. Coffin 
(Carbondale: Southern Illinois University Press, 1961), 77-102. 
46 David Atkinson, The English Traditional Ballad: Theory, Method, and Practice 
(Aldershot & Burlington, VT.: Ashgate, 2002); Bertrand Harris Bronson, The 
Singing Tradition of Child’s Popular Ballads (Princeton, NJ.: Princeton University 
Press, 1976); Frank Egbert Bryant, A History of English Balladry, and Other 
Studies (Folcroft, PA.: Folcroft Library Editions, 1970); David Buchan, The Ballad 
and the Folk (London & Boston: Routledge & Kegan Paul, 1972); William J. 
Entwhistle, European Balladry (Oxford: Clarendon Press, 1939); David C. 
Fowler, A Literary History of the Popular Ballad (Durham, NC.: Duke University 
Press, 1968); Gordon Hall Gerould, The Ballad of Tradition (New York: Gordian 
Press, 1974); Francis Barton Gummere, The Popular Ballad (Boston & New York: 
Houghton Mifflin Company, 1907); Steve Newman, Ballad Collection, Lyric and 
the Canon: the Call of the Popular from the Restoration to the New Criticism 
(Philadelphia: University of Pennsylvania Press, 2007); Claude M. Simpson, The 
British Broadside Ballad and its Music (New Brunswick, NJ.: Rutgers University, 
1966); Evelyn Kendrick Wells, The Ballad Tree: A Study of British and American 
Ballads, their Folklore, Verse, and Music, Together with Sixty Traditional 
Ballads and the Tunes (London: Methuen, 1950).   
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1.3 Minstrelsy in the Romance Fiction of Sir Walter Scott 

(1771-1832) 

Current research on ballads and minstrels usually mentions Walter 

Scott’s role as novelist.47  While some studies have considered the author’s 

interest in music, others have asserted that he was no musicologist.48  But 

details of the image of minstrelsy captured in Scott’s fiction, and that of his 

contemporaries and followers, remains untreated by the discipline of 

musicology, and it is here that I take up the story.  For Hodgart, Scott was 

‘content to regard all ballads alike as the work of minstrels of the middle ages 

or later’.49  Cowan and Demoor contrast Scott’s song collecting work with the 

ethnographic approach of Francis James Child, who allowed different versions 

of ballads to appear simultaneously.50  Image creation is more pertinent to my 

research than editorial ethic, and Scott’s work as editor has already been 

covered by existing scholarship.51  My point is simply that Scott made contact 

                                            

47 McLane encapsulates Scott’s main artistic roles: ‘Yet if Scott renounced his 
minstrel mask in verse, he kept it in another guise, most notably that of editor 
and author of prose.’  McLane, Balladeering, Minstrelsy, 135.  Cowan and 
Demoor support the statement, see ‘Scott’s Minstrelsy,’ 54. 
48 Arthur Hedley, ‘Was Sir Walter Scott Musical?’ Music & Letters 17, no. 2 
(1936): 151-3.  Gerald W. Spink, ‘Walter Scott’s Musical Acquaintances,’ Music 
& Letters 51, no. 1 (1970): 61-6.  David Johnson writes (p. 146), ‘Scott was 
unmusical and printed no tunes, so his [ballad] collection was no use to 
concert-performers.’  Johnson believes Scott also re-wrote the songs and 
favoured traditional over contemporary examples for his anthologies.  David 
Johnson, Music and Society in Lowland Scotland in the Eighteenth Century 
(London: Oxford University Press, 1972). 
49 Hodgart, The Ballads, 152.  
50 Cowan and Demoor, ‘Scott’s Minstrelsy,’ 50-1.  Child’s collection of ballads 
was published later in the nineteenth century, the melodies being added in the 
twentieth century.  Francis James Child, ed., The English and Scottish Popular 
Ballads, 5 vols. (Boston: Houghton Mifflin, 1882-98; repr. New York: Folklore 
Press, 1957); Bertrand Harris Bronson, The Traditional Tunes of the Child 
Ballads; with their Texts, according to the Extant Records of Great Britain and 
America, 4 vols. (Princeton, NJ.: Princeton University Press, 1972). 
51 Cowan and Demoor, ‘Scott’s Minstrelsy,’ 54-7. See also Noelle Chao, ‘Musical 
Letters: Eighteenth-Century Writings of Music and the Fictions of Burney, 
Radcliffe, and Scott.’ (PhD Thesis: UCLA, 2007), 287-92.  Chao suggests (p.  
288) that Scott conflated musical heritage with nationalism in Minstrelsy of the 
Scottish Border.  Michael Gamer’s investigation of Scott’s editorial work and 
poetry acknowledges the romantic authority connected with Scott’s minstrel 
but, without investigating the fiction, he fails to see the figure’s relevance to 
contemporary culture or music.  See Michael Gamer, Romanticism and the 
Gothic: Genre, Reception, and Canon Formation (Cambridge: Cambridge 
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with actual songs before writing creatively.  Scott was contemporary with 

collectors like Child, William Motherwell, Thomas Moore, and Bishop Percy, and 

his publications came after Joseph Ritson’s work on ballads.  He drew on the 

introduction to George Ellis’s Specimens of Early English Metrical Romances 

(1805), which suggested that Scottish minstrels wrote the first metrical 

romances in English.52  He assisted George Thompson and Alexander Campbell 

with song collecting, and talked of preserving the tunes of old poems in 

Chapter 4 of the Waverley novel, Quentin Durward.53  Scott’s work as song 

collector in Minstrelsy of the Scottish Border (1802-3) influenced the ‘ancient 

stile’ of James Hogg’s border poetry.54  Anthologies shift the focus from oral 

performer to written text; romance novels shift it back to performer again 

because of the way they set songs into social context.55  Like the visual images 

conjured for song anthology audiences, described by Cowan and Demoor, so 

the romance texts created images – perhaps models – of performance for 

readers.56  All the questions of accessibility, mediation, and appropriation that 

apply to ballad anthologies also apply to novels that deal with ballads, bringing 

new meaning to the songs themselves. 

1.3.1 Waverley (1814)57 

Walter Scott gives considerable attention to minstrelsy in a novel that 

rejuvenates the romance genre, and this helps to align minstrelsy with 

authorship.  Scott’s ideas in Waverley on the reception of publications 

anticipate some of the points made by recent secondary authors about the 

                                                                                                                                

University Press, 2000), 182. 
52 Fiona Robertson, ‘Romance and the Romantic Novel: Sir Walter Scott,’ in A 
Companion to Romance: From Classical to Contemporary, ed. Corinne 
Saunders (Oxford: Blackwell Publishing, 2004), 293-4. 
53 Spink, ‘Walter Scott’s Musical Acquaintances,’ 61, 63.   
54 Douglas S. Mack, ‘James Hogg and his Publishers: The Queen’s Wake and 
Queen Hynde,’ in Authorship, Commerce and the Public: Scenes of Writing, 
1750-1850, eds E. J. Clery, Caroline Franklin, and Peter Garside (Basingstoke: 
Palgrave Macmillan, 2002), 67-83.  Hogg’s reference to Scott’s work as a folk 
song collector is discussed at length in this article.  
55 McLane, Balladeering, Minstrelsy, 240-2. 
56 Cowan and Demoor, ‘Scott’s Minstrelsy,’ 60-1. 
57 Walter Scott, Waverley (London: Penguin Books, 1994 [1814]).  Page 
references to this romance appear in brackets in my text, and I employ the 
same convention for the romances discussed subsequently. 
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purpose and success of the text itself.58  Unsurprisingly for a book that 

represented new departures both personal and literary, Waverley contains 

numerous self-conscious references to genre and to the background of 

literature in English, French, and Italian, and it is contrasted with German 

romanticism (54).  Scott acknowledges a debt to Maria Edgeworth, saying that 

his study of people’s ‘habits, manners, and feelings’ distinguishes his work 

from the novel (472).  But his ethnographic descriptions are part of his use of 

third-person narration, which gives him authority, and this links with his 

conservative political stance according to Gary Kelly.59  Sir Everard Waverley, 

the Tory and Jacobite uncle of the main protagonist, has ‘a grace and delicacy 

worthy the hero of a romance’ (61), and his nephew Edward Waverley’s literary 

tastes are described in an early chapter entitled ‘Education’.  Edward (also 

referred to as ‘Waverley’) is seen in a large, gothic-styled library and said to 

have mastered Shakespeare, Milton, Spenser, Drayton, ‘and other poets who 

have exercised themselves on romantic fiction, of all themes the most 

fascinating to a youthful imagination’ (67).  Here Scott champions heroic 

behavior and literary training, both characteristics of minstrelsy, and he sets 

these up as ideals.  Scott shows awareness of the marketplace, aligning the 

material book’s success with readers’ imaginations, as Edward ‘read no volume 

a moment after it ceased to excite his curiosity or interest’ (66).  Scott situates 

his work on the axis of realism/romanticism (73): 

From the minuteness with which I have traced Waverley’s pursuits, and 

the bias which these unavoidably communicated to his imagination, 

the reader may perhaps anticipate, in the following tale, an imitation of 

the romance of Cervantes.  But he will do my prudence injustice in the 

supposition.  My intention is not to follow the steps of that inimitable 

author, in describing such total perversion of intellect as misconstrues 

the objects actually presented to the senses, but that more common 

aberration from sound judgement, which apprehends occurrences 

indeed in their reality, but communicates to them a tincture of its own 

romantic tone and colouring. 

                                            

58 See Gary Kelly, ‘Waverley by Walter Scott,’ in The Encyclopedia of the Novel, 
ed. Paul Schellinger (London & Chicago: Fitzroy Dearborn, 1998), 1419. 
59 ibid.  
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In this paragraph, Scott is well-read and commercially prescient, offering to 

contribute something new to the literary canon, which relates to history, but 

will draw on motifs of romanticism.  He likens well-written romances to 

memoirs (67), and this suggests a degree of historical fact, both in the way the 

novel relates to contemporary song publications and to daily life.60  

Enter: the minstrel.  The inclusion of the term ‘jongleur’ in the 

nomenclature of minstrelsy is important for Waverley; the term also means 

‘jester’, and Scott includes a footnote on jesters and fools.  The note suggests 

that jesters remained a part of domestic life more recently in Scotland than in 

England, describes their dress as ‘very handsome, and ornamented with many 

bells’ (100), and refers to the comic nature of their role.  Scott’s tone makes 

the figures historically distant from the reader, and places them in the position 

of a servant.  Edward meets one on going to visit the Baron, a figure ‘not much 

unlike one of Shakespeare’s roynish clowns’, and they exchange Scottish 

ballads on love and chivalry (97-8).  Scott tells us the character of Conan the 

Jester emanates directly from the Irish ballad ‘Fingal of Macpherson’ (481). 

The notion of minstrelsy is more developed in the character of David or 

Davie Gallatley, described as a ‘fool’ because of his behaviour and 

characteristics, but introduced as a friend of Edward in Chapter 12 (117-8).  

Davie has musical appreciation, talent at the flute and, tellingly, an ‘ear for 

music’ (118): 

He had in this respect a prodigious memory, stored with miscellaneous 

snatches and fragments of all tunes and songs, which he sometimes 

applied, with considerable address, as the vehicles of remonstrance, 

explanation, or satire. 

                                            

60 ‘The writer of romance then is to be considered as the writer of real history; 
while he who was formerly called the historian, must be contended to step 
down into the place of his rival, with this disadvantage, that he is a romance 
writer, without the arduous, the enthusiastic and the sublime licence of 
imagination, that belong to that species of composition.’  Clery and Miles, 
Gothic Documents, 264.  Quotation from William Godwin, ‘On History and 
Romance,’ Appendix 4 of Things as They Are; or, The Adventures of Caleb 
Williams, ed. Maurice Hindle (New York: Penguin, 1988 [1797]), 366-73. 
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This character entertains audiences, using songs for different expressive 

purposes.  Scott has Davie offering an example performance, a verse in 

rhyming couplets that carries listeners ‘Over bank and over brae/Hie away, hie 

away’, and to a leafy fairy glen.  The ensuing discussion of Davie’s methods 

shows song collecting is topical.  Edward asks Rose Bradwardine if the verses 

he sings ‘belong to old Scottish poetry’, and she replies that he gathered from 

his late brother ‘many fragments of songs and music unlike those of this 

country’ (119).  She continues (119): 

But if we ask him where he got such a fragment as he is now singing, 

he either answers with wild and long fits of laughter, or else breaks 

into tears of lamentation; but was never heard to give any explanation, 

or to mention his brother's name since his death. 

This conveys the character’s emotional state but also reminds me of the song 

anthologies which re-framed works to favour editors over composers.61  Davie 

is cast into a similar role in which he communicates songs without disclosing 

their real origins; simultaneously the music of Scotland becomes culturally 

distant to emphasise the English-Scottish political divide in Waverley’s plot.  

Later, Edward hears Davie’s ‘scraps of minstrelsy’ comprising three verses 

from the Border Widow’s Lament, and the joker has a ‘thousand-and-one 

songs’ (418, 464).  Davie not only had contact with real songs but his own 

history is linked to genre when Edward becomes ‘readily interested by a tale 

bordering on the romantic’ at Miss Rose’s account of the fool (119).  

Rose Bradwardine is also musically talented, and she is key to the story.  

Her romance with Edward encourages him to join the Jacobites of the 1745 

rebellion, despite his Whiggish father’s allegiance to the Hanoverian British 

government, and his own place in the British Army.  At one point, Waverley 

hears ‘revellers hallooing forth their Jacobite songs, without remorse or 

mitigation of voice’ (285).  By the end of the story, he is ‘whistling a pibroch, 

                                            

61 Cowan and Demoor, ‘Scott’s Minstrelsy,’ 47-8, 53.  See also Gelbart, The 
Invention of “Folk Music” and “Art Music”.  Gelbart describes the myth of 
symbolic authorship for Scottish folk tunes (pp. 33-9).  His revealing study 
suggests how an idea of ‘Scotch’ music (pp. 44-79) grew into the generic 
notion of ‘folk’ music, although this was challenged at the time by theorists 
including William Tytler and Joseph Ritson (pp. 80-110). 



  1: ‘Raise the Song and Strike the Harp’ 

 57   

dancing a strathspey, and singing a Highland song’, perhaps to show his 

change of allegiance (413), and he eventually marries Rose.  Rose’s father, 

Baron Bradwardine, has musical interests; his humming ‘with the air of a 

chasseur of Louis Quatorze’ may connote the pre-revolutionary French 

aristocracy, and links him to the traditionalism which the Jacobites fought to 

retain.62  He later recites a Chevalier story and translates this into English 

(311).  Rose is a different kind of musician than Davie, but whilst her 

accomplishments are employed inside the family seat, they also refer to 

minstrelsy.  Thanks to her father’s inexpert teaching, Rose could sing basic 

songs with the harpsichord, although her dilettante style of musicianship was 

‘not very common in Scotland at that period’ (123).  Scott gives Rose the 

‘delicacy of feeling’ of any literary heroine, but employs this to make his point 

‘by high authority’ that ‘music be “married to immortal verse”’, so that musical 

expression ideally should be combined with poetry (124) as in the traditional 

ballad.  Scott then creates a picturesque scene by Loch Veolan, including a 

Gothic balcony, against which her song ‘St Swithin’s Chair’ – associated with 

Shakespeare’s King Lear – is performed.  Because of its supernatural nature, 

featuring a Night-Hag and a Demon on Hallow-Mass Eve, the song’s content 

will not be explored at this point.63  But Scott writes ahead of the verses that: 

The sweetness of her voice, and the simple beauty of her music, gave 

all the advantage which the minstrel could have desired, and which his 

poetry so much wanted.  I almost doubt if it can be read with patience, 

destitute of these advantages; although I conjecture the following copy 

to have been somewhat corrected by Waverley, to suit the taste of 

those who might not relish pure antiquity. (125) 

In a romantic setting, Scott brings us to the moment of editorial decision, and 

associates this with the minstrel’s lyricism.  But his treatment of the song is 

not uncritical.  He questions the effectiveness of the romance novel as a 

medium for recording sung performance (but persists to use it in this way).  He 

admits to editorial changes, and his characters describe the song as a 

                                            

62 Kelly, ‘Waverley by Walter Scott,’ 1420. 
63 Chapter 2 discusses the supernatural figures common to romance fiction and 
song around 1800, points of contact also frequently associated with 
minstrelsy. 
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‘fragment’, from which verses are missing (125-6).  Rose defends her 

performance, asking ‘Must I tell my story as well as sing my song?’; similarly, 

music is described as ‘tautology’ much later (428) and this refers to the 

inherent narrative qualities of ballads.  David is a song collector, Waverley an 

editor, and Rose a song performer.  Scott’s romance questions editorial 

authority, and shows musical distribution in action.  

Scott’s chapter on ‘Highland Minstrelsy’ occurs in the most musical 

section of the novel, and constitutes a key plot turning point.  Gary Kelly refers 

to the minstrelsy scene when he writes that: 

Edward Waverley’s youthful reading in chivalric romance makes him 

vulnerable to seduction by the aristocratic and plebeian Jacobite cause 

in the Jacobite rebellion, represented by the fictional characters of the 

courtly Mac-Ivor and his sister Flora and their colourful but murderous 

Highland retainers, and led by the glamorous historical figure of 

“Bonnie Prince Charlie”.64 

Edward comes to know the Mac-Ivors because of their friendship with Baron 

Bradwardine (163), and the artistic talents of the bard Mac-Murrough and Flora 

Mac-Ivor are introduced in Chapters 20 and 21 respectively.  As Chapter 22 

opens, they discuss issues such as song translation and reception, showing the 

need for comprehensibility and the benefit of official patronage, because 

‘When the hand of the chief ceases to bestow, the breath of the bard is frozen 

in the utterance’ (179).  Waverley’s lack of ability but strong interest in Gaelic 

language is noted, and there is a sense of clan identity as Mac-Murrough is 

called ‘a far greater poet than Homer’ (179).  Flora sets out her understanding 

of highland minstrelsy: poetry which records acts of heroism, love, and war, 

and ‘forms the chief amusement of a winter fireside in the Highlands’ (180).  It 

may include ancient European poems translated to create sensation, or more 

recent events recorded by family poets who act as historians, and with whom 

readers may or may not identify.  Really the conversation is between Scott and 

his readers, as he works to create the fireside audience for his own balladry in 

fictional authorship and editing, aligning his work with that of the literary 

canon that Homer represented. 
                                            

64 Kelly, ‘Waverley by Walter Scott,’ 1420. 
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Waverley and Flora refer to Mac-Murrough’s recitation in Gaelic in 

Chapter 21, Edward sensing that his improvised words referred both to ancient 

ancestors and the present day.  Scott writes that ‘the ardour of the poet 

appeared to communicate itself to the audience’ (173).  When Waverley asks to 

know what he said, Flora invites him to meet her at a favourite haunt, and he 

follows Una away from the banquet.  They leave behind ‘the clang of bagpipes 

and the high applause’ of the guests, passing into a wild valley with two 

streams, the smaller one ‘issuing forth between precipices, like a maniac from 

his confinement, all foam and uproar’ (181-2).  The visual and aural imagery 

creates a dramatic setting; the simile seeming to convey the hero’s state of 

mind, and before long the glen ‘seemed to open into the land of romance’, 

with Waverley ‘like a knight’ (182).  They encounter an obstacle of rocks and 

trees, the hero feeling a ‘sensation of horror’ as Flora and Cathleen appear 

‘like inhabitants of another region’ apparently placed ‘in mid air, upon this 

trembling structure’ (182).  Eventually they reach a ‘sylvan amphitheatre’ with 

‘romantic waterfall’, a picturesque scene that has been partly designed by 

Flora and resembles a Poussin landscape.  Kelly notes the use of setting in the 

novel as a feature inherited from Ann Radcliffe’s descriptions, and employed 

‘to exemplify the Enlightenment principle that natural environment forms 

individual and national character, for better and worse’.65  The journey is also 

important because it takes us from the site of song reception – in the domestic 

setting – to the site for song creation in nature.  This shows how Scott views 

the anthology as being distant from the initial act of performance; the latter he 

renders with compelling atavism and persuasive rusticity because the 

characters are stripped of their artificial accoutrements.  

Scott describes the backdrop for performance as an ‘Eden’, and the 

temptress dominating it acts like Eve for Waverley, seducing him into Scottish 

political affiliation.  She is the second woman in the story to have done so, and 

both are armed with the gift of song.  According to Kelly, Edward’s eventual 

marriage to Rose ‘anticipates the blending of English and Scottish identities in 

a new British identity’.66  Flora is handed the ‘small Scottish harp’ by Cathleen, 

who is said to have been taught by ‘one of the last harpers of the Western 

                                            

65 ibid.  The association between landscape, sound and music in Ann Radcliffe’s 
works is discussed in Chapters 2 and 3 of this thesis. 
66 ibid. 
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Highlands’, known as ‘Rory Dall’ (183-4).  Another harper named Shemus Beg 

was mentioned previously (152), and the instrument was linked to romanticism 

in the book’s opening paragraph (54).  Here, the reference adds musical 

authenticity because of the link to a master musician’s authority.  Flora 

explains that her song must be heard in its natural setting, and will have the 

best effect on a listener more attuned to nature than life indoors.  This 

suggests a detrimental effect of song mediation in anthologies, but still 

increases the intrigue and immediacy of an original ballad. 

Flora had exchanged the measured and monotonous recitative of the 

bard for a lofty and uncommon Highland air, which had been a battle-

song in former ages. (184) 

She offers a version of the song more pure than the bard’s, which retains more 

of its original layers despite the language translation.  It also shows that the 

tune or style of the song were not fixed.  Waverley acts almost like a song 

collector in witnessing the creative act, but his sexual reaction to Flora affects 

his musical judgement.  Here Scott tests not only Waverley’s ability to receive 

Flora’s song at source, but the novel’s capacity to do so at one further remove 

in representing the performance for readers.  He debunks himself and other 

song editors by saying (185): 

The following verses convey but little idea of the feelings with which, 

so sung and accompanied, they were heard by Waverley. 

Romance novels have differing aims to song collections, but we know 

Scott produced both, and in this scene they work on the same level of 

mediation.  Table 1.1 shows how Waverley serves to disseminate the fictional 

oral ballad that is performed in Chapter 22, just as song anthologies mediated 

traditional folk song performances.67  All fifteen verses are quoted before the 

chapter ends, and the subject matter concerns warring Scottish clans.  Natural 

imagery ties the verses to Scott’s setting, and some verses underline music’s 

                                            

67 McLane’s table lists the various roles involved in the different versions of a 
milkmaid’s song, first printed in Walter Scott’s Minstrelsy of the Scottish 
Border in 1802-3, but finally appearing as a digital recording in America in 
1991.  See Balladeering, Minstrelsy, 43.  My table offers a similar record for 
Scott’s fictional song. 
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power to evoke memories, awaken troops and call them to victory, linking to 

the many examples of battlefield music in the latter part of the novel.  Scott as 

author was of course the creator of every aspect of the scene and, rather than 

representing an actual stemma, the Table shows how Scott set out to imbue 

his work with historical authenticity by inventing three levels of mediation prior 

to his own: those of composer, performer, and song collector.  The 

interruption of the song by other characters shows how its effect is medium-

dependent, and that – like some ballad editors – he rests on one or more levels 

of attribution which are fictional but establish the desired image of minstrelsy. 

 

Role in Transmission Main Site Person Acting 

1. COMPOSER Scottish glen Scottish ‘folk’ musician 

2. PERFORMER Scottish glen Flora Mac-Ivor 

3. COLLECTOR/ 

TRANSLATOR 

Banqueting hall Mac-Murrough and 

Waverley 

4. COMPILER/EDITOR Romance fiction Sir Walter Scott, ballad 

editor 

Table 1.1: ‘There is mist on the mountain’: fictional genealogy of Scott’s song 
from Chapter 22 of Waverley (1814). 

 

After ‘There is mist on the mountain’, several other songs are 

performed by the waterfall which continue the theme of minstrelsy.  This 

diverse collection of songs is linked by the notion of romantic creativity.  

Fergus arrives and quotes an English poem (187): 

O Lady of the desert, hail! 

That lov'st the harping of the Gael, 

Through fair and fertile regions borne, 

Where never yet grew grass or corn. 
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These lines’ evocation of a desert, perhaps suggesting the Crusades with their 

associated acts of chivalry, contrasts with the verdant glen of the Highland 

song.  However, a similar idea of minstrelsy is conjured.  A line from ‘There is 

mist on the mountain’ asks, ‘Need the harp of the aged remind you to wake?’, 

and the third verse also includes a chivalrous harp: 

The deeds of our sires if our bards should rehearse, 

Let a blush or a blow be the meed of their verse! 

Be mute every string, and be hushed every tone, 

That shall bid us remember the fame that is flown. (185) 

In both cases the minstrels serve the upper classes with music.  Fergus then 

quotes songs in French and Italian, attributing his inspiration to having drunk 

from the waterfall, which he refers to as ‘Flora’s Parnassus’ and ‘Helicon’, and 

his performance has ‘a theatrical air’ (187).  He is later referred to as ‘the 

theme of song’ (448-9).  Gaelic is sung again in this scene, this time the 

‘Drimmindhu’ by Cathleen, but the social setting and change of mood mean 

that she does not echo Flora’s siren-like performance.  Instead,  

Cathleen sang with much liveliness a little Gaelic song, the burlesque 

elegy of a countryman on the loss of his cow, the comic tones of 

which, though he did not understand the language, made Waverley 

laugh more than once. (188) 

She is a humorous entertainer like the jesters described earlier.  According to 

Scott’s footnote, her song was popular in Britain and Ireland, and its English 

translation published by Tom D’Urfey as ‘Colley, my Cow’ (188).68  Cathleen’s 

performance in Waverley is oral, but Scott’s note links her minstrelsy with later 

song-printing culture and editorship.  Similarly, Scott notes that academic 

theorisation about the verses of Oggham occurred ‘long after the date of 

Fergus Mac-Ivor’ (225).  Scott opened the novel wondering if his own role was 
                                            

68 This is partly accurate as Thomas D’Urfey’s ‘Wit and Mirth: or, Pills to Purge 
Melancholy’ does include a reference to the traditional ballad, about the loss of 
a cow and its milk, in the line, ‘State and Ambition, all Joy to great Caesar, 
Sawney shall ne’er be my Colly my Cow;’.  This song collection was first 
published in 1719-20, and reprinted in 1876, and it is available at 
http://www.gutenberg.org/files/26679/26679-h/26679-h.htm (accessed May 
29, 2012). 
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‘poet’ or ‘critic’, and he ‘venture[d] to insert’ verses from ‘Knight of the Mirror’ 

whilst justifying his editorial decision (49, 51).  In Chapter 22, his authorial 

omniscience sets him on the level of COMPILER/EDITOR, as he draws raw 

material from the characters in the waterfall scene who are acting on the level 

of PERFORMER in Table 1.1.  Minstrelsy in the scene is metaphorically 

performed on different levels of song transmission, and Scott explores the 

effect and extent of his editorial authority.69 

Reflecting on the theorisation of ballad transmission represented by 

Table 1.1, there is another layer beyond the COMPILER/EDITOR: that of the 

drawing room consumer.  The person in this role, perhaps best described as 

READER/PLAYER, sets the songs into discourse with other ballads sung in the 

same drawing room, or with those they have read about in romance fiction.  

Waverley includes a drawing room scene that explores poetry’s effects and this 

launches the novel into ballad discourse.  Waverley, better suited to drawing 

room than glen, attends the tea party in Chapter 54.70  The party guests debate 

whether Gaelic or Italian is best for poetry, Flora standing out by choosing 

Gaelic, and being ridiculed by Waverley for choosing Mac-Murrough over 

Ariosto.  The company also chooses Edward’s reading of Shakespeare over 

Fergus’s performance on flute, with the Baron’s accompaniment.  Referring to 

common drawing room pursuits of the middle and upper classes, the contrast 

of local and oral/performative culture with the literary canon suggests that 

both have artistic power (364-5).  The social politics at play here bring Edward 

and Rose closer together, the pair having already shared poetic appreciation 

(129).  Edward still listens to Flora’s recitation from the patriotic ‘To an Oak 

Tree’, inscribed on the grave of Captain Wogan.  She read ‘in a low and 

                                            

69 Here Scott’s authority is editorial in an actual sense, but because of what his 
characters do and say in the scene, his fictional treatment of minstrelsy 
explores the other types of authority theorised by McLane: ethnographic, 
experiential, that which is constituted by inspiration, anonymity, imitative 
authorship, and translation.  This aligns Scott’s work with the Romantic 
literature McLane discusses.  McLane, Balladeering, Minstrelsy, 181-211.  
70 Waverley had seemed out of place in the outdoor minstrelsy scene and, as 
Katie Trumpener suggests, this may highlight the character’s alignment with a 
minstrel role, one whose social ‘dislocation’ and classlessness is ‘a 
precondition for his indispensable role in guaranteeing social (and economic) 
stability’, like Scott with his ballad publications.  Katie Trumpener, Bardic 
Nationalism: The Romantic Novel and the British Empire (Princeton, N.J.: 
Princeton University Press, 1997), 124. 
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smothered voice, and with frequent pauses which prolonged the mental treat, 

as an epicure protracts, by sipping slowly, the enjoyment of a delicious 

beverage’ (232-3).  Compared to the Baron, Edward prefers poetry over 

historical prose, although there is a suggestion that both communicate 

usefully (121).  Scott makes poetry a part of Waverley’s ancestry, quoting ‘Late 

when the autumn evening fell’ to demonstrate the ‘wild and irregular spirit of 

our hero’ (78).  Scott explains how this poem expresses Edward’s interest in a 

former love named Miss Cecilia Stubbs, which waned on his joining the army, 

and he represents this with an old ballad that has chivalrous overtones (79): 

His heart was all on honour bent, 

He could not stoop to love; 

No lady in the land had power 

His frozen heart to move; 

Waverley’s contact with poetry occurs in the field as well as in polite society.  

Evan Dhu explains to Edward the importance of poets for his Highland Clan; 

they follow the chief’s right hand man to fall second in the ranks, with orators 

falling third and pipers last (144-5).  In clan identity, the ‘lineage’ is based on 

the ‘vain and fond rhymes of their Seannachies or Bhairds’ (141-2), and this 

links to the way ‘song and genealogy’ improve the reputation of Fergus (164).  

As in ‘new lyric’ studies and the reading of poems as historical anecdotes in 

recent criticism, Scott’s romance explores the power of poetry and the way it is 

inextricably bound with song as both can be performed by consumers. 

Scott refers to the lines of ‘Lillibulero, bullen a la’, which ‘occur in an old 

magazine of the period’ (304).  But this is just one of many ballads effectively 

‘collected’ in the pages of Waverley, emphasising my point that romances 

could be aligned with ballad anthologies because of their shared notion of 

minstrelsy and authorial authority.  Like an anthology, Waverley refers to a 

plethora of songs and ballads.  The story of Lady Alice Waverley is mentioned 

twice (55, 70), the second time compared with the German ballad ‘Noble 

Moringer’, and she is later identified by the ‘notes of a lively Gaelic song’ and 

‘carol’ (155-7).  Davie Gellatley performs ‘Young men will love thee more fair 

and more fast’ and ‘Our gear’s a’gane’ (127-8, 134-5).  Captain Falconer 

whistled ‘Bob of Dumblain’ and his troop was preceded by a trumpet (282).  

Richard Waverley used the words of an ‘old song’: ‘Passive obedience was a 
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jest, And pshaw! Was non-resistance;’ to express conflicting emotions (57).  An 

old mad woman sings ‘Charlie is my darling’, and ‘Little wot ye wha’s coming’ 

(236-7).  The Baron and Balmawhipple exchange two drinking songs followed 

by two further songs, ‘Lon, Lon, Laridon’ and ‘If up a bonny black-cock should 

spring’, before discussing musical and political harmony (110).  James the 

Needle works on tartan and chants ‘some dreadful skirmish of Fin Macoul’ to 

help his work along (299).  Andrew MacDonald, Gibby Gaethroughwi't, the 

piper of Cupar (110), and Struan Robertson (422) are named as ballad 

composers.  There are three references to an ‘old song’ (426, 462, 466) and, 

after battle, Callum ‘began a long mournful song in Gaelic, to a low and 

uniform tune, which, like the sound of the wind at a distance, soon lulled them 

to sleep’ (327).  The prisoner Colonel Talbot is related to the church bell song 

about Dick Whittington (342-3).  Scott gives three verses from the Bridge of 

Dee, which compares an older Highland Army with that of 1745 (483), and the 

song ‘Mac-Farlene’s Lantern’ is linked to a clan at Loch Lomond (277, 482).  In 

this way the text represents a mixture of real and invented songs as eclectic as 

many of the contemporary anthologies sold by the idea of minstrelsy.  The 

consumer, whom I theorise as READER/PLAYER, could enjoy the entertainment 

provided by a song anthology and they also had access to the 

contextualisation of song performance offered by the romance novel. 

1.3.2 Ivanhoe (1819)71 

Scott’s portrayal of minstrelsy in Ivanhoe differs in some ways to that in 

Waverley.  The later text relates minstrelsy to medieval chivalry, while the 

earlier focuses on orality and song transmission.  Not only is Scott’s style as 

author more established in Ivanhoe, but also the culture he creates appears 

more accustomed to the use of ballad songs.  Neither balladry nor romance is 

as thoroughly justified as in Waverley, perhaps because Scott had already set 

his own literary precedent in the earlier novel.  But still the notion of minstrelsy 

is related to authorship/editorship, musicianship, and romantic creativity.  

There is a deliberate attempt to historicise, with music playing an important 

part.  Ivanhoe is set after the Norman invasion, as Saxon knights work to rid 

the country of ‘the Norman yoke’, and to reconcile the changed loyalties 

                                            

71 Walter Scott, Ivanhoe (T. Nelson & Sons, 1819). 
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arising from war in Palestine; the text explores notions of ‘Englishness’, with 

Judaism placed as an exotic ‘other’.72  The minstrels acting within the plot are 

generally respected and revered, and Ivanhoe’s characters are conscious that 

they will record their actions for posterity.  De Bracy, Rowena, and Athelstane 

all discuss this (Chapters 23 and 27), and it is a ‘wandering minstrel’ who 

informs the Black Knight he has won his jousting tournament (180-1).  In 

Chapter 28, the Jewess Rebecca’s beauty is described as something ‘which a 

minstrel would have compared to the evening star darting its rays through a 

bower of jessamine’ (321).  These references evoke the typical romantic image 

of minstrels and the latter example portrays their poetic abilities.  Other 

examples attest to the musical aspects of the role.  The minstrel in Chapter 43 

seemed ‘of no vulgar rank’ as he carried a harp and tuning key to denote his 

status.  He suggests how the events of Ivanhoe could form the basis for a 

ballad song, saying ‘it is a wondrous tale, and fit to be put in metre to the 

ancient tune, “Sorrow came to the old Friar”’ (537).  Two chapters earlier, Scott 

describes King Richard as having ‘the brilliant but useless character of a knight 

of romance’:  

his reign was like the course of a brilliant and rapid meteor . . . his 

feats of chivalry furnishing themes for bards and minstrels. (508)   

The King later calls Athelstane’s tale ‘a romance’, although Althelstane rejects 

the idea (520).  The idea of a tale within a tale is common to the romance 

genre, and Scott uses this to link minstrelsy, chivalry, and the new literary 

genre he is working to establish.  He equates his own novel with minstrelsy to 

underline his credibility as author, and this supports my argument that 

minstrelsy personified romantic creativity in such early publications. 

Jesters are alluded to in Waverley, but there is a Jester character in 

Ivanhoe through whom the associations with minstrelsy are more fully 

developed than in the earlier novel.  His role in the story is transformed 

through music.  The tale begins with Locksley – later revealed to be Robin 

                                            

72 Judith Wilt, ‘Ivanhoe,’ The Encyclopedia of the Novel, ed. Paul Schellinger 
(London & Chicago: Fitzroy Dearborn, 1998), 628.  A full summary of the plot 
is given in this article. 
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Hood – who wins a bugle at the archery tournament in Chapter 13.73   

Locksley’s bugle is linked to uncharacteristic boldness in Chapter 15, strength 

in battle in Chapter 30, and in Chapter 29 it is said that he cannot be mistaken 

for an outlaw because of the bugle he carries.  Locksley offers his bugle to the 

Black Knight in Chapter 32, symbolising a transfer of power, and Wamba the 

Jester bargains for the horn in Chapter 40, saying that ‘Folly should bear the 

horn, because she can blow the best’ (495).  When Wamba and the Knight are 

attacked, the Jester sounds the horn to raise the alarm and summon rescue by 

Locksley’s followers.  After this, Wamba is described as a ‘sage’ (507), his 

quick-thinking musicianship having changed his reputation.  In the final 

chapter he is ‘decorated with a new cap and a most gorgeous set of silver 

bells’ (555), recalling the travelling monk at the start of the romance who 

carried silver bells on his donkey – again denoting his position.  This would 

have appealed to those among Scott’s readers who enjoyed musical as well as 

literary entertainments, who could identify with an imaginary musician figure.74  

From this figure the status and benefits of musical skill are evident. 

Wamba’s talents lie in instrumental musicianship, but other characters 

continue to explore romantic lyricism through their performance of ballads.  

Ivanhoe’s first paragraph mentions the ‘deeds [which] have been rendered so 

popular in English song’ (1), and singing is arguably the most important 

musical activity in Ivanhoe.  The texts of the songs, all poems by Scott, are 

written out in full, and the reader can imagine them set to music.  The Black 

Knight and the Jester become ‘whimsical’ and jokey in Chapter 40 (489-92) 

when they accompany their travels with the virelai ‘Anna-Marie, love, up is the 

sun’ and the comic song, ‘There came three merry men from south, west, and 

north’.  While the first combines images of musicianship, love and nature, the 

second is a narrative concerning a singing knight.  Scott refers to both songs 

as carols (491), and their musical qualities remind me of those considered 

typical by ballad scholars like Hodgart, Bronson, and Porter et al.  The 

characters are described at length, the Knight ‘humming to himself the lay of 

some enamoured troubadour’, and the Jester enjoying his happy memories of 

                                            

73 Robin Hood already had associations with balladry by this point.  Hodgart, 
The Ballads, 132-3. 
74 Phyllis Weliver, The Musical Crowd in English Fiction, 1840-1910: Class, 
Culture and Nation (Basingstoke: Palgrave Macmillan, 2006) 28-9. 
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singing the virelai with Gurth on a previous occasion.  There is a clear sense of 

romanticism as he recalls ‘being so entranced by the melody, that we lay in 

bed two hours after sunrise, singing the ditty betwixt sleeping and waking – 

my bones ache at thinking of the tune ever since’ (491).  With modern eyes it is 

tempting to read these lines for homosexual undertones, but it is really the 

function of ballad singing for socialisation and entertainment that is important 

for romantic minstrelsy.  The scene displays the continued comic behaviour of 

the jester, the pair acting like itinerant musicians of the medieval imaginary. 

One scene particularly explores the role of ballad singing in an indoor 

social setting, which links to romantic images of minstrelsy.  In Chapter 17, the 

Black Knight has arrived at a Hermit’s cell in the woods and, triumphant after 

his success in the lists, he decides to perform ‘The Crusader’s Return’, a five-

verse account of chivalrous deeds in Palestine followed by the reward of love 

on return.  Chivalry relates to minstrelsy because the minstrels are thought to 

have performed to knights and typically sung about them.  The scene is 

anticipated towards the close of Chapter 16, as the Hermit cries ‘let us drink, 

sing, and be merry’, and directs the Knight to ‘come, [and] fill a flagon’: 

for it will crave some time to tune the harp; and nought pitches the 

voice and sharpens the ear like a cup of wine.  For my part, I love to 

feel the grape at my very finger-ends before they make the harp-

strings tinkle. (194) 

Before the performance can start, the Hermit mocks the Knight’s drunken 

attempts to tune and restore the harp after the damage done previously by 

‘the northern minstrel’ Allan-a-dale (195).  The Hermit listens attentively to 

Black Knight’s effective performance, responding with his own comic rendition 

of ‘The Barefooted Friar’, a seven-verse song that the Knight dismisses as 

‘uncanonical pastimes’ (199).  Performed to ‘a sort-of derry-down chorus’, the 

song is linked by a footnote to ancient Druidic traditions such as gathering 

mistletoe (198) to signal antiquity.  The scene is taken up again in Chapter 20, 

when the drunken pair sing ‘Come, trowl the brown bowl to me, bully boy’, in 

which a ‘knave’ is seen drinking (222).  The shocked reactions of characters 

such as Cedric, Locksley (223) and Althelstane (528) to the music places the 
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alcohol-fuelled revelry in opposition to the more sober music which Wamba the 

Jester had expected to hear.75  But there is a clear association between 

minstrelsy and the drinking songs performed by these characters, not least the 

use of a harp, which is incongruous within a hermit’s cell but nevertheless a 

prevalent motif throughout romantic literature.76 

Looking more deeply at the drinking scene shows how a ballad 

performance is enacted for the reader, giving the act of minstrelsy an 

immediacy and showing how it is received.  Scott gives technical descriptions 

of the ballad literature to create a sense of history.  Once the harp is tuned, the 

Hermit asks for a ballad, as ‘downright English alone shall be sung in this cell’ 

(192).  The Knight had offered him a choice of ‘sirvente’, ballad, or virelai, and 

a choice of languages.  Scott’s footnote (563) on ‘Minstrelsy’ explains how the 

Knight was proficient with the minstrel songs – called ‘Lays’ – of Norman 

France and the troubadour songs – called ‘Sirventes’ – of Teutonic France, 

though ‘It is less likely that he should have been able to compose or sing an 

English ballad’.  This the Knight does, offering a performance of ‘The 

Crusader’s Return’, in which the featured knight returns triumphantly from 

battle, ‘And thus, beneath his lady’s bower,/He sung, as fell the twilight hour’ 

(196).  The song describes how minstrels would sing of the knight winning 

battles for his lady, adding a layer of romanticism to this parallel fictional 

scene (197).  The performance ‘might have been termed very respectable by 

abler judges than the hermit’, one that was effective because the performer’s 

training and sensitivity to ‘Art’ overcame his ‘natural deficiencies’: 

. . . the knight threw into the notes now a degree of spirit, and now of 

plaintive enthusiasm, which gave force and energy to the verses which 

he sung. (196) 

Scott describes the Hermit’s reaction as listener, saying that he ‘demeaned 

himself much like a first-rate critic of the present day at a new opera’ (197-8): 

                                            

75 Locksley asks ‘what devil’s matins’ they are performing (223).  
76 Celeste Langan, ‘Scotch Drink and Irish Harps: Mediations of the National 
Air,’ in The Figure of Music in Nineteenth-Century British Poetry, ed. Phyllis 
Weliver (Aldershot and Burlington, VT.: Ashgate, 2005), 25-49. 
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He reclined back upon his seat, with his eyes half shut; now, folding 

his hands and twisting his thumbs, he seemed absorbed in attention, 

and anon, balancing his expanded palms, he gently flourished them in 

time to the music.  At one or two favourite cadences, he threw in a 

little assistance of his own, where the knight’s voice seemed unable to 

carry the air so high as his worshipful taste approved.  When the song 

was ended, the anchorite emphatically declared it a good one, and well 

sung. 

The scene sets the ballad into social context, suggesting the importance of 

audience participation in vocal performance.77  The reader is brought directly 

to the moment where characters perform historical material associated with 

minstrelsy.  The humorous reference to opera may reflect the reductions of 

opera arias often published alongside ballads in the early nineteenth century, 

bringing theatrical compositions into the home.  Perhaps Hermit and Black 

Knight model the way Scott’s readers could have incorporated new song 

collections into their drawing room entertainment.  This draws the notion of 

minstrelsy from its peripatetic origins and into the fixed setting of bourgeois 

domesticity.78 

Scott’s description of the drinking scene’s musical material, such as the 

mention of medieval ‘Lays’, shows an attempt – at least within his fictional 

world – to locate the ballad historically and geographically; his authorial voice 

is similarly employed elsewhere in the text.  This links Scott firmly with 

contemporary ballad collectors as, with his didactic tone, he sounds more like 

a scholar than an author of fiction.  The Jester’s bugle horn, linked with 

                                            

77 Although writing about realism, Alison Byerly’s point can be applied to ballad 
performances in the romance: ‘A novel that evokes artifacts, then, is able to 
create a multilayered social world by showing different characters’ 
participation in aesthetic judgement.’  See her Realism, Representation and the 
Arts in Nineteenth-Century Literature (Cambridge: Cambridge University Press, 
1997), 8. 
78 Derek Scott, The Singing Bourgeois: Songs of the Victorian Drawing Room 
and Parlour (Milton Keynes & Philadelphia PA.: Open University Press, 1989).  
Scott surveys the domestic song repertoire of the nineteenth century and its 
social context.  Scott writes, ‘Victorian domestic music was class based and 
reinforced bourgeois ideology’ (p. xiii).  As the knight sings about a knight 
more chivalrous than himself, this suggests that such singing could have been 
aspirational and intended to uphold moral values. 
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bravery and survival (Chapters 32, 33) is contextualised with the author’s 

footnote (381): 

The notes upon the bugle were anciently called mots, and are 

distinguished in the old treatises on hunting, not by musical 

characters, but by written words. 

Scott’s authoritarian stance is turned towards other minstrels and their 

instruments.  The crowd at the Castle of Coningsburgh includes (514): 

. . . wandering palmers, hedge-priests, Saxon minstrels, and Welsh 

bards, [who] were muttering prayers, and extracting mistuned dirges 

from their harps, crowds, and rotes. 

A footnote adds that (514): 

The crowth, or crowd, was a species of violin.  The rote a sort of guitar, 

or rather hurdy-gurdy, the strings of which were managed by a wheel, 

from which the instrument took its name. 

Scott creates a sense of distance with these obscure instruments, building an 

antiquarian atmosphere and setting as he describes minstrels who play as well 

as sing.  This builds upon his exploration of song editorship in Waverley, and 

clarifies his stance as writer.79 

The combined notion of cultural distance and ethnographic authority 

implicit within the last three quotations is similar in stance to that of early 

ballad editors who purported to collect primitive songs from a cultural ‘other’.  

Matthew Gelbart writes persuasively about this, and one must take care not to 

view Scott’s work anachronistically .80  However, Scott uses the idea of cultural 

difference in music to drive Ivanhoe’s plot.  The challenging knights at the 

jousting tournament are accompanied by ‘Saracenic’ music that was ‘of Eastern 

origin, having been brought from the Holy Land; and the mixture of the 

                                            

79 ‘Walter Scott writes in an array of genres whose diversity is only less striking 
than the precision with which he assumes the voice of ballad-singer, dramatist, 
antiquarian editor, minstrel, historian, reviewer, folklorist, lyric poet, 
romancer, and historical novelist.’  Gamer, Romanticism and the Gothic, 33. 
80 Gelbart, The Invention of “Folk Music” and “Art Music”, 111-52. 
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cymbals and bells seemed to bid welcome at once, and defiance, to the knights 

as they advanced’ (94-5).  As the story concludes, the Grand Master signals for 

his men to leave and ‘Their trumpets sounded a wild march, of Oriental 

character, which formed the usual signal for the Templars to advance’, after 

which the victorious King Richard opined that the Templars were not ‘trusty’ 

(555).  While the victors also use trumpets, oriental music accompanies the 

losers, carrying many implications for post-colonial scholars.81  This pertains to 

the association of balladry with cultural division in the novel, such as when the 

Captain says in Chapter 33 that ‘the new French graces and Tra-li-ras, disturb 

the ancient English bugle notes’, making the music unmanly and unfit to 

demonstrate the player’s skill (391).  The opposition in musical style is a 

microcosm of the political conflict, captured before battle in the Jester’s verse 

(305-6): 

On English neck a Norman yoke; 

Norman spoon in English dish, 

And England ruled as Normans wish; 

Blithe world to England never will be more, 

Till England’s rid of all the four. 

Ballads are related to identity, be it cultural, racial, or national, and this is 

evident in the contemporary song literature as well as in the novel. 

Before turning to these songs, there is a further aspect of romantic 

minstrelsy to explore, one that complicates its image interestingly.  Scott’s 

idea of the Castle of Coningsburgh minstrels who were ‘muttering’ and 

‘extracting mistuned dirges from their harps, crowds, and rotes’ (514) does 

not appear to support the idea of minstrel as a representative of chivalry and 

musical inspiration.  Instead these minstrels sound uninspiring, as if part of an 

extraneous underclass rather than revered artistic craftsmen.  This is partly for 

plot reasons, because they help to create an atmosphere of lament to 

accompany events inside the Castle.  But other aspects of minstrelsy are 

portrayed negatively in Ivanhoe.  In Chapter 33, the Priest says to the Outlaw, 
                                            

81 Edward Said, for example, has discussed the attempted subjugation of 
Eastern nations by cultural production in the Western world.  Edward W. Said, 
Orientalism (London: Routledge & Kegan Paul, 1978); Edward W. Said, Culture 
and Imperialism (London: Chatto & Windus, 1993). 
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‘Here is a profane and drunken minstrel called Allan-a-dale . . . who has 

menaced me . . .’ (389).  This is the same minstrel who had interfered with the 

Hermit’s harp.  Two chapters later, the Grand Master says the Brethren’s ears 

‘are at the command of idle minstrels’ although they cannot ‘halloo to a 

hunting horn’ (422).  In Chapter 32 the Saxon characters talk of hiring a piper 

to scare a fierce dog they encounter, and in connection with a priest’s broken 

jaw.  The Priest says to the Black Knight, ‘I had mumbled but a lame mass and 

thou hadst broken my jaw, for the piper plays ill that wants the nether chops’ 

(387).  The same priest had wished for a ballad written by Allan-a-dale to make 

light of Isaac’s captivity (383).  Do these characters detract from Scott’s image 

of minstrelsy? 

These are isolated examples, but the witch Ulrica is a ballad singer 

whose unsavoury character is more fully developed.  Her rampage begins in 

Chapter 30, as she sets fire to the castle and shouts and laughs at the doomed 

Front-de-Boeuf.  By the start of Chapter 31 she is ‘yelling forth a war-song, 

such as was of yore raised on the field of battle by the scalds of the yet 

heathen Saxons’ (369).  This has four verses containing images of hell and 

destruction, and is still quoted in modern contexts including the website of the 

English Defence Association, where its purpose is nationalistic.82  Ulrica’s music 

serves to distance her from the text’s more heroic characters, Scott’s footnote 

saying that her Death Song imitates ‘the antique poetry of the Scalds – the 

minstrels of the old Scandinavians’, and ‘returns to the wild strains which 

animated her forefathers during the time of Paganism and untamed ferocity’ 

(570).  Rebecca acts as foil, expressing dislike at the glorification of war 

through minstrel songs, and finding no glory in becoming ‘the hero of those 

ballads which vagabond minstrels sing to drunken chords over their evening 

ale’; she favours instead ‘domestic love, kindly affection, peace and happiness’ 

(342).  With this statement perhaps the drunken actions of the Hermit and 

Black Knight, and the evil deeds of Ulrica, are redeemed.  The witch may be the 

antithesis of the Victorian domestic heroine, and the Jewess Rebecca her 

epitome, but once again the ethnographic treatment of ballads and the notion 

of minstrelsy is involved.  This darker aspect of minstrelsy complicates our 

                                            

82 Since I viewed the site in May 2011 an advertisement has been attached so 
that you cannot see the song text displayed.  A google search for ‘Whet the 
bright steel’ still brings up the English Defence Association website. 
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grasp of the romantic inspiration portrayed but, as shown by the prevalence of 

ballads with supernatural themes, it is one that cannot be ignored.83  Perhaps 

the contrast it provides strengthens our perception of heroic minstrelsy, just 

as the opposition of contrasting characters forms an effective plot device. 

1.3.3 Minstrelsy in Scott’s Romance Fiction 

In Waverley, Scott’s new development of the romance genre is linked to 

creative imagination and the literary tradition – the context in which minstrelsy 

is explored as a vehicle and metaphor for imagination and tradition.  Scott’s 

characters perform as minstrels: he mentions jester figures and alludes to their 

comic role.  Davie Gellatley acts as jester and musician, demonstrating contact 

with oral traditions, and Rose Bradwardine performs indoors which relates 

minstrelsy to the culture of the drawing room.  Both characters influence 

Edward Waverley, often a listener and judge in the scenes; he switches political 

affiliation and enters a marriage that personifies the British Act of Union.  Scott 

dedicates a chapter to ‘Highland Minstrelsy’ where he treats issues of 

translation and audience as well as metaphorically exploring song production, 

collection, and distribution.  Scott fictionalises the romantic discourse 

investigated by this thesis, providing a model of domestic consumption that 

demonstrates the intersection of fiction and music.  Throughout Waverley, 

Scott explores the importance and meaning of poetry and he cites a plethora 

of ballads, alluding to a discourse of balladry and referring to the eclecticism 

of contemporary song collections.  Almost anticipating ‘new lyric’ studies, he 

shows how music is important in bringing the poetry alive.  His quasi-

ethnographic tone helps to create an image of Scottish folk music as a source 

for the printed song collections of the time. 

In Ivanhoe, Scott also equates minstrelsy to romantic creativity, this time 

in a chivalric setting.  This romance parallels Waverley in that Scott again 

likens jesters to minstrels.  The performance of ballads in the open air in 

Ivanhoe relates to medieval itinerant performance.  The performance of 

drinking ballads indoors refers to the emergent domestic song repertoire, and 

                                            

83 Scott made brief reference to a ‘Night-Hag’ in the ballad ‘St Swithin’s Chair’ 
in Waverley (p. 125), but see my Chapter 2 for the intersection of his most 
significant witch figure with music. 
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shows how performers might identify with the characters they sing of.  Also, 

audiences are able to enjoy songs for entertainment rather than didactic 

purposes.  Not all of the song topics are chivalrous but they relate to tropes of 

romanticism.  As with Waverley, Scott creates defined political identities 

through music, and this aids his treatment of national conflict in the romance.  

Scott’s darker treatment of minstrelsy in Ivanhoe links to the mysterious 

aspects of romanticism, including the supernatural.  This does not detract 

from but emphasises by contrast the chivalrous aspect of minstrelsy portrayed 

elsewhere in his fiction.  Song transmission is integral to Scott’s milieu, and 

contemporary song culture will now be explored.   Scott emphasised his 

editorial authority in both of the romance novels, and my next section will 

show how this paid off in terms of the effect his fiction had on the 

contemporary song repertoire. 

1.4 The Minstrel in Early Nineteenth-Century Songs 

While the characters of romance fiction acted as minstrels, so too did 

the consumers of print culture.  Both performed ballads within a romantic 

context, and the real and fictional performers could be modelled on each 

other; authors may have drawn their musical characters from life, and readers 

could learn from the musical behaviour described in romances.  Scott seems to 

promote musicianship in his novels, and this could have served to advertise his 

earlier song collections.  But the commercially-persuasive image of the minstrel 

in fiction also connected with the repertoire of printed songs in other ways.  I 

refer to the inspiration Scott took from folk song collections available to him at 

the time he was writing, and also the sheet music written in response to his 

fiction and reputation as author.  For this reason I divide my study of the sheet 

music into two groups, treating those songs published after the novels 

separately to those published before.  A great deal of sung repertoire from the 

period treats the themes of minstrelsy and chivalry, providing direct links to 

Scott’s romances, whilst other songs are reminiscent of particular scenes 

created by the author.  While the general practice of balladry in romantic 

culture relates to the fictional ballads of Scott’s works, the use of minstrelsy as 

song theme has specific relevance.  Two of the later songs even respond 

directly to the scenario of a musical knight in ‘The Crusader’s Return’ from 

Ivanhoe (196-7).  Occasionally the figure of minstrel appeared on a songbook 
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cover where it advertised the song collection and attracted the consumer’s 

purchase.  I show how an image of the minstrel, whose associated identity was 

negotiated in fiction and other printed literature, endorsed the sale and 

performance of sheet songs for the burgeoning music trade.  I set this trade 

into the context of technological and legislative developments within the 

industry to show how the ideas were disseminated.  Scott’s fiction and song 

performance were firmly interlinked in cultural discourse through the figure of 

minstrel. 

1.4.1 Commercial Minstrelsy and Musicianship 

This section will explain the material and commercial background of the 

songs.  The song repertoire from the early nineteenth century is preserved and 

survives in bound volumes of music, usually grouped by date or genre, such as 

at the British Library in London.  These collect together songs on a variety of 

themes with other music including piano variations and reductions of opera 

arias; pieces sold separately at the time.  A survey of the song covers provides 

a view of the music business, showing how songs were marketed, and 

suggesting that their target audience was wide.  Commercial awareness is 

evident across the period, and several publications have covers referring to 

intellectual copyright.  One example is Domenico Corri’s setting of Mr Cherry’s 

words, ‘The Glad Trumpet Sounds a Victory’, issued by Bland and Weller’s 

Music Warehouse of London in 1805.  The cover offers the following warning: 

Caution: The Trade & Public are Respectfully informed, there are a 

number of Pirated Copy’s of this Song, in Circulation.  We beg leave to 

inform them, This is the Original, & only Corrected Copy all other’s 

being Imperfect.84   

A similar notice appears on John Barnett’s ‘The Light Guitar, the Celebrated 

Serenade’, published by Mayhew & Co. of London in 1830.85  Their publication 

offers ‘Caution to the Musical World’, advising people not to buy ‘Spurious and 

Close Imitations’.  This suggests a consistent concern with copyright 

                                            

84 Domenico Corri, ‘The Glad Trumpet Sounds a Victory’ (London: Bland & 
Weller’s Music Warehouse, c. 1805). GB Lbl H.3691.e.(8.). 
85 John Barnett, ‘The Light Guitar, the Celebrated Serenade,’ 4th edn. (London: 
Mayhew & Co., c. 1830). GB Lbl H.1980.o.(3.). 
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throughout the era, and shows how publishers strove to protect their interests 

even though legislation gradually became more supportive.  The case of Bach 

vs. Longman had ensured the 1710 Copyright Act applied to music equally 

with literary works, and this was extended to include Ireland in the new Act of 

1801; an 1814 Act extended copyright to at least twenty-eight years from 

publication or to the author’s death.86  The allusions to copyright and piracy 

show these songs were produced to compete for sale in the nineteenth-century 

marketplace.  An idea of musical distribution can be gleaned from ‘Draw the 

Sword, Scotland’, which was ‘Printed by Goulding & D’Almaine 20 Soho Square 

[London] & to be had at all music sellers in the United Kingdom’.87  Similarly, 

but on a smaller scale, F. Rhames of Dublin advertised ‘other favourite 

compositions of Dr Stevenson’s’ on their 1802 publication, ‘Bards of the Days 

of Old’.88  Prices vary according to complexity of the music, but the average 

song was sold for 1-2 shillings.  The songs were widely available and became 

increasingly affordable to the growing middle class as wages increased.89 

Copyright and distribution, though, were just part of a publisher’s 

armoury used to protect and extend their commercial interests; firms also 

advertised their wares and drew on the idea of celebrity to support a rich 

musical culture.  Mayhew & Co. on the above title page describe themselves as 

‘Music Sellers to the Royal Family’, and give their range of titles and price list.  

Royal association helps to endorse many publications, but one example 

constitutes an especially strong advertisement.  A set of Bagatelles for up to 

three voices with pianoforte by Reginald Spofforth is marketed as ‘The Newest  
                                            

86 John Small, ‘The Development of Musical Copyright,’ in The Music Trade in 
Georgian England, ed. Michael Kassler (Farnham & Burlington, VT.: Ashgate, 
2011), 378-9.   
87 G. H. Rodwell, ‘Draw the Sword Scotland’ (London: Goulding & D’Almaine, c. 
1830). GB Lbl H.1980.o.(11).   
88 Sir John Stevenson, ‘Bards of the Days of Old’ (Dublin: F. Rhames, 1802). GB 
Lbl G.352.(40.). 
89 While suggesting that the figures be ‘regarded cautiously’, P. K. O’Brien and 
S. L. Engerman trace a 0.9 per cent per annum rise in real wages between 1790 
and 1850, with a 1.5 per cent per annum rise in the latter fifty years.  P. K. 
O’Brien & S. L. Engerman, ‘Changes in Income and its Distribution during the 
Industrial Revolution,’ in The Economic History of Britain since 1700, vol. 1: 
1700-1860, eds Roderick Floud & Donald McCloskey (Cambridge & New York: 
Cambridge University Press, 1981), 170.  The real weekly wages of fully 
employed men in Great Britain increased from 8s. 6d. in 1795 to 17s. in 1850.  
See ‘Wages,’ Encyclopaedia Britannica, vol. 23 (Chicago & London: William 
Benton, 1966), 275. 
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Figure 1.1: Reginald Spofforth, 'The Newest Christmas Box' (London: Longman 
& Broderip, 1797), cover. 
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Christmas Box’ by Longman and Broderip (Fig. 1.1), suggesting that the set of 

music represents a gift.  The firm claims to be musical supplier to ‘their 

Majesties’, and gives its London address: 

Where may be had the patent Piano Fortes and Barrel Organs with 

Harp, Drum & Triangle Stops, with a variety of Musical Instruments new 

and Second hand on reasonable terms.  NB.  A set of Canzonetts 

composed by the same Author.90 

This sounds typical of a music seller at the time, using their publications to 

advertise the other aspects of their business.91  References to successful public 

performances on covers also link the songs to practical musicianship and 

endorse them with authenticity.  ‘The Glad Trumpet’ was, ‘Sung by Mr Braham 

at the Theatre Royal Drury Lane in the Opera of “The Travellers”, or Music’s 

Fascination’, while ‘The Light Guitar’ was ‘Sung with the most enthusiastic 

applause by Madame Vestris in the Comic Drama of the Spanlette’.  Such 

references offer an informative window onto musical life at the time.  The 

locations mentioned on song covers include Windsor Castle, and both the 

Theatre Royal and the Bath Concerts and Oratorios in Drury Lane, whilst the 

performers include Mr Pyne and Master Barnett.92  These references to 

                                            

90 Reginald Spofforth, ‘The Newest Christmas Box’ (London: Longman & 
Broderip, 1797). GB Lbl G.352.(35.). 
91 Michael Kassler, ed., The Music Trade in Georgian England (Farnham & 
Burlington, VT.: Ashgate, 2011), xv. 
92 A detailed study of musical life in England at this time is beyond the scope of 
this chapter, but there is a wide literature on the subject: Christina Bashford 
and Leanne Langley, eds, Music and British Culture, 1785-1914: Essays in 
Honour of Cyril Ehrlich (Oxford: Oxford University Press, 2000); Christina 
Bashford, ‘Learning to Listen: Audiences for Chamber Music in Early-Victorian 
London,’ Journal of Victorian Culture 4 (1999): 25-51; Rachel Cowgill, ‘The 
London Apollonicon Recitals, 1817-32: A Case-Study in Bach, Mozart and 
Haydn Reception,’ Journal of the Royal Musical Association 123, no. 2 (1998): 
190-228; Rachel Cowgill, ‘Music in Georgian Britain – “The most musical spot 
for its size in the kingdom”: Music in Georgian Halifax,’ Early Music 28, no. 4 
(2000): 557; Cyril Erlich, The Music Profession in Britain since the Eighteenth 
Century: A Social History (Oxford: Clarendon, 1985); Meirion Hughes and 
Robert Stradling, The English Musical Renaissance, 1840-1940: Constructing a 
National Music. 2nd edn. (Manchester: Manchester University Press, 2001 
[1993]); Simon McVeigh, Concert Life in London from Mozart to Haydn 
(Cambridge: Cambridge University Press, 1993); Derek B. Scott, Sounds of the 
Metropolis: The Nineteenth-Century Popular Music Revolution in London, New 
York, Paris, and Vienna (Oxford: Oxford University Press, 2008); William 
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contemporary musical life situate the songs within their milieu and also show 

how notions of royalty, celebrity, and success encouraged the consumer to buy 

within a competitive marketplace.  Although the songs are about minstrelsy, 

their method of consumption differentiates them from the idea of 

ethnographic song collection portrayed in romance novels and aligns them 

more clearly with the world of the middle-class drawing room which the 

character Waverley was drawn away from. 

Understanding the material history of the songs is important because 

visual representations on the song covers relate to the use of minstrelsy as a 

topic.  The covers depict music-making, including scores and instruments, 

advertising the music sellers’ wares.  But there are also links to the fictional 

scenes of romantic minstrelsy when a performer is shown using instruments 

such as a harp and/or performing outside.  A figure in medieval dress adorns 

the cover of, ‘Oh! Listen to my song my love’, published in Philadelphia in 

1829.93  The scene is reminiscent of Shakespeare’s Romeo and Juliet, with a 

male lutenist playing to a maiden on the balcony above, against the backdrop 

of a plant and ornate wooden house.  The topic for the song is courtly love, as 

he begins ‘Listen to my song my love/’Twill not offend thine ear’, and sings of 

‘battles, love and fame/of love in distant clime’.  The literary associations of 

this picture, together with the chivalrous lyrics of the song, are reminiscent of 

the depictions of musician as minstrel in Scott’s fiction.  The images of 

musicians on British songs of the period are rendered more classically, but 

they also contain romantic motifs.  The cover of the glee, ‘Love, music and 

friendship’, shows a female harp player in an image bordered by a vine leaf 

(Fig. 1.2).94  She is topless, with a long flowing skirt, and long hair blowing in 

the wind, loosely holding the harp in her left hand and plucking it with her  

                                                                                                                                

Weber, Music and the Middle Class: the Social Structure of Concert Life in 
London, Paris and Vienna (London: Croom Helm, 1975); Susan Wollenberg and 
Simon McVeigh, eds, Concert Life in Eighteenth-Century Britain (Aldershot & 
Burlington, VT.: Ashgate, 2004); Gillien D’Arcy Wood, Romanticism and Music 
Culture in Britain, 1770-1840: Virtue and Virtuosity (Cambridge & New York: 
Cambridge University Press, 2010); Valerie Goertzen Woodring, ‘By Way of 
Introduction: Preluding by Eighteenth- and Early Nineteenth-Century Pianists,’ 
The Journal of Musicology 14, no. 3 (1996): 299-337.   
93 Tan Delta, pseud., ‘Come Listen to my Song my Love, a Serenade’ 
(Philadelphia: J. Edgar, 1829). GB Lbl H.1653.i.(4.). 
94 Anon., ‘Love, Music and Friendship, A Glee for Three Voices’ (London, c. 
1800). GB Lbl G.352.(48.). 
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Figure 1.2: Anon., 'Love, Music and Friendship' (London, 1800), cover. 
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right.  She sits on a low cliff overhanging the water, with an open scroll of 

music beside her.  A cherub at her feet picks an arrow from his quill, and two 

white doves on the cliff edge look up at the figures.  An inscription below says 

that music inspires love and strengthens friendship.  From the same period, 

the cover of Spofforth’s ‘Christmas Box’ has floral displays and ribbons, a 

triangle, and a theatrical mask, and shows an open score for pianoforte and 

two voices with lyrics from the first glee of the volume, ‘Oh rare harry, parry 

when . . . Lady Bird Lady Bird fly’ (Fig. 1.1).95  The cover also shows a horn, 

organ pipes, a harp, a piano, a flute, and a violin, along with some arrows in a 

sheath.  Corri’s ‘Glad Trumpet Sounds a Victory’ has similar motifs, showing a 

Cupid with wings, a trumpet, cloth and laurel wreath, and the title appearing in 

capitals on a banner going around the globe.96  The classical nature of the 

images lends authority to the covers, the doves and Cupid’s arrows associating 

musicianship with peace and love respectively.  Because of the association of 

music and creativity with minstrelsy in romantic culture, I suggest these 

images could have represented minstrels to romance authors and readers.  

The figure of minstrel was common in other aspects of print culture where the 

visual dimension played a part.97  As this chapter shows, the images link to the 

prevalence of minstrelsy as a topic in song lyrics and they show how the figure 

became a powerful marketing device. 

                                            

95 Spofforth, ‘The Newest Christmas Box.’ GB Lbl G.352.(35.). 
96 Corri, ‘The Glad Trumpet Sounds a Victory.’ Gb Lbl H.3691.e.(8.). 
97 The notion of the musical score as souvenir in the period is effectively 
introduced by James Davies, see J. Q. Davies, ‘Julia’s Gift: The Social Life of 
Scores, c. 1830,’ Journal of the Royal Musical Association 131, no. 2 (2006): 
287-309.  Often music featured alongside poetry and prose in these visually-
attractive gift annuals given to women from around 1830.  Two websites 
further explore annuals from this period, offering facsimiles of their pages, 
indexes to their contents, and biographies of their contributors.  See: 
Katherine D. Harris, Forget-Me-Not, A Hypertextual Archive of Ackermann's 
19th-Century Literary Annual, http://www.orgs.muohio.edu/anthologies/FMN/ 
(accessed May 14, 2012); and Harry E. Hootman, British Annuals and 
Giftbooks, http://www.britannuals.com/mes/mesp1-
2.php?siteID=britannuals&pageref=1 (accessed May 14, 2012).  The latter has 
records of eight images of minstrels and twenty-five examples of poetry and 
prose about minstrels, showing the prevalence of the figure at the time.  One 
example of minstrel poetry from a contemporary periodical is the tale of 
Cambria’s ‘Last Minstrel’, in which the figure’s imminent death threatens an 
end to ‘mountain minstrelsy’ and national political triumph.  See S. R. J., ‘The 
Last Minstrel,’ The Cambro-Britain 3, no. 28 (April, 1822): 380-1. 
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General trends about the production of songs on minstrelsy are 

important when demonstrating their intersection with fiction.  Songs exist in 

many versions.  A song is sometimes re-issued many years following its initial 

appearance, as can be seen from three published in London in 1874.98  ‘The 

Bee Proffers Honey but Bears a Sting’ by William Reeve and Charles Dibdin 

dates from 1806, ‘The voice of her I love’ by John Parry from 1812, and George 

Alexander Hodson’s, ‘Give me but my Arab Steed’ from 1830.99  This attests to 

the general popularity of the topic of minstrelsy, but the dates make any 

attribution of these songs to Walter Scott’s influence erroneous.  This is 

despite their discussions of chivalry, romance, and musicianship – with lyrics 

mentioning guitar, harp and trumpet respectively – in a manner reminiscent of 

the romance author.  Aside from instruments of the imagination, songs can be 

orchestrated in different ways when they appear in several versions.  Two 

contrasting arrangements of ‘Raise the Song and Strike the Harp’ exemplify 

this.  The first – with words attributed to Ossian – is ‘a glee for two trebles and 

a bass, with an accompaniment for two performers on one pianoforte’ 

composed by Matthew Cooke, whilst the second by Sir John Stevenson – with 

words by John Wilson Croker – is much shorter and simpler, with some 

homophony, but less imitation than the first version, and with simpler 

harmonic language.100  It is possible to see how respective publishers aimed at 

different types of ensemble.  The Cooke version is for a medium-sized group, 

and might have been quite difficult for inexpert performers to co-ordinate 

successfully.  There are also differences of provenance, which may account for 

variation.  Cooke’s version is dedicated to the Lady Viscountess Hampden, and 

records the song, ‘As Performed before his Royal Highness, The Prince of 

Wales, and the Members of the Harmonic Club at The Star and Garter Tavern, 

Pall Mall.’  Stevenson’s is dedicated to the ‘Noblemen and Gentlemen’ of The 

Charter Glee and Chorus of the Irish Harmonic Club.  This shows how songs 

                                            

98 See The Musical Bouquet (London: J. Bingley; W. Strange, 1874). GB Lbl 
H.2345. 
99 William Reeve, ‘The Bee Proffers Honey but bears a Sting’ (London, 1806), GB 
Lbl H.119.(1.); John Parry, ‘The Voice of Her I Love, A Ballad’ (London, 1812), 
GB Lbl G.797.(8.); and G. A. Hodson, ‘O Give me but my Arab Steed,’ 2nd edn. 
(London: S. Chappell, c. 1830), GB Lbl H.3690.xx.(22.). 
100 The first was Matthew Cooke, ‘Raise the Song and Strike the Harp’ (London, 
1800), GB Lbl G.808.g.(11.).  The second was Sir John Stevenson, ‘Raise the 
Song and Strike the Harp’ (Dublin: E. Rhames, 1803), GB Lbl G.352.(36.). 
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changed over time because of the way they were performed in different 

locations, meaning that romance authors and readers could have heard 

different versions of songs. 

Who performed the songs in the home, and how difficult were they?  In 

general, the printed sheet music is aimed at amateur performers; the glee, 

‘Love, Music and Friendship’, is even attributed to an unnamed ‘amateur’ 

composer.101  It is informative to trace musical trends across the repertoire, 

although I will not ignore unusual pieces.  Most of the songs are diatonic in 

harmony, and tend to be restricted to the simpler keys.  For example, Sir John 

Stevenson’s ‘Oh Stay Sweet Fair’ has a C major key signature, and begins with 

an eight-bar introduction using primary chords.102  The accompaniment for the 

first half of this piece is repeated without alteration for the second half.  Many 

of the songs have a strophic setting, and an exact repeat of the introduction 

can constitute an interlude between verses, or a coda.  ‘Love, Music, and 

Friendship’ has repeated sections of accompaniment with a key signature of G 

major, modulating to D major.  In general, most modulations in the songs 

move to the dominant or relative major, returning to the original tonic by the 

end.  Even with later examples, the key signatures rarely go beyond those of 

four sharps or three flats, and the time signatures range among common time, 

cut-common, simple duple or triple time, and sometimes 6/8.  The rhythms are 

usually regular, using even quavers or semiquavers, or occasionally dotted 

notes or triplets, against a regular pulse in the bass.  The harmonic figurations 

tend to comprise sustained chords or arpeggiations of broken chords.  In most 

cases the music becomes more complex where certain effects are required to 

illustrate the words.  The 1874 score for ‘Give me but my Arab Steed’ has a 

twenty-two-bar introduction with a complex chordal pattern in quavers marked 

Moderato con anima and ending with five repeated chords on the beat and a 

crotchet rest, the section possibly indicating an orientalist musical topic.103  

Word-painting is effective during song interludes, as with ‘The bee proffers 

honey’, when a bar of ornamentation divides the word ‘guitar’ and an 

                                            

101 Anon., ‘Love, Music and Friendship.’ GB Lbl G.352.(48.). 
102 Sir John Stevenson, ‘Oh Stay Sweet Fair!’ (Dublin: W. Power & Co.; London: 
Clementi & Co., 1802). GB Lbl G.352.(41.).   
103 Hodson, ‘O Give me but my Arab Steed.’ GB Lbl H.3690.xx.(22.). 



  1: ‘Raise the Song and Strike the Harp’ 

 85   

onomatopoeic part of the chorus.104  Here the greater technical difficulty 

provides musical representation, increasing the fun and interest in the song 

for listeners.  The majority of songs include performance directions in Italian 

to denote tempo or mood, suggesting that performers generally understood 

these terms. 

Regarding the difficulty of orchestration, there are exceptions to the 

norm of a single vocal line accompanied by harp or piano.  Charles Stokes’ 

song about musical pleasure is for piano with soprano, alto, tenor, and bass.105  

John Moorehead’s ‘Troubadour Ballad’ is scored for pianoforte or harp, flute 

and violin, also requiring ensemble co-ordination.106  François Hippolyte 

Barthélemon’s ‘Durandarte and Belerma’ song includes parts for ‘German flute’ 

and guitar.107  A few of the songs on minstrel themes are more significantly 

differentiated from the rest due to their harder scoring.  One example is the 

1800 version of ‘Raise the Song and Strike the Harp’ (Ex. 1.1).108  Although this 

has a C major key signature, it modulates not only to dominant but also to 

secondary dominant, and passes through F minor during the first statement of 

the lyrics ‘Of Chiefs we behold no more’ (bars 44-51).  There is chromaticism 

in the accompaniment for one of the instrumental interludes.  The use of three 

voices creates further interest as techniques of imitation and augmentation are 

employed.  Towards the end of the song, increased texture, homophony and 

the use of augmentation slows down the pace (bars 68-74).  This is more 

captivating than a strophic song because of the combination of orchestration 

and compositional technique.  Also complicated is the 1821 London version of 

the song, ‘The Minstrel’s Harp’ by John Clarke-Whitfield, set to Scott’s words 

from ‘The Lay of the Last Minstrel’ (Appendix 1).109  The song is in F major, and 

                                            

104 Reeve, ‘The Bee Proffers Honey but bears a Sting.’ GB Lbl H.119.(1.). 
105 Charles Stokes, ‘Lines on the Pleasures of Music, as a Social Recreation and 
Pastime’ (London: J. Alfred Novello, c. 1830). GB Lbl H.1601.kk.(30.). 
106 John Moorehead, ‘Would you Hear a Lover’s Ditty, Troubadour Ballad’ 
(London: Preston, c. 1795). GB Lbl H.2830.g.(14.). 
107 François-Hippolyte Barthélemon, ‘Durandarte and Belerma’ (London: 
Broderip and Wilkinson, c. 1801). GB Lbl G.799.(4.).  See Chapter 3 for my 
detailed discussion of the function of this song in Matthew Lewis’s The Monk 
(1796). 
108 Cooke, ‘Raise the Song and Strike the Harp.’ GB Lbl G.808.g.(11.). 
109 John Clarke-Whitfield, ‘The Minstrel’s Harp’ (London: Clementi & Co., 1821). 
GB Lbl H.3691.e.(6.). 



Figures of the Imagination 

 86 

 

 

Example 1.1: Matthew Cooke, 'Raise the Song and Strike the Harp' (London, 
1800), bars 8-12, 44-51, and 68-74. 
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starts with a seventeen-bar introduction with octaves in the left hand and 

triplet semiquavers in the right.  The recitative is accompanied by intermittent 

chords including tonic, dominant, sub-dominant and relative minor, plus G 

minor, while the lyrics describe old age, love (which comes with a major 

chord), and a ‘minstrel’s dream’.  The expression changes from dolce for ‘How 

could I name love’s very name’ to agitato at ‘Nor wake my harp to notes of 

flame!’.  In the air, marked Andante Grazioso and in common time in F major, 

the accompaniment for harp or piano becomes more varied in terms of 

dynamics and rhythm, including triplets, dotted quavers, and semiquavers, and 

there are also occasional trills.  This provides stimulating expression for the 

lyrics on courtly love with pastoral and chivalrous themes as per Scott’s 

trademark.  Although the complexity of these songs and their orchestration is 

linked to their genre, it does show that more difficult songs on the theme of 

minstrelsy can be found.  While the majority of songs did suit the amateur, 

performers of various abilities were catered for within publishers’ outputs and 

this enabled wide dissemination of the minstrelsy theme. 

1.4.2 Songs Published Before the Waverley Novels, including Moore’s 

Irish Melodies 

A study of the songs produced early in the century shows the figure of 

minstrel was prevalent in romantic culture before Scott’s romances were 

published.  In order to understand Scott’s possible influences, I examine the 

way songs by various composers treat minstrelsy and its related themes.  

Cooke’s glee, ‘Raise the Song and Strike the Harp’, has lyrics that mention the 

romantic instrument but, furthermore, they set out the role of the bard.  

According to the lyrics, this character is steeped in knowledge of ancient 

times, enabling them to create an evening’s entertainment: 

Let some grey Bard be near 

To tell the deeds of other times 

Of kings renowned 

Renowned in our land 

Of chiefs we behold no more. 
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Thus let the night pass away 

Until morning appear in our halls.110 

The Dublin version of the song renders the lyrics slightly differently, with a call 

for ‘Peace’ in the ‘fields of Erin’, and a chorus consisting of the repeated 

phrase, ‘Raise ye hundred bards the voice of joy’.111  Lacking the imitative 

treatment of the London version, the latter song is nevertheless quite varied in 

expression, and includes word-painting such as a D to C-sharp trill for 

‘thunder’ and a slower tempo for ‘Peace’.  This last example may have had a 

political function given that Ireland entered the United Kingdom at this time.  

Stevenson’s ‘Bard of the Days of Old’, from Dublin in 1802, also uses word-

painting for added interest on the minstrel theme.112  The lyrics for the middle 

of the song include the imagery of nature: there is a high note for ‘mountain’ 

and in the accompaniment the scalic passages ascend for the ‘Gale’ and 

descend for ‘drowns’, to create additional drama (Ex. 1.2).  The opening lyrics 

command, ‘Bards of the days of old assemble/Strike on the trembling harps’, 

and the song closes by talking about the way singing can evoke dreams and 

memories of varying emotions.  The three sections of the song are labelled 

Andante Maestoso, Lentando, and Largo espressivo respectively, with a hint of 

stretto at the start of each, and the texture includes imitation and homophony.  

The musical qualities of the songs allow them to embody the figure they 

respectfully describe and, from publishers working in Dublin and London, this 

brings the minstrel into cultural discourse. 

While some songs explore the function of minstrelsy, others underline 

the power of music in different social settings, and this could have been 

equally useful to Walter Scott.  James Hook’s ‘The Willow’ has a man singing to 

the willow tree about being scorned by the woman he loves: ‘I’m dead to all 

pleasure, my true love is gone’.113  A fragmentary accompaniment, known 

within lute technique as style brisé, is given with the first verse, ending with a 

fill and coda; the second and third verses are printed below the stave.  As with 

Scott’s chapter on minstrelsy in Waverley, the song combines music, mood,  

                                            

110 Cooke, ‘Raise the Song and Strike the Harp.’ GB Lbl G.808.g.(11.). 
111 Stevenson, ‘Raise the Song and Strike the Harp.’ GB Lbl G.352.(36.). 
112 Stevenson, ‘Bards of the Days of Old.’ GB Lbl G.352.(40.). 
113 James Hook, ‘The Willow, a Favorite Air’ (London: J. Dale, 1798). GB Lbl 
G.295.o.(3.). 
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Example 1.2: Sir John Stevenson, 'Bards of the Days of Old' (Dublin: F. Rhames, 
1802), bars 49-77. 
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and an outdoor setting, and it is possible the author could have known it.  Dale 

Publishers advertise ‘The Willow’ as a ‘favorite air’, adding that it was, ‘sung 

with unbounded applause at the Theatre Royal Drury Lane by Mrs Jordan and 

accompanied by herself on the lute’; the gender ambiguity would increase the 

poignancy and romantic intrigue of the song.  From the same publisher, ‘Oh 

Strike the Harp in Praise of my Love’ uses music to address the more positive 

side of relationships (Ex. 1.3).114  There is a three-voice vocal texture, with an 

antiphonal ending, and a harp or pianoforte accompaniment providing the 

dramatic introduction, interludes, and coda.  A fictional minstrel might sing 

this song, and the same is true of a three-voice glee looking at music’s social 

role and emotional benefit.  The lyrics of ‘Love, Music, and Friendship’, link 

music with harmony, divinity, and ‘Nectars rich wine’ (Fig. 1.2).115  The last 

verse even speaks of the contemporary musical repertoire: 

In Song Catch and Glee may we ever unite, 

With harmonic sounds fill the Ear with delight, 

In beautiful Airs bid adieu to all strife 

Love Music and friendship the beauties of life. 

If music was as central to social life as this glee suggests, it is not surprising 

that Scott worked the art thoroughly into his novels and drew on music for 

characterisation and settings.  So these songs show an exploration of the role 

of the poet and the social importance of music, both of which are part of the 

image of minstrelsy Scott describes. 

Songs about music and musicianship sometimes appear alongside those 

on related issues such as chivalry and nationalism, which also arise in the 

fiction.  One is ‘Young Lochinvar’ by Joseph Mazzinghi, a glee for three voices 

based on words from Walter Scott’s Marmion (Ex. 1.4).116  It dates from 1808 

and was printed in London and Dublin.  The chorus is, ‘So faithful in love and 

so dauntless in War/there never was Knight like the young Lochinvar’.  This 

anticipates the chivalrous aspects of Ivanhoe and shows Scott’s lyrics about 

chivalry had been set to music before he wrote and published his novels.  The  
                                            

114 Steven Storace, ‘O Strike the Harp in Praise of my Love’ (London: J. Dale, 
1798). GB Lbl G.352.(42.). 
115 Anon., ‘Love, Music and Friendship.’ GB Lbl G.352.(48.). 
116 Joseph Mazzinghi, ‘Young Lochinvar’ (London, 1808). GB Lbl G.808.g.(23.). 
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Example 1.3: Stephen Storace, 'O Strike the Harp in Praise of my Love' (London: 
J. Dale, 1798), bars 1-43, 82-103. 
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Example 1.4: Joseph Mazzinghi, 'Young Lochinvar' (London, 1808), bars 23-35. 
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song ‘Durandarte and Belerma’ also talks of a chivalrous knight and his love, 

with a piano or harp accompaniment composed by François Hippolyte 

Barthélemon, and it was published by Broderip and Wilkinson of London in 

1801.117  The instrumentation shows how the drawing room piano might have 

stood in for the romantic harp later featured in Waverley.  Other chivalrous 

songs, also published in London, include: ‘The Red Cross Knight’ by John Wall 

Callcott published in 1814; ‘O cold was the climate’, composed by John 

Monroe and published in 1815; and ‘There came to the Lady’s Gate a Knight’, 

composed by Henry George Nixon and published in 1825.118  The collection of 

songs shows how the theme of chivalry was prevalent during the period.  

Amusingly, a song about drinking also provides a link to the fiction: Charles 

Dibdin’s ‘A Union of Love and Wine’ is a glee for three voices about Bacchus 

and Venus, published in London in 1803.119  Love is a key part of chivalry, and 

the song’s theme is not dissimilar to that of the drinking scene later created in 

Ivanhoe!  Together, these songs support the notion of thematic congruence 

between music and literature at the time, and they relate to my discussion 

because they could have influenced the way Scott later portrays minstrelsy. 

Whilst there is a good chance that Scott encountered songs like those 

above, it is more certain he knew the ones published by his contemporary, 

Thomas Moore (1779-1852), because the pair met and corresponded.  For this 

reason I examine the work of Moore and the way his important collection of 

Irish Melodies relates to minstrelsy in fiction.  Moore was musically self-taught 

but began work on his selection of airs and folk melodies from 1802, first 

publishing them in 1807-8.120  The collection had been issued ten times by 

                                            

117 Barthélemon, ‘Durandarte and Belerma.’ GB Lbl G.799.(4.).  See the study of 
this firm by Jenny Nex, ‘Longman & Broderip,’ in The Music Trade in Georgian 
England, ed. Michael Kassler (Farnham & Burlington, VT.: Ashgate, 2011), 9-93; 
also the article on the firm’s successor by Michael Kassler, ‘Broderip & 
Wilkinson,’ in The Music Trade in Georgian England, 95-123. 
118 John Wall Callcott, ‘The Red Cross Knight’ (London: R. Birchall, 1814), GB Lbl 
C.738.y.(2.); Mazzinghi, ‘Young Lochinvar,’ GB Lbl G.808.g.(23.); Henry George 
Nixon, ‘There came to the Lady’s Gate a Knight’ (London, c. 1825), 
H.2830.g.(24.). 
119 Charles Dibdin, ‘The Union of Love and Wine’ (London, 1803). GB Lbl 
G.352.(20.). 
120 See ‘Moore, Thomas,’ in The Oxford Dictionary of Music, 2nd ed. rev., edited 
by Michael Kennedy. Oxford Music Online, 
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1834, the latter two versions being harmonised by Bishop.121  The letters 

exchanged between Scott and Moore attest to their friendship, and their 

respective journals show their admiration for each other’s poetic talents; their 

first meeting had been in about 1805, and they met several times in the 

1820s.122  Scott considered their differences, providing a fascinating backdrop 

to their publications: 

Moore having lived so much in the gay world, I in the country, and with 

people of business, and sometimes with politicians; Moore a scholar, I 

none; he a musician and artist, I without knowledge of a note; he a 

democrat, I an aristocrat – with many other points of difference; 

besides his being an Irishman, I a Scotchman, and both tolerably 

national.123 

Scott’s admission that he was neither musician nor scholar contradicts the 

authorial image presented in the Waverley novels.  But he drew attention to the 

similarity that made both men’s work successful: the celebration of British 

nationalism through regional folk identity.124  Minstrelsy played a part in this, 

as the collection includes four songs about harps, along with such titles as, 

‘Oh! Blame not the Bard’, ‘The Bard’s Legacy’, and ‘The Minstrel Boy’.  The 

latter has lyrics describing a minstrel boy going to war with his harp and 

singing to promote the freedom of the nation’s songs.125  It became famous 

among Moore’s repertoire.126  Moore’s interest in ballads extended beyond the 

                                                                                                                                

http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e6955 
(accessed May 22, 2012). 
121 ibid.  Moore collaborated with Bishop also on other songs such as Bishop’s 
‘My Heart and Lute’ (London: J. Power, 1825). GB Lbl H.1601.kk.(1.). 
122 Terence de Vere White, Tom Moore: The Irish Poet (London: Hamish 
Hamilton, 1977), 205-8. 
123 ibid., 207. 
124 Gelbart explains that ‘national music’ in the late eighteenth-century canon 
was still associated with folk music rather than with the idea of compositional 
genius that developed during the next century (pp. 191-2).  As Gelbart writes 
of the German theorist on folk music, ‘Herder insisted that individual character 
and universal validity could co-exist in the same music’ (p. 199).  See The 
Invention of “Folk Music” and “Art Music”. 
125 Thomas Moore, Irish Melodies, 12th edn. (London: J. Power, and Longman, 
Rees, Orme, Brown, and Green, 1834), 105. 
126 ‘Moore, Thomas,’ in Oxford Music Online (accessed May 22, 2012). 
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poetry to the tunes themselves127, as is evident from his 1807 letter to Sir John 

Stevenson on Ireland’s ‘National Music’, and his insistence in the Preface that 

Stevenson’s melodies remain attached to ‘the beautiful airs’.128  Scott’s novels 

do not include the melodies, leaving these to the readers’ imaginations, but 

Moore’s practice of adding footnotes about a song’s provenance is echoed by 

Scott.  Given the time at which Irish Melodies was produced, and Scott’s 

documented relationship with its editor, it is possible the Waverley novels were 

influenced by allusions to minstrelsy in these songs as well as others from 

early in the century. 

1.4.3 Songs Published After the Waverley Novels: The Cramer-Bayly 

Collaboration 

While the earlier songs explore the role and effect of a minstrel figure, 

the later ones allude to minstrelsy by name, and the topic seems to grow in 

popularity.  Coinciding with this, Scott’s novels enjoyed greatly increased 

popularity during the 1830s – their prices having been reduced in 1828 – and 

his verse works also entered the public domain at this time as a result of 

copyright changes and Scott’s death in 1832.129  The collaborations of John 

Baptist Cramer and Thomas Haynes Bayly may have been responses to Scott’s 

fiction because of the way they make the minstrel theme central.  Cramer 

(1771-1858) entered the music publishing business from 1805 and his firm of 

J. B. Cramer and Co. Ltd. was established in 1824, and still survives; he was 

also a composer, pianist and teacher whose work championed pianistic 

                                            

127 Francis Collinson muses on the dearth of tunes in the earliest editions of 
Scott’s Minstrelsy of the Scottish Border, despite his appreciation for Scottish 
folk music and his many contacts who would have had the musical ability to 
help.  Francis Collinson, The Traditional and National Music of Scotland 
(London, Henley & Boston: Routledge and Kegan Paul, 1966), 137-43.  Perhaps 
Scott’s ‘words-only’ policy was therefore an editorial intention. 
128 Moore, Irish Melodies, vii-viii, 259-62. 
129 William St. Clair, The Reading Nation in the Romantic Period (Cambridge: 
Cambridge University Press, 2004), 208-9, 220-1, 419.  The Waverley novels 
had been instantly successful from 1814, and their popularity lasted until the 
1870s.  St. Clair describes their distribution and the way their bibliographic 
‘monopoly’ changed reading habits, whilst imaginative fiction had been 
unpopular in libraries during the early 1800s (pp. 245, 254).  As St. Clair 
writes, ‘It is hard to believe that all the millions of Victorian readers who read 
Scott from childhood till old age were not mentally influenced.’ (p. 420). 
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technique in Europe.130  Significantly for my investigation, he contributed to an 

entire collection conceived around the minstrel figure.  He composed 

accompaniments for ‘The Lays of a Minstrel’, which was published by his firm 

in 1830, with the poetry by Bayly.131  The edition is dedicated to his aunt, Mrs 

Thomas of Ratton Park, and was sold for 12 shillings.  The lyrics are written 

out in full on separate pages as well as being given with the musical 

accompaniments for piano, which demonstrate a variety of compositional 

ideas.  Although the meters, keys, and rhythms of the songs are conventional, 

there is sometimes florid arpeggiation or syncopation, and a variety of moods 

including Andantino Affetuoso, Grazioso and, often, Molto espressione.  Of the 

twelve songs, many have lyrics about marriage and love, including the women 

left behind by soldiers and sailors away from home.  In Benedicite Daughter, 

the youth takes a lady from the nunnery in scenes reminiscent of the undoing 

of clerical vows in Matthew Lewis’s The Monk (see Chapter 3).  The theme of 

chivalry in ‘If I were a gay and courtly knight’ is effectively illustrated by 

musical features such as the duple time signature, the Con Spirito performance 

direction, and the dotted semiquavers and hemidemisemiquavers in the 

melody, all of which give a sense of galloping on a steed.  Clearly there is 

some continuity of theme and musical motif from songs written earlier in the 

century, even though the idea of minstrelsy more clearly frames this collection. 

But, as few of the songs refer directly to minstrelsy despite the volume’s 

title, this offers an even better insight into contemporary discourse.  If the 

figure of minstrel groups songs on various topics and sells the volume without 

being defined or explained, this suggests the notion was already well 

understood by audiences.  References to the minstrel in this collection are 

given knowingly, and in passing.  The lengthiest is in, ‘Oh! ‘Tis the Melody’.  

The song is in 2/4 time, with a lively twelve-bar introduction, and four-bar 

interludes between verses.  The music is in A major, with a regular semiquaver 

broken chord and alberti accompaniment and a disjunct melody.  In three 

verses, the speaker of the poem introduces the idea that music can evoke 

                                            

130 Simon McVeigh, et al. ‘Cramer,’ in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/44589pg2 
(accessed May 23, 2012). 
131 J. B. Cramer, ‘Lays of a Minstrel,’ vol. 1 (London: J. B. Cramer, 1830).  GB Lbl 
H.2101.  The London address for Callcott’s Publishers is also listed on the 
cover, suggesting some collaboration between the firms. 
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good and bad memories, then takes the reader to the beautiful glade ‘Where 

last I heard that lay’ with friends, and describes a female performing there, 

‘Smiling to hear the sound/Of her own voice and lute’.  It appears the narrator 

is male because he erotically describes the performer as ‘half ashamed’ and 

‘Blushing to look around/On list’ners so mute’.  He addresses the chorus to 

the female singer, describing the effect of her minstrelsy; the piano part plays 

high-pitched octaves with the word ‘sing’: 

Sing, then, oh! sing to me; 

How sweet each note appears! 

Oh! ‘tis the melody 

We heard in former years. 

This song makes musicianship a part of romantic enticement, an idea that also 

opens the next song, entitled ‘Adeline’.132  Following a ten-bar introduction in 

6/8 in F major, the narrator asks, 

Who is it sings so near Adeline’s bower, 

Disturbing her midnight devotion? 

Who is it asks her at such a late hour 

To wander with him by the ocean? 

Despite some chromaticism, the melody of this piece is more conjunct than the 

last, and there is a six-bar coda following the third verse.  There are parallels 

between the natural sites of performance in both these songs and in Waverley; 

also in the way secular singing disturbs religious contemplation in ‘Adeline’ as 

in Ivanhoe’s drinking scene.133  The final song of the collection, ‘Ah! Since you 

                                            

132 Adeline is a character in Ann Radcliffe’s The Romance of the Forest, which 
may have been a literary influence on Walter Scott. 
133 John Barnett’s ‘The Light Guitar’ [GB Lbl H.1980.o.(3.)] also appears to refer 
to the scene in Waverley’s chapter on ‘Highland Minstrelsy’, where Edward is 
led out from the party to hear Flora’s balladry in the glen.  The first verse has a 
monotonous melody for the lyrics, ‘Oh! leave the gay and festive scenes,/The 
halls, the halls of dazzling light,/And rove with me thro- forests 
green,/Beneath the silent night,’. In the chorus, the melody becomes more 
complex as the narrator promises to ‘sing the song of happier days/And strike 
the light Guitar’.  The second verse is more chivalrous, featuring knight, 
maiden, and steed.  The ballad songs and war music of Scott’s Waverley are 
also echoed in George Herbert Rodwell’s ‘Draw the sword, Scotland’ of 1830, 
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leave me!’, is also in 6/8, beginning with a thirteen-bar introduction in E major, 

and it is marked Moderato Assai.  The second verse of three shows the 

minstrel’s role in the parting of lovers, and the feeling of sadness is explored: 

When bliss abounded, 

By friends surrounded, 

My harp resounded, 

For ever gay: 

But vain the measure 

That spoke of pleasure; 

I now have leisure 

For sorrow’s lay. 

The minstrel appears to bring the couples together and mark their separation 

in the songs.  This reminds me of the way Cupid’s figure was depicted 

alongside the musicians featured on song covers, alluding to the minstrel’s 

power.  In this way, the collection may have been responding to those earlier 

songs and to notions of minstrelsy in general circulation.  But I suggest 

minstrels were already understood by audiences at this time, due in part to the 

fictional and editorial work of Walter Scott that set a precedent in defining the 

figure’s role in romantic culture. 

Outside the collection, Cramer and Bayly’s work can be seen in other 

songs of the period that show a debt to Walter Scott’s treatment of minstrelsy.  

Cramer’s were not the only publishers to produce songs like these, and their 

work offers a snapshot of musical culture in the 1830s.134  Moreover, two of 

                                                                                                                                

which has clans gathering ‘over moor and mountain’; they prepare for war in 
the first verse and enjoy victory in the second. [GB Lbl H.1980.o.(11.)]  This is 
reminiscent of the politics of Waverley’s setting and dramatic plot, and could 
have been a response to this romance. 
134 Several songs produced elsewhere explore the themes discussed above: 
chivalry, love, musicianship, and the oriental/exotic, the combination of which 
form part of Walter Scott’s image of minstrelsy.  John Barnett, ‘The Light 
Guitar’ (London: Mayhew & Co., 1830), GB Lbl H.1980.o.(3.); Charles Sloman 
‘The Minstrel of Judah’ (London: Smith & Co., c. 1835), GB Lbl H.1601.kk.(18.); 
Charles Stokes’ ‘Lines on the Pleasure of Music, as a Social Recreation and 
Pastime’ was written for his friends the Novellos and published in London by J. 
Alfred Novello c. 1830, GB Lbl H.1601.kk.(30.).  Songs on these themes were 
equally common in America, where Scott’s fiction was just as popular in the 
1830s as in Britain.  See St. Clair, The Reading Nation, 388-9.  Examples of the 
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their songs treat the same scenario as ‘The Crusader’s Return’ in Chapter 17 

of Ivanhoe.  The first is Bayly’s ‘Welcome me Home’, published by J. B. Cramer, 

Addison and Beale in 1830.135  A version produced in Baltimore in the same 

year suggests Bayly wrote the music as well as the words.136  The song is 

‘Lively,’ with a diatonic accompaniment of regular quavers over crotchets in 

the bass, making it something a less able pianist could have handled.  In this 

way, it contrasts with Cramer’s more challenging accompaniments.  The 

introduction lasts for eight bars, with a semiquaver ascent to the tonic, E-flat.  

It opens, ‘Gaily the Troubadour Touch’d his Guitar,/When he was hastening 

home from the war’.  The troubadour’s calls for his ‘Ladye love’ to welcome 

him home in the first stanza are answered in the second as she anxiously 

awaits his return.  Both stanzas say that the character is ‘Singing’, and give 

some of their lyrics in quotation marks.  This makes singing the theme as well 

as the activity when the song is actually performed, strengthening its message.  

Another example, published by Cramer’s firm in 1835, is the ‘Knight 

Troubadour’s Song’, with music by Thomas Cooke and poetry by W. H. Bellamy 

(Fig. 1.3, Ex. 1.5).137  Like Ivanhoe, and the knight he sings of, the hero in this 

song undertakes chivalrous activities such as jousting, horse-riding, and 

fighting in order to win his lady, but he is also capable of musical 

performance.  He has ‘touched to a lady’s ear’ with his harp, and the final 

refrain asserts that, ‘the fairest dame, in the fairest land/Is the Troubadour’s 

Lady Love’.  Within the simple accompaniment, only the lines about the knight 

as harpist (bars 41-3) and his willingness to die in battle are musically 

highlighted with the incorporation of F-sharp into the melody.  Although this 

hints at the dominant, it adds drama and emphasises the two aspects of his  

                                                                                                                                

songs include: Tan Delta, pseud., ‘Come listen to my song my love’ 
(Philadelphia: J. Edgar, 1829), GB Lbl H.1653.i.(4.); Charles Edward Horn, ‘The 
Moorish Maid’ (New York: S. Ackerman & Co., c. 1830), GB Lbl H.1653.i.(6.) 
[also published in London c. 1830 by Cramer, Addison and Beale, GB Lbl 
H.1652.y.(31.), with lyrics by I. Augustine Wade]; John Barnett, ‘Knight of the 
Golden Crest’ with words by Harry Stoe Van Dyk (Philadelphia: John G. Klemm, 
c. 1830), GB Lbl H.1653.i.(1.). 
135 Thomas Haynes Bayly, ‘Welcome me Home, a Ballad’ (London: J. B. Cramer, 
Addison & Beale, c. 1830). GB Lbl H.1980.o.(18.). 
136 Thomas Haynes Bayly, ‘Gaily the Troubadour Touch’d his Guitar’ (Baltimore: 
John Cole, c. 1830). GB Lbl H.1653.i.(2.).  This version includes a third stanza, 
in which the troubadour and his lover are reunited.  
137 Thomas Cooke, ‘The Knight Troubadour’s Song’ (London: Cramer, Addison 
& Beale, 1835). GB Lbl H.2832.a.(20.). 
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Figure 1.3: Thomas Cooke, 'The Knight Troubadour's Song' (London: Cramer, 
Addison & Beale, 1835), cover. 
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Example 1.5: Thomas Cooke, 'The Knight Troubadour's Song' (London: Cramer, 
Addison & Beale, 1835), bars 1-17, 33-43. 
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character as described in the song’s title.  Apart from their specific 

recollections of the knight’s song in Ivanhoe, these publications are all 

influenced by the way Scott treated musicianship in his fiction as a component 

of chivalry and courtly love.138  This differentiates the songs published in the 

1830s from those produced earlier in the century, in which musicianship and 

knighthood were more distinct and not necessarily grouped under the idea of 

minstrelsy.  Self-conscious allusions to musicianship in the songs allowed them 

to work on a second level when a song was performed, heightening immediacy 

for the audience as certain fictional motifs they could have recognised were 

brought to life in song.  Musical performance in the drawing room itself had 

greater resonance in the light of fictional scenes where music appeared as a 

highlight.  Accessible to most performers, these songs sounded interesting 

and contemporary to audiences, and by the 1830s they would have been 

especially appealing to Walter Scott’s avid readers.  

1.4.4 Early Nineteenth-Century Songs and Walter Scott’s Fiction 

My overview of the song repertoire shows how technological and 

legislative changes, together with an increased interest in commercialisation, 

ensured songs were widely available to the public.  During the same period, 

Walter Scott’s fiction became more widely distributed and read.  The printed 

songs were part of Britain’s thriving musical scene, with performers being 

supplied by music sellers.  Their cover advertising alluded to the figure of 

musician, who could have represented the minstrel’s creativity especially 

where depicted in a medieval setting, or shown using scores or musical 

instruments.  The songs were popular as demonstrated by the fact they 

existed in many different editions from different locations, with variations in 

orchestration suggesting they were performed on several occasions.  The 

                                            

138 This chapter of my thesis sheds doubt on Elizabeth Fay’s idea that the 
chivalric knight and the troubadour represented two contrasting types of 
medieval romanticism, the former conservative and the latter radical.  She 
opens her book by discussing Scott’s Ivanhoe, and writes that ‘radical 
medievalism tends to be located in poetry rather than novels, and tends to be 
associated with the troubadour or bard rather than the chivalric knight’ (pp. 2-
3).  In section 1.4, I argue that both figures are combined in Scott’s fiction, not 
least in ‘The Crusader’s Return’ (Ivanhoe, 196-7), and the real songs written 
after it.  See Elizabeth Fay, Romantic Medievalism: History and the Romantic 
Literary Ideal (Basingstoke: Palgrave, 2002). 
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difficulty range of the songs meant they could be played by a range of 

performers – increasing their target audience – and their musical language was 

interesting enough to dramatise the words and provide entertainment for 

listeners.  Their accompaniments were generally more elaborate and lacking 

the modality associated with the traditional oral ballad, although sometimes 

they shared its narrative qualities when they were structured strophically. 

My study of the song themes shows that, although minstrelsy was of 

interest throughout the period, this was treated with less focus and a different 

character in the songs published before Scott’s fiction.  The early songs 

portrayed the role of the bard, and the bard’s ability to recount stories of 

ancient times to provide evening entertainment.  The bard’s craft was related 

to romantic instruments such as the harp, showing this figure was musical as 

well as poetic.  Other songs told of music’s power among friendships and love 

relationships, sometimes even alluding to their own place within a repertoire 

of ‘Song Catch and Glee’.  Any of these songs could have influenced Scott as 

well as songwriters working in the following decades, not least because of 

their wide availability.  Scott responded to general trends in romantic culture 

as well as specific influences; the biographical literature tells of the 

relationship between him and Thomas Moore, who referred to minstrelsy in his 

collection from 1807-8.  The songs’ themes would have been familiar to many 

of Scott’s readers, increasing their understanding and enjoyment of his 

portrayal of minstrelsy in fiction. 

Scott’s influence on the musical portrayal of minstrelsy after his 

romances was palpable and specific.  My investigation of songs by Cramer and 

Bayly is typical of the repertoire following the Waverley novels.  Their collection 

entitled ‘Lays of a Minstrel’ shows how the idea of minstrelsy was established 

and commonly understood in culture by 1830.  It means they were confident 

enough to market an album around the minstrel theme.  In common with other 

songwriters and publishers of the time, they combine the roles of troubadour 

and knight; these had been treated separately in the earlier song repertoire but 

were combined in Scott’s fictional song, ‘The Crusader’s Return’.  Cramer and 

Bayly’s songs absorb the ideas of chivalry, love, musicianship, and the exotic, 

which had also been dealt with separately in the earlier sheet music.  The 

fusion is significant, as Walter Scott had combined the ideas in his preceding 

fictional portrayal of minstrelsy.  Further evidence of his effect in this sphere is 
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provided by music set to his words, written in response to his work, or 

dedicated to him.139  All of this shows how the later songwriters were 

influenced by romance fiction and not merely by the earlier songs or by the 

general idea of minstrelsy in cultural discourse. 

1.5 Conclusion – Minstrelsy, Balladeering, & Romance 

Fiction 

Walter Scott in his romance novels created a minstrel figure that was 

hugely influential in British romantic culture.  As defined in Ivanhoe, this figure 

was talented in literature and music, a good entertainer, and someone who 

excelled at chivalry and creativity in the romantic arts.  The figure embodied 

and combined these traits enough to personify them.  Within the context of his 

influence as a best-selling novelist, Scott created a figure that was pervasive 

enough to change the way minstrelsy was portrayed, and to make the idea 

even more popular than before.  Working in Scott’s shadow, songwriters 

combined the roles of knight and troubadour into one single persona.  They 

produced songs that intertwined the notions of chivalry, love, musicianship, 

and the remote – echoing Scott’s fictional milieu – and thereby contrasting 

their output with the earlier musical repertoire.  It is easy to see how Scott 

clarified the minstrel’s identity, and how his ideas spread as music became 

more widely available and accessible. 

It is fitting that Scott’s influence was intertextual, as he had theorised 

the medium and distribution of songs in the first of the Waverley novels.  

Waverley made literature, including poetry and ballads, integral to the 

characters’ everyday lives, and it includes an array of ballad titles making it 

almost as eclectic as an actual collection of ballads.  Particularly in the chapter 

about ‘Highland Minstrelsy’, Scott considered the mutability of the ballad from 

creation, through collection, translation, publication, and performance.  His 

fictional treatment of his own role in this process is compelling as it emanates 

from a period when this role was not only crucial but still being negotiated.  

Through both novels, Scott showed how the site of music performance 

changed from outdoors to indoors as the folk song entered print circulation, 
                                            

139 The British Library catalogue shows 286 scores published before 1950 that 
mention the author. 
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this being integral to the romantic myth of orality that, ironically, was 

fetishised by song anthologies.140  Scott’s fiction shows performance was 

essential in bringing the poetry and message of the songs to life for an 

assembled audience, his portrayal of musicianship offering an ideal selling 

point for the ballad collections.  The negative portrayal of minstrelsy in 

Ivanhoe links to the supernatural face of romanticism seen in some of the 

songs available, and the political nature of Scott’s novels may pertain to the 

nationalistic purpose of some songs.  Both supernatural and nationalistic 

themes would have increased commercial appeal with a romantic artistic 

culture. 

It is advantageous to view my findings in relation to my opening 

research questions and in the light of my chosen theoretical frameworks.  At 

the start of the chapter, I asked how far the romance texts could support or 

change views of balladeering and minstrelsy, and I show that the evidence 

from fiction is fundamental in understanding the way these are portrayed in 

the nineteenth century.  I have both proved existing scholarship and gone 

further.  My evidence supports Yuri Cowan and Marysa Demoor’s point that 

Scott not only acted as author and editor, but saw the parallels of these roles, 

and defined them for the period.  I have proved this by looking at his fiction 

and showing the extent of its influence.  I agree with Maureen McLane’s view 

that authority was central to romantic publishing, not least because of my 

findings from Waverley that Scott aligned traditional song with the national 

literary canon.  My methodology of combining music and literary sources was 

therefore successful in supporting existing research but expanding our 

understanding of the period. 

I asked what part minstrels and ballads played in the novels and how 

this related to contemporary musical culture.  I have shown what kind of 

minstrel acted in these novels and what types of ballads they sang.  This was a 

minstrel who, as Matthew Gelbart suggested, conferred authority on the 

genesis of music, and I have found this essential to Scott’s minstrel figure.  My 

                                            

140 Cowan and Demoor conclude that, ‘This extremely uneasy tension between 
literature, song, and the material book was just one of the many paradoxes 
inherent in the nineteeth-century ballad anthologies.’  I argue that the figure of 
minstrel dispelled any such tension and instead formed an overarching cross-
media motif.  See Cowan and Demoor, ‘Scott’s Minstrelsy’, 61. 
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investigation shows how balladeering and minstrelsy relate to the themes and 

practice of domestic singing in the early nineteenth century, and helps us to 

understand how this repertoire functioned and sounded.  People could act as 

minstrels as well as singing about them, strengthening the message given 

when songs were performed to drawing room audiences.  This community, as 

conceived by Benedict Anderson, was created by their shared consumption of 

Scott’s creative output and they in turn could further disseminate his ideas and 

methods.  The minstrel firmly linked the romance novels and contemporary 

performance culture. 

This chapter shows how the minstrel is a crucial figure for artistic theme 

and medium in the romantic era, affecting music and literature.  Minstrelsy 

was a theme in Scott’s plots; he employed the figure to give his romances 

antiquarian appeal yet make them thoroughly contemporary for consumers.  

His use of minstrels as characters helped to create remote and historical 

settings crucial for the genre he established, and his romances enjoyed 

widespread success.  Minstrelsy was related to medium as the idea helped to 

market the novel and other forms of romantic print culture: song, annual, and 

poem.  The figure of minstrel – which appeared in all of them – bridged the 

gap between real singing, fictional singing, and the media by which these were 

recorded.  The ballad existed in different forms: in scholarship, in printed 

songs, and in novels.  The song repertoire did not necessarily sound like 

traditional balladry, and nor did Scott include musical notation for his fictional 

or edited ballads.  But he idealised musicianship at a time when this was 

crucial for class identity and social prowess, responding to but also modelling 

musical behaviour in the domestic context.  As a representation of lyric 

inspiration and creativity, the minstrel as conceived by Scott facilitated a 

wealth of romantic cultural production. 
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Chapter 2:  ‘This Horrible Stave They Howl’: 

The Supernatural in Fiction and Song. 

In religious and philosophical controversy, as well as in literature and 

popular lore, attitudes toward the supernatural are dynamic.  There are 

periods of intensity and languor; intellect dispels and imagination 

recreates the shadow world; opinions constantly modify each other.  

Storied faith is not so much destroyed by enlightenment as displaced, 

so that it moves from the centre of belief to its periphery, where it 

takes up a position in folklore and literature and awaits its chance to 

invade religion and philosophy once more.1 

Astrology, witchcraft, magical healing, divination, ancient prophecies, 

ghosts and fairies, are now all rightly disdained by intelligent persons.  

But they were taken seriously by equally intelligent persons in the past, 

and it is the historian’s business to explain why this was so.2 

A focus on the supernatural increases our understanding of early 

nineteenth-century culture as documented at the intersection of fiction and 

song.  The supernatural theme represents a thread through the development 

of Gothic literature at the turn of the nineteenth century, and a link with music 

making of the period.  The supernatural was endemic to the genre of romance 

and enjoyed significant success within the competitive market of sheet music 

sales.  Audiences were receptive to representations of the supernatural as 

growing rationalism made it a feature of entertainment.  In this chapter, I show 

how the supernatural was a key point of intersection between the romances 

read and the songs performed during the literary romantic period around 

1800.3  Not only were the same supernatural figures to be found in both art 

                                            

1 Coleman O. Parsons, Witchcraft and Demonology in Scott’s Fiction: With 
Chapters on the Supernatural in Scottish Literature (Edinburgh & London: 
Oliver & Boyd, 1964), 1. 
2 Keith Thomas, Religion and the Decline of Magic (London: Penguin Books, 
1971), ix. 
3 There is a precedent for a study of the supernatural in literature and music 
that identifies the traditional ballad as a source for fiction of the mid-
nineteenth century.  See Sheila Smith, ‘“At Once Strong and Eerie”: The 
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forms, but song lyrics on supernatural themes included in the fiction were set 

to music by composers. 

The supernatural is a volatile concept, and exists against a horizon of 

expectations relating to normality and nature, where the level of credulity – 

and of fear – depends on the audience.  The Concise Oxford Dictionary defines 

‘supernatural’ as an occurrence ‘attributed to or thought to reveal some force 

above the laws of nature; magical, occult, mystical’, and it also mentions 

‘magical forces, effects’.4  The point at which the supernatural is thought to 

begin operating depends on understandings of nature’s limitations, which 

have never been universally agreed.  An online dictionary defines 

‘supernatural’ using the words ‘abnormal’, ‘unearthly’, ‘eerie’, and ‘attributed 

to God or a deity’.5  Although I treat music of the Christian Church in a 

separate chapter, theism is a crucial aspect of the issue, especially during the 

nineteenth century when science and philosophy were to challenge established 

ideas.  The supernatural may be interpreted differently according to the views 

of different groups of people in different places and periods.  Therefore a 

fascinating tension of this study is that the supernatural lies on a sliding scale, 

read as an aspect of psychology at one extreme and an external force at the 

other. 

The success of the supernatural in European expressive culture around 

1800 comes against a backdrop of decline in belief in the occult.  The 

decreasing importance of magic for individuals by this point was 

representative of wider currents according to social theorists.  Max Weber 

argued for the decline of religious faith as a motivational factor for the 

workforce, and his study made it necessary to understand the subjectivity of 

individuals living in a previous – more religious – age than the one in which he 

wrote.6  Although Richard Jenkins has challenged Weber’s notion of an 

                                                                                                                                

Supernatural in Wuthering Heights and Its Debt to the Traditional Ballad,’ The 
Review of English Studies, New Series, 43, no. 172 (1992): 498-517. 
4 Della Thompson, ed., The Concise Oxford Dictionary of Current English 
(Oxford: Clarendon Press, 1995), 1399. 
5 ‘Supernatural,’ Dictionary.com, 
http://dictionary.reference.com/browse/supernatural?s=t (accessed September 
13, 2012).  
6 Stephen Kalberg, ‘Introduction to The Protestant Ethic,’ in Max Weber, The 
Protestant Ethic and the Spirit of Capitalism: New Translation and Introduction 
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increasing ‘disenchantment’ of the population, his argument relates to the 

twenty-first century and mainly to areas of culture other than religion and the 

supernatural.7  In most regions in Europe by 1800 a growth of rational 

understanding brought about through education was beginning to detract 

from superstitious certainty.8  The practice of religion in the British Isles had 

essentially lost its association with magic, particularly in the wake of the 

Protestant Reformation and the Enlightenment.9  Entertainment was a 

repository for preserving reminiscences of ancient superstition as people 

moved on to more modern ideas. 

If belief in the supernatural had largely given way to rationalist currents 

by 1800, it is important to explain why it was then associated with commercial 

success.  After all, Elton Smith and Robert Haas could assert that the theme 

was ‘formative to cultural interpretation’ and represented ‘the dominant 

culture of nineteenth-century Britain’.10  Perhaps the supernatural offered an 

outlet or personification of fear in different forms to help people 

compartmentalise and overcome this powerful human emotion.11  There could 

be a sense of satisfaction and relief in a tale where a supernatural figure, with 

all it represented, was contained and overcome, reducing an ancient 

superstition to a source of comedy and entertainment.  Part of the 

supernatural’s cultural success also depended on its connotations of antiquity; 

as Coleman Parsons writes, ‘Ghosts are reminders of the past, its violence and 

unappeased desires.’12  An imaginative literary genre known as the ‘gothic’ 

                                                                                                                                

by Stephen Kalberg, 3rd edn. (Oxford: Blackwell Publishing Company, 2002), li, 
liv, lv. 
7 Richard Jenkins, ‘Disenchantment, Enchantment, and Re-Enchantment: Max 
Weber at the Millennium,’ MWS 1 (2000): 11-32.  Available from, 
http://www.maxweberstudies.org/mwsjournal/1.1pdfs/1.1%2011-32.pdf 
(accessed December 14, 2012). 
8 Parsons, Witchcraft and Demonology, 4-5, 169. 
9 Thomas, Religion and the Decline of Magic.   
10 Elton E. Smith and Robert Haas, eds, The Haunted Mind: The Supernatural in 
Victorian Literature (Lanham, MD. & London: The Scarecrow Press, Inc., 1999), 
viii-ix. 
11 Peter Penzholdt, The Supernatural in Fiction (London & New York: Peter 
Nevill Ltd., 1952), 6. 
12 Parsons, Witchcraft and Demonology, 73.  The same is true of ‘Devils, 
witches, magicians, poltergeists, elemental spirits, and fairies, [figures] 
belonging more to the belief of the past than of the present’ (p. 73).  Parsons 
lists various other supernatural beings, which complement the range of figures 
found in the romances and the song literature: strange animals, dobbies, 
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became popular, and its stories were enjoyable because they elicited strong 

emotional reactions from audiences.13  Pantomimes with supernatural themes 

had played on the popular English stage throughout the 1700s, and by the end 

of the century, stories from gothic novels were adapted into chapbooks, stage 

versions, and broadside ballads, which spread the ideas to illiterate segments 

of the population; there were also magic lantern shows featuring gothic 

images.14  This attests to the popularity of the supernatural, and such works 

created the supernatural as spectacle rather than reflecting its actual presence, 

showing a sea change in belief and interpretation. 

The expansion of the theme across culture became recognised by the 

term ‘terrorist’ in 1797, and Emma Clery understands this to mean it was 

established as a marketable category, writing, ‘Ghost fiction was coming to be 

acknowledged as a genus within the horizon of critical knowledge’.15  Recent 

scholarship disagrees as to how far fiction with a supernatural focus 

constitutes a distinct literary category, but seeks to explain why it was popular 

around 1800.16  Modern scholars employ a range of terms – from uncanny to 

fantastic to marvellous – to describe the mode of fiction in which supernatural 
                                                                                                                                

brownies, bogles, goblins, kelpies, drows, the duergar, dwarfs, wild huntsmen, 
and double-gangers (p. 253-61). 
13 Fred Botting, Gothic (London & New York: Routledge, 1996), 15.  E. J. Clery, 
The Rise of Supernatural Fiction, 1762-1800 (Cambridge: Cambridge University 
Press, 1995), 1-2.  Emma Clery opens her book with the story of a haunting 
reported in Cock Lane, London in 1762, and she investigates the economic and 
social context of the subsequent ‘rise of supernatural fiction’. 
14 Clery, The Rise of Supernatural Fiction, 37-49, 144-6.  For further 
information on the gothic drama, see David Worrall, ‘The Political Culture of 
Gothic Drama,’ in A Companion to the Gothic, ed. David Punter (Oxford: 
Blackwell Publishers, 2000), 94-106; also Michael Gamer, Romanticism and the 
Gothic: Genre, Reception, and Canon Formation (Cambridge: Cambridge 
University Press, 2000), 127-162. 
15 ibid., 148.  Clery also writes, ‘The year 1800 announces the end of one 
particular struggle over the boundaries of fictional representation and the 
beginning of an era of acceptance’ (p. 2).  This suggests that, alongside the 
changes in religion and philosophy, the supernatural first enjoyed recognition 
as a cultural motif in the early decades of the nineteenth century.  
16 See Gamer, Romanticism and the Gothic, 45.  Gamer limits the idea of gothic 
as a genre to being an aspect of reception, something reflected in my 
exploration of the supernatural more widely within literature, but he talks 
usefully about the way such fiction affects readers: ‘In associating the 
Napoleonic Wars with the rise and fall of gothic’s popularity, scholars have 
long maintained that gothic fiction and drama performed important cultural 
work in these years by allowing British readers to satisfy private desires and 
anxieties while participating in collective narrative fantasy’. 
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figures appear.17  Whether their work responds to that of Tzvetan Todorov or 

Sigmund Freud, most writers focus on the supernatural as an aspect of fiction 

and perception rather than of the real world.18  Rosemary Jackson views 

fantastic literature as an alternative to realism, constituting a ‘literature of 

subversion’ to represent those alienated or marginalised by mainstream 

society, particularly in the context of growing capitalism and commercialism.19  

This suggests another reason for the supernatural’s appeal as a peripheral 

aspect of culture, one that ‘has tried to erode the pillars of society by un-doing 

categorical structures’, and ‘aims at dissolution of an order experienced as 

oppressive and insufficient’.20  However scholars have explained the success of 

the supernatural, they agree that it was a rich and powerful strand of cultural 

discourse in this period. 

The emergence of the supernatural as an important cultural motif can 

be traced in part to the romance novel, a key site for the presentation of the 

theme.  A study of the gothic romance between 1790 and the early 1820s 

illustrates the varied approaches to the supernatural in the period.  I 

concentrate on novels with a significant musical content to demonstrate how 

music was deployed to create supernatural figures and scenes.  The role of 

music in gothic literature has already drawn some scholarly attention.21  My 

                                            

17 Neil Cornwell, The Literary Fantastic: From Gothic to Postmodernism (Hemel 
Hempstead: Harvester Wheatsheaf, 1990), 3-41.  There is disagreement as to 
whether the fantastic is a noun describing a genre or an adjective for a wider 
quality within mainstream fiction. 
18 Tzvetan Todorov, The Fantastic: A Structural Approach to a Literary Genre, 
trans. Richard Howard (Cleveland: Press of Case Western Reserve University, 
1973).  Sigmund Freud, ‘The Uncanny,’ in The Standard Edition of the 
Complete Psychological Works, trans. and ed. James Strachey, vol. 17 (of 24), 
(London: Hogarth Press, 1953), 217-52.  
19 Rosemary Jackson, Fantasy: The Literature of Subversion, rpr. (London and 
New York: Routledge, 1981).  Jackson writes (p. 175), ‘ . . . many fantasies 
from the late eighteenth century onwards attempt to undermine dominant 
philosophical and epistemological orders.  They subvert and interrogate 
nominal unities of time, space and character, as well as questioning the 
possibility, or honesty, of fictional re-presentation of those unities.’  Also (p. 
178), ‘ . . . fantasies image the possibility of radical cultural transformation 
through attempting to dissolve or shatter the boundary lines between the 
imaginary and the symbolic.’ 
20 ibid., 176, 180. 
21 Isabella van Elferen, Gothic Music: The Sounds of the Uncanny (Cardiff: 
University of Wales Press, 2012); Frits Noske, ‘Sound and Sentiment: The 
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particular contribution to this field is threefold.  Firstly, I investigate how 

gothic authors used sonorous imagery to establish scenes whose intended 

effect was to create suspense and unsettle the reader.  Secondly, and against 

this broader gothic sound vocabulary, I examine how authors’ use of songs 

manipulated the fears of readers.  Thirdly, I show how the supernatural music 

in gothic novels related to themes and approaches in the song literature of the 

period. 

2.1 Fictional Sources for the Supernatural 

The novels of Ann Radcliffe (1764-1823) and Matthew Lewis (1775-

1818) differed from each other in style and effect, but both helped establish a 

new departure for the English gothic in the 1790s, and they worked against 

the historical background of changes in the reception of supernatural ideas.22  

One of the features of Radcliffe’s gothic authorship was to include several 

epigraphs on supernatural themes.23  However, according to Robert Miles, 

Radcliffe ‘was a great deal too enlightened ever to have anything to say to a 

ghost’, and he believes that the author employs supernatural motifs when she 

‘unhinges her characters’ rationality, providing egress for repressed thoughts, 

usually linked to suspicions of some unthinkable paternal crime’.24  Radcliffe 

was influenced by the rationalism prevalent in the aftermath of the Gordon 

riots of 1780, and a supernatural event in her writing was normally followed by 

a rational explanation for its occurrence.25  Matthew Lewis, in contrast, was 

more excessive in his evocations of the supernatural, presenting it as an 

                                                                                                                                

Function of Music in the Gothic Novel,’ Music & Letters 62, no. 2 (April, 1981): 
162-75. 
22 For more on the traits of Horace Walpole’s fiction inherited by writers in the 
1790s, see Jerrold E. Hogle, ‘“Gothic” Romance: Its Origins and Cultural 
Functions,’ in A Companion to Romance: From Classical to Contemporary, ed. 
Corinne Saunders (Oxford: Blackwell Publishing, 2004), 220.  Clara Reeve’s The 
Old English Baron (1777) was also an influence on later authors.  
23 These include Horace Walpole, William Shakespeare, William Collins, and 
James Beattie. 
24 Robert Miles, ‘Ann Radcliffe and Matthew Lewis,’ in A Companion to the 
Gothic, ed. David Punter (Oxford: Blackwell Publishers, 2000), 47, 49-50.  Miles 
suggests (p. 50) that when Adeline hears her father’s voice in a dream she is 
being warned her uncle will rape her.  Radcliffe’s use of aural description is a 
key part of her craft. 
25 This is known as the ‘explained supernatural’, something Walter Scott 
criticised. 
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aspect of reality to his readers.26  As well as writing novels, he authored stage 

works and song lyrics, and so deployed his interest in the supernatural across 

several different genres. 

Radcliffe’s The Romance of the Forest (1791) and Lewis’s The Monk 

(1796) were very successful in their own time.  The former was so popular in 

its anonymous first edition that Radcliffe added her name to the second and 

subsequent editions: probably an insurance measure rather than a move to 

build intrigue around her works as Walter Scott did with his extended 

anonymity.27  Nevertheless, the novel established her reputation.  Lewis’s 

extreme adaption of traits from Radcliffe’s style to construct The Monk made it 

‘one of the most notorious works of English fiction’, one that prompted 

Radcliffe to write The Italian (1797) as an antidote to The Monk’s irrational 

obscenity.28  The Monk inspired other fiction, including Charlotte Dacre’s 

Zofloya; or, the Moor (1806) and T. J. Horsley-Curties’ The Monk of Udolpho 

(1807), as well as sparking a series of reviews.29  Gamer shows that these were 

favourable, as Radcliffe enjoyed ‘prestige’ until 1810 when Scott wrote a 

review saying Lewis’s presentation of the supernatural was preferable.30  

Radcliffe’s novel was also dramatised as James Boaden’s The Romance of 

Fontaineville Forest (1794).31  Lewis’s The Monk was initially well received, but 

after his status as an MP was revealed in the second edition there was a wave 

of hostile criticism, including the threat of legal action for obscenity between 

1796 and 1803.32 

Working after 1800, Walter Scott acknowledged and responded to 

Radcliffe and Lewis, but he also followed on from Macpherson’s Ossian 

publication and the treatment of the supernatural in Scottish folk literature.33  

                                            

26 An intriguing snippet on Lewis’s musical background is that, according to 
Miles, his mother ‘ran off with the family music teacher’.  See Miles, ‘Ann 
Radcliffe and Matthew Lewis,’ 44. 
27 E. J. Clery, Women’s Gothic: From Clara Reeve to Mary Shelley, 2nd edn., 
Writers and their Work (Tavistock: Northcote House Publishers, 2004), 68. 
28 Botting, Gothic, 76.    
29 ibid., 79-80. 
30 Gamer, Romanticism and the Gothic, 70-71, 73. 
31 ibid., 72. 
32 ibid., 73-4, 79.  Lewis had to adapt the novel. 
33 Ian Duncan, ‘Walter Scott, James Hogg and Scottish Gothic,’ in A Companion 
to the Gothic, ed. David Punter (Oxford: Blackwell Publishers, 2000), 70-1.  For 
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English gothic meant transgression, darkness, and excess, but for Walter Scott 

it was associated with antiquarianism like his use of the minstrel.34  As shown 

in Chapter 1, Scott’s Waverley and Ivanhoe had an extensive influence on their 

readers, and these novels allude to the supernatural in several ways, including 

through music.35  Walter Scott’s approach was more rational than Lewis’s, 

although – for Ian Duncan – Scott retained gothic settings and introduced a 

type of plot, character psychology, and a use of literary fragments derived 

from the earlier gothic texts.36  The author James Hogg imitated and amplified 

Scott’s use of the supernatural, and this shows how Scott’s influence extended 

forward into English literature as well as into other contemporary arts.  Duncan 

shows how the gothic genre developed through James Hogg’s The Three Perils 

of Man, written in 1822 as a ‘prequel’ of Scott’s Lay of the Last Minstrel, and 

then into tales for Blackwood’s Edinburgh Magazine.37  It is helpful to read 

                                                                                                                                

an account of supernatural elements in Macpherson’s Fragments of Ancient 
Poetry (1760), see Clery, The Rise of Supernatural Fiction, 55-6. 
34 Botting, Gothic, 18.  Botting highlights these two differing aspects when he 
writes that, ‘Gothic becomes the dark or negative side to Romanticism.’  The 
two modes of literature are discussed further in Robert D. Hume, ‘Gothic 
versus Romantic: a Revaluation of the Gothic Novel,’ PMLA 84, no. 2 (1969): 
282-290; see also Robert L. Platzner, ‘“Gothic versus Romantic”: A Rejoinder,’ 
PMLA 86, no. 2 (1971): 266-274. 
35 Gamer, Romanticism and the Gothic, 33.  Scott had quite a history of 
publications aside from the Waverley novels, forming a veritable curriculum 
vitae of writing in the gothic mode: ‘Translator of Stürm und Drang works and 
of Bürger’s supernatural ballads, writer of his own “Germanised” gothic 
dramas, and contributor to Lewis’s Tales of Wonder (1801), he nevertheless 
moves from producing texts that celebrate black magic and the supernatural 
to debunking these same subjects in his critical writing – doing so with cool 
rationality in Letters on Demonology and Witchcraft (1830) and with 
conventional hyperbole in his 1810 Quarterly review of Charles Maturin’s The 
Fatal Revenge: Or, The Family of Montorio, A Romance (1807).  The language 
of this latter review, furthermore, becomes particularly interesting when we 
consider that Scott had recently published two “tales” with similarly dark and 
supernaturally haunted heroes: The Lay of the Last Minstrel and Marmion 
(1808)’.  For more detail on Scott’s portrayal of the supernatural in Waverley 
and Ivanhoe, see Parsons, Witchcraft and Demonology, 75-6, 114, 148-150, 
175, 251, 264. 
36 Duncan, ‘Walter Scott, James Hogg and Scottish Gothic,’ 74-5.  Scott gave 
one of the few favourable reviews of Mary Shelley’s Frankenstein (1818) 
immediately after it was published.  Botting, Gothic, 101.  He also praised 
Radcliffe’s The Romance of the Forest, although making clear it had come early 
in the author’s career. 
37 Duncan, ‘Walter Scott, James Hogg and Scottish Gothic,’ 77-9.  The writing 
for Blackwood’s included instances of people being ‘deafened by an enormous 
bell’, something reminiscent of Scott’s castle settings.  The bell is a gothic 
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Hogg’s novel alongside the more popular texts as it combines folk and gothic 

influences from earlier literature and presents the supernatural theme very 

clearly through music, also alluding to minstrelsy.  Its use as a document of 

reception merits its inclusion, because it absorbs a dialogue of fiction and 

song that runs through the series of texts written between 1790 and 1825 in 

the gothic mode. 

2.1.1 Music and the Explained Supernatural in 

Radcliffe’s The Romance of the Forest (1791) 

Ann Radcliffe’s use of sound to create a gothic atmosphere forms a 

background to the way she crafts her plot around instances of musical 

performance that relate to the supernatural.38  Whether Radcliffe describes a 

bell, instrument, voices, human movement, or bad weather, she makes 

emotion audible, an essential part of her contribution to the gothic genre.  In 

Chapter 10, for example, Adeline read a frightening manuscript and, ‘Her 

imagination, wrought upon by these reflections, again became sensible to 

every impression, [so] she feared to look round, lest she should again see 

some dreadful phantom, and she almost fancied she heard voices swell in the 

storm, which now shook the fabric’ (141).  No wonder that Emma Clery said 

this ‘turns Adeline into an avid and suggestible reader, a model consumer of 

Gothic’.39  This is not the only point where Radcliffe mentions print 

consumption to uphold the status of her authorship.  Early in the text she 

distinguishes the ‘improbable fictions’ of romance from ‘real life’, and again 

shows the impact of supernatural literature when depicting Madame La Motte 

engaged in the act of reading (7-8, 34-5).  I will explore the way Radcliffe 

established her place in the gothic genre partly by using sound and music to 

signify and arouse fear for her readers.  Yet the way she sets emotions and 

events against a landscape background, and draws music into her trademark 

                                                                                                                                

motif shared by both authors.  Francis Lathom published a novel called The 
Midnight Bell in 1798. 
38 Ann Radcliffe, The Romance of the Forest (Oxford: Oxford World Classics, 
1986).  In the story, Adeline seeks protection first from the La Motte family, 
and then from her father, the pastor La Luc, as she attempts to avoid the force 
of the Marquis de Montalt; the plot is complicated by various familial ties, and 
the action moves from a ruined French abbey to Savoy and Languedoc.  See 
Clery, The Rise of Supernatural Fiction, 112-3. 
39 Clery, Women’s Gothic, 72. 
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technique of the ‘explained supernatural’, sets her fiction apart in its musical 

portrayal of the supernatural.40 

Radcliffe’s use of music as an emotional elicitor within the soundscape 

shows the influence of contemporary aesthetics on her gothic style.41  For 

example, La Luc and Monsieur Verneuil try to decide in Chapter 17 whether 

opinion is based on judgement or feeling.  Verneuil supports the latter by 

saying, ‘there is a tone of thought, as there is a key note in music, that leads 

all its weaker affections’ (269).  This comment also aligns music with emotion 

rather than rationality.  When the pair climb a wooded and rocky hillside above 

a lake, the location is identified as one for human ‘delight’, ‘tenderness’, and 

‘recollection’, with the ‘solitary notes’ of birds to signify elation at the 

landscape (273).  In contrast, as darkness fell, ‘the stillness and solemnity of 

the hour diffused a pensive sweetness over their minds, and sunk them into 

silence’ (275).  Radcliffe’s style arises from her response to Edmund Burke’s 

landscape theories, although her point that ‘those who know from experience 

how much the imagination loves to dwell on any object, however remotely 

connected with that of our tenderness, will feel . . . ’ (279), sounds like a 

Kantian reference.42  Radcliffe evokes the sublimity and terror associated with 

Burke’s theories when she places Adeline into the following situation: 

Her spirits, thus weakened, the gloomy grandeur of the scenes which 

had so lately awakened emotions of delightful sublimity, now awed her 

                                            

40 Walter Scott in the 1820s praised Radcliffe’s contribution to the gothic, and 
he highlighted the unique qualities of The Romance of the Forest.  Walter Scott, 
Lives of the Novelists: with an Introduction by Austin Dobson (London, New 
York & Toronto: Henry Frowde & Oxford University Press, 1906 [1825]), 307. 
41 Clery believes authors of Radcliffe’s time were influenced by Edmund Burke’s 
A Philosophical Enquiry into the Origin of our Ideas of the Sublime and 
Beautiful (London, 1757) as well as Anna and John Aikin’s response of 1773 
entitled ‘On the Pleasure Derived from Objects of Terror’, which applied some 
of Burke’s principles to supernatural fiction.  See Clery, The Rise of 
Supernatural Fiction, 80. 
42 Kant’s Critique of Judgement was published in 1791 but not translated into 
English until the 1880s according to Stephen Palmquist’s bibliography at 
http://staffweb.hkbu.edu.hk/ppp/fne/bibl.html (accessed October 19, 2012).  
In simple terms, Kant argued that an appreciation of beauty depended on the a 
priori emotional response to an object, rather than to reasoned judgement.  
Roger Scruton, ‘Kant,’ in German Philosophers, ed. Keith Thomas (Oxford: 
Oxford University Press, 1997), 89-93. 
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into terror; she trembled at the sound of the torrents rolling along the 

clifts and thundering in the vale below, and shrunk from the view of 

the precipices, which sometimes overhung the road, and at others 

appeared beneath it. (240) 

This is typical of the way Radcliffe makes sound and landscape work together, 

drawing on aesthetic theories, to show when a character feels moved. 

Against her gothic soundscape, Radcliffe often inserts a song before an 

extraordinary or unexpected plot event or sudden change of mood.  The 

emotions of the characters after the song can differ from those the song 

expresses, showing how music can mask the hidden danger of a plot situation.  

The insertion of music highlights narrative transition to the reader, and helps 

to evoke the tension, surprise or unease characteristic of the gothic mode.  As 

Noelle Chao notes of Radcliffe’s style in another of her novels, the use of 

sound and music relates particularly to the gothic heroine’s sensory 

experiences.43  In Chapter 5 of The Romance of the Forest, following a scene at 

the abbey, Adeline awakes to a beautiful sunrise and goes for a walk along the 

river, hearing birdsong and stopping to ‘contemplate’ a romantic scene (75).  

The view ‘inspired her with that soft and pleasing melancholy, so dear to the 

feeling mind’, and she then began to sing a ‘charming melody’.  Her song, 

‘Sonnet to the Lily’ (75-6), describes a beautiful scene that connects the 

aesthetics of landscape with emotion.  The description becomes darker and 

more gothic as night falls: ‘Thy odours seek their silken cell,/And twilight veils 

thy languid hues’ (75).  Her song ends positively at daybreak, but Adeline 

suddenly finds a man staring at her and she reacts nervously.  She retreats 

towards the abbey but loses sight of the man.  The transition from music back 

to prose takes place through an aural image where an echo unexpectedly 

segues into a new sound source, to represent intrusion (76): 

                                            

43 ‘ . . . the Gothic heroine experiences her surroundings as both a music-
maker and an attentive listener; performance enables her to contribute to her 
musical surroundings, while acts of listening can lead to pleasing reveries, fits 
of terror, or sometimes, an unsettling amalgamation of these divergent 
responses.’  Noelle Chao, ‘Musical Listening in The Mysteries of Udolpho,’ in 
Words & Notes in the Long Nineteenth Century, eds Phyllis Weliver and 
Katharine Ellis (Woodbridge: The Boydell Press, 2013), 87. 
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A distant echo lengthened out her tones, and she sat listening to the 

soft response, till repeating the last stanza of the Sonnet, she was 

answered by a voice almost as tender, and less distant. She looked 

round in surprise . . . 

The characteristic gothic device of surprise leaves the reader, as well as 

Adeline, in doubt as to what will happen.  Music helped to construct this 

moment because it evoked a sense of tranquillity that was suddenly shattered 

by a mysterious plot event. 

Radcliffe invokes the supernatural more directly later in the novel with 

her use of language for the song lyrics and her description of the performance 

setting.  In Chapter 11, she does not identify the source from which music 

emanates, making it appear supernatural because it has no worldly 

explanation.  In this scene, Adeline returns to the abbey and prays for her 

safety, hiding in fear of the Marquis and La Motte.  An unidentified man takes 

her on horseback through the forest to a gothic building.  Inside a richly 

decorated room, filled with objects of antiquity, the supernatural theme is 

introduced: ‘The whole seemed the works of enchantment, and rather 

resembled the palace of a fairy than any thing of human conformation’ (156).  

Adeline discovers a view of a magic garden, with its ‘scenery of varied and 

romantic beauty’, but then finds herself trapped in the room; her unease is 

broken by ‘the notes of soft music, breathing such dulcet and entrancing 

sounds,’ and she feels pleasure and distraction from her predicament so long 

as the music is sounding (157). 

Radcliffe prepares readers for song in this scene by emphasising the 

emotional effect of music’s ‘sweet magic’, and she rests on Shakespeare’s 

authority by quoting from Midsummer Night’s Dream: ‘music such as charmeth 

sleep’.  Music has a power that cannot be ignored, and it is associated with 

superstition.  Her prose has the music leading directly into a song (157): 

A female voice, accompanied by a lute, a hautboy, and a few other 

instruments, now gradually swelled into a tone so exquisite, as raised 

attention into ecstacy.  It sunk by degrees, and touched a few simple 

notes with pathetic softness, when the measure was suddenly 
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changed, and in a gay and airy melody Adeline distinguished the 

following words: . . . 

This description addresses the timbre, pitch, volume, tempo, and quality of the 

music, and the mood appears to change a couple of times before it leads 

directly into the song.  The lyrics include the refrain ‘Catch the pleasures ere 

they fade’, and they talk about the different facets of life, people’s hopes, and 

the constraints of mortality.  Like the ideas of sublime and beautiful in the 

landscape, there are paradoxes about life, its ‘Joy and sorrow – light and 

shade’, and this echoes the contradiction of Adeline’s confinement inside the 

beautiful room.  The supernatural aura of the setting is referenced in the lyric, 

‘Fancy paints with hues unreal’, and there is an unsettling idea that good is 

merely ‘seeming’ and the future uncertain despite the strength of hope.  This 

is a fitting background to the Marquis de Montalt’s succeeding proposal of 

marriage to Adeline, made once she has revived from fainting at the sight of 

him.  But although the lyrics speak of the character’s emotions, the song’s 

mood barely outlasts its performance (158): 

The music ceased, but the sound still vibrated on her imagination, and 

she was sunk in the pleasing languor they had inspired, when the door 

opened, and the Marquis de Montalt appeared. 

While the lyrics influence readers’ perception of events, music has a special 

power when it is performed.  The dramatic change to the scene once a second 

character enters the room makes the music seem fleeting, and Radcliffe never 

clarifies where it has emanated from.  The way she associates music with 

emotion and makes abrupt transitions from musical interlude to narrative, 

both in Chapters 5 and 11, shows how music creates an atmosphere of beauty 

and tranquillity that masks an ominous reality about to take place.  Her 

consistent use of music becomes an aspect of her fiction that is recognised 

and understood; it is a code shared with her readers.  Her use of music early in 

the novel introduces the reader to the way she works and makes her eventual 

denouement more effective. 

Radcliffe makes music integral to her trademark technique of the 

explained supernatural, using it as an essential tool at a turning point of the 

romance.  Her Chapter 19 is effectively set up by its epigraph, from James 
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Beattie’s The Minstrel, which is about the power of music and love.44  Music is 

immediately included and shown to be emanating from the everyday world of 

the characters.  Adeline begins to meditate on the loss of her lover, Theodore.  

She is on the deck of a vessel sailing off the coast of Provence, with La Luc 

inside the cabin, a pilot at the helm, and a lone sailor ‘singing parts of a 

mournful ditty’ (293).  A poem entitled ‘Night’ describes the characters’ 

situation, one of its couplets referring to ‘ . . . when the mariner’s lone 

voice/Swells faintly in the passing gale’ (294).  Supernatural references in the 

poem include the personification of night as having ‘gloomy wings’ and the 

sea as a place ‘Where fancy’d forms arouse the mind’.  The wind is personified 

in the line, ‘Sweet is its voice upon the air’, and at the end of the poem comes 

the invocation, ‘Blest be thy shades, O Night!’.  The sound of the boat cutting 

through the water sends Adeline into reverie.  She recalls her voyage on the 

Rhone when she was in fear of the Marquis de Montalt, and she misses her 

lover Theodore and wants to know he is safe.  Adeline was feeling sad, 

. . . when a strain of such tender and entrancing sweetness stole on 

the silence of the hour, that it seemed more like celestial than mortal 

music — so soft, so soothing, it sunk upon her ear, that it recalled her 

from misery to hope and love. (295) 

Adeline continues to hear something Radcliffe describes as ‘music rather than 

melody’, but she is unable to locate the source for it.  She recognised a 

familiar song when the boat steered closer to the shore; although she could 

not identify the song, it gave her a feeling of hope.  However the sounds grew 

fainter as the boat got further away and the wind intervened.  She waited on 

deck, with the ‘expectation’ of hearing the sounds, and ‘their sweetness still 

vibrating on her fancy’ (295).  It is fascinating to read Radcliffe’s ideas that 

music and melody could be distinct, and that listeners’ reactions depended on 

their emotions, expectations and musical memories.  In this scene the author 

uses Adeline’s reaction to music to show the effect of the unseen and to 

suggest the supernatural is a force external to the human characters 

                                            

44 Radcliffe quotes several times from Beattie’s The Minstrel, and uses William 
Collins’ description of a dancing minstrel for an epigraph. 
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portrayed.  This is built on the opening part of the scene in which there were 

human performers, and the supernatural theme provides the link.  

After a poetry scene, the book moves towards resolution of the 

unexplained events.  Adeline’s sorrow for her lover, and curiosity over the 

familiar but unidentified music, are still unsatisfied while she recites two 

romantic poems.  These combine gothic and supernatural imagery and prolong 

the uncertainty over the music heard on the water.  Adeline’s cliff-top 

recitation, which permits reflection on the landscape and her own emotions, 

follows an allusion to Kant’s theories as applied to the coastal scene.45  The 

first poem reflects on the marine setting and recalls the sailor’s song from the 

voyage; the second is a tragic portrayal of the nightingale.  Music is then 

involved in the way Radcliffe rationalises the uncanny in order to complete the 

story.  Adeline begins to panic as she tries to find her way through the woods 

to the inn.  She believes she can hear voices, until she ‘distinguished the tone 

of that instrument, and the melody of that well-known air, she had heard a few 

preceding evenings from the shores of Provence’ (299).  When Adeline 

emerges from the trees, her name is called and she realises she is being 

pursued by a sailor wearing a ‘habit’ (300).  This description recalls the many 

monks of gothic literature, but the arrival of the figure solves the musical 

mystery as it proves to be Monsieur Verneuil: ‘Adeline had now no doubt that 

it was the flute of M. Verneuil, and which had so often delighted her at 

Leloncourt, that she had heard on the sea’ (300).  That music is present at the 

resolution of this mystery shows it was also a deliberate part of the evocation 

of mystery in the earlier scenes.  There is almost a sense of bathos at this 

point as the tension growing over several scenes concerning the disembodied 

music has come to nothing. 

Once the rational cause for the flute music has been settled, many of 

the plot lines are resolved with music as a key component.  This shows how 

music’s contribution to literature can both intensify and relieve tension in a 

plot with supernatural themes.  In Chapter 25, Adeline is reunited with 

Theodore.  This follows the trial of the Marquis for her father’s murder, 

                                            

45 ‘On this object [the mouth of the River Rhone viewed from the sea], though it 
was so distant that fancy, perhaps, rather than the sense, beheld it, Clara 
gazed with particular pleasure . . .’ (296). 
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Adeline’s inheritance, and the banishment of La Motte, so that the characters 

are portrayed as feeling relieved.  Theodore plays chords on the lute and sings 

‘The Rose that weeps with Morning Dew’, a song about happiness and love 

(355-6).  Before the chapter ends it is clear that Clara and Monsieur Verneuil 

will marry.   At the end of the book, the characters return to the village and 

through the music they are united with each other and the landscape.  The 

peasants play the tabor, pipe, and mandolin, and Clara suggests a moonlit 

dance by the lake (361): 

Clara ran for her favourite lute, the lute which had formerly afforded 

her such delight, and which Adeline had often touched with a 

melancholy expression. Clara’s light hand now ran over the chords, 

and drew forth tones of tender sweetness . . . 

All the people are united into ‘one grand compact of harmony and joy’ in a 

scene described as ‘Moonlight’s fairy hour’.  The lyrics of the song make Music 

central to Fancy’s power, and the people dance in harmony with the mountains 

to the sounds of ‘rural pipe and tabor’.  The supernatural is contained within 

the song, because the figures described by the poetry as ‘fays’ are real 

characters in the prose (361-2).  In this way, music achieves Radcliffe’s overall 

resolution, with nature dominating and the supernatural being confined to 

artistic culture.  Music has been used within the overall shape of the plot to 

emphasise this polarity, forming a central part of Radcliffe’s unique 

contribution to gothic literature. 

2.1.2 Gothic Music and Sound in Matthew Lewis’s The Monk (1796) 

Matthew Lewis’s The Monk differs from Radcliffe’s romance because it 

features a more continuous use of the supernatural, making it more typical as 

a gothic fiction text.  This is a form of supernatural that, as Sheila Smith writes 

of a different text, ‘is totally convincing because in the world of the novel . . . it 

is a constant and accepted element of life’.46  In Lewis’s plot, the supernatural 

is ever present as Ambrosio the Monk falls from moral grace, not least through 

the rape and murder of his mother and sister and the betrayal of his holy 

                                            

46 Smith, ‘“At Once Strong and Eerie”’, 499.   
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vows.47  The story features his injurious love affairs with Matilda and Antonia, 

and a subsidiary strand is the relationship between Raymond and Agnes, who 

encounter the ghost of the bleeding nun whilst at the Castle of Lindenberg.48 

Like Radcliffe, Lewis deploys sound and music to construct the events 

and settings of the text.49  He assigns emotional significance to the nightingale 

(246), and places musical performance in an outdoor setting.  A good example 

of this occurs at the start of Volume 3 when Antonia hears music from outside: 

‘By the light of the Moon She perceived several Men below with Guitars and 

Lutes in their hands’ (297).  This may appear reminiscent of Adeline’s 

supernatural experiences in The Romance of the Forest, but the music is a 

serenade by the disguised Lorenzo, who goes on to perform a three-verse love 

song to Antonia (297-8).  In this way, Lewis does not immerse the action in a 

landscape context in the same way as Radcliffe.  However, he shares some 

aspects of writing about music with his predecessors, as he includes several 

songs in full and associates these with an idea of minstrelsy. 

Music frequently presages supernatural references in The Monk.  For 

example, in the first chapter, a song introduces the scene where Antonia and 

Leonella meet a gypsy woman on the streets of Madrid.  She is dressed 

exotically and ‘danced in all the eccentric attitudes of folly and delirium’ (35).  

Her song – described as a ballad – mentions magic, spells, a philtre, a dragon, 

witches, and a sorcerer.  Lewis may refer to historical witchcraft trials when he 

has Leonella say that people like the gypsy ‘should be burnt alive’ (36).  

                                            

47 Robert Miles outlines the religious and moral outrages of The Monk: ‘The 
Banditti attempt to murder their house guests in their beds; an older woman 
abases herself at the feet of a younger man for whom she has contracted an 
adulterous passion; a nun gives birth; another nun, sexually inflamed, murders 
her lover at the behest of his brother and is then murdered in turn; an Abbess 
inhumanly punishes sexual delinquents; a mob pulps the Abbess; and at one 
stage it even appears that Don Raymond has a liaison with a ghost.  But of 
course the worst depravity is Ambrosio’s, who chalks up matricide, incestuous 
rape and sibling murder.’  See Miles, ‘Ann Radcliffe and Matthew Lewis,’ 52. 
48 Matthew Lewis, The Monk (Oxford: Oxford University Press, 1973), vii-xvii. 
49 Lewis’s opinion on authorship in The Monk reads ironically given the violent 
public reaction to his text, but could have been added as a defensive 
precaution: ‘An Author, whether good or bad, or between both, is an Animal 
whom every body is privileged to attack; For although All are not able to write 
books, all conceive themselves able to judge them.  A bad composition carries 
with it its own punishment, contempt and ridicule.  A good one excites envy, 
and entails upon its Author a thousand mortifications’ (198). 
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However, the gypsy tells the fortunes of both women, predicting death for 

Leonella but eternal life for Antonia, who is destined to suffer ‘Lustful Man and 

crafty Devil’ (38).  The function of the song is to introduce a passage where 

supernatural forces of good and evil are placed in opposition; this opposition 

will feature throughout the novel. 

Music has a more sinister effect in Chapter 4, Volume 2, when it plays a 

part in Matilda’s ‘mysterious rites’ to summon a daemon in the Sepulchre 

(275).  This follows Ambrosio’s perception of voices groaning and pleading: 

His imagination totally engrossed by the ideas of sorcery and Spirits, 

He fancied that some unquiet Ghost was wandering near him; or else, 

that Matilda had fallen a Victim to her presumption, and was perishing 

under the cruel fangs of the Daemons. (275) 

Ambrosio’s fear makes Matilda’s rites all the more convincing.  Apprehension 

is transmitted to the reader through his demeanour, as he waits ‘for the 

Spirit’s appearance, whose coming was announced by thunder and 

earthquakes’ (276).50  But the aural extremes of weather give way not to a 

fearful ghost but to ‘melodious’ music: this precedes and accompanies the 

smell and vision of an angel (276-7).  A recurrence of the music marks the 

disappearance of the figure, which surrenders a myrtle branch to Matilda, and 

the power of this branch will give the Monk an ability to rape Antonia 

undetected.  Music heralding the appearance of this supernatural figure will 

impact heavily on the plot.51  It is used dramatically to signal the arrival of 

supernatural intervention, and makes the resultant changes clearer.  As Smith 

                                            

50 Some commentators have described readers’ bodily responses to the 
‘sensation’ genre of fiction that was influenced by the 1790s gothic.  Winifred 
Hughes, ‘The Sensation Novel,’ in A Companion to the Victorian Novel, eds 
Patrick Brantlinger and William B. Thesing (Oxford: Blackwell Publishers, 2002), 
260-1.  Hughes pinpoints ‘such physiological reactions as creeping flesh, 
shocked nerves, teeth on edge, elevated blood pressure, and even sexual 
arousal’.  Pykett also discusses the physical effects of reading: see Lyn Pykett, 
‘Sensation and the Fantastic in the Victorian Novel,’ in The Cambridge 
Companion to the Victorian Novel, ed. Deirdre David (Cambridge: Cambridge 
University Press, 2001), 204. 
51 The way music and romance fiction depict Christian figures is discussed in 
my next chapter. 
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notes, the gothic supernatural was traditionally theatrical in nature, and Lewis 

inserts music as if a character is coming on stage.52 

The most important musical performances in the novel occur in the 

central part, and this is against a background of the soundscape Lewis creates 

throughout, evoking spookiness and the demonic.53  As in Radcliffe’s novel, 

Lewis’s musical extracts are part of a multi-sensory approach to setting that 

enhances the reader’s emotional engagement and involvement in the narrative.  

For example, early in the account of Raymond’s travels, Raymond describes 

himself secretly watching the behaviour of his host from an upstairs window, 

just after discovering the man is one of a group of violent robbers (108):  

At the least noise, if a voice was heard in the lower part of the House, 

if a Bat flitted past him, or the wind rattled amidst the leafless boughs, 

He started, and looked round with anxiety. 

This portrayal of unease – typical of the gothic – occurs just before the 

appearance of Claude with his horn, which carries similar associations to the 

one sounded in Ivanhoe.54  Later in Raymond’s journey, he meets and falls in 

love with Agnes, and there is a plan to rescue her from the Castle where she is 

under control of the Baroness.  Here, sound is even more important.  The 

action begins when Raymond recalls the tale of the Bleeding Nun, but ‘heard a 

faint chorus steal upon the silence of the night’ when he dismissed it as 

superstition (153).  This music offers a warning of the terrors ahead because, 

instead of taking the ghost seriously, Raymond will use it as cover for Agnes’s 

escape.  Aural imagery punctuates the tale with moments of significance, such 

as the sound of doors and windows as the Castle’s inhabitants retire to bed, 

and the aural description of wild weather heralding the crash of Raymond’s 

carriage, caused by the Ghost (153-163).  The recurrent striking of the clock in 

                                            

52 Smith, ‘“At Once Strong and Eerie”’, 501. 
53 As Isabella van Elferen writes: ‘Sound suggests presence even when this 
presence is invisible or intangible, and thus closely related to the ghostly.  
Gothic music exploits sound’s ambiguous relation with embodiment . . .’.  
Elferen, Gothic Music: The Sounds of the Uncanny, 4. 
54 Lewis appears to anticipate the horn of Walter Scott’s greenwood with his 
earlier comment: ‘We were conversing in this manner, when our discourse was 
interrupted by a loud halloo, which rang through the Forest.’ (102). 
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the passage is significant as it highlights for readers Raymond’s emotional 

reaction (159): 

As I listened to the mournful hollow sound, and heard it die away in 

the wind, I felt a sudden chillness spread itself over my body.  

The clock stroke marked the beginning of the escape plan and the hour of 

Raymond’s crash – the same hour at which he was haunted on subsequent 

nights by the Bleeding Nun’s Ghost.  The audible striking of one o’clock 

provides continuity from the haunting scene to that of the Ghost’s exorcism by 

a ‘Stranger’ using Christian artefacts (168-77).  Employing music, and the 

sounds of clocks and the weather, Lewis presents the ‘History of Don 

Raymond’ using aural imagery as a narrative device that heightens the 

situation of the characters, and makes it more frightening. 

The soundscape of the novel is important to Lewis until the novel’s 

conclusion, showing it is a consistent aspect of his style rather than a feature 

confined to the tale of Raymond.  As The Monk draws to a close in Volume 3, 

there are two noisy crowd scenes (355, 358) and then the developing trial of 

Matilda and Ambrosio, which is highlighted by speech and sound.  Lewis’s final 

chapter is similar to the way trials are described in The Romance of the Forest 

and Ivanhoe.  A bell signals the start of the Monk’s trial, and it is clear he is 

under threat of torture for his crimes of murder, rape, and sorcery.  It is taken 

as incriminating evidence when a cross placed on the Monk’s mirror shatters 

with a noise ‘resembling a clap of thunder’ (423).  The vocal tone of each 

character is a good indication of their feelings, as ‘the Abbot asserted his 

purity in a voice bold and resolute.  Matilda followed his example, but spoke 

with fear and trembling’ (424).  However, Ambrosio does suffer from 

conscience and considers his faith after being tortured.  He is sentenced to 

death on confessing his crimes, following Matilda’s appearance in his cell, 

persuading him to commit to the Devil.  As with the supernatural figures 

earlier in the book, Satan’s arrival is presaged by thunder, and aural imagery 

enhances the drama.  The Demon had ‘a voice which sulphurous fogs had 

damped to hoarseness’ (432) and . . . 
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At the sound Nature seemed to tremble: A violent earthquake rocked 

the ground, accompanied by a fresh burst of Thunder, louder and 

more appalling than the first. 

The stroke of midnight means execution is imminent, and Ambrosio must 

choose between loyalty to God, or the Devil.  After the midnight bell, he ‘heard 

death and torture murmured in each succeeding sound’, but when the archers 

approached to lead him to the stake, ‘the sound encouraged the Monk in his 

resolution’ (436).  His submission to the Devil finds him in a desolate 

landscape with the sounds of the wind, waterfalls, and the ‘shrill cry’ of 

mountain eagles, as well as a silent moonlit stream (439).  In his dying 

moment, the Monk is drawn in desperation towards the ‘river’s murmur’ and 

he is heard cursing and blaspheming (442).  Not only does this final chapter 

offer a dramatic ending to the novel, it shows how Lewis made aural effects 

integral to his continuous presentation of the demonic.  The songs included in 

The Monk therefore emerge from the author’s understanding of the aural 

dimension of literature, and highlight his excessive portrayal of the 

supernatural. 

2.1.3 Gothic Music and Sound in James Hogg’s The Three Perils 

of Man: War, Women and Witchcraft (1822) 

Although James Hogg’s work never enjoyed the success of Radcliffe or 

Lewis’s novels, his The Three Perils of Man provides a useful index of the 

reception of earlier romances.  Walter Scott’s notion of minstrelsy was public 

by this time, and Hogg was able to imitate and exaggerate it, drawing the 

theme into his supernatural performances.55  Hogg’s references to the 

supernatural imitate Lewis’s settings but they are more overt than those in 

Radcliffe’s novel.  Like Radcliffe, Hogg links music, writing, and the 

supernatural, and draws on technical descriptions of music for dramatic effect.  

Like Lewis, he portrays music as an agent of change for characters with 

supernatural qualities, but he uses it to highlight the opposition of 

                                            

55 Walter Scott’s notion that supernatural as well as chivalrous tales emanated 
from the minstrels must have influenced Hogg.  See, Walter Scott, ‘On the 
Supernatural in Fictitious Composition; and particularly on the works of Ernest 
Theodore William Hoffmann,’ Foreign Quarterly Review 1, no. 1 (1827): 61. 
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supernatural and sacred.  The main performance scenes in the novel show how 

music is essential for evoking the supernatural.56 

The novel was ostensibly based on the border history of the reigns of 

Robert II of Scotland (1371-1390) and Richard II of England (1377-1390) but, 

as Douglas Gifford explains, it is far from being factually accurate to historical 

events.57  The first part of the novel is a critical exploration of chivalry, placing 

Douglas and Musgrave against Sir Ringan Redhough and the main protagonist, 

Charlie Scott.  Redhough and Scott are victorious and the casualties are Lady 

Jane’s servants, the peasant Heaton, and the border fisherman Sandy 

Yellowlees.58  This first section ends with Roxburgh Castle under siege, by 

which point – as Gifford states – ‘Chivalry has become a nightmare’.59  Hogg 

draws on features from Walter Scott’s work, but exaggerates them to increase 

the element of fantasy.  The central section of the novel acts as a diversion full 

of supernatural metamorphoses, in which the overall theme is good versus 

evil.  A group of characters Gifford describes as a ‘comic embassy’ travels to 

visit the wizard, Sir Michael Scott, giving the sense of a medieval pilgrimage in 

a bizarre world.60  Transitions are wrought by the Devil and three demons 

named Prig, Prim and Pricker, culminating in epic battles placing Charlie Scott 

against Gourlay, and the Friar against the Wizard.  Following a series of 

inserted tales from the Friar, the Laird of Peakstacknowe, Charlie Scott, Tam 

Craik, and the Poet, the action returns to Michael the Wizard, the Devil, and the 

                                            

56 The songs Hogg includes were either written by him or were traditional oral 
songs pre-dating 1750 that later became published in Francis James Child’s 
1880s collection.  See Francis James Child, ed., The English and Scottish 
Popular Ballads, 5 vols.  Boston: Houghton Mifflin, 1882-98, rpr.  (New York: 
Folklore Press, 1957).  Also, Stephen Banfield and Ian Russell, ‘England (i),’ in 
Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/40044 
(accessed July 08, 2013). 
57 James Hogg, The Three Perils of Man, or War, Women and Witchcraft: A 
Border Romance (Edinburgh and London: Scottish Academic Press, 1972), 467-
70.  For a study of the way Hogg combined the use of folklore with an 
exploration of feudalism and nationalism, see Jason Marc Harris, Folklore and 
the Fantastic in Nineteenth-Century British Fiction (Abingdon: Ashgate 
Publishing Group, 2008), 103-125. 
58 Douglas Gifford, ‘Introduction’ to James Hogg, The Three Perils of Man, or 
War, Women and Witchcraft: A Border Romance (Edinburgh and London: 
Scottish Academic Press, 1972), xvii-xx. 
59 ibid., xxi. 
60 ibid., xxi-xxii.   
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Siege at Roxburgh.61  Hogg appears to have drawn ideas for the plot events 

from the work of Radcliffe and Lewis, but he makes the supernatural element 

more overt and gruesome.  My discussion looks at the use of music across the 

text’s three sections, showing how the two main instances of supernatural 

song are framed. 

In the early part of the novel, the themes of music, writing, and the 

supernatural are linked.  Hogg’s style is different to the other gothic authors, 

but still shows a concern to establish his reputation within the national 

literature, as he deals directly with the craft of writing.  A ghostly youth 

appears in Monk Benjamin’s cell in Chapter 9, asking him for writing materials 

(92-3).  The next chapter continues the theme when the qualities of different 

characters are discussed in context of the proposed visit to the wizard, Michael 

Scott.  The minstrel – Colley Carol – is described as ‘a man that is fit to charm 

the spirits out of the heart of the earth, or the bowels of the cloud, without the 

aid of old Michael’, suggesting that music has more power to charm than 

magic (97).  This minstrel’s name is reminiscent of the ballad, ‘Colley, my Cow’ 

which would have given readers an additional association with minstrelsy.62 

Carol leaves with the party, carrying a flute and lyre, and once underway he 

‘chanted his wildest and most amorous ditties’ (100).  Carol’s actions make 

music part of the journey to meet a supernatural figure, but he is not the only 

character to do so.  The drunken behaviour of Thomas Craik, also known as 

the Deil’s Tam, is reminiscent of Scott’s jester-minstrel: he offered ‘crabbed wit 

and endless absurdity’, and ‘punned and quibbled’ on the other’s words (97, 

100).  Following a haunting of the characters by a terrifying horseman, a 

description of Colley says certain words triggered his memory of old rhymes, 

making his conversation ‘incomprehensible’ to others but ‘delightful to 

himself’ (129).  Later the bard offers a series of rhymes, which confuses the 

other characters, but one about a castle siege appears to be prescient (139).  

They all arrive at Aikwood Castle in Chapter 13, where aural imagery in the 

description evokes spookiness, and the ballad of Sir Colin Brand portrays a 

knight associated with the world of darkness (141).  The examples show how 

Hogg draws Scott’s treatment of chivalry and minstrelsy into his tale of the 

supernatural; this is mirrored in Hogg’s structure as the chivalrous first section 
                                            

61 ibid., xxv-xxix. 
62 See footnote 68 in Chapter 1. 
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gives way to the overtly supernatural second section, the supernatural theme 

being anticipated by the musical references I have described. 

As well as referring to musicians and bards, Hogg draws technical 

descriptions of music into a supernatural context in the early part of the novel.  

He gives music a dramatic effect but also portrays it as an agent of change in 

relation to supernatural characters.  First the supernatural and the aural are 

linked when a storm is described: it drowns out the sound of the abbey bell, 

and with it comes a faint sound of ‘solemn melancholy’ that was ‘as if a spirit 

had been moaning in the eastern sky’ (76).  The author then describes the 

effect of the storm in the castle, saying it (77): 

formed altogether such a hellish concert, that fifty portcullises might 

have been raised, and as many draw-bridges let down, and the 

prostrate shivering sentinels of the Scottish army have distinguished 

no additional chord or octave in the infernal bravura. 

The description refers to storm scenes from the 1790s gothic, but uses 

musical terminology to render it as a virtuosic performance by the forces of 

Hell.63  The cowhorn sounds an alarm when Musgrave’s troops break through 

the Scottish lines, the confusion meaning the instrument is less effective than 

when sounded in Walter Scott’s novels (78-9).64  In the ensuing battle, the Scots 

win despite the quiet but tactical response of the English (79-80).  The idea of 

evil forces having artistic expression recurs when the poet mentions the 

‘hellish arts’ after hearing the word ‘durst’ and remembering a verse about an 

old sackbut (135).  In contrast, the friar associates the song, viol, and harp 

with ‘the sounds of mirth and gladness’ (145).  Music is connected with various 

                                            

63 Later in the novel, Master Michael recites a spell that refers to war and 
chivalry, and it releases three noisy spirits as well as affecting the weather: 
‘The book was closed, and loud shouts of applause, as from a great multitude, 
were heard at a distance; as that died away, a peal of thunder burst forth over 
their heads, which rolled away with an undulating sound, till lost in the regions 
of the western heavens’ (338-9).  As the novel closes, Michael faces a violent 
thunderstorm, also described using aural imagery (462). 
64 Hogg’s description of a bugle shows a debt to Scott’s writing, and although 
it follows a battle scene rather than preceding one, it still musters the troops.  
Douglas ‘raised his small bugle to his mouth, for in those days that answered 
all the purposes of a house bell, and many more.  Every officer in castle or 
camp knew, by the blast blown, when his personal attendance was required’ 
(404). 
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appearances of the three demons, who perform a dance and later change form 

after singing a song.  They had ‘an eldritch laugh’ that ‘made the arches of the 

castle to ring’, and they also answered the Master in unison (147).  This 

highlights their supernatural qualities, leading to a dance they use to pester 

Michael for further devilish work, when they cry out ‘in one voice’ (148).  Their 

‘wild fairy lay’ is performed with an ‘uncouth’ character, the lyrics discussing 

storms, nature, and the elements (186).  Immediately after the song they move 

out of the door in an eerie manner, and the poet then saw three crows flying 

towards the hill of Eildon (186).65  Hogg shows an awareness of music with all 

the terms he uses, and he draws on Lewis’s influence in The Monk to present 

music as part of the transformational effect of supernatural forces. 

Forces of the unseen world are integral to Hogg’s writing, and his novel 

places the sacred in opposition to the supernatural, with music as a signifier.  

A musical scene (194-7) in Chapter 16 establishes this opposition.  Against the 

backdrop of a midnight storm, the friar wants the company to perform a 

service to the Virgin and a hymn to the Redeemer.  Michael, the wizard, treats 

the friar’s psalter with derision, but the friar defends his holy vows and his 

right to sing sacred music.  When he begins, the poet is a reluctant participant, 

and Michael falls asleep.  He falls into a dream that is affected by the sound of 

the music, evoking a poetic landscape, and reminding him of an earlier time 

when his faith was stronger.  Eventually, the music wakes him and he rushes 

outside, but returns to find all the worshippers going to sleep.  The 

participants’ drowsiness presents sacred music in a poor light, suggesting it is 

unwelcome and has little effect.  The music’s inefficacy is compounded by the 

greater force of the storm – already aligned with the supernatural by the 

preceding aural descriptions – which rocks the castle and is accompanied by 

mysterious shrieks, like ‘angry spirits yelling through the tempest’ (196).  

Michael offers his own response to the friar’s effort, ‘a-crooning a sort of hymn 

in an under key’, and Colley Carol stays awake long enough to hear it.  Hogg 

shows a debt to Scott’s Waverley when he presents Colley as a song collector, 

someone who may have embellished the lines of the ‘warlock’s hymn’ or 

rendered it inaccurately.  The hymn appears to be addressed to the Devil, and 

it depicts supernatural events.  Following the lyrics, a comment from the 
                                            

65 Later, a ballad describes the Devil watching three crows fly towards the 
Eildon tree, referring to this earlier strand of the story (387). 
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narrator describes the hymn as ‘incense of praise’, but confirms that Colley’s 

work was inaccurate.  This is because a ‘black being’ appears and attempts to 

drag Michael Scott from the door, suggesting he had not actually pledged 

himself to the Devil.  But the dark forces Hogg invokes do have the upper 

hand, supporting Gifford’s understanding of where the author’s loyalties lay.66  

Charlie’s prayer saves him from the demon but does not make it disappear; 

after all, the warlock’s hymn summoned the demon whilst the sacred hymn 

was merely soporific.  I will discuss Hogg’s treatment of sacred music 

elsewhere in The Three Perils of Man in Chapter 3, but in this instance the 

music for supernatural forces accompanies transformative plot developments. 

Hogg’s Chapter 21, in which a discussion of minstrelsy leads towards 

the performance of a supernatural song, shows how Hogg makes music central 

to his evocation of the supernatural.  As the chapter opens, Dan Chisholm is 

trying to rescue his troops, who are prisoners in the tower at Castle Aikwood.  

The characters hear a strange sound, and then a huge supernatural being 

appears behind them.  It vomits burning sulphur and at the same time 

overwhelms them with ‘a noise that resembled the hissing of a thousand great 

serpents’ (288).  Once the characters escape imminent danger from the 

demon, Colley offers to entertain them with a song of his own composition.  

Charlie suggests the poet may be mad, stupid or under the influence of 

alcohol, but the poet defends the quality of his work and recalls one of the 

later verses.  The friar recognises the words and Colley is encouraged to sing 

it, although his voice is poor and his memory of the song incomplete (290).  

His efficacy as a minstrel is thus called into question, because he cannot fully 

convey the song.  While Colley sleeps, Isaac relates another tale from the 

Castle of Aikwood, in which Prim, Prig, and Pricker sing a ‘Hymn to the Devil’.  

The lyrics describe trumpet soundings calling souls to the ‘King of the 

Elements’, and conclude with a peon to evil (296).  Afterwards, a devilish 

watchdog leaves the castle, pursuing Dan and the other rescuers.  Like the 

warlock’s hymn, this shows a supernatural song presaging the appearance of 

an otherworldly being.  The powerful effect of both songs is still in the 

background when Dan’s party retires behind ‘locked doors’, with the 

                                            

66 Gifford, ‘Introduction,’ xxiv. 
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protection of ‘cross, book, and bead’ at their beds (325).67  Hogg describes 

how the locals could hear ‘at a distance on moonlight eves the bridle bells of 

the fairy troopers’, while ‘the mermaid sung her sweet and alluring strains by 

the shores of the mountain lake, and the kelpie sat moping and dripping by his 

frightsome pool’ (325-6).68  Here, Hogg shows awareness of the wide range of 

supernatural figures that were circulating in contemporary culture.  He reveals 

his debt to Walter Scott with the way he draws a discussion of song-collecting 

and minstrelsy into his treatment of the supernatural.  He responds to the 

English gothic romance of the 1790s but presents a supernatural vision that is 

far more extravagant and terrifying. 

2.1.4 Conclusion: Music and the Supernatural in the Gothic Romance 

Gothic authors made music an integral aspect of their evocation of the 

supernatural.  It emerges from a background soundscape in which audible 

motifs signify fear and engage the reader’s senses.  Radcliffe is unique among 

the authors in developing her technique of the ‘explained supernatural’, with 

music as a component part.  She can build apprehension, dropping musical 

clues before revealing the truth; also, she can mask the frightening reality of a 

situation – only becoming clear when a musical performance gives way to 

narrative.  Radcliffe’s use of music draws the contested divide between natural 

and supernatural into the novel.  Lewis’s work instead treats the supernatural 

as an ever-present reality, and music as a harbinger of supernatural 

                                            

67 Harris commented that the supernatural in Hogg’s novel is often located at 
the borderland of England and Scotland to emphasise division between the 
nations and the unstable character of the area.  See Harris, Folklore and the 
Fantastic, 115-118. 
68 Hogg attributes the increased supernatural activity in the area to Master 
Michael’s arrival at Castle Aikwood.  His use of Scott as a surname may allude 
to the famous author he imitates, and the following description parallels the 
way Walter Scott’s publications inspired cultural representations of the 
supernatural: ‘. . . ever since Master Michael Scott came from the colleges 
abroad to reside at the castle of Aikwood, the nature of demonology in the 
forest glades was altogether changed, and a full torrent of necromancy, or, as 
Charlie Scott better expressed it, of witchcraft, deluged the country all over, - 
an art of the most malignant and appalling kind, against which no fence yet 
discovered could prevail’ (325).  This sentence is highlighted as a self-
conscious gesture when Hogg in a later passage italicises two other key words 
from the title (383): ‘harrassed with war as he [Douglas] was, he found this his 
first intercourse with women, attended with ten times more distracting and 
grievous perils than the former.’ 
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intervention.  Hogg developed Lewis’s dramatic techniques, making music an 

agent of change in an extravagant portrayal of the supernatural and the 

demonic.  Enjoying less fame and popularity than the other authors, Hogg 

responded to the English gothic of the 1790s as well as the work of Walter 

Scott.  Each author worked to earn their place in the market, and their 

literature shows it was not just the supernatural but the musical supernatural 

that helped to define the gothic genre. 

2.2 Supernatural Figures in Romance Fiction and in Song 

The prominent appearance of the supernatural in popular literature 

gestures toward the prevalence of the theme in wider culture.  At the 

intersection of fiction and song, the supernatural was manifested in certain 

figures that appeared in both art forms between 1790 and 1830.  The 

characters of fairies, ghosts and witches could be benevolent or malevolent, 

and music was used to present them in different ways.  While literature can 

evoke the supernatural using images, and descriptions of characters and 

settings, music depicts by means such as tonality, melody, harmony, rhythm, 

texture, and expressive devices like ornamentation and dynamics.  Derek Scott 

states that the disruptive manipulation of these elements, the ‘negation of the 

beautiful’, was expressive of the supernatural for composers of the early 

nineteenth century.69  Scott refers to this darker or malevolent aspect of the 

supernatural as the ‘demonic’, a category of musical expression and the 

subject of contemporary music criticism explored by Lars Franke.70  Similarly, 

Sarah Williams describes how excess, discord, instability and effeminacy had 

                                            

69 Derek Scott’s list of musical signifiers runs as follows: ‘minor key (especially 
D minor), chromaticism, dissonance (especially involving diminished seventh 
chords and augmented triads), angular melody (especially tritones), 
syncopation and tempo fluctuation (creating a disintegrating effect on meter 
and tempo), sacred or noble signifiers [including vocal texture] in the “wrong” 
context . . . glissandi, acciacaturas, slides, and chromatic “slithering” (having a 
disorienting effect on pitch).’  Derek B. Scott, From the Erotic to the Demonic: 
On Critical Musicology (Oxford: Oxford University Press, 2003), 129-30. 
70 Lars Franke, ‘Music as Daemonic Voice in Late Eighteenth- and Early 
Nineteenth- Century German Culture.’ (PhD Diss., University of Southampton, 
2005).  Note Franke’s prescient comment, in relation to the nineteenth-century 
demonic: ‘it is likely that one would find support for the representation of 
music in literature’ (p. 225). 



  2: ‘This Horrible Stave They Howl’ 

 141   

traditional associations with witchcraft, although she does not engage in 

musical analysis.71 

My investigation reveals that domestic songs sometimes included 

musical devices like those Scott describes in operas, such as Mozart’s Don 

Giovanni (1787) and Weber’s Der Freischütz (1821).72  However, many songs 

portraying supernatural figures were strophic and composed with the 

regularity and consonance to entertain within a short time frame compared to 

a stage work, so that the framing of the musical supernatural in a domestic 

context has its own characteristic language and approach.  Some of the songs 

even illustrated sonic motifs from gothic fiction, particularly the use of a 

tolling bell or stormy weather to herald a supernatural appearance.  I 

investigate musical features associated with the different supernatural images 

and beings that were in circulation, comparing their presentation in music for 

the domestic sphere and the stage.  As for the figure of the minstrel, I consider 

the supernatural figures appearing in songs and gothic romances to show how 

they functioned as points of contact within expressive culture.  I examine the 

representations of these figures by novelists and composers – tracing 

influences between the art forms – to show how they were manifested in 

domestic entertainment. 

2.2.1 Fairies in The Romance of the Forest and in Song 

The fairy is a figure appearing in Radcliffe’s work and in several 

examples from the contemporary song literature.  I outline its intersectional 

identity before discussing the examples in detail.  The fairy is presented as an 

ancient figure, going back to Shakespeare, and its main features are 

immortality and charm.  It can be devious but generally has good intentions.  

The fairy is often associated with other benign supernatural creatures, and 

with the romantic nightingale.  Despite the fairy’s apparent omniscience, it has 

a cheeky sense of fun, and groups of fairies are frequently depicted doing a 

light but formal dance in a lively manner.  This image of the fairy emerges 

                                            

71 Sarah F. Williams, ‘“A Swearing and Blaspheming Wretch”: Representations of 
Witchcraft and Excess in Early Modern English Broadside Balladry and Popular 
Song,’ Journal of Musicological Research 30, no. 4 (2011): 322-4. 
72 Scott, From the Erotic to the Demonic, 128-9.  Scott’s main focus is the 
demonic in Liszt’s works; these are later than the period at hand. 
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from a range of songs by Thomas Attwood, William Hawes, John Wall Callcott, 

and Thomas Thompson, as well as from Radcliffe’s novel.  The songs about 

fairies include a vocal duet, a four-voice glee, and a set of strophic songs.  The 

musical characteristics of these songs are major tonality, varied treatment of 

texture and dynamics, and catchy dotted rhythms, and they mainly have 

conventional harmonic progressions.  The voice parts may be a cappella or 

accompanied by piano or harp, sometimes with a guitar or flute part attached.  

Where the figure is not highlighted by the use of musical pictorialisms, its 

liveliness is conveyed by the song’s overall character.  Although ideas about 

fairies emanated from theatre, the songs were enticing to perform in the home 

as the singers could themselves take on the role of this appealing character. 

 

Table 2.1: Fairy Songs from Thomas Attwood’s ‘Fairy Festival’ at Theatre  
Royal, Drury Lane, 1797. 

First Line of 

Song/Shelfmark 

Singer Key 

Signature 

Time 

Signature 

Tempo 

Indication 

‘Just at your age, 

and full of play’/ 

GB Lbl G.250.(1.). 

Master Welsh A major 2 

4 

Andante 

‘Ah where were 

the charms’/ 

GB Lbl G.250.(2.).   

Miss Leak G major 6 

8 

Larghetto 

Dolce 

‘When fogs round 

the brim of the 

moon’/ 

GB Lbl G.250.(3.). 

Miss 

Wentworth 

F major 

 

 

6 

8 

Larghetto 

F major 

 

A major 

2 

4 

Allegro 
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 Evidence of the desirability of fairies in the late eighteenth century can 

be seen from a set of three songs that, while discussing various topics, are 

linked by a musical chorus about fairies (Table 2.1).  The songs were 

composed by Thomas Attwood (1765-1838) for the Fairy Festival, which 

played at the Theatre Royal, Drury Lane on 13th May 1797.73  This masque, 

intended to complement the marriage of the Prince of Wirtemberg and the 

Princess Royal, shows how fairies were presented musically during the 

decade.74  The work was well received, as the Biographica Dramatica of 1812 

records that, ‘It was magnificent, and did credit to the taste as well as liberality 

of the managers’.75  After seeing the performance, many consumers would 

have wanted to buy the sheet music and perform it at home.  In the first song, 

‘Just at your Age’, verse 1 paints a mischievous picture of Cupid, and the 

chorus refers to a fairy dance with its play on the words ‘we frisk it ‘till break 

of Day’.  Verse 2 has the mortal character returning home in the evening to 

‘frisk’, and verse 3 describes him falling in love.  Part of the song’s appeal is 

the light-hearted character emanating from the use of vocal ornamentation and 

a staccato accompaniment, and from the variety of rhythms including triplets 

(Ex. 2.1).  A noteworthy touch in the lyrics is the use of the word ‘glee’, 

perhaps a reference to the genre.  There is word-painting in verse 1 where the 

melody moves rapidly from eii to bii and then down to bi for the lyrics ‘Young 

Cupid shot his Darts away,/Which all at random flew’ (Ex. 2.2).76  The musical 

interest must have enhanced the song’s popularity.  Although its portrayal of 

Cupid does not relate directly to fairies, the chorus (Ex. 2.1) provides an 

important link with the final ‘Fairy Festival’ song, and this ties the set together.  

The lyrics of the second song are not overtly supernatural but again refer to 

the medium by discussing singing as communication, describing the benefits 

for one to ‘make vocal the wish of the Heart’.  The musical features of the set 

offer a vocal presentation of the fairy, reflecting its jauntiness and alluding to 

its supernatural qualities. 

                                            

73 Each was priced at 1s. and printed by Longman and Broderip of London in 
1797. 
74 David Erskine Baker, Isaac Reed, Stephen Jones, Biographia Dramatica; or, a 
Companion to the Playhouse: containing Historical and critical Memoirs, and 
original Anecdotes, of British and Irish Dramatic Writers (London: Longman, 
Hurst, Rees, Orme, and Brown, 1812), 214-5. 
75 ibid. 
76 The Helmholz system of pitch identification is employed. 
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The final song of the trio concentrates on the fairy figure, offering a 

good example to novelists and composers of domestic songs.  It is tied to the 

rest of the set by the repetition of a melodic triplet motif and the use of chorus 

lyrics from the first song (see Ex. 2.1).  Musical features such as regular 

quavers and semiquavers in the piano part, modulations at the ends of 

phrases, and a chordal accompaniment help to illustrate the figure.  The lyrics 

describe the fairy: ‘When fogs round the brim of the moon/Dankly cloud her 

ray’ and how she ‘sadd’ning loofs away’.  After the tempo change, the chorus 

lyrics from the first song of the trio return – calling on the listener’s memory to 

bring the music full-circle: ‘Let her smile To beguile Our Spirits the while 

 

Example 2.1: Thomas Attwood, ‘Just at your Age’ (London: Longman & 
Broderip, 1797), bars 25-38. 
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Example 2.2: Attwood, ‘Just at your Age,’ bars 13-16. 

. . . And we frisk it we frisk it till break of day’.  While the accompaniment 

continues, the triplet semiquaver motif from the earlier song returns in the 

vocal line.  Triplet quavers also reappear in a four-bar postlude and interlude 

section that begins in A major.  The other verses discuss different ways to 

avoid Cupid’s arrow – such as using eloquence, resolution and wit – and aim 

for one true love instead.  At the end is a part for German flute, and the lyrics 

for the first song, ‘Just at your Age’.  This completes the Fairy Festival set, in 

which the first and last songs are linked by a common chorus and the 

recurrent triplet motif.  Performances of the songs, particularly attractive with 

the flute part added, kept the light-hearted character of the fairy in circulation. 

Radcliffe carries the idea of a fairy song performance into her romance 

in Chapter 18, when a poem rich in supernatural imagery follows a scene 

where Adeline and Monsieur Amand sing and play the lute to each other.  

Perhaps these characters model a typical performance of a fairy song in the 

home, for if Adeline was a model consumer of gothic fiction, she could 

exemplify the consumption of fairy songs that shared the supernatural 

theme.77  Adeline’s rendition of ‘Titania to her Love’ is also a response to a 

scene from Shakespeare’s Midsummer Night’s Dream, and the reference to 

Shakespeare helps Radcliffe establish her place in the national literature.78  The 

theme of Adeline’s song is anticipated by the beautiful preceding poem 
                                            

77 Clery, Women’s Gothic, 72. 
78 Radcliffe acknowledged her debt to Shakespeare – particularly the way the 
playwright established credible supernatural figures (p. 4) – during her fictional 
dialogue, ‘On the Supernatural in Poetry’, published posthumously in New 
Monthly Magazine and Literary Journal 16 (1826): 145-52.  Full-text version: 
http://www.litgothic.com/Texts/radcliffe_sup.pdf (accessed November 08, 
2012). 
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‘Sunrise: A Sonnet’, with its concluding line ‘fairy’s fancy wiles!’ (282).  In the 

lyrics of Titania’s song (284-5), only the immortal can hear Philomela’s 

expressions of grief, and the imaginary creatures are a fire-worm and sea 

nymphs.  Titania can travel in the air and underwater, and she charms the 

nymphs from their bowers whilst they summon music from the waves.79  After 

the song, Monsieur Amand repeats the line suggesting that mortality weakens 

listening ability, and this highlights the immortality of the fairy figure 

compared with a human audience.  He performs a ‘Sonnet’, singing ‘In a 

melodious voice, that trembled with sensibility’, and he appears to find 

Adeline’s repeat performance a cathartic experience (286-7).  Adeline recites a 

supernatural poem after going to the seaside for inspiration.  While Monsieur 

Amand’s ‘Sonnet’ featured Cupid and Fancy, this poem mentions Fairies, 

Sprites, Neptune, and Titania (288-90), showing thematic continuity with 

Adeline’s earlier song.  Even Music is personified in the poem, which mentions 

the nightingale as well as lutes, lays, and carols.  Only the poet can see the 

fairies, who in turn may talk to the nightingale.80  Music is preferable to silence 

and can summon the fairies, although only at night, when ‘They come to 

celebrate their mirth;/In frolic ringlet trip the ground’ (289).  Radcliffe’s scene 

portrays the fairy as a creature of fun but also great power and vision, and she 

suggests that music, as much as poetry, offers receptive listeners an insight 

into the supernatural.  Through the fairy figure, Radcliffe celebrates the idea of 

a privileged perception of music that would have been enticing to music 

listeners. 

A survey of the fairy songs being consumed at the time Radcliffe’s novel 

was in circulation shows what influences her readers had to inform their 

conceptions of the figure.  William Hawes’s (1785-1846) ‘Fairy Song’ for the 

                                            

79 The scene is similar to one evoked in W. H. Bellamy’s words for John Clarke-
Whitfield’s ‘The Song of the Sea Nymph Ballad’ (London: Birchall & Co., 1828). 
GB Lbl H.1275.(21.). 
80 Francesca Brittan, in her study of the scherzo fantastique from the 1820s to 
the early 1900s, highlighted this same aspect surrounding the portrayal of 
fairy figures: ‘Unaided or inborn access to fairies and fairy speech was . . . 
perceived as a rare commodity by nineteenth-century poets and composers – a 
mark of distinction and other-worldly inspiration’, thought to be reserved for 
‘the pure at heart, the innocent, the gifted’.  Francesca Brittan, ‘On Microscopic 
Hearing: Fairy Magic, Natural Science, and the Scherzo fantastique,’ Journal of 
the American Musicological Society 64, no. 3 (Fall, 2011): 567-8. 
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Albion Club is based on a Scottish melody in 6/8 time in D major.81  His ‘fairy 

elves’ show contempt for ‘mortals’, and they are more devious than in 

Attwood’s songs, entering houses to make mischief.  However, their night-time 

activities and encounters with the natural world, described in a simple duple 

Allegro e Scherzando section, reflect the common contemporary image.  The 

‘Fairy Song’ has a piano accompaniment, remaining diatonic throughout, and 

there is multi-voice vocal harmony for the chorus sections.  John Wall Callcott 

(1766-1821) also composed a fairy song: it was dedicated to Lord Viscount 

Dudley & Ward, and published on April 26th 1802.  It appears within a 

collection dedicated to the Prince of Wales, and the ornate cover page shows 

the glee held important social value as a gift.82  The supernatural had a place in 

this publication with the collection headed: ‘The Sylvans, Urchins, Elves, & 

Fairie’s Dance’.83  The dances are in F major, with a mixture of harmony and 

polyphony, and catchy rhythms to convey liveliness.  There are chanted lyrics 

like ‘ho, ho, ho, ho, ho’ and ‘two by two, and three by three’ . . . ‘about about 

about about go we’, and ‘round about round about in a fair ring, thus we 

dance and thus we sing’.  In this way, the song upholds the common image of 

a ‘Fairies Dance’.  Dotted note values emphasise the mischief-making 

described in the lyrics, a typical trait of this benign figure.  Singing songs like 

this about fairies upheld the status of the singers and enticed listeners 

because of the appeal of the being’s supernatural qualities. 

An example of the direct influence of fiction on music was Thomas 

Thompson’s 1815 setting of ‘Now at Moonlight’s Fairy Hour’ from Radcliffe’s 

novel as ‘A Favorite Duett, for Two Voices, with an Accompaniment for the  

 

                                            

81 William Hawes, ‘A Fairy Song’ (London: Royal Harmonic Institution, c. 1822). 
GB Lbl H.1224. (33. Second series no. 5).  
82 The title page reads: ‘A Collection of Favourite Glees, Catches & Rounds.  
Presented by the Candidates For the Premiums given by His Royal Highness the 
Prince of Wales in the Year 1800.  London.  Price 10. 6.  Printed for C. Knyvett 
Organist to His Majesty by Broderip & Wilkinson.  No. 13 Haymarket.  Musical 
Instrument Makers & Music Sellers to His Royal Highness the Price of Wales.’  
The dedication, also in ornate writing, reads: ‘To His Royal Highness George 
Augustus Frederick, Prince of Wales, the Noblemen & Gentlemen of the 
Harmonic Club, These Glees &c are Inscribed, by Their most dutiful respectful, 
and obliged humble Servant, Charles Knyvett.  Park Lane.  May 4th 1800.’ 
83 John Wall Callcott, ‘A Collection of six Glees, the Sylvans, Urchins, Elves, & 
Fairie’s Dance’ (London, 1802). GB Lbl E.318.(2.). 



Figures of the Imagination 

 148 

 

 

Figure 2.1: Thomas Thompson, ‘Now at Moonlight’s Fairy Hour’ (London & 
Dublin: Goulding, D’Almaine, Potter & Co., 1815), cover. 
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Example 2.3: Thomas Thompson, ‘Now at Moonlight’s Fairy Hour’ (London & 
Dublin: Goulding, D’Almaine, Potter & Co., 1815), bars 48-63. 
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Harp or Piano Forte’ (Fig. 2.1).84  The song continued to be set and published 

throughout the nineteenth century, but the close attention to Radcliffe’s lyrics 

in this version makes it a good example of the way music conveyed her 

poetry.85  The first two verses have a lively Siciliano setting in 6/8 time, in A 

major.  The second verse includes a short descending sequence and, although 

mainly forte, the words ‘The silent air’ are accompanied with pianissimo 

chords.  A section of new music, to ‘wake the silent air’, begins at the next 

verse: ‘Bid the merry merry merry tabor sound, And with the fays of lawn or 

glade, In tripping circlets beat the ground’.86  Here the music is Allegretto, in 

2/4 time, with continuous semiquaver movement in the accompaniment and 

vocal lines to suggest merriment.  The song is in the dominant, E major, until 

the return of the tonic when a quieter, contrasting section begins with the 

lyrics ‘And o’er the waves with magic pow’r’ (Ex. 2.3).  This line is stated by 

Canto 1 and then sung in thirds with Canto 2, before an imitative treatment of 

the line ‘Call on echo to rejoice’.  A flute part extends the literal ‘echo’ 

between the vocal parts, so that the descending major third is always heard 

three times to enhance the mysterious effect of the words and dynamics.  The 

semiquaver figure returns in the accompaniment towards the end of this 

section, anticipating the florid sixteen-bar postlude that culminates with a 

fortissimo perfect cadence in A major.  This song shows variety of expression 

but presents the fairy as a jaunty and upbeat character because of its major 

tonality and lively rhythm.  The musical setting immerses listeners in a 

delightful portrayal of the figure that was associated with enhanced qualities of 

hearing. 

Although an unauthorised reprint of the poems from Radcliffe’s novels 

was released in 1816, making them available at a glance for composers who 

wanted to set them, lyrics from other sources presented a similar image of the 

                                            

84 Thomas Thompson, ‘Now at Moonlight’s Fairy Hour’ (London & Dublin: 
Goulding, D’Almaine, Potter & Co., 1815). GB Lbl G.797.(15.).  The song was 
priced 2s.  Thompson is described as ‘Organist Newcastle upon Tyne’. 
85 Thompson’s setting of the song was re-released in the 1860s and 1870s, 
while a version by George Linley (1798-1865) was published in 1844 and one 
by Michael Watson (1840-1889) in 1893. 
86 Apart from differences in the capitalisation of words, these lyrics differ from 
the novel only in the extra repetition of ‘merry’.  Radcliffe, The Romance of the 
Forest, 361. 
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fairy.87  William Hawes composed ‘A Fairy Glee for Four Voices’ for his friend T. 

Welsh in 1820, based on J. F. M. Dovaston’s (1782-1854) ‘We Fairy Folk Delight 

in Sport’ (Ex. 2.4).88  My analysis shows how this song made the figure a source 

of entertainment. 89  The eight-bar chorus section, repeated on its first 

statement at the opening of the song, appears four times, and the song is in A 

major and common time.  The lyrics describe the actions of the fairies: 

We fairy folk delight in sport, and pass the Summer Night in Sport, 

in many a ring we dance and sing, and sometimes even fight in Sport 

The final statement of the chorus music, repeated with louder dynamics, has 

different lyrics comparing fairies with humans: 

Would Mortals be possess’d like us, of pleasure, peace, and rest like 

us, 

O let them be, guiltless as we, and then, they will be blest like us. 

The regular use of dotted quaver rhythms in all the parts adds jauntiness to 

the music, and suits the portrayal of the fairy as a humorous character.  The 

verses describing fairies have a contrasting mood because the use of melody, 

harmony, and performance directions gives them less impact than the brighter 

chorus sections; the first and third verses have polyphonic textures while the 

second is homophonic.  The dynamics vary considerably between the phrases  
                                            

87 See the full-text digitized version of Radcliffe’s poems: 
http://www.english.upenn.edu/~mgamer/Etexts/radcliffepoems.html 
(accessed November 08, 2012). 
88 Slight differences aside, the lyrics for this song were included in the 1824 
London publication, The First Volume of Poetry; Revised, Improved, and 
Considerably Enlarged, compiled by Richard Clark and printed by Clementi’s & 
Co., containing ‘the Most Favorite Pieces, as performed at the Noblemen and 
Gentlemen’s Catch Club, the Glee Club, the Harmonists’ Society, the Argyll 
Glee Club, the Lodge of Antiquity, the Somerset House Lodge, the Lodge of 
Inverness, and the Lodge of Prudence, 122, of Freemasons, the Amateur Glee 
Club, Evening Parties, and all Public Societies, in General’.  The words of the 
song were attributed to J. F. M. Dovaston; his first verse has been employed as 
a chorus in the song.  The inclusion of the song in this publication suggests it 
was in popular circulation, performed at this interesting array of musical 
societies as well as in the home. 
89 William Hawes, ‘We Fairy Folk Delight in Sport’ (London: Royal Harmonic 
Institution, 1820). GB Lbl H.1224.(18.).  It was sold for 3s.  Sir John Stevenson 
(1761-1833) also produced a version of the song, published in London in 1822 
and 1870. 
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Example 2.4: William Hawes, ‘We Fairy Folk Delight in Sport’ (London: Royal 
Harmonic Institution, 1820), bars 1-9. 
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and even between concurrent vocal parts during verse three, and there are 

many shared rhythmic motifs between the verse and chorus.  The lyrics build 

up an image of the character by describing fairies at night-time, encountering 

dew on the flowers, and relying on the glow worm for light, the gnat for 

directional sound, and the spider’s web to swing from plants.  In an Andante 

verse, the fairies are described as being ‘inclin’d to good’ and the repetition of 

the music emphasises this idea.  The song presents the appealing nature of 

the fairy, different from mortals because of its goodness and close relationship 

with nature, which agrees with the image Ann Radcliffe conjures and offers 

good quality musical entertainment.  A context for her romance and a pleasure 

for listeners, Radcliffe drew the performance of fairy songs into her fiction to 

portray the romantic immortality and charm of the figure. 

2.2.2 Ghosts and Spirits in The Romance of the Forest and in Song 

Radcliffe’s rational approach to the supernatural affects the way she 

presents the spirit figure, both when establishing a ghostly night-time 

atmosphere and when including the ‘Song of a Spirit’ in her romance.  As with 

fairy songs, Radcliffe models the consumption of songs about ghosts within 

her fiction.  She confines the spirits to self-contained fictive examples of 

culture and so celebrates the emotion of fear arising from human imagination, 

without portraying the supernatural as a universal force.  Of the many 

contemporary songs on ghosts that form a context to her fiction, some are 

composed to evoke fear in the listener, while most treat the spirit as a figure 

of entertainment and pleasure.  The haunted tower featured in Steven 

Storace’s song is a gothic motif found in both art forms, and a ghost also 

appears in the popular Crazy Jane songs for voice and piano, the lyrics 

attributed to author Matthew Lewis.90  A common musical motif between 

Storace’s work and the Crazy Jane series is the musical depiction of a tolling 

bell – also a motif of gothic literature.  In ‘Trust the Ghost of Crazy Jane’, the 

                                            

90 Lewis even wrote a play on the subject of ghosts: Matthew Lewis, The Castle 
Spectre (Oxford & New York: Woodstock Books, [1798] 1990).  Michael Kelly’s 
musical setting of the work was published in London by J. Dale in 1798, and in 
Dublin by Hime two years later.  For information on this and other gothic 
drama of the period, see Aubrey S. Garlington, Jr., ‘“Gothic” Literature and 
Dramatic Music in England, 1781-1802,’ Journal of the American Musicological 
Society 15, no. 1 (Spring, 1962): 48-64. 
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composer conveys fear using ‘demonic’ features such as staccato articulation, 

fluctuations in dynamics, and well-placed ornamentation.  In contrast, the 

multi-voice ‘Shades of Windsor’ by Reginald Spofforth has musical interest 

arising from its two contrasting sections and recurrent musical motifs – 

including thirds and the use of imitation – which point to its function as social 

pleasure.  The entertaining portrayal of ghosts in songs bears comparison with 

Radcliffe’s rational approach to the supernatural, in which a ghost that 

presented a “real” threat to her characters would have been out of place.  Both 

fiction and song are engaged in a form of cultural containment of the ghost, in 

which the figure is viewed in a humorous light.  But another side to the ghost 

figure is the incongruity of humour in relation to ‘a supposed apparition of a 

dead person or animal’, their ‘spirit or soul’, especially before the scientific 

developments of the nineteenth century made such beliefs less absolute.91  

Even with no factual foundation, ghostly entertainment could engage an 

audience by educing their latent anxieties. 

Radcliffe’s fiction depicts the circulation of supernatural songs in 

popular culture when her character Adeline readily brings one to mind.  The 

spooky ‘Night’ song occurs in Chapter 5 soon after the scene where Adeline 

was surprised by a man’s appearance near the abbey.  In the prose leading up 

to the song, Adeline looks up from her reading of English poetry and becomes 

aware of the onset of dusk, recalling the lyrics.  The first verse says Evening is 

succeeded by Night, with all its ‘shadowy hours’ and ‘visionary pow’rs’ (83).  

The second explores the human experience of night, including dreams and 

sleep, and ‘pleasing dread’, and describes how one imagines supernatural 

powers that ‘through the glooms in forms terrific sweep,/And rouse the 

thrilling horrors of the dead!’ (83).  The third verse mentions ‘shades’, the 

Greek mythological term for ghosts.  The description of a storm continues 

from the third verse into the fourth, and it is aurally dramatic to contrast with 

the silence of Night’s celestial but ‘milder terrors’ described in verse five (83).  

Verses six and seven describe how moonlight makes the landscape look 

‘fantastic’, forming ‘sweet romantic visions’ (84).  All the ideas of the song are 

brought together in the final three verses when the narrator suggests that 

imagination is more fanciful in darkness than during the day.  In this context 

                                            

91 Thompson, ed., The Concise Oxford Dictionary, 570. 
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the verses describe the wind’s ‘mournful melody’, with ‘many a viewless spirit’ 

that ‘Sighs to the lonely hour in accents sweet!’ (84).  Although Radcliffe 

attributes the spookiness partly to human interpretation, she still evokes an 

ethereal being that inhabits the darkness.  Her inclusion of the lyrics makes 

Adeline a consumer of the printed ghost song and shows how these songs 

could be particularly effective within eerie settings. 

Radcliffe brings ghostly song into the domestic setting and this time 

portrays Adeline as a listener to demonstrate the music’s effect.  The ‘Song of 

a Spirit’ in Chapter 11 follows the Marquis’s unsuccessful proposal of marriage 

to Adeline when the pair – against her will – are at dinner in his villa.  The 

Marquis senses that Adeline is unable to appreciate the ‘tender and 

impassioned airs’ of the music, and immediately asks for a different song in 

the hope that, ‘adding the force of poetry to the charms of music, might 

withdraw her mind from the present scene, and enchant it in sweet delirium’ 

(161).  The song consists of twelve verses, each with an ABAB rhyme scheme, 

and describes how the spirit is non-physical yet can travel in the darkness, the 

sea, and in space, from where it looks down on the landscape.  The spirit is 

associated with music because it can ‘listen oft celestial sounds/That swell the 

air unheard of men’, and it is aware when ‘dying music murmurs near’ at dusk 

(162).  Among the spirit’s privileges over human audition is the ability to hear 

‘the sea-nymphs softly play/Their dulcet shells beneath the wave’ (162): 

Their dulcet shells! I hear them now,  

Slow swells the strain upon mine ear;  

Now faintly falls — now warbles low,  

Till rapture melts into a tear. 

The song then associates music with the gothic elements of death and a ruined 

tower (162): 

Or hie me to some ruin’d tower,  

Faintly shewn by moon-light gleam,  

Where the lone wanderer owns my power  

In shadows dire that substance seem; 

 

In thrilling sounds that murmur woe,  
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And pausing silence make more dread;  

In music breathing from below  

Sad solemn strains, that wake the dead. 

Within this song, Radcliffe links music with otherworldly powers, an association 

emphasised – when the song ends – by the disembodied sound of a horn from 

outside the room.  Like the fairies, the spirit is privileged in its perception of 

music compared with humans, and it can also hear music produced by other 

supernatural creatures.  But the dark character of the later verses elicits grief 

from Adeline, who cries and retreats to her chamber.  Her captivity and own 

loss of power within the Marquis’s walls resembles the situation described in 

the tower, and it is during Adeline’s escape attempt soon after the song that, 

‘The palpitations of terror were so strong, that she could with difficulty 

breathe’ (166).  Her physiological response to the situation constitutes the 

outcome towards which some gothic entertainment was targeted.  Radcliffe’s 

scene suggests that real songs, although free from the fictional context of 

entrapment, could still elicit a negative reaction from the audience – a 

possibility that enhanced their entertainment value. 

One ghost song that could have been performed to guests after dinner 

emanates from a gothic drama entitled The Haunted Tower (1789), showing 

thematic similarity with the song in Radcliffe’s text.  Sheet music for Steven 

Storace’s (1762-1796) song ‘There the Silver’d Waters Roam’ had been 

available in London since 1794, and a version of 1815 made Mr Sedgewick’s 

performance in The Haunted Tower available for domestic consumption.92  The 

musical setting is appealing but not so ominous as the lyrics of the song 

suggest, showing a stronger intention to please than to terrify.  The piano 

accompaniment is marked Andantino, and begins with a ten-bar introduction 

combining dotted and even quaver rhythms along with descending scalic 

passages in semiquavers, which emphasise the tonic of F major.  In verse one, 

the lyrics illustrate a sea-scape and in verse two they describe ‘the screaming 

Sea Bird’ as ‘th’exulting daemon of the storm’.  The piano accompaniment 

reaches the dominant with an increase of decoration in the right hand while 

                                            

92 Stephen Storace, ‘There the Silver’d Waters Roam’ (London & Dublin: 
Goulding, D’Almaine, Potter & Co., c. 1815). GB Lbl G.797.(13.).  This copy was 
available for 1s. 
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the figured bass part undergoes its most rapid rate of harmonic change, 

including dominant and diminished sevenths, to illustrate the ‘storm’ (Ex. 2.5).  

 

Example 2.5: Steven Storace, ‘There the Silver’d Waters Roam’ (London & 
Dublin: Goulding, D’Almaine, Potter & Co., c. 1815), bar 37. 

 

Example 2.6: Storace, ‘There the Silver’d Waters Roam,’ bars 50-61. 

Ironically, the brighter music in F major returns for the darker lyrics of verse 3 

(Ex. 2.6), which recalls several gothic motifs: 

There as Village legends tell,  

many a shipwreck’d Seaman’s ghost; 

Listens to the distant knell, 

when midnight glooms the fatal coast. 

The melody illustrates the bell on the second statement of this verse when a 

falling third rises in sequence for the lyrics, ‘listens . . . listens’.  The left hand 

part becomes more sparse and bell-like, reduced to a single crotchet, 

sometimes in octaves, in each bar.  This reflects other illustrative touches 
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emanating from the melody shape and accompaniment figure used for lyrics 

including ‘tow’ring clift’ and ‘flits’ (Ex. 2.7). 

 

Example 2.7: Storace, ‘There the Silver’d Waters Roam,’ bars 18-29. 

Overall this is an entertaining and pleasing song, and the music is more 

appropriate when illustrating the storm than the Seaman’s ghost.  The lack of 

‘dramatic function’ for music was a feature of the original stage work, where 

the songs served to provide reflection on the dialogue.93  While the lyrics 

mention a ‘daemon’, the musical features identified by Derek Scott as demonic 

are not present in this largely diatonic composition, which makes the ghost a 

harmless figure of entertainment when performed in the home. 

Three domestic songs with vocal and piano parts relate to the notion of 

spirits as all together they describe the character Crazy Jane, her death, and 

her ghost, and they contain links with gothic fiction.  With their stimulating 

accompaniments and descriptive lyrics, the songs continued to be popular for 

                                            

93 Jane Girdham, ‘Haunted Tower, The,’ in The New Grove Dictionary of Opera. 
Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/O902133 
(accessed July 10, 2013).  After its opening performance at Drury Lane Theatre, 
London, on 24th November 1789, the drama continued to be performed there 
for three decades, and there were five editions of the vocal score during the 
nineteenth century. 
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several decades, and there were many versions published after 1800, the latest 

in 1856.  The earliest editions, described as ‘favorite’ songs, were  

 

 

Example 2.8: John Davy, ‘Crazy Jane: a Favorite Song’ (London: J. Dale, 1799), 
bars 1-12. 
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printed in London in 1798/99.94  A version of ‘Crazy Jane’ (Ex. 2.8) was 

composed by John Davy (1763-1824) to lyrics by Matthew Lewis, who authored 

poems, songs, and dramatic works as well as novels.95  The piano 

accompaniment, marked Andante with jaunty rhythms in a 3/4 time signature, 

is largely the same for each of the four verses, with appoggiaturas and trills at 

the cadence points to enhance the rhythmic interest.96  The harmony belies the 

subject matter of the lyrics, with the modulation to the dominant during each 

verse being the only deviation from A major.  This key signature gives a bright 

feel to the song, and the music has an overall impression of regularity and 

delicacy.97  Despite this, the song is about lost love, and the words allude to 

the sense of unease found in the musical scenes of gothic novels.  In verse 

one, Jane describes ‘signs of fear’ among people she meets, and she asks: 

Can a wand’ring wretched creature, with such terror fill thy breast,  

Do my frenzied looks alarm thee . . .  

On the theme of terror, ‘The Death of Crazy Jane’ has more dramatic 

rhythms and harmonies, as might be expected for musical depictions of the 

supernatural.98  Nevertheless, the song is concordant throughout, and the 

jauntiness of its rhythms does not convey a sense of tragedy at the character’s 

death.  Yet, the mood is ‘Plaintive’ and the opening lyrics describe the ‘awful 

gloom’ of the glade where Jane is sleeping.  The song begins with conventional 

harmonies in a B-flat major key signature, modulating to the dominant in bar  

                                            

94 The set of three songs was printed by J. Dale of London and sold for 1s. 
each. 
95 Leslie Ritchie has analysed the popular Harriet Abrams version of the song 
while investigating musical depictions of madwomen.  Leslie Ritchie, Women 
Writing Music in Late Eighteenth-Century England: Social Harmony in 
Literature and Performance (Aldershot & Burlington, VT.: Ashgate Publishing 
Limited, 2008), 110-118. 
96 John Davy, ‘Crazy Jane: a Favorite Song’ (London: J. Dale, 1799). GB Lbl 
G.356.(31.).  The song is also known by its first line, ‘Why fair maid in ev’ry 
feature’.  There is a harp part in B-flat major at the end, with verses two to four 
printed below it followed by a score giving melodic embellishments for the 
final line. 
97 Ritchie detects the same musical stability in the Abrams version and reads 
this as a strut to Crazy Jane’s narratorial authority.  Ritchie, Women Writing 
Music, 116. 
98 Anon., ‘The Death of Crazy Jane’ (London: J. Dale, c. 1798). GB Lbl 
G.356.(29.).  The pianoforte or harp accompaniment is ‘by an amateur’. 
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Example 2.9: Anon., ‘The Death of Crazy Jane’ (London: J. Dale, c. 1798), bars 
17-44. 

8, and reaching the tonic again for bar 16.  But the music is more expressive, 

including chromaticism and the use of word-painting (Ex. 2.9), for the chorus 

section, which has the following lyrics: 



Figures of the Imagination 

 162 

The bell now tolls and warns the gay  

In distant sounds yet not in vain  

for ev’ry Stranger’s heard to say 

Alas! no more Alas no more is Crazy Jane. 

The bell is musically depicted with open octaves, and a D-flat, the minor third 

above the tonic, is given for the word ‘warns’ (bars 17-21).  This illustration of 

a typical gothic motif – found in the fiction of all the authors discussed here as 

well as in other contemporary songs like Storace’s – is one of several examples 

of word-painting that enhance the song’s entertainment function.  There is a 

pause on the relative minor of B-flat for the lyrics ‘no more’, and a turn-like 

figure around ei-flat embellishes the word ‘Crazy’ as a gesture to the song’s 

eponymous heroine (bars 32-3).  A perfect cadence into B-flat major concludes 

an eight-bar interlude (bars 35-42) with the same embellishment motif that 

accompanied the word ‘Crazy’ but starting on dii not fi.  This shows some 

motivic unity and clarity of key area even while expressing the depressing 

lyrics.  All the music up to the double bar-line is repeated with the lyrics for 

verse two, featuring a mourner, and the chorus is repeated.  The interlude 

section becomes a postlude and ends on B-flat major.99  By this point it is clear 

that Crazy Jane is deceased, and the song has described common motifs such 

as the tolling bell and mourning that are associated with death and terror 

throughout gothic fiction. 

In the song ‘Trust the Ghost of Crazy Jane’ (Appendix 2), Jane herself 

assures the listener not to be afraid of her, but the lyrics mention many gothic 

elements such as ‘the dark and midnight hour’, the owls and bats, the ‘hedious 

plaints’ and ‘shrieks’, which are familiar from the novels.100  However, she 

attributes her plight to her former lover, saying ‘Men are cruel, false, 

deceiving’, and claims her song is ‘no uncommon ditty’.  Despite the subject of 

the song, the harmonies are consonant and the rhythms more regular than in 

G.356.(29.).  The time signature is 3/4, like the first song of the set, and the 

                                            

99 At the end of the score, the melody is given in D major for the German Flute, 
with the lyrics from verse one written above the stave, and for verse two 
written below it. 
100 Anon., ‘Trust the Ghost of Crazy Jane’ (London: J. Dale, c. 1799). GB Lbl 
G.356.(30.).  The accompaniment for pianoforte or harp is by ‘a Lady of 
Fashion’.  The German Flute part in G major, which doubles the vocal line, is 
appended at the end of the score. 
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song includes a range of dynamics and textures, and passes through the tonic, 

dominant, and sub-dominant key areas.  Perhaps the staccato section in bars 5 

and 6, with the right hand playing off-beat quavers between those on the beat 

in the left hand, suggests Jane’s ghostly form, as do the wavering dynamics.  

Abnormality is also shown by the harmony of the verses, which includes (bars 

24-6) an appearance of the sub-dominant and a Ic-V-I cadence preceded by a 

bar of chord ii within predominantly tonic and dominant harmony in F major.  

Most of the song accompaniment includes a triadic triplet figure in the right 

hand, but a continuous duplet quaver pattern in the bass-line during a 

modulation to C major highlights the musical change at the start of the second 

section and illustrates the word ‘alarm’ in the lyrics.  Musically expressive 

aspects of the song include embellishment, such as an F major arpeggio in 

triplets in the left hand in bar eight of the verse, and a scalic ascent preceding 

the word ‘Tremble’ in the vocal part.  There is also an empty ‘cadenza’ bar at 

the end of the verse, where the vocalist can add her own melisma.  Just as the 

verse was preceded by a ten-bar introduction, it closes with a ten-bar interlude 

or postlude to give the song circularity.  First a four-bar vocal section refers to 

the ‘Ghost of Crazy Jane’, with the piano playing an embellished version 

derived from the last four bars of the verse.  Then the final six bars of the 

introduction are given, with the same fluctuations in dynamics as the opening 

of the song: from pianissimo to forte.  This concludes a popular set of songs 

marked by its expressive accompaniment that relates to scenes from the 

gothic novels, the music illustrating the ghostly figure for domestic 

consumers. 

Ghosts were also featured in songs with multiple parts, including 

Reginald Spofforth’s (1770-1827) glee for five voices, ‘Shades of Windsor’ of 

1795.101  The song combines the themes of the supernatural and minstrelsy 

and shows how both were musically depicted.  The lyrics were written by 

William Pearce to form part of the entertainment Windsor Castle by J. P. 

Salomon (1745-1815), which received ‘universal applause’ after being sung by 

Mrs Glendining, Miss Kirton, Mr Incledon, Mr Bowden, and Mr Linton.  The 

parts are first and second treble, alto, tenor, and bass, with an accompaniment 

                                            

101 Reginald Spofforth, ‘Shades of Windsor: a Favorite Glee for Five Voices’ 
(London: Lewis, Houston, & Hyde, 1795). GB Lbl G.808.g.(29.). The price was 
1s. 6d. 
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for harpsichord.  The music is in common time, and the performance 

directions refer to volume and articulation.  There is frequent contrast between 

loud and soft, marked for. and pia., and several crescendos.  There are slurs 

for some phrases and individual pairs of notes but they are inconsistently 

applied.  The harmony comprises mainly primary chords, giving a consonant 

feel, and the rhythm and texture make the song intriguing.  Imitation is an 

important technique, and the interval of a third is prevalent, although several 

melodic motifs recur throughout.  Because of its features, the music would 

have been enjoyable to perform on a social occasion and, significantly, it 

engaged a larger number of singers than the other pieces about spirits.  

Several guests within a drawing room setting would have been involved with 

the performance, and my analysis traces their participation in the song and 

shows how its main themes were musically articulated. 

The ghost song opens with a twelve-bar introduction in F major with 

three phrases.  The first has sustained chords, the second is higher in pitch 

with triadic movement in the tonic key; in the third, the upper part includes 

stepwise and triadic movement while the left hand moves down into the bass 

clef and reaches the note F.  Scalic motion in the bass leads towards a perfect 

cadence in F major in bar twelve.  In the first section on pages 1 to 3 of the 

score, the vocal line, ‘Shades of Windsor, hills and levels, sacred to the 

Moonlight revels’ is treated (Ex. 2.10).  The first phrase opens homophonically 

using the rhythm from the start of the introduction – comprising minims, 

dotted minims and crotchets.  An antiphonal treatment of the lyrics ‘sacred to 

the Moonlight revels’ begins at the point marked legato.  The first treble, alto, 

and bass enter with this four-bar phrase.  When the second treble and tenor 

enter with the vocal line, the other parts provide the harmony using a 

dominant pedal sustained for eight bars.  Below this, the keyboard part plays a 

conjunct undulating pattern in contrary motion also over a dominant pedal; 

this adds rhythmic interest and harmonic support for the vocal parts.  The 

prominence of the dominant key area continues to be maintained – B naturals 

suggesting a modulation to C major – as the vocal parts move back towards 

homophony in time for the end of the section at the double-bar line.  However, 

the second treble is initially deviant and enters two bars behind the other 

parts, catching up by the words ‘Shades of’ in bar 36 but initially singing 

different lyrics to the other parts.  After a perfect cadence into C major on  
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Example 2.10: Reginald Spofforth, 'Shades of Windsor' (London: Lewis, 
Houston & Hyde, 1795), bars 1-36. 
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Example 2.11: Spofforth, 'Shades of Windsor,' bars 52-63. 
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page 3, a four-bar phrase extension concludes the section; the lower parts 

answer the trebles for the line ‘to the Moonlight revels’, and the same rhythm 

is used for both antecedent and consequent phrases.  By this point, all the 

performers have played a part in establishing the ghostly topic of the song. 

On pages 3 to 7 of the score, the words, ‘Of brisk Oberon the Fairy, and 

his Vassals light and airy’ are treated, and there is a great deal of vocal 

repetition to make the choral parts striking.102  The trebles state the words ‘Of 

brisk Oberon the Fairy’ in thirds in F major, accompanied by the right hand 

keyboard part, after which the lower voices with the left hand keyboard part 

respond with notes of longer duration for ‘and his Vassals light and airy’; this 

takes up the first eight bars.  Page four (Ex. 2.11) has polyphonic writing for 

the voices, apart from a four-bar phrase with the trebles singing in thirds, 

immediately imitated by the alto and tenor also singing the phrase in thirds.  

Below this imitation, the other parts treat the phrase ‘light and airy’: a rising 

five-note quaver motif from f to ci passes from alto to bass, followed by 

imitative entries between the higher and lower pairs of voices, while the bass 

continues below them with the five-note ascending motif.  The short and 

staccato nature of this phrase reflects the meaning of the words ‘light and airy’ 

and expresses them in an entertaining way.  But the intermittent nature of the 

vocal parts makes the keyboard essential for maintaining rhythmic and 

harmonic continuity. 

There is a change of character in the final section of the song, which is 

marked Allegro and has a 6/8 time signature, but remains in F major (Ex. 

2.12).  The lyrics are, ‘Other Minstrelsy and mirth thro’ your wild retreats shall 

sound o’er the favor’d spot of Earth many a festive train shall bound’.  This is a 

short, repeated section of eight bars, moving from F major in the first four 

bars to C major in the second four.  The trebles and the upper harpsichord 

part move in thirds in the first half of the phrase, becoming more disjunct in 

the second half.  The voices are scored homophonically in crotchets and  

                                            

102 This is not the only place in the song repertoire where fairies are associated 
with ghosts.  In ‘The Spirit’s Song’ in Lalla Rookh, written by Thomas Moore 
with music composed by John Clarke-Whitfield, the lyrics mention ‘a magic in 
Music’s strain’ and the spirit is said to come from a ‘fairy home’.  This is a 
recitative and aria in A major with a keyboard accompaniment, published in 
London by J. Power in 1817.  GB Lbl H.1275.(8.). 
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Example 2.12: Spofforth, 'Shades of Windsor,' bars 90-119. 
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quavers, apart from slight melisma in the treble parts on the words 

‘Minstrelsy’, ‘wild retreats’, ‘spot’ and ‘festive’.  The final section of the song 

continues with a similar character, with the lyrics, ‘and the Forest wide shall 
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ring . . . to the roundelays we’ll sing’, which are repeated several times.  On 

page 8 the first treble leads the other voices and the accompaniment with 

fanfare-like statements of the lyrics: the first entry of the treble is on the tonic 

and the second one on the dominant.  The treble part repeats ‘shall ring’ three 

times while the other voices imitate the lyrics from the fanfare line.  On page 9 

the voices move to the ‘roundelays’ section of the words, initially in 

homophony using a descending five-note motif, but then the first treble and 

tenor lead in a call and response figure a third apart from each other.  The call 

is made with the ‘Forest’ lyrics and the response with the ‘roundelays’ lyrics.  

The use of crotchet and quaver rhythms on each beat gives a lilting feel to the 

music, and the harmony becomes more adventurous, including chords iii, IV, 

vi, ii, and some first inversion chords.  However, the final cadence is in F 

major, clearly established by the repeated tonic chords in the accompaniment 

just before the end, and this follows a section of homophonic movement 

ending with the triple repetition of ‘we’ll sing’.  The mention of minstrelsy and 

the impressive polyphonic setting of this song might make the communication 

of the supernatural theme appear subordinate to its entertainment function.  

Yet this example of cultural containment draws on many sources of consumer 

anxiety such as shades and ‘moonlight revels’, and relates them to musical 

performance itself, constituting a key point of contact.  The glee is firmly 

entwined with themes from gothic fiction and shows how consumers engaged 

with the spirit figure in multiple ways, and not only as the lone performer 

exemplified in Radcliffe’s fiction. 

2.2.3 Witches and Wizards in Romance Fiction and in Song 

Witches are traditionally associated with the Devil or evil spirits; wizards 

are sometimes viewed as the male equivalent, although seen as less 

malevolent in terms of the magic they perform.103  For composers and authors 

working on this figure around 1800 there was a cultural background dating 

back to the witches in Shakespeare’s Macbeth and, beyond that, to the Bible.104  

However, the figure is not consistently presented throughout print culture of 
                                            

103 Thompson, ed., The Concise Oxford Dictionary, 1609-10.   
104 King James I of England inspired witch hunts with his 1597 publication 
Daemonology and his translation of the Bible to include the verse, ‘thou shalt 
not suffer a witch to live’, and the Bible features the story of the Witch of 
Endor. 
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the early nineteenth century.  Romance fiction portrays a witch that, full of 

hate, brings death and destruction, and summons the Devil.  When reading the 

novels, we might imagine such a witch would be musically illustrated using 

Derek Scott’s devices of the demonic.  In reality, many contemporary songs 

about witches are diatonic – although including some minor harmonies – and 

they use rhythm, texture and melody to portray the witch in a light-hearted 

manner.  More than one song uses ornamentation to mark the witch’s 

strangeness while, in contrast, the musical presentation of the wizard is 

regular and consonant.  Literature differs in that, when the novels or song 

lyrics refer to music, it seems to illustrate the worst features of the witch, who 

receives her power to effect change when music appears.  This fits with the 

way Hogg and Lewis use music in a theatrical sense to announce a 

supernatural appearance, as if presenting a scene change.  Literature presents 

the witch more scarily than music. 

Walter Scott’s witch in Ivanhoe, Ulrica, is a creature full of malice, her 

actions consigning Front-de-Boeuf to death before her own suicide.  Scott 

describes her just before the castle burns to the ground (371): 

The maniac figure of the Saxon Ulrica was for a long time visible on the 

lofty stand she had chosen, tossing her arms abroad with wild 

exultation, as if she reigned empress of the conflagration which she 

had raised. 

Scott portrays Ulrica high above the burning castle, about to sing (369-70): 

Her long dishevelled grey hair flew back from her uncovered head; the 

inebriating delight of gratified vengeance contended in her eyes with 

the fire of insanity; and she brandished the distaff which she held in 

her hand, as if she had been one of the Fatal Sisters who spin and 

abridge the thread of human life. 

The way Scott attributes the ‘barbarous hymn’ known as ‘Whet the bright steel’ 

to the minstrelsy of ancient foreign peoples was discussed in the previous 

chapter.  The lyrics of the song are a call to arms for the ‘Sons of the White 

Dragon’, and they refer to elements of nature associated with the supernatural 

including sulphur, a raven, and an eagle.  The song describes an ominous 
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atmosphere with dark clouds settling over a castle, and descriptions of 

bloodshed, war, and death.  Ulrica refers to ancient legend with allusions to 

the evil god Zernebock, to Odin’s Valhalla, and to Hengist and Horsa.  Given 

the traditional English associations of the latter pair, Ulrica’s calls for the 

people of Hengist to perish represents her wish for the downfall of the English 

warriors, even though she is a Saxon.  In this way the witch emerges from 

Scott’s work as powerful, bloodthirsty, deceitful, and wickedly vengeful.  

Similarly, witches are associated with the Devil in Hogg’s The Three Perils of 

Man.  In Chapter 25, a group of beautiful ladies appears to ‘a chorus of sweet 

and melodious music’; there is a sense of exoticism as they are ‘dressed like 

eastern princesses, rustling in their silks, and covered over with dazzling 

gems’ (341-2).  However, they are found to be witches shortly after the castle 

bell rings, ‘with a knell that might have wakened the dead’ (343).  In the 

ensuing scene, the Devil appears along with Michael Scott’s three demons, and 

turns the assembled soldiers into bulls.  The reader is prepared for these 

events by the Chapter’s epigraph, an old song about John Barleycorn on the 

theme of metamorphosis.  Once again the witches are evil figures and their 

appearance in conjunction with sound and music leads to the plot’s unpleasant 

developments. 

Some of the songs agree with the fiction and present the witch as a 

powerful and dangerous figure.  A glee for three voices called ‘The Witches’ 

was sung for ‘Ladies Concerts’ at the Theatre Royal, Covent Garden, and was 

set to words from the opening scene of Shakespeare’s Macbeth by Matthew 

Peter King (1773-1823).105  New editions of this popular song continued to be 

released throughout the nineteenth century.  The score is marked maestoso 

and written in C major, initially in cut-common time and then in 6/8 for the 

final section.  The increase of figuration and the greater use of polyphony in 

the central section is appropriate to illustrate the ‘hurly burly’ of the lyrics.  

Another song about witchcraft is John Wall Callcott’s ‘Elvers Hoh’, a glee for 

                                            

105 M. P. King, ‘The Witches, a Glee for Three Voices’ (London: Goulding & Co., 
1817). GB Lbl E.270.(14.).  It was priced 2s. 6d., the cover advertising ‘A 
General Treatise on Music, Particularly on Harmony or Thorough Bass, and its 
application in Composition’, also by M. P. King. 
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three voices in G major that alternates between duple and 6/8 time.106  The 

music is mainly homophonic but has solos for the first and second parts, 

representing the witches.  In the different sections there are modulations from 

G major to the dominant, relative minor, and sub-mediant, but the song 

culminates on the tonic.  In the song, the knight Sir Algamore first encounters 

two dancing maidens.  The lyrics mention various aspects of the supernatural 

such as sorcerer’s treasure, a runic rhyme, a howling wolf, a wild bear in 

magical fetters, a red dragon, and witchcraft.  The song explains that the 

situation will improve with daylight but warns, ‘beware of the Witches of Elver’.  

The two beautiful maidens turn out to be Sir Algamore’s enemies as they are 

witches trying to teach him witchcraft.  Music is referred to when the prettiest 

witch, ‘her voice in sweet Harmony raising’, silences the winds, the wolf, and 

the waterfall.  As with the witches in romance fiction, her power seems 

associated with the music, as it is after the sound that she reveals the different 

aspects of her witchcraft. 

In a contrasting song, consonant harmony, and the use of rhythms, 

textures and melodic decoration make the music attractive and able to convey 

a humorous picture of the witch whilst alluding to her strangeness.  ‘The 

Witch’ is described as ‘A favorite Song, sung by Mrs Martyn in the new 

Pantomime called MERRY SHERWOOD or HARLEQUIN FORESTER’ (Appendix 

3).107  The words were written by Mr O’Keefe, the music composed by William 

Reeve (1757-1815), and the song printed by Longman and Broderip of London 

in 1796.  The use of embellishment in the song – especially during the 

interludes – makes it entertaining rather then menacing, but links to the ‘aural 

excess’ traditionally associated with musical depictions of witchcraft.108  The 

Witch sings the following lyrics: 

As motley is thy fancied Gear, Right motley be thy mind; 

About, around, be here and there, About, around, be here and there,  

By mortal unconfin’d, About, around, be here and there, By mortal 

                                            

106 John Wall Callcott, ‘Elvers Hoh, a Glee for Three Voices’ (Dublin: Edmund 
Lee, c. 1800). GB Lbl H.1653.j.(14.).  The song was first published in London in 
1799. 
107 William Reeve, ‘The Witch: A Favorite Song’ (London: Longman & Broderip, 
1796). GB Lbl G.249.(22.). 
108 Williams, ‘“A Swearing and Blaspheming Wretch”’, 322-4.   
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unconfin’d, 

Trip skip very pretty, Trip skip very pretty, Field, Forest, Road and City, 

Yield us ev’ry aid and pleasure, yield us ev’ry aid and pleasure,  

my delight, my delight and Robin’s treasure,  

my delight, my delight and Robin’s treasure,  

and Robin’s treasure, and Robin’s treasure. 

The second verse is given below the stave: 

With nimble hand but wave thy Sword, 

And light as flitting thought, 

At noddle shake, tho’ mum the word, 

A Spirit’s Ear is caught. 

The song opens with a ten-bar introduction in C major, and there are 

interludes of two or four bars between each vocal line, exploring the tonic and 

dominant key areas.  F-sharp notes are introduced towards the end of the 

verse, and the second four-bar interlude modulates to G major.  The use of 

rhythmic and melodic decoration in the right hand of the accompaniment 

makes the song engaging, and conveys the sense of excess.  During the 

introduction, there is an ascending C major scale in semiquavers, followed by 

five bars featuring triplet semiquavers and emphasising second relationships, 

except in the penultimate bar of the introduction where G major harmony 

leads towards a perfect cadence.  During the vocal interludes, there are two 

descending C major scales in semiquavers, and further use of the triplet 

semiquaver figure.  In the section beginning with ‘Trip skip very pretty’, there 

are one- or two-bar interludes featuring triplet semiquavers or duplet staccato 

semiquavers for added interest.  There are suggestions on page 3 of the score 

for piano embellishments of four semiquavers on tonic triad notes when the 

vocalist is resting.  The postlude to the song is five bars long, with the 

penultimate bar alternating between tonic and dominant to strengthen the 

final cadence into C major.  The accompaniment is plainer during the bars with 

singing, merely outlining the vocal melody in the right hand, while the left 

hand provides harmonic accompaniment in quavers.  However, the left hand 

part is not continuous: quaver rests sometimes break the continuity on weak 

beats.  This destabilises the harmonic and textural support for the song, 
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adding to the strangeness of the witch that is conveyed by the excessive 

decoration. 

 

 

Example 2.13: W. W., ‘The Conjuror’ (London, 1795), bars 1-27. 
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Entertainment rather than fear is also the emphasis of a song from 1795 

called ‘The Conjuror’ that was ‘Written and Adapted to Music by W. W., an 

Amateur’ (Ex. 2.13).109  It is marked Vivace non troppo, and the key signature is 

F major.  The eight-bar introduction has a florid piano part; the quavers are 

virtually continuous in the right hand.  There are melody parts in C major for 

Guitar and in D major for German Flute.  The melodies of the first and second 

vocal lines have the same antecedent phrase, but the consequent phrase of 

line 2 is different because it modulates to G major, the secondary dominant.  

Line 3 of the song modulates to C major, and line four to the tonic, after a 

pause on the sub-dominant.  The vocal lines are mainly conjunct in movement, 

but octave leaps become more common towards the end of the song, and 

there are leaps of a fourth and a sixth in the song’s final phrase.  Quaver 

patterns starting on the off-beats create fill sections between vocal lines, and 

an arpeggiated pattern using similar rhythmic motifs forms a postlude to the 

song, ending on the tonic.  The consonance of the song and its regularity do 

not fit with the subject being discussed by the lyrics.  They describe people 

assembling ‘to witness a Conjuror’s show’, with each subsequent verse 

treating a different magic spell.  However, the wizard being depicted appears 

to be practising white magic, so is different to James Hogg’s Sir Michael and 

the witches in romance fiction.  Overall, the repertoire of witch songs 

presented the performer with a range of approaches to entertaining an 

audience by depicting a sinister figure. 

                                            

109 W. W., ‘The Conjuror’ (London, 1795). GB Lbl G.356.(28.).  The composer 
was probably William Wennington, who is listed as the ‘contributor’ in the 
British Library catalogue. 
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2.2.4 Conclusion: Supernatural Figures in Romance Fiction and in Song 

My investigation looked at supernatural figures in romance fiction and 

song, specifically the fairy, ghost, and witch.  Portraying each as a point of 

contact in expressive culture, I asked what kind of figure was presented, how, 

and whether both art forms agreed in their presentation.  I considered whether 

the songs demonstrated the disruption of beauty noted by Derek Scott to be 

associated with the supernatural in stage music, or whether they had their own 

musical language.  Fiction and song presented a consistent view of the fairy, a 

generally benign figure, and the fairy songs did not demonstrate ‘demonic’ 

musical features.  Across several different types of song, the fairy’s character 

was illustrated with a light-hearted musical treatment, appealing to listeners 

and performers.  In the work of Ann Radcliffe and the contemporary song 

repertoire, the ghost appeared as a figure of humour, despite its unpleasant 

associations that unsettled some consumers.  But the occasional use of 

ominous harmony in certain songs did not detract from the general impression 

that music poked fun at the ghost by containing its spookiness for 

entertainment.  In contrast, Walter Scott and James Hogg presented witches 

and wizards as dreadful figures, but this carried directly into few of the songs.  

Any sense of the demonic was eroded by the measured regularity of the music, 

especially for wizards, although ornamentation was used to highlight witches’ 

strangeness.  Thus there is greater agreement between fiction and music when 

dealing with fairies and ghosts than portraying witches.  The two art forms 

disagreed in their portrayal when the work of Walter Scott and James Hogg was 

involved, but agreed in relation to Ann Radcliffe, whose work – although an 

atypical approach to the gothic – provided the main literary evidence for the 

first two characters, and even modelled supernatural song performance.  

James Hogg’s fiction made frequent allusions to the Devil, but few Devil songs 

feature in the British Library collections perhaps because of the unpopularity of 

performing them in the early 1800s.  Despite the differences between music 

and literature, it is clear that the supernatural was a key concern for both and 

that common motifs – the figures of fairies, spirits, and witches – circulated 

between them. 
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2.3 Musical Representations of Supernatural Figures 

from Matthew Lewis’s The Monk 

While the treatment of common supernatural figures was a point of 

intersection between romance fiction and contemporary domestic song, the 

transference of particular songs between the art forms made the relationship 

tighter still.110  John Wall Callcott’s settings of supernatural songs from Lewis’s 

novel as three-voice glees exemplify this close point of contact and show how 

the gothic theme differed in expression between the two art forms.  Lewis was 

a popular song-writer, contributing lyrics for songs such as ‘Crazy Jane’, and 

for supernatural-themed stage productions including The Castle Spectre and 

The Wood Daemon.111  His songs in The Monk, conspicuous for their scariness 

and moral turpitude, could easily have been influenced by musical 

performances he had heard.  Callcott was a successful glee composer who 

contributed to the fashion just before 1800 for glees on gothic topics, with 

piano accompaniments, for the home.112  Callcott drew on stock musical 

devices like the demonisms Derek Scott describes, and like those Lewis may 

have heard and been inspired by in songs about supernatural figures, but 

deployed these dramatically to please and entertain his audiences.  I argue 

that, during the time The Monk was considered problematic, Callcott provided 

a refreshing aspect of its reception with two songs of complexity and skill that 

re-worked Lewis’s ideas for domestic musical performance.  For those who had 

read The Monk, Callcott’s settings evoked the spooky fictional context of 

Lewis’s words and this enhanced the effect of their supernatural content.  

Callcott’s depictions of Lewis’s figures – Water King and Skeleton Knight – can 

be compared with those by other composers to show the extent of the author’s 

                                            

110 Ruth Solie notes that romance novels and parlour songs sometimes shared 
titles.  Ruth A. Solie, Music in Other Words: Victorian Conversations (Berkeley, 
Los Angeles & London: University of California Press, 2004), 97. 
111 Lewis, The Castle Spectre.  Michael Kelly, ‘The Wood Demon’ (London, 
1807), GB Lbl H.89.f.  Matthew Lewis also wrote the lyrics for Matthew Peter 
King’s setting of the stage work, first printed in London in 1811, called ‘One 
o’clock! or the Knight & the Wood Daemon’ (London: Clementi, Banger, 
Collard, Davis & Collard, 1815), GB Lbl H.230.c.(1.). 
112 Nicholas Temperley, ‘Callcott, John Wall,’ in Grove Music Online. Oxford 
Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/04604 
(accessed May 30, 2013). 
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influence on music.  My discussion of songs by David Bruguier, William Hawes, 

and J. C. Bullock presents alternative versions of Lewis’s figures and further 

supports the popularity of the supernatural as shown in Section 2.2 with the 

circulation of the generic spooky figures. 

2.3.1 Callcott’s Settings of Lewis’s Figures: Water King 

& Skeleton Knight 

Lewis’s ‘Water-King’ Ballad occurs in The Monk at the start of Volume 3, 

by which point Theodore’s musical abilities are already known to readers.113  

The context for the song is Theodore’s effort, in the hope of sustaining the 

ailing Raymond, to locate Agnes alive at the Convent, and he is required to 

adopt a disguise (283).  That a guitar forms part of his assumed character as a 

one-eyed beggar attests to the lowly status Lewis bestows on the musician, but 

at the same time it demonstrates the author’s awareness of music’s power to 

persuade.  Theodore’s ‘sweet voice’ earns him the right to take his alms at the 

Convent door, and then the mere practice of guitar tuning gains him access 

inside (283).  He ascertains that Agnes has died, and maximises on the 

opportunity to offer the nuns ‘for truths all the strange stories which his 

imagination could invent’ (284-6).  This prepares the way for a supernatural 

song, a second opportunity for Theodore’s creative work to be judged in the 

novel, and this time it is his musicianship under scrutiny.114  He tells the nuns 

‘how dangerous it is for young Women to abandon themselves to their 

passions, illustrated by the adventure of a Damsel, who fell suddenly in love 

with an unknown Knight’ (287).  This veiled warning for the nuns to receive his 

performance critically draws chivalry into the equation.  This is emphasised 

when Lewis writes: ‘He [Theodore] had read the story of a King of England, 

whose prison was discovered by a Minstrel; and He hoped that the same 

scheme would enable him to discover Agnes, should She be in the Convent’ 

                                            

113 Theodore is described as a musician and a ‘delightful’ singer (166), able to 
compose ‘Spanish’ ballads and sing them to his guitar. 
114 The Marquis judges Theodore’s poem ‘Love and Age’ (194), showing 
concern for the poet to control his emotions, and he goes on to say that good 
poetry should consist of effective metaphor, with rhyme at the service of 
meaning, and original ideas (199-200). 
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(287).115  He hopes to summon Agnes by playing a ballad she had taught him.  

Although this scene draws on the English ballad tradition, a sense of the 

foreign is invoked as the content of the song alludes to Danish folklore. 

Theodore persuades the nuns to believe in the Danish supernatural 

before the music starts.116  The Danish people are said to have pea-green skin 

and flame-coloured hair, and the country of Denmark is described as being 

‘terribly infested by Sorcerers, Witches, and Evil Spirits’, as well as Demons 

(287-8).  Different sections of society are said to be at risk from unearthly 

powers in various parts of the landscape: an Erl- or Oak-King in the woods, 

who ‘commands the Imps and Goblins’ (with ‘a Daughter, who is Queen of the 

Elves and Fairies’), a Water-King in the rivers, a Fire-King in the meteors and 

lightning, and a Cloud-King in the skies and weather.  Theodore describes the 

appearance of each one, saying the Oak-King lures children to death in his 

cave, the Water-King drowns sailors and entices virgins into the water, the Fire-

King misdirects travellers using false lights, and the Cloud-King uproots 

forests and buildings.  This imaginative background enhances the effect of the 

‘Water-King’ Ballad, which Theodore sings as stridently as possible following ‘a 

short [instrumental] symphony’.  In the song, the Maid walks to Mary’s Church 

singing ‘carols gay’, but is observed by the Water-Fiend who asks his mother 

how to capture her.  Common notions of chivalry are drawn into this 

supernatural song with the mother’s reply (289): 

The Witch She gave him armour white; 

She formed him like a gallant Knight; 

Of water clear next made her hand 

A Steed, whose housings were of sand. 

The deception works as the Maid agrees to marry and go with the creature, for 

‘little thinks the Maiden bright,/Her partner is the Water-spright’ (290).  

Predictably, the demon leads her to a watery death, and Theodore’s final verse 
                                            

115 This allusion to chivalry is not the novel’s only pre-emptive hint of Walter 
Scott’s writing, as the poem ‘The Exile’ (215-7), with its evocation of the oral 
ballad tradition as performed in the natural landscape, anticipates the 
Highland Minstrelsy scene in Waverley. 
116 Despite allusions to the English literary tradition, the notion of Scandinavia – 
in particular Denmark – as a source for supernatural tales is common to the 
romance fiction of Scott and Hogg as well as Lewis. 
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presents this as a reason for young ladies to be cautious in love.117  The moral 

is appropriate for the novel as, by the end of the chapter, the murder of Agnes 

is confirmed to the Marquis and Ambrosio has murdered Antonia’s mother.  

The nuns react positively to the performance, which has particular relevance 

given their celibacy, but they are called to their duties by the convent bell so 

are not drawn into the secular world that Theodore represents (291-2).  The 

musical and literary associations of the English ballad tradition are apparent in 

this scene, in which the cultural imagination of the supernatural is explored 

and provides a background for the developing plot. 

Lewis’s words were set to music by Callcott in a glee entitled ‘The Water 

King’, dated 26th January 1799 (Appendix 4).118  As a testament to the song’s 

popularity, it was published in Dublin by Hime and Gough in 1800, and 

MacLean in 1820; it was also re-issued in London in 1856.  The musical setting 

demonstrates a tension between the fundamental concerns of musical unity 

and dramatic representation, and successfully balances them.  It shows 

attention to melodic and rhythmic motifs, dramatic variations in texture using 

the three parts, and musical depiction of the lyrical content using word-

painting, harmonic progressions and expressive devices.  As with Callcott’s ‘Erl 

King’ song, there are several dialogue effects to help evoke character.119  While 

sharing its careful attention to structure – particularly the use of contrasting 

sections – with the wider glee repertoire, Callcott’s ‘Water King’ illustrates the 

gothic narrative told by the lyrics.120  For those who had read The Monk, the 

                                            

117 Perhaps Walter Scott refers to this tale in Waverley (p. 125) when, in the 
ballad ‘St Swithin’s Chair’, he writes: ‘ . . . is it that sound, betwixt laughter and 
scream,/The voice of the Demon who haunts the stream?’. 
118 John Wall Callcott, ‘The Water King’ (London, 1799). GB Lbl E.600.n.(4.). The 
glee was priced 2s. 6d. 
119 Callcott’s three-voice glee published in Dublin by Hime c. 1800 was one of 
many settings of ‘The Erl King’, GB Lbl H.1653.j.(15.).  In E-flat major in 3/8 
time, it was written with solos for the child (treble) and the Erl King (bass), with 
homophony for sections representing the child’s father or the narrator.  
Compositions based on the Erl King figure, popularised by Johann Wolfgang 
von Goethe’s 1782 ballad, and most famously set by Franz Schubert in 1814, 
have demonstrated the musical demonic for two analysts: Franke, ‘Music as 
Daemonic Voice,’ 252; Scott, From the Erotic to the Demonic, 137.  For details 
of the genesis, distribution, and nineteenth-century reception of Schubert’s 
version, see Christopher H. Gibbs, ‘The Presence of Erlkoenig: Reception and 
Reworkings of a Schubert Lied’ (PhD Diss.: Columbia University, 1992). 
120 David Johnson, ‘Glee,’ in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/11269 
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supernatural theme of the song provided a warning to female listeners 

alongside its primary purpose of entertainment.  It is possible to see how the 

scene from Lewis’s novel is played out musically. 

Starting on page 1, the opening section of sixteen bars in E-flat major 

features the Water King asking his mother to advise and explain ‘How I may 

yonder maid surprize’ and ‘How I may yonder damsel gain’.  The ascending 

interval of a fourth, from dominant to tonic note, in the upper voice is a central 

motif for the song, appearing at the beginning of the first, third, and fifth 

sections.  The time signature is 2/4 and the tempo indication is Moderato.  In 

the second section, the conjunct movement together with the relative minor 

key creates a feeling of unease.  The words describe the Water King receiving 

‘armour white’, a steed made of sand, and the dress of a ‘gallant Knight’ from 

the witch – his mother.  This contrasts with the homophonic texture of the 

opening section of music as the middle part is now tacet and the two outer 

parts move contrapuntally.  The use of appoggiaturas increases the amount of 

quaver movement to create a wandering feel, and harmonies are suggested by 

the two parts, giving a hint of C minor: sometimes in melodic form.  These 

vocal parts seem to stand for the two characters in the dialogue. 

The next sixteen-bar section starts at the top of page 2, featuring all 

three parts in harmony to represent third-person narrative.  This section, also 

in the tonic, tells how the Water King went to ‘Mary’s Church’ with his ‘courser’ 

and paced the churchyard waiting for the maid.  The melody begins with the 

ascending fourth motif in the upper voice and is mainly disjunct, but quavers 

with conjunct movement accompany the lyrics ‘his’, ‘he’, and ‘Church-yard’.  

During the next sixteen bars, two solo voices are highlighted.  The bass has 

the line ‘The Priest said as the King drew near, And wherefore comes the White 

Chief here’, and at this point seems to represent the priest.  During four bars 

in the relative minor, the maid makes the ominous decision that she wants to 

marry the ‘White Chief’ instead of the groom. 

                                                                                                                                

(accessed May 30, 2013); David Johnson and Nicholas Temperley, ‘Glee,’ in The 
Oxford Companion to Music, edited by Alison Latham. Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e2920 
(accessed May 30, 2013). 
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The next section, on page 3, is a longer one lasting thirty-two bars, 

marked ‘Espressivo’, in which all three parts sing together.  Again the section 

begins and ends in E-flat major, starting with the ascending fourth motif in the 

upper part.  The lyrics for the first sixteen bars state that the maid was 

unaware her partner was the Water King, otherwise she would have felt ‘hate 

and fear’, and would have ‘spurn’d the hand which then she prest’.  An 

unusual use of harmony emphasises the negative feelings at this point in the 

narrative.  A D-flat introduced to form a dominant seventh above the tonic 

(bars 75-6), and then used as a passing note above the sub-dominant (bar 77), 

itself becomes a bass note (bar 78), acting almost as a harmonic warning 

about the maid’s future because of the way it stands out.  The second sixteen 

bars of the section are marked ‘Faster’, and approached with a quaver melisma 

on ‘But’ in the upper part to make the change of speed more noticeable.  The 

tempo change is musically expressive of the words, which describe how the 

maid unwittingly gets drawn to her fate in the sand while ‘hand in hand’ with 

the Water King – an outcome she is unable to prevent once started on that 

course, and the accelerating music reflects this.  A pause on the word ‘sand’ in 

all three parts suggests the maid’s predicament is irreversible and that she will 

not get free. 

The sixth section on page 4 depicts a musical conversation between the 

Water King and the maid, instead of with his mother.  But the texture is similar 

to section two, perhaps showing what the Water King was capable of with his 

mother’s ideas.  The melody opens using the characteristic leap of a fourth, 

this time suggesting the relative minor, and it is based on the melody used to 

introduce the witch in section two.  There is a diminuendo at the end of the 

line and a pause on the final note to reflect the nature of the word ‘sleep’.  

This is one of the musical pictorialisms in this part of the song, but not the 

only example.  The maid twice answers the Water King’s statements of 

reassurance by asking him to ‘stop’ as the water rises over her.  The dotted 

quaver rhythm using the tonic, dominant and mediant notes in E-flat major for 

‘Stop, stop my love’ emphasises the urgency of her command, but the Water 

King responds using the same motif for the lyrics ‘O lay your fears aside dear 

heart’.  While the first part of his melody is the same as hers, the second 

differs and it descends to end on an E-flat, the descent illustrating that ‘We 

now have reach’d the deepest part’.  Her second request for him to ‘Stop, stop’ 
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also starts in the same way – so that all three entries have used the same two-

bar motif – but at the end it ascends as ‘the waters o’er my bosom flow’ and 

the cadence into C minor is suggested.  The shape of the melody illustrates 

the meaning of the words, helping to communicate Lewis’s writing in a new 

way.  However, as the two opposing characters have melodies beginning in the 

same way, this shows the musical unity of the section is more important than 

dramatic differences between the characters.  The motif of a fourth, either 

ascending or descending, is present at the start of each of the entries, 

melodically linking this section to the rest of the song. 

The drama increases for the seventh section on page 5, where word-

painting is employed to good effect and polyphony arises from a certain 

amount of independence between the parts.  A line explaining how the maid 

‘shrieks in vain’ is illustrated using a stirring harmonic progression.  The 

words are emphasised by a series of four chords on minims: C major dominant 

seventh in fourth inversion; F minor first inversion; B-flat dominant seventh in 

fourth inversion; and E-flat major in second inversion.  The second and fourth 

of these chords are both reached by a bar of three quavers following a rest on 

the downbeat, directing the listener’s ear towards the chord.  Over the next 

five bars, the first treble divides into octaves and holds onto G for five-and-a-

half beats before descending through octave minims on F and E-flat for the line 

‘For high the wind dulls’.  The word ‘high’ coincides with the highest pitch of 

the phrase, so the music illustrates it well.  Beneath this the lower two parts 

sing a phrase moving up towards C using an undulating quaver figure for the 

line, ‘The wild wind rising dulls the cry’, and together the three parts reach a C 

minor chord.  A bass statement of ‘The Fiend exults’ outlines the tonic triad of 

E-flat major starting from the dominant note, and this suggests the Water King 

is performing the work of the Devil.  This is followed by a polyphonic 

treatment of ‘The billows dash . . . And o’er their helpless victim wash’ in all 

three parts, leading to a plagal cadence onto B-flat major.  The pause on this 

final dominant note is preceded by a Largo marking for the final two bars of 

the section.  As well as being expressive, the pause helps the singers to catch 

their breath for the final section and allows the audience to consider the 

image. 

The eighth and final section on page 6 begins with a rhythmic motif 

derived from the accompaniment for ‘shrieks in vain’ on the previous page.  
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This is a quaver rest followed by three quavers.  The end of the song is marked 

‘Larghetto’ and has two statements of the lyrics, ‘But when the tempests rage 

was o’er, The lovely maid was seen no more’.  It is homorhythmic apart from 

pairs of quavers in individual parts, and moves towards the final cadence in E-

flat major.  This reflects the writing in E-flat major during the first, third, and 

fifth sections of the song that conveys third-person narrative, contrasting with 

the less consonant sections of dramatic dialogue.  The only unusual harmony 

in this final section is the E-flat dominant seventh on the final word ‘tempests’; 

however the D-flat becomes naturalised for the cadence into B-flat major at the 

end of this line.  There is a sense that the maid accepts her fate, showing the 

grievous effect of the Water King.  Whether or not he was thought to be doing 

the work of the Devil, the song tells the story clearly, dramatically, and 

musically.  The quality of the song’s composition, particularly the use of word-

painting and other forms of musical depiction, illustrates Lewis’s words clearly 

and brings their narrative to life.  The supernatural being emerges as malicious 

and crafty and it has a devastating effect on the female character.  The song 

continued to be printed throughout the first half of the nineteenth century, 

keeping the figure of the Water King in circulation. 

Callcott also set another of Lewis’s supernatural songs from The Monk.  

This song invokes a supernatural presence and involves Antonia in Chapter 2, 

Volume 3.  The placing of the song within the plot is appropriate as it follows 

the murder of Antonia’s mother, Elvira, by the male protagonist; his deepening 

sin has unfolded in response to his lust for Antonia.  Antonia’s grief is 

described, and the housekeeper suggests that the ghost of Elvira could haunt 

the household before she is buried (308).  A few evenings later, Antonia – 

awaiting Leonella’s arrival – feels unable to play the guitar, and silence reigns 

from her mother’s absence (312).  But she finds ‘a volume of old Spanish 

Ballads’ in Elvira’s library, and investigates ‘Alonzo the Brave, and Fair 

Imogine’.  In order to appreciate the musical setting of this ballad, it is 

important to note the effect it has within its fictional context.  The words 

enhance Antonia’s natural ‘inclination to the marvellous’ and her ‘superstitious 

prejudice’ to ‘terrors’, as does the night-time setting in her deceased mother’s 

chamber (316).  Also, ‘The [typically-gothic] weather was comfortless and 

stormy:  The wind howled around the House, the doors rattled in their frames, 

and the heavy rain pattered against the windows’ (316).  Antonia’s emotions 
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seem to waver like the flickering candle, and she is unable to summon help 

from the neighbouring rooms.  Thus she is prey to a visitation from the ghost 

of her mother, at which the candle turns to a blue flame and the clock strikes 

three – motifs showing continuity with earlier manifestations of the 

supernatural in The Monk (317-8).  The spirit’s voice is ‘faint, hollow, and 

sepulchral’ (318).  Its appearance to Antonia is significant because Dame 

Jacintha then calls Ambrosio to the house, resulting in Antonia’s eventual 

murder, not Elvira’s exorcism.  The supernatural influences on the plot events, 

even if Antonia’s visions were purely psychological, can be seen to have 

emanated from the ballad.  This gives an enthralling context to the 

performance of musical settings of ‘Alonzo the Brave’; audience members who 

knew Lewis’s scene would have enjoyed a particular frisson of fear to enhance 

their experience. 

A combination of the tropes of chivalry with supernatural figures and 

occurrences forms the content of the song (313-6).  The brave knight, Alonzo, 

and the fair virgin, Imogine, sit talking on the village green.  He says she will 

not miss him when he leaves for war, but she claims she will be ever faithful, 

and would expect Alonzo’s ghost to appear at the wedding and kill her if she 

married another.  Imogine does then marry a rich Baron, and a spectre indeed 

appears at the wedding feast when the castle bell tolls ‘one’.121  He frightens 

the wedding guests and heeds Imogine’s request to raise his visor, revealing 

his skeleton’s head that is infested with worms.  Having stated his intentions 

to carry out the promise, he clasps Imogine and drags her into the ground.  

After this, the Baron’s castle remains haunted forever, with the ghost of 

Imogine and the Skeleton Knight appearing four times each year.  The regular 

rhythm, rhyming couplets, and humour of the words are entertaining, and the 

final stanza offers disgusting gothic imagery (316): 

While They drink out of skulls newly torn from the grave, 

     Dancing round them the Spectres are seen: 

Their liquor is blood, and this horrible Stave 

                                            

121 Here returns the familiar gothic motif of the striking clock to herald a 
supernatural appearance. 
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They howl. –'To the health of Alonzo the Brave, 

     And his Consort, the False Imogine!’ 

Callcott’s setting of the words was published in London and Dublin in 

1800.122  The Irish version is titled ‘Alonzo and Imogine.  A Glee for Three 

Voices, Composed by Dr. Callcott’ (Appendix 6).123  It is notated over three 

pages, instead of the six pages of the more expensive London edition.124  The 

Irish copy makes no reference to Matthew Lewis or to The Monk.  However, the 

lyrics are taken from verses 1 and 2, 5 and 6, 8, 13 and 14 from the seventeen 

verses printed in the novel (313-6).  The omitted verses consist of dialogue 

and description of the castle setting and the outcomes for the characters.  

Without these verses, the song still conveys its main narrative about the 

haunted wedding whilst avoiding any repetition of lyrics, or any of the more 

disgusting descriptions.  As I will show, the musical setting of the song is 

dramatic enough to entertain the audience without lengthy verbal descriptions, 

showing that Lewis’s portrayal in the novel has been adapted to suit the 

musical performance.  The printing of the included words is largely unaltered, 

except for ‘tis granted to punish thy falsehood and pride’, instead of the 

original, ‘God grants, that to punish thy falsehood and pride’, perhaps because 

the song was intended for a secular market.  The use of punctuation and 

capitalisation are simplified in the song lyrics, probably to improve clarity for 

the singers. 

As with Callcott’s Water King song, the composition dramatises the 

lyrics using word-painting techniques and stimulating compositional devices 

within a pleasing and entertaining musical setting.  ‘Alonzo and Imogine’ is 

marked Andante, with a 6/8 time signature, regular quaver bass-line, and the 

keys of B-flat major or F major for the majority.  Most of the verses are ten 

bars in length, but the first and last are extended, with the final vocal phrase 

                                            

122 There were also two instrumental responses to the song by John Moorehead.  
One was ‘The much admired Overture to Alonzo and Imogine’, published by 
Hime of Dublin c. 1800, GB Lbl G.352.mm.(13.)., and the other was ‘The 
Favorite Overture in the serious Ballet Pantomime of Alonzo and Imogene, 
arranged as a Lesson for the Piano-Forte or Harp’, printed in London by Thos. 
Jones & Co. in 1802, GB LBl H.722.oo.(8.). 
123 John Wall Callcott, ‘Alonzo and Imogine: A Glee for Three Voices’ (Dublin: 
Edmund Lee, c. 1800). GB Lbl H.1653.j.(13.).  This edition was priced 1s. 1d. 
124 John Wall Callcott, ‘Alonzo & Imogine’ (London, 1800). GB Lbl E.318.(4.).  
This edition was priced 2s. 6d. 
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repeated to make twelve bars.  The two treble parts sing in harmony a sixth 

apart during much of the first verse, when the characters are introduced, but 

they are a third apart in the second system and towards the cadence into B-flat 

major to end the verse.  The characteristic rhythm of the first stanza is a 

dotted quaver motif, while in the second stanza it is two pairs of semiquaver 

duplets.  In the third system, the first statement of the word ‘Imogine’ is 

treated with melisma, including a chromatic descent in the bass, while the 

second statement of the word comes at the cadence point and concludes the 

verse. 

Verse two demonstrates motivic links with the opening verse that 

express the lyrics effectively.  Firstly, a four-bar bass solo with disjunct motion 

represents the Knight’s announcement that he will fight abroad, concluding 

with a chromatic movement from f to e-natural to suggest a suspension.  In the 

next system, the bottom two parts take up the semiquaver motif sung a tenth 

apart, while the upper treble repetitively sings cii and fii notes.  The alternately 

descending and undulating melodies used for the semiquavers, this time in 

three pairs for each statement, illustrate the flowing tears mentioned in the 

lyrics when the Knight says Imogine will find a better suitor to marry. 

A ten-bar section of music is heard twice for the third and fourth verses 

of the song (verses 5 and 6 in the novel).  The third verse opens with a four-bar 

phrase for all the parts that includes word-painting techniques to illuminate 

the lyrics.  The vocal phrase, ‘To Palestine hasten’d the Hero so bold’ has a 

fanfare-like melody in B-flat major using the dotted quaver rhythm from the 

opening of the song to depict Alonzo’s courage; ‘her love she lamented him 

sore’ ends with a 4-3 suspension in the upper treble over F in the bass, 

approached through a descending semiquaver motif above E-flat to show 

Imogine’s sadness.  The next six-bar phrase, with lyrics describing the Baron’s 

arrival ‘all cover’d with Jewels and Gold’, opens with imitation to enhance its 

musical appeal.  This phrase modulates to F major, and is centered on the 

motif of triple semiquaver pairs, spanning a range of a fourth, and mainly sung 

in thirds by the upper parts while the bass provides the harmony.  The music 

from ‘To Palestine’ is repeated, apart from insignificant melodic alterations, for 

the fourth verse, also in F major: ‘he dazzled her eyes he bewilder’d her brain 

he caught her affections so light & so vain and carried her home as his 

Spouse’. 
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The music changes at the top of page 3 for two verses (8 and 13 in the 

novel), illustrating the fatal consequences of Imogine’s actions.  In the first of 

these, the tempo of the bass solo changes from compound duple to simple 

quadruple time to depict the arrival of Alonzo’s Ghost.  The melody is angular, 

and it modulates to G minor by the tenth bar.  For the second verse of the bass 

solo, in D minor, the meter returns to compound duple and the melody 

becomes more conjunct.  The lyrics explain that the Ghost will make Imogine 

his bride and take her to her death.  This is made dramatic by the melismatic 

descent through a D minor scale from b-flat to c-sharp on ‘grave’, marked with 

a pause to show finality.  The last two bars of the verse have a repeat of the 

lyrics ‘and bear thee away to the grave’, repeating the semiquaver D and C-

sharp motif from the first statement but an octave lower, and the second time 

they are followed by a semiquaver ascent to the dominant note.  The musical 

features of the bass solo set it apart from the major homophony of the rest of 

the song, clearly signalling the appearance of the supernatural figure, and 

showing many of Scott’s ‘demonic’ features at work.  The final verse of the 

song (14 in the novel) in B-flat major, largely a repeat of verse one to give a 

sense of closure, shows how the Spectre ‘bore her away’ and they sank ‘thro’ 

the wide yawning ground’.  Clearly the work of a competent composer, the 

song is full of musical interest to appeal to the audience.  It offers a dramatic 

illustration of the words that brings to life the character of the Skeleton Knight. 

Callcott’s settings made the figures of the Water King and the Skeleton 

Knight readily available to domestic consumers in the years after 1800.  

Matthew Lewis’s 1796 romance novel had helped to shape the gothic genre 

that fed consumers’ appetites for supernatural entertainment.  While his novel 

was often considered obscene or even upsetting, Callcott’s adaptions 

translated his ideas from novel to glee, making them palatable within the 

familiar language of domestic song.  In this way the glee became a form of 

containment, helping the participants to compartmentalise their fears.  Callcott 

invested a degree of musicality in the songs that shows there were immediate 

positive responses to The Monk, and he brought the figures to life for the 

amateur performer.  His use of performers to represent evil protagonists or 

their victims gave Lewis’s words a theatrical quality that enhanced the 

uncomfortable nature of his figures.  Some of the musical demonisms found in 

opera appear to be part of his compositional toolbox, and we can see how they 
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add to the songs’ sense of drama.125  But while the narrative quality and 

demonic musical features of the songs elicited empathy for the drowned maid 

and the haunted wedding guests, their pleasing coherence confined the 

malevolent supernatural for the audience’s enjoyment. 

2.3.2 Musical Settings of Lewis’s Figures by Other 

Composers after 1800 

John Callcott was not the only composer to respond to the supernatural 

figures in Lewis’s novel, and a survey of songs published after 1800 

demonstrates alternative musical portrayals of his spooky figures.  Lewis 

introduced the Water King as one of four kings of the elements, and while 

musical settings of the Erl King were already popular by the early nineteenth 

century, David Bruguier published a three-voice glee about the Fire King in 

1827.  The song explores the cunning tactics of the Fire King as described in 

The Monk, portraying a character with the same evil intentions as Lewis’s Water 

King, and with musical similarities to Callcott’s ‘Water King’ glee.  Both figures 

seek to entrap maidens using their particular natural element, and Bruguier’s 

setting has textural and expressive features in common with Callcott’s.  

William Hawes’s three-voice glee of 1807 differs from the earlier Callcott 

examples in using the quasi-sacred as its dominant supernatural signifier; the 

song’s religious character results both from its musical features and the way 

its lyrics address verses from Lewis’s Skeleton Knight song that were untreated 

by Callcott.  In contrast to Hawes’s ‘Spectre Knight’, J. C. Bullock’s simpler 

musical depiction of a ghostly skeleton is further removed from 1790s gothic 

fiction as it emphasises the humorous aspect of the exaggeration of death 

nevertheless alluded to by Lewis in ‘Alonzo the Brave, and Fair Imogine’.  My 

survey of these songs shows how the musical reception of Lewis’s supernatural 

figures from 1796 – feeding consumer appetites for gothic entertainment – 

continued well into the nineteenth century and differed refreshingly between 

composers. 

Theodore in The Monk described one of the Water King’s compatriots as 

the Fire King, and a musical setting for this figure demonstrates intersection 

                                            

125 Scott, From the Erotic to the Demonic, 129-30. 
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by sharing some of its expressive content and compositional technique with 

Callcott’s ‘Water King’.  As was common practice, the song’s composer, D. 

Bruguier, had signed by hand the 1827 edition of ‘The Fire King’ (Appendix 

5).126  There is no indication of separate authorship for the lyrics, either on this 

edition or under the Stationer’s Hall entry for the song, made on 3rd March 

1817.127  The song’s cover describes it as a ‘Glee for Three Voices, Sung by 

Miss Frith, Mr Pyne & Mr G. Lanza, Composed & Respectfully Dedicated To his 

Royal Highness the Duke of Sussex’, showing that it had a public function as 

well as being sung in the home.128  The lyrics describe the Fire King as a 

‘Demon’, providing the same association with the Devil as the ‘Fiend’ 

described in Callcott’s ‘Water King’.  Both characters behave in a similar 

manner with their intention to capture maidens.129  The opening lyrics set the 

scene, describing how ‘Lost Pilgrims’ can be lured by the light of the Fire King, 

and the voices repeat the line, ‘Are lur’d by the snare of his art o’er the wild’, 

three times and with increasing volume before the first repeat mark leads back 

to the opening.  The song is Allegro, with two verses and a chorus scored for 

three voices, and with a 3/8 time signature in A major.  All three parts sing 

together most of the way through, although a bass solo is answered by the 

upper parts in two places (bars 8-16, 100-108).  The bass has some 

independence of rhythm within a mainly homophonic texture, and perhaps 

represents the malicious supernatural character as with the bass part in 

Callcott’s ‘Water King’ glee. 

The narratorial voice in the lyrics instructs: ‘pursue not the light’, 

because: 

                                            

126 David Bruguier, ‘The Fire King’ (London, 1827).  GB Lbl E.270.(5.).  This is 
the only example of the song in the British Library catalogue, although other 
songs sharing the title were written by Walter Austin in 1875 (words by M. 
Hargreaves), and by Henry Klein in 1890 (words by M. Foreman).  Also sharing 
the ‘Fire King’ title was T. P. Ryder’s Grand March for the Pianoforte of 1878. 
127 Michael Kassler, William Hawes, Donald William Krummel, Alan Tyson, Music 
Entries at Stationers’ Hall, 1710-1818: Compiled by Michael Kassler from lists 
prepared for William Hawes, D. W. Krummel and Alan Tyson and from Other 
Sources; with a Foreword by D. W. Krummel (Aldershot: Ashgate, c. 2004), 
686. 
128 It was priced at 3s., and ‘Printed for the Author by D. Galloway, at his Music 
& Musical Instrument Warehouse, 37, Gt. Pulteney Street [London].  And may 
be had at all the Principal Music Shops’. 
129 Here is another link to the Erl King figure, which also set out to trap and kill 
a human: in this case a child. 
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The Fire-king is near and who trust in his faith, 

Are whelm’d in the gulph of delusion and death. 

The story, this time about a supernatural being’s disruption of a married 

couple, unfolds after this ominous warning.  William leaves his wife to shelter 

from a thunderstorm, which is described in the chorus.  He believes she will be 

safe while he goes to investigate the source for a torch-light he has seen.  She 

mourns his departure and urges him to return, when the Fire King fixes her 

with his glare.  The Fire King has lured William away in order to capture the 

man’s wife, and this is set against the drama of a gothic thunderstorm.  The 

song ends with a repetition of the chorus, marked poco piu animato: 

Deep thunder still rolls, deep thunder still rolls 

on the wings of the wind on the wings of the wind 

And dreadfully flares the pale light’ning behind 

Unhurt thou shalt hear the loud storm when it raves, 

And dreadfully flares the pale light’ning behind,  

Unhurt thou shalt hear the loud storm when it raves, 

Recline on the wild winds or walk on the waves; 

Recline on the wild winds, or walk on the waves. 

Frequent changes in dynamics from forte to piano enhance dramatic 

expression in the song to portray the supernatural.  Sometimes crescendos 

lead from the soft to the loud sections, but they also highlight words already 

within a forte, such as ‘delusion’, and ‘fix’d by the glare of his Eyes’.  

Expressive moments include the use of semiquavers in the bass for the lyrics 

‘wild’ and ‘Lost Pilgrims I fear’, and there is continuous scalic motion in 

semiquavers for the description of thunder.  There are semiquavers in all parts 

for ‘wild horrors of the night’.  A contrapuntal scale accompanies ‘gentle 

strangers’, and there is contrapuntal movement towards the cadence in C-

sharp minor on page 4 after an ominous dotted rhythm for ‘fatal’.  The use of 

melisma adds interest to the vocal line, and the upper accompaniment part 

embellishes some of the words, such as the descending melodic pattern for 

‘winds’ and the turn-like figure for ‘waves’.  All of the expressive devices work 

together to depict the lyrics, and the song illustrates a supernatural figure 

mentioned in The Monk in association with Lewis’s ‘Water King’ song.  When 

the song was performed, its content, expression, and musical texture would 
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have pointed to its similarity with Callcott’s settings based on Lewis’s 

supernatural figures.  By the late 1810s, both The Monk and its early song 

settings had been widely circulated, and formed a background context both for 

Bruguier and his audiences.  Bruguier’s composition therefore shows a clear 

point of intersection with Lewis’s Water King figure, and enables the musical 

reception of the novel to be traced well into the nineteenth century. 

Composers after Callcott who responded to Lewis’s supernatural figures 

did not necessarily adhere to the author’s lyrics; some recreated the situation 

described in ‘Alonzo the Brave, and Fair Imogine’ or developed the idea of a 

ghostly skeleton.  One example is Hawes’s 1807 song ‘The Spectre Knight’, a 

glee set for three voices and dedicated to Miss Eden.130  Aside from their 

questionable nature and origin, the lyrics respond in particular to what is 

described in the final three verses of the original song as printed in the 

novel.131  Omitted from Callcott’s musical setting, these verses explain how – 

following the Baron’s death – the ghosts of Alonzo and Imogine would 

continue to appear and dance in the hallway at midnight four times a year (The 

Monk, 315-6).  Although Alonzo is referred to as the ‘Skeleton-Knight’ in 

Lewis’s original song, unlike the title here, the influence of its lyrics on 

Hawes’s song is obvious, as ‘Forth there walks in black array’d . . . a spectre 

Knight and by his side a weeping Maid’.  True to the original, and to many 

scenes from gothic literature, Hawes describes the supernatural activity 

happening at night.  However, while the lyrics capture the atmosphere of 

Lewis’s song and refer to his characters, they are framed by an address to a 

‘Pilgrim’ and an effort to re-direct this person away from the sinister pair.  The 

narratorial voice of the song seems to represent the forces of good, perhaps 

even of God, warning, ‘Pilgrim pass not yonder tow’r . . . Shun with hasty steps 

its shade’, and offering the Pilgrim calm, contentment, and happiness in return  
                                            

130 William Hawes, ‘The Spectre Knight’ (London: Rt. Birchall, 1807). GB Lbl 
H.1224.(20.).  The song was sold for the price of 1s. 6d.  The title ‘Spectre 
Knight’ was used for a number of other London publications during the 
century: a collection of vocal compositions by Charles Dibdin including words 
from Walter Scott’s Marmion, printed in 1808 and 1810, a one-act operetta of 
1878 with words by James Albery and music by Alfred Cellier, and an 1887 
song by Eliza Buttery. 
131 An 1807 review criticises the lyrics of ‘The Spectre Knight’, and claims that 
Hawes would have denied writing them, but suggests no alternative author.  
See The Cabinet; or, Monthly Report of Polite Literature, vol. 2: August to 
December 1807 (London: Mathews and Leigh, 1807), 186. 
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Example 2.14: William Hawes, 'The Spectre Knight' (London: Rt. Birchall, 1807), 
bars 1-12. 
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for loyalty.  The reference to pilgrimage is reflected by the quasi-sacred 

musical setting arising from the use of harmony, rhythm, and a short section 

of imitation within an Allegro Moderato setting of predominant homophony in 

common time.  Hawes’s style contrasts with the apparent secularisation of the 

lyrics, and the choice of a secular musical language, in Callcott’s setting. 

The texture in the first section of Hawes’s song, lasting for thirty bars, 

is arranged around a call and response idea, where one- or two-bar phrases in 

one voice are answered by all the voices (Ex. 2.14).  As the piece opens, a two-

bar descending phrase in the bass is answered by two bars of homophony, and 

then a similar two-bar phrase from the second treble is answered by the other 

parts, all within the tonic key of E major.  The even rhythms and measured 

contour of the melodies make the solo entries sound like the priest or cantor 

within a Church service, and this effect is enhanced by the descending pairs of 

notes in the trebles, including a 6/4 to 5/3 suspension on the dominant note 

at the end of system one.  The solemn regularity of the opening music is 

dispelled a little by the setting for ‘with look of fright a spectre Knight’; the use 

of dotted quaver and semiquaver rhythms conveys unease using notes of short 

duration.  The more formal music returns later in the section, with late entries 

in the lower parts creating polyphony against the upper treble.  Apart from a 

modulation to D major in the penultimate phrase, the section remains in the 

tonic, and crotchet and quaver rhythms create a sense of stability.  Varied 

dynamics add interest to the section, which combines quasi-sacred and 

supernatural signifiers in its musical language. 

The second section, comprising eighteen bars, is labelled ‘Minor, Rather 

Quicker’, and is indeed in the tonic minor to illustrate the presence of the 

ghostly couple (Ex. 2.15): 

See yon yew by light’ning blasted 

there they sit till night is wasted 

and when morn begins to dawn 

back again they soon return. 

The opening lines are sung forte but the couplet describing daybreak is 

pianissimo.  A suggestion of sacred music occurs at the start of the section, 

where the upper treble has a tonic note tied over the bar-line, before moving  
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Example 2.15: Hawes, 'The Spectre Knight,' bars 31-47. 
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from leading note to tonic over a V-I movement in the second bar.  There is 

some homophony for the opening of each couplet, but on the repetition of the 

lyrics there is a polyphonic texture led by entries from the bass upwards; 

homophony returns at the end of each phrase, with minims for the cadence 

notes.  The minor tonality of the section reflects the fact that evil spirits are 

the focus of this central part of the song, but again this is not separated from 

musical allusions to the Church. 

In the final section, marked Allegro Pastorale and back in the tonic but 

with a new time signature of 6/8, the composer emphasises the impression of 

sacred choral music for his religious re-interpretation of Lewis’s ghostly  

 

Example 2.16: Hawes, 'The Spectre Knight,' bars 64-6. 

 

skeleton.  An eleven-bar section in the dominant begins with imitation of a 

quaver motif starting from the highest voice part and moving to the lowest at 

the distance of a dotted crotchet beat each time (Ex. 2.16).  The motif is a 

scalic movement descending through G-sharp, F-sharp, and E.  The final nine 

bars of the section are in the tonic, emphasised with a slower tempo and trill 

for the final perfect cadence.  During the final phrases (Ex. 2.17), the scalic 

motif is used as an imitative figure between the upper two voices, where it 

emerges from suspensions created by tied notes on the dominant, tonic, and 

subdominant.  The harmonic movement below this imitative material is I-V-IV-

ii, with the middle two chords being in first inversion.   



Figures of the Imagination 

 200 

 

Example 2.17: Hawes, 'The Spectre Knight,' bars 74-6. 

 

The consistent use of three-part harmony, with imitations and suspensions, 

evokes sacred choral music as appropriate for the direction Allegro Pastorale 

and for the lyrics: 

Turn then Pilgrim rest with me 

calm contentment here abides 

Pilgrim rest this night with me 

happiness with me resides. 

The musical features and words of the song present the Skeleton Knight in a 

more religious context from that portrayed in Lewis’s novel or Callcott’s 

setting, showing how a supernatural figure could be adapted as it circulated 

between art forms over a period of time.  However, Derek Scott’s interpretation 

of the ecclesiastical imagery would make the entire song a demonic signifier 

which, rather than serving to sanitise the figure, heightened its ethereal nature 

for audiences.132 

The 1823 ‘Comic Song’ known as ‘The Skeleton Alive O!’ offers a further 

alternative vision of the figure encountered in The Monk, and would have been 

easier for domestic performers because of its musical simplicity.  It was written 

and had been sung by Mr T. Hudson, the music arranged by J. C. Bullock, and 

was also sung by Mr C. Taylor of the Theatre Royal, Covent Garden.133  The 

song describes a skeleton arriving at Brighton and then travelling around 

                                            

132 Scott, From the Erotic to the Demonic, 129-30. 
133 J. C. Bullock, ‘The Skeleton Alive O!’ (London: Williams, for T. Hudson, 
1823). GB Lbl G.383.kk.(21.).  The song was sold for 1s. 6d., and advertised 
‘other Comic Songs’. 
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London, and it ends on the punch-line that, ‘He was looking out,/For a decent 

Undertaker’.  This presents an image of an animate skeleton that is humorous 

because it demonstrates human qualities after death, and incongruously 

inhabits an urban milieu familiar to audiences.  Rather than consisting of 

demonic musical features like the earlier supernatural songs, the setting is 

consonant and remains in C major throughout.  But as with Callcott’s songs, 

there is attention to the continuity of musical motifs.  The song opens with a 

four-bar introduction in the piano part, starting on ciii and consisting mainly of 

crotchet and quaver rhythms, but with dotted quavers towards the end.  The 

first section of vocal music, lasting fourteen bars, contains a two-bar interlude 

to separate music of a chordal nature from that of an ascending and 

descending dotted crotchet figure.  The interlude consists of the last two bars 

of the introduction, played forte.  The verse ends with four bars of musical 

material based on the opening vocal line.  The eight-bar chorus, played 

staccato and forte, also uses material from earlier in the song, one line based 

on the dotted figure and one on the chordal material.  The lyrics for verse one 

(of six) are: 

Harem Scarem Rant and tear em Fashionables Drive O  

to see draw breath this living Death The Skeleton Alive O 

A four-bar interlude or postlude follows the setting of verse one; it is based on 

the introduction but has dotted rhythms throughout.  The song’s vision of the 

skeleton figure would have been quite removed from reader’s memories of 

Lewis’s gothic descriptions, and from Callcott’s demonic features, but still 

retains its capacity to entertain domestic audiences because of its supernatural 

content. 

2.4 Conclusion: The Supernatural in Fiction and Song 

The supernatural theme forms a clear link between fiction and song that 

is informative for understanding domestic cultural entertainment from 1790 to 

1830.  Sound and music were integral to gothic literature and its portrayal of 

the supernatural, because they suggested their own emanation from unnatural 

sources, conveyed unpleasant or otherworldly topics, and created suspense 

and surprise for readers.  Ann Radcliffe was measured in her use of the 

supernatural but still used music to interrupt scenes and generate feelings of 
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unease; Matthew Lewis and James Hogg were more dramatic and inserted 

music to signal or elicit supernatural metamorphoses.  Walter Scott used the 

latter technique particularly when portraying witches. 

Figures such as witches, ghosts, and fairies circulated between song and 

fiction and back again; they sometimes differed between the two art forms and 

could be presented as ominous or humorous, reflecting the dichotomous 

nature of this type of entertainment – the very secret behind its popularity.  

Clear points of contact between the art forms, the supernatural figures were 

the subject of songs and glees for one or more voices that were sung a 

cappella or with accompaniment by harp, piano or harpsichord.  Some songs 

came with parts for flute or guitar, instruments mentioned frequently in 

connection with supernatural songs in gothic fiction.  Although witches, ghosts 

and fairies were in general circulation, the positive musical reception of The 

Monk during the time it was considered scandalous by literary critics enabled 

two more unusual figures to gain wider cultural recognition.  Musical settings 

dramatised Lewis’s Water King and Skeleton Knight for domestic audiences, 

bringing elements of theatre into the home with the way different voice parts 

represented the evil characters and their victims.  Callcott and his successors 

responded to the figures in different ways but all used musical features to 

explore and contain people’s fear to provide entertainment.  In most cases 

there was a less daring or more moderate portrayal of a figure in song than in 

novels treating the same figure.  The witch particularly differed across the art 

forms in this way.  The Devil was prominent in gothic literature but formed a 

mere aside in the songs inspired by lyrics from The Monk. 

The idea of supernatural song performance continually passed between 

the art forms.  While romance authors could glean inspiration from songs 

before writing gothic scenes, readers could appreciate real spooky 

performances against their memories of gothic fiction.  One factor underlining 

intersection was the passage of ominous aural signifiers from gothic fiction 

into song, including the tolling bell in Storace’s Haunted Tower song, Callcott’s 

‘Skeleton Knight’ and Davy’s ‘Crazy Jane’, and the stormy weather in Callcott’s 

‘Water King’ and Bruguier’s ‘Fire King’.  Composers had other expressive tools 

at their disposal, and these included the musical features Derek Scott identifies 
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as ‘demonisms’: minor keys, chromaticism, dissonance – including diminished 

sevenths – angular melodies, and tempo fluctuation or distortion of the beat.134  

Several of the songs for witches featured excessive ornamentation, which was 

anciently associated with depictions of witchcraft.135  With the identification of 

these features as ‘demonic’ lies an assumption that artistic beauty and the 

righteous or sacred are inter-related.  Certainly the malevolence of some of the 

supernatural figures acts in opposition to the Christian figures portrayed in 

romance fiction and music, as investigated in Chapter 3.  For this reason, the 

use of sacred musical signifiers has also represented ‘demonism’ when used in 

a supernatural context.  If Scott’s musical demonisms can be traced to the 

theatre, this matches the theatrical treatment of music in relation to 

supernatural occurrences in gothic fiction – a genre that had been influenced 

by gothic tradition.  Composers could bring ideas from the literature to life 

with dramatic effect, drawing the characters off the printed page and into 

three-dimensional animation.  For an entertainment industry that thrived on 

the irrational, the supernatural theme emphasised the difference between 

mere mortals and the mystical world they wanted to explore.  As Elton Smith 

and Robert Haas suggested, my study of this theme has offered a window onto 

Britain’s ‘dominant’ culture of printed entertainment.136 

 

                                            

134 Scott, From the Erotic to the Demonic, 129-30. 
135 Williams, ‘“A Swearing and Blaspheming Wretch”, 322-4. 
136 Smith and Haas, eds, The Haunted Mind: The Supernatural in Victorian 
Literature, viii-ix. 
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Chapter 3:  ‘Angels Round thy Throne are 

Hymning’: Christian Virtue in Fiction and 

Song 

We know, in effect, that what we are reading is not true, but is its own 

kind of truth – and here, as not in matters of religion, we are at our 

liberty to “believe” or not.1 

A Christian education was essential in the early nineteenth-century 

home and, although romance culture portrayed the malevolent supernatural, it 

also taught consumers about morality and Christianity.  Changes in print 

culture such as the growth of the novel and the wider distribution of printed 

music came against a background of unease about religious practices.  Within 

the Protestant Christianity that had become established in Britain there were 

dissenting groups, and all the denominations were undergoing changes in 

their doctrine and forms of worship – changes in which music was involved.2  

Catholic worship was legalised from 1791, but it was at least 1830 before 

most non-Anglican dissenters – including Jews – began to enjoy greater civil 

emancipation.3  Furthermore, the relationship of romance culture to Christian 

                                            

1 Margaret Anne Doody, The True Story of the Novel (London: Fontana Press, 
1998), 216. 
2 ‘. . . during the time we call the Romantic period, public religion in England 
was in a transitional state that offered hope and apparent opportunity for 
genuine change in the spiritual temper of the country.  This was the spirit of 
the age that conditioned British Romanticism, a spirit of religious spontaneity 
and innovation, and this destabilizing, liberalizing impulse was not confined to 
the sphere of religion only but had broad social, economic, and political 
implications as well.’  Robert M. Ryan, The Romantic Reformation: Religious 
Politics in English Literature, 1789-1824 (Cambridge: Cambridge University 
Press, 1997), 29. 
3 The legislation referred to included the Catholic Relief Act, 1778; the Second 
Relief Act, 1791; the Catholic Emancipation Act, 1829; the Reform Act, 1832; 
and the Jewish Relief Act, 1858; various other legal reforms took place in 
1828, the 1830s and 1840s.  For the historical context of this legislation, see: 
Michael A. Mullett, Catholics in Britain and Ireland, 1558-1829 (Basingstoke: 
Macmillan Press, 1998), 138; Israel Finestein, Jewish Society in Victorian 
England: Collected Essays (London: Vallentine Mitchell & Co. Ltd., 1993), 1-3, 
130-33, 158; Mel Scult, Millennial Expectations and Jewish Liberties: A Study of 
the Efforts to Convert the Jews in Britain, up to the Mid Nineteenth Century 
(Leiden: E. J. Brill, 1978), 129-38. 



Figures of the Imagination 

 206 

education was itself contentious.  On the one hand, printed materials brought 

into the home could act as potential distractions from the Church’s teaching.  

As Brian Harrison writes, religion and recreation by this point ‘were beginning 

to compete, not only for time but also in values’.4  On the other hand, print 

culture often celebrated sacred music, promoted devout Christianity and 

criticised hypocritical Church figures.  Creative responses to the dilemma 

showed how recreation could be religious, and formed a body of material that 

encouraged consumers to align themselves with virtuous Protestant figures 

and to stand against Catholicism.  Writers often highlighted their abhorrence 

of clerical hypocrisy with heavily romanticised depictions of Catholic figures. 

The growth in literacy and printed material around 1800 increased 

people’s access to cultural pursuits, meaning they could not live in ignorance 

but had to make choices about their leisure time that still upheld their 

religious virtue.  Romance reading was seen to compete with factual education, 

and some contemporary commentators placed it in direct opposition to 

Christian behaviour.5  While some believed a romance was just as educational 

as a novel, others felt that the genre and its associated culture were a 

dangerous influence, especially for women.6  As Mark Knight and Emma Mason 

write, ‘Questions over the authority of the Bible were compounded by the 

growing popularity of fiction in general and the novel in particular’.7  This 

                                            

4 Brian Harrison, ‘Religion and Recreation in Nineteenth-Century England,’ Past 
& Present 38 (December, 1967): 98-99. 
5 Papers such as the Evangelical Magazine in 1800 and the Christian Observer 
in 1815-17 were part of what Altick (p. 109) describes as an ‘evangelical 
antipathy to imaginative literature’.  Richard Altick, The English Common 
Reader: A Social History of the Mass Reading Public, 1800-1900 (Chicago: 
University of Chicago Press, 1957), 104-5, 109, 110-114.  See also: Doody, The 
True Story of the Novel, 231; Fiona Price, ‘“Inconsistent Rhapsodies”: Samuel 
Richardson and the Politics of Romance,’ in A Companion to Romance: From 
Classical to Contemporary, ed. Corinne Saunders (Oxford: Blackwell 
Publishing, 2004), 277-8. 
6 Gillian Beer, The Romance (London & New York: Methuen, 1970), 14-15; 
Doody, The True Story of the Novel, 15-16, 21, 192, 224; Clive Probyn, 
‘Paradise and Cotton-mill: Rereading Eighteenth-century Romance,’ in A 
Companion to Romance, 259; William St. Clair, The Reading Nation in the 
Romantic Period (Cambridge: Cambridge University Press, 2004), 275-84. 
7 Mark Knight and Emma Mason, Nineteenth-Century Religion and Literature: 
An Introduction (Oxford: Oxford University Press, 2006), 132.  Fictional prose, 
in general, was more distant from Christianity than poetry, because the 
Romantic poet was recognised as having prophetic qualities; see Cynthia 
Scheinberg and Gillian Beer, Women’s Poetry and Religion in Victorian England: 
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opposition is played out in a scene from Matthew Lewis’s The Monk, where the 

Bible is rejected in favour of a list of romances: ‘Amadis de Gaul, The Valiant 

Champion, Tirante the White, Don Galaor, Damsel Plazer di mi vida’ (259).8  

Elvira explains that she has to teach her daughter morality and edit the Bible 

before allowing her to read it, because of its ‘improper’ nature, vice, and 

indecency (259-60).9  Lewis’s point that the Bible contained scenes of 

immorality, showing a deliberate attempt to scandalise, was the very criticism 

being levelled at fiction.  While a story featuring unacceptable behaviour could 

have been framed as a moral lesson to readers, The Monk shows an author 

also had the opportunity to vitiate scripture. 

Despite Lewis’s view of the Bible, print culture was a good thing for 

Christianity as well.10  Even though a free literary marketplace may have 

undermined the Church’s traditional ways of communicating – such as through 

sermons – it enabled the free expression of faith in a manner that engaged the 

emotions; independence from the male-dominated pulpit was especially 

helpful for women.11  Writers could situate Christianity within their own social, 

material, and emotional world so that it expressed what they wanted to say.12  

The change in focus perceived by Rebecca Styler, from an emphasis on 

spiritual dogma in the first half of the nineteenth century to everyday deeds in 

the second half, may have come about due to the influence of evangelicalism 

and people’s increased freedom to read and write.13  Many homes had copies 

of the Bible and even The Book of Common Prayer, the official Church of 

England service book, showing that personal printed materials were beneficial 
                                                                                                                                

Jewish Identity and Christian Culture (New York: Cambridge University Press, 
2002), 4. 
8 Jonathan Rose explains that, in the period 1814-46, 20.3 per cent of all 
published book titles were religious literature, and 16.2 per cent were fiction.  
However, the changing trend in reader’s preferences meant that ‘by the early 
1870s the proportions were reversed’.  Jonathan Rose, ‘Education, Literacy, 
and the Victorian Reader,’ in A Companion to the Victorian Novel, eds Patrick 
Brantlinger and William B. Thesing (Oxford: Blackwell Publishers, 2002), 31. 
9 Elvira opines that the Bible ‘frequently inculcates the first rudiments of vice, 
and gives the first alarm to the still sleeping passions’; also that ‘the annals of 
a Brothel would scarcely furnish a greater choice of indecent expressions’ 
(259). 
10 Altick, The English Common Reader, 103.  
11 Rebecca Styler, Literary Theology by Women Writers of the Nineteenth 
Century (Farnham: Ashgate Publishing, 2010), 3-4. 
12 ibid., 1.  
13 ibid., 8, 15-18. 
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in spreading Christian ideas.14  A growing choice of hymnals for domestic use 

allowed people to form their own interpretations of doctrine and make 

individual acts of devotion.15  Giving people the scope to contribute to and 

personalise the religion, but also to sidestep and subvert it, nineteenth-century 

print culture had an ambivalent relationship with Christianity. 

Like literature and other printed materials, music could provide either a 

distraction from or a contribution to a Christian education.  An example of 

music as distraction is played out in one of the romance texts, where a young 

girl places the enjoyment of secular music above her domestic and charity 

work and consequently misses a lesson of ‘improvement’ from her Protestant 

clergyman father.  In Ann Radcliffe’s The Romance of the Forest, La Luc initially 

encourages his daughter, Clara – who has the potential to be an expressive 

singer – by giving her a lute.  She immediately neglects her Christian 

instruction and duties because ‘she had forgot every thing but music’ (250).  

Clara’s self-control is tested as she then vows to ‘prove that I am able to 

control my inclinations’, and she starts to view the romantic instrument 

equivocally as ‘my delight, my torment’: something she should not play (250-

1).  Her downfall comes among her ‘dear acacias’ by the lake when she 

submits to the ‘temptation’ to perform (252): 

It was impossible to quit so delightful a spot; Clara repeated her 

favourite airs again and again.  The beauty of the hour awakened all 

her genius; she never played with such expression before, and she 

listened with increasing rapture to the tones as they languished over 

the waters and died away on the distant air.  She was perfectly 

enchanted[.] ‘No! nothing was ever so delightful as to play on the lute 

beneath her acacias, on the margin of the lake, by moon-light!’ 

Clara later realises her duties should overcome ‘the delights of music’, and she 

shows a degree of repentance when her musicianship becomes an act of 
                                            

14 Knight and Mason, Nineteenth-Century Religion and Literature, 7. 
15 A good early, though initially illegal, example of a domestic hymnal was 
Thomas Cotterill’s A Selection of Psalms and Hymns for Public and Private Use, 
Adapted to the Services of the Church of England of 1810; similar books for 
Presbyterian and Unitarian use were published by mid-century.  See Lionel 
Adey, Class & Idol in the English Hymn (Vancouver: University of British 
Columbia Press, 1988), 34-40.	  
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charity to comfort Adeline over her separation from Theodore (253, 260).  

However, Clara’s enchantment by secular music stands in opposition to the 

Christian piety of her father.  Radcliffe makes her lakeside performance a 

guilty pleasure compared with her Christian duty to her neighbours and family, 

echoing contemporary concerns that the sensuousness of music could 

dangerously divert women from the way they were supposed to behave.16  Like 

the minstrels described earlier, Clara is a romantic figure who plays the lute, 

but while they were revered, she is made to feel guilty for her artistic skill and 

escapism – and these are directly opposed to her religious virtue. 

However, music could also be helpful for young women’s religious 

practices because it was an integral part of worship and prayer.17  In a scene 

from Lewis’s romance, a female character uses music to invoke protection 

against temptation.  The setting indicates a Catholic context, but the hymn 

does not ultimately protect the performer, carrying an implicit message about 

the inefficacy of Catholic prayer.  The scene includes the performance of a 

‘Midnight Hymn’ of a type that was popular in the printed domestic repertoire, 

and was not exclusively Catholic.18  These hymns provided consolation to the 

singer at particular times of day, and when featured in novels they enabled 

literature itself to promote the Christian message.  In The Monk, Antonia’s 

                                            

16 Although Ruth A. Solie (p. 100) talks of ‘the piano playing contract between 
women and Victorian society’, there was a fear in the 1800s that musicianship 
could weaken women’s morals and distract them from family life, even if it was 
essential initially to attract a husband.  Ruth A. Solie, Music in Other Words: 
Victorian Conversations (Berkeley, Los Angeles & London: University of 
California Press, 2004).  See also: Mary Burgan, ‘Heroines at the Piano: Women 
and Music in Nineteenth-Century Fiction’, Victorian Studies 30, no. 1 (1986): 
51-76; Alisa Clapp-Itnyre, Angelic Airs, Subversive Songs: Music as Social 
Discourse in the Victorian Novel (Athens, OH.: Ohio University Press, 2002), 30-
39; Delia da Sousa Correa, George Eliot, Music and Victorian Culture 
(Basingstoke: Palgrave Macmillan, 2003), 60-101; Phyllis Weliver, Women 
Musicians in Victorian Fiction, 1860-1900: Representations of Music, Science 
and Gender in the Leisured Home (Aldershot & Burlington, VT.: Ashgate Ltd, 
2000), 6-7. 
17 Corinne Saunders believes the romance provided a ‘pertinent social 
commentary’ despite its anti-realist qualities of imagination, symbolism, and 
fantasy.  Corinne Saunders, ‘Introduction,’ A Companion to Romance: From 
Classical to Contemporary, ed. Corinne Saunders (Oxford: Blackwell 
Publishing, 2004), 4. 
18 For example, Bishop Ken’s Midnight Hymn ‘My God, now I from Sleep awake’ 
was published in London in Christian’s Magazine (August, 1763): 373. Gb Lbl 
P.P.324.w.	  
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mother, Elvira, approaches death, and her daughter’s response is to kneel 

before the statue of St. Rosolia and sing, as the midnight bell of Capuchin 

Cathedral tolls.  The hymn consists of verses she had known since childhood, 

and she precedes it by asking for heaven’s protection.  Antonia sings lyrics 

that make direct addresses to a deity, such as ‘Thy awful presence’, ‘Good 

Angels, take my thanks’, and ‘deign to make me still your care’ (253-5).  She 

asks to be shown Heaven and given a seat there, with light and Angels and 

other good people.  The fifteen verses are a catalogue of Christian virtues: 

‘duty and devotion’, absolution, rest, a good conscience, a pure heart, truth, 

purity, goodness and fairness, zealousness, learning, faultlessness, and 

pilgrimage, and the forbidding of vice.  This sets out aspects of the religious 

virtue that would have been expected, particularly of a young woman.  

Moreover, the hymn stands against the malevolent supernatural figures 

described as entertainment in Chapter 2; the verses request deliverance from 

the Sorcerer, Spell, Goblin, Fay, Ghost, Fiend, Tempter, from the buried dead, 

and from the stuff of bad dreams.  Although Antonia’s seduction by the 

hypocritical monk follows soon after the hymn, the scene shows that an 

upstanding woman would adhere to the beliefs and virtues sung about, rather 

than succumb to the evil of temptation.  The words set a standard for all the 

characters – and perhaps also the readers – of the novel to meet. 

Although the romance novel could not recreate live performance, it did 

describe the effects and purpose of sacred music, and this links the literature 

with its music-historical context.  Music was important in enlivening the 

message conveyed through lyrics such as Antonia’s Midnight Hymn: Lewis 

even has one of these verses make a reflexive point about music for worship 

(253): 

So every morn and night, my Voice 

To heaven the grateful strain shall raise; 

In You as Guardian Powers rejoice, 

Good Angels, and exalt your praise: 

The author’s ideas about sacred music go further in a scene where Lorenzo 

dreams about a church service.  Lewis evokes a setting of ‘religious gloom’ 

and ‘melancholy’, in which Lorenzo falls asleep and dreams of union with 

Antonia and of her wedding in the Church of the Capuchins (26-7).  In the 
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dream, she appears in bright light as a virgin bride and, ‘Accompanied by the 

captivating chaunt of distant choristers, the Organ’s melody swelled through 

the Church’ (27).  However, before marriage to the bridegroom is 

accomplished, Antonia is overcome by a fire-breathing monster, possibly Satan 

himself, who destroys the altar with a thunder-clap and attempts to pull down 

the bride.  But instead of being dragged into the flaming abyss, Antonia 

sprouts wings and ascends: she is an angel with ‘supernatural powers’ (27).  

The sacred music heard at the opening of the dream is echoed in this part by 

singing from Heaven, the music eclipsing the Satanic thunder clap and 

accompanying the triumph of good over evil (27): 

At the same moment the Roof of the Cathedral opened; Harmonious 

voices pealed along the Vaults; and the glory into which Antonia was 

received, was composed of rays of such dazzling brightness, that 

Lorenzo was unable to sustain the gaze.  His sight failed, and He sank 

upon the ground. 

Music eases the transition from dream to reality as Lorenzo awakes to hear the 

real monks in the novel singing hymns for Vespers in the Abbey Chapel.  

Despite Lorenzo’s lustful visions, and Antonia’s later sinful actions with 

Ambrosio, the dream shows how singing in Church was answered – and 

therefore validated – by singing in Heaven, meaning that The Monk offers 

readers an oneiric justification for the liturgy and the place of music within it. 

No wonder that sacred music was a concern for romance authors as, in 

the period under consideration, change was continuous and few churches 

agreed on liturgical practices.  Music was connected with questions of faith 

and denominational belonging.  A key disagreement between Protestant 

churches was the extent to which congregational participation was valued 

above the contribution of professional musicianship or complex music to 

beautify the liturgy.19  Perhaps reflecting contemporary arguments over musical 

leadership, James Hogg in The Three Perils of Man described a musician as the 

‘Sole empress of a tuneful wayward choir, thoughtless and giddy’, which could 

draw people into worship when it worked together in ‘harmony divine’ (301-2).  

                                            

19 Nicholas Temperley, The Music of the English Parish Church, vol. 1 
(Cambridge: Cambridge University Press, 1979), 209-10, 213, 223-4, 242-3. 
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Walter Scott in Ivanhoe (1819) describes communal singing at the opening of 

Rebecca’s tribunal as a sorceress (443), although the occasion could have been 

a Church service: 

A psalm, which he [Beaumanoir] himself accompanied with a deep 

mellow voice, which age had not deprived of its powers, commenced 

the proceedings of the day; and the solemn sounds, Venite, exultemus 

Domino, so often sung by the Templars before engaging with earthly 

adversaries, was judged by Lucas most appropriate to introduce the 

approaching triumph, for such he deemed it, over the powers of 

darkness.  The deep prolonged notes, raised by a hundred masculine 

voices accustomed to combine in the choral chant, arose to the vaulted 

roof of the hall, and rolled on amongst its arches with the pleasing yet 

solemn sound of the rushing of mighty waters. 

Such aspects of congregational singing as an organ, hymns, and choristers 

were mentioned in Lorenzo’s dream scene in The Monk, but those features 

were far from established in worship by the 1790s.  Ian Bradley said that the 

term ‘hymn’ to denote a tune attached to a particular set of words only 

became prominent after 1840; also that the printed hymn and its contexts had 

changed considerably by the end of the nineteenth century.20  Nicholas 

Temperley describes a contrast in the early decades of the century between the 

musical practices in countryside parishes, with amateur gallery bands and 

choirs singing psalm tunes, and in the towns, where psalms, congregational 

hymns, and anthems were performed by professional choirs, with organs 

becoming more common by 1820.21  Temperley suggests that the pattern of 

musical influence passed from High Church to Low, although the standard of 

music in Cathedrals was lamented early in the nineteenth century.22  Aside 

from the established Church – incorporating High, Broad and Low Anglicanism 

                                            

20 Ian Bradley, Abide with Me: The World of Victorian Hymns (London: SCM 
Press Ltd., 1997), 109, 140-1. 
21 Temperley, The Music of the English Parish Church, vol. 1, 202-3, 139-40, 
234. 
22 ibid., 220, 227-33, 239.  David Knight, ‘Nineteenth-Century Repertoire and 
Performance Practice at Westminster Abbey,’ in Nineteenth-Century British 
Music Studies, vol. 2, eds Jeremy Dibble and Bennett Zon (Aldershot & 
Burlington, VT.: Ashgate Publishing Limited, 2002), 80-98.	  
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– there were other denominations, including Methodist, Unitarian, Baptist, 

Presbyterian, and Congregationalist: all sometimes known as dissenters.  

Across these ‘denominational subcultures’, hymns were seen to have different 

purposes ranging from private meditation for the Tractarians to conversion 

hymns for the Evangelicals.23  Among the legislation that increased religious 

freedom for many groups of Christians in the early 1800s, a ruling of the York 

Consistory Court in 1820 to include hymns in public Anglican worship paved 

the way for standard volumes such as Hymns Ancient and Modern to come into 

general use, replacing clergymen’s own individual efforts.24  Despite the extent 

of disagreement between churches and the changes to musical practices over 

time, it is clear the hymn was an essential form of communication for 

Christians.  

While both virtuous and perverted Christians perform sacred music in 

romance fiction, the authors expose the hypocrisy of the latter so as to 

celebrate Protestantism.  At a Catholic Church procession in honour of St Clare 

in Lewis’s romance, the music of an organ and nun’s chorus had such 

sweetness that ‘the Audience was wrapped up in profound attention . . . and 

every heart was filled with reverence for religion’ (345).  Yet Lorenzo finds 

hypocrisy in hymns sung by sinners, and his aversion to empty ritual conveys 

Lewis’s message ‘that a sanctified exterior does not always hide a virtuous 

heart’ (346).25  In contrast, the ditty introducing Clara’s father, the Protestant 

                                            

23 The quotation is from Styler, Literary Theology by Women Writers of the 
Nineteenth Century, 11.  Knight and Mason, Nineteenth-Century Religion and 
Literature, 8, 25.   
24 Bradley, Abide with Me, 15-16; see also Adey, Class & Idol, 34.  See Adey’s 
text for detailed information on the hymn composers of the day and on the 
different hymnals used by various denominations.  Temperley, The Music of the 
English Parish Church, vol 1., 208.   
25 Jacqueline Howard (p. 192) describes the author’s ‘sustained attack’ on ‘the 
hypocrisy, superstition, and moral corruption of the Catholic Church’.  See 
Jacqueline Howard, Reading Gothic Fiction: A Bakhtinian Approach (Oxford: 
Clarendon Press, 1994).  In one example, Lewis (346) criticises the practice of 
idolatry and extraneous liturgy with his description of a Catholic ritual, with 
the monks and nuns of the Abbey of Capuchins ‘marching two by two with 
lighted Torches in their hands, and chaunting Hymns in honour of St Clare’.  
Some of the nuns are dressed as saints, with figures described as ‘Imps’ and 
‘Devils’ acting in an unholy manner: ‘Each of these Saints was separated from 
the Other by a band of Choristers, exalting her praise in their Hymns, but 
declaring her to be very much inferior to St. Clare, the Convent’s avowed 
Patroness.’	  
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minister La Luc, in Radcliffe’s The Romance of the Forest associates him with a 

genuine Christian purpose for music with its mention of ‘kindred souls’, ‘moral 

song’, ‘virtue’, and ‘the concert of the master mind’.  Radcliffe includes a 

quotation that reflects contemporary interest in George Frideric Handel’s talent 

as a church composer (244-5): 

While men of sense, with Handel’s happier skill, 

Correct the taste and harmonize the will; 

Teach their affections, like his notes, to flow 

Nor rais’d too high, nor ever sung too low;26 

The quotation suggests that church music had a moralising effect on 

participants, and even that compositional skill was linked to personal 

righteousness.  The ditty entwines Handel’s musical aesthetics with moral 

didacticism, and Radcliffe employs it to represent a Protestant clergyman said 

to follow a rationalist form of Christianity described in Rousseau’s Emile (373, 

386-7).27  The fictional clergyman’s love of nature and music, although within 

his religious beliefs, provided a moral challenge for his daughter; his outdoor 

flute performance encouraged her to neglect her duties initially but his 

parenting shaped her Christian conscience.  Romance culture presents La Luc 

as a virtuous Protestant Christian, in contrast to the characters using music 

within a Catholic environment.  If musical performance was hypocrisy for those 

in neglect of their vows, it was a worthwhile practice for virtuous performers 

and listeners – those perhaps able to demonstrate ‘sense’, correct taste, 

moderation, and harmony with society.  This chapter considers the 

presentation of both types of Christian figure in music and the romance, and 

explores how the intersection of both art forms contributed to entertainment 

culture while relating to contemporary religious debates. 

                                            

26 This is misquoted from James Cawthorne, ‘Life Unhappy, Because We Use It 
Improperly: A Moral Essay’, lines 165-76, spoken at the Tonbridge School 
Anniversary in 1760.  On the reception of Handel by 1800, see Christopher 
Hogwood, Handel, rev. edn. (London: Thames & Hudson, 2007), 232-55; also 
Anthony Hicks, ‘Handel, George Frideric,’ in Grove Music Online. Oxford Music 
Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/40060pg2
3 (accessed April 04, 2013). 
27 John Darling, ‘Understanding and Religion in Rousseau’s Emile,’ British 
Journal of Educational Studies 33, no. 1 (February, 1985): 20-34. 
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3.1 Christianity Victorious 

Against the backdrop of changes to the use of music in Church liturgies, 

some Christian songs were performed at the site of novel consumption itself: 

the home.  There were musical similarities between the repertoires for public 

liturgy and domestic worship, including the subject of the lyrics, the strophic 

structure, diatonic harmony, and a single vocal line with instrumental 

embellishments between verses.  Overall the pieces had a sense of musical 

simplicity.  Within the home, some hymns were sung at particular times of day 

before the performer worked or slept, while other hymns celebrated 

conversion to Christianity and salvation from sin.  Romance fiction commented 

on this repertoire and its context, discussing the songs and their effects on 

listeners in a way that could have influenced readers.  Undermining notions of 

its own immorality, romance culture offers characters who both perform 

Christian music and adhere to its teaching, and it forms a crucial part of the 

exploration of religion that was integral to nineteenth-century life. 

3.1.1 Morning and Evening Hymns 

Certain songs were intended for people’s personal devotion at particular 

times of day, contradicting Ian Bradley’s claim that most domestic hymn 

writing was aimed at performance by the death bed.28  In fact a range of 

morning and evening hymns was published in the years around 1800; some of 

them were sold in pairs but with a common concluding verse, and occasionally 

the same hymn served for both times of day.  The way this music allowed the 

Christian to make a personal act of devotion is reflected upon in two romance 

novels from the era, revealing contemporary views of the musical practice.  

The fictional scenes from both describe the actions of female singers – 

bringing sacred music into the narrative frame to provide examples of 

Christian behaviour to readers.  Scholars have already investigated one 

relationship between English literature and this repertoire, specifically the way 

George Eliot in Adam Bede treats the popular morning and evening hymns with  

                                            

28 Bradley, Abide with Me, 196-7. 
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words by Bishop Ken of Bath and Wells (1637-1711).29  Samuel Rogal explains 

how both of Ken’s hymns were published in 1695 in a collection for Winchester 

College, the morning hymn based on Psalm 108.2, and the evening hymn on 

Psalm 91.4; the pair proved to be ‘two of the most popular songs of the 

Anglican Church’, appearing to different tunes in many hymn collections over 

the next two hundred years.30  I analyse how musical settings of these lyrics 

                                            

29 Samuel J. Rogal, ‘Hymns in George Eliot’s Fiction,’ Nineteenth-Century Fiction 
29, no. 2 (September, 1974): 178-180.  See also Clapp-Itnyre, Angelic Airs, 
Subversive Songs, 78, 107-111, 120, 133-4, 147. 
30 Rogal, ‘Hymns in George Eliot’s Fiction,’ 179-80.  The 1695 edition was 
entitled Manual of Prayers For the Use of the Scholars of Winchester College, 
And All Other Devout Christians, To Which is added Three Hymns for Morning, 

Composer  Year Publisher Function Key 

Signature 

Time 

Signature 

GB Lbl 

Shelfmark 

G. J. Smart 

(1776-1867)  

1798 Smart’s 

Music 

Ware-

house 

Morning 

Hymn 

F major 3 

4 

Gb Lbl 

H.1683.(59.) 

Jeremiah 

Clarke 

(1674-1707) 

1800 E. Riley Morning 

Hymn 

A minor 3 

4 

GB Lbl 

G.517.gg.(11.) 

Evening 

Hymn 

G major Cut-

Common 

Time  

Henry 

Thompson 

(dates 

unknown) 

c. 

1805 

Henry 

Thomp -

son 

Morning 

Hymn 

A major Common 

Time 

GB Lbl 

G.503.s.(20.)  

Evening 

Hymn 

A major Common 

Time 

Table 3.1: Musical Settings of Bishop Ken's Morning and Evening Hymns, 
published in London, c. 1798-1805. 
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and others like them functioned within the culture of romance and domestic 

performance around 1800. 

The several different musical settings of Ken’s words (see Table 3.1) 

show that a broad repertoire of morning and evening hymns was readily 

available to romance readers and writers alike.  Beginning with the morning 

hymn, Smart’s version is advertised as an example of the ‘Divine Amusement’ 

available from his warehouse.  The musical simplicity of the song, arising from 

its balanced phrase structure and predominant use of primary chords, 

increases its accessibility and allows the performer to focus on its Christian 

message at the beginning of their day.  Although the hymn moves 

predominantly in crotchets, interest is provided by occasional embellishments 

such as a dotted quaver rhythm in the inner part in bar three, and a turn on B-

flat in the melody in bar nine.  Of the hymn’s five verses, the first describes the 

worshipper rising: 

Awake my soul and with the Sun 

‘thy daily stage of duty run 

shake off dull sloth and early rise 

to pay my morning sacrifice. 

The subsequent verses describe the need to attend to God and the inspiration 

of a ‘heav’nly Choir’, and the narrator requests eternal life in the future and 

the coming of the Spirit in the present.  Two verses that renew commitment to 

God whilst giving thanks for His protection overnight – sins being scattered ‘as 

morning dew’ – indicate the time of day.  The penultimate verse draws the 

parallel between waking from sleep and waking into eternal life, and the hymn 

ends with a verse of praise.  In Jeremiah Clarke’s version (Ex. 3.1), the number 

of verses is increased to ten, the hymn offering the same message but the 

additional words giving greater reflection on the key points.  Clarke’s morning 

hymn has a more conjunct – though similarly contoured – melody, and includes 

octave quavers in the left hand.  Henry Thompson’s version (Ex. 3.2) has the  

                                                                                                                                

Evening, and Midnight.  This shows how the midnight hymn, used in Lewis’s 
The Monk to catalogue aspects of Christian virtue, was part of the temporally-
related pattern of worship perhaps inspired by monastic life and partially 
copied in the home.	  
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Example 3.1: Jeremiah Clarke, 'Morning & Evening Hymn' (London: E. Riley, 
1800), pages 2 (bars 1-16) and 3 (bars 1-9). 
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same set of ten verses but the music is in quadruple instead of triple time.31  

The metrical difference is absorbed by melismatic quavers, one of them 

dotted, and the hymn is marked Con Jubilo.  Following the eight-bar verse is a 

ten-bar interlude in triple duple time, with continuous crotchet movement, and 

closing with a perfect cadence in the tonic.  Bishop Ken’s morning hymn offers 

guidance for the Christian starting their day, and the fact so many musical 

versions of his words were published within a short time testifies to the 

popularity of this hymn and the genre it exemplifies. 

When appearing as a set, the evening hymns shared their concluding 

verse of praise with the morning hymns, and this confirms their linkage in the 

repertoire.  There are ten verses of lyrics for the evening hymn, set in different 

ways by different composers.  The music for these hymns tended to be simple 

and short, and in Clarke’s version (Ex. 3.1) the verse is only nine bars long.  

The melody begins with an upbeat and lands on the tonic at the end of the 

first system, descending through the second system from Dii to Gi.  The 

notation suggests diatonic chordal harmony in the middle register in the right 

hand, and to add interest to the performance there are features such as trills, 

appoggiaturas, and a descending G major scale in quavers and semiquavers in 

the left hand.  The lyrics for verse one read: 

Glory to thee my God this Night, 

For all the Blessings of the Light, 

Keep me, O keep me, King of Kings, 

Under thy own Almighty Wings. 

In the remaining verses, the narrator asks forgiveness for their evils during the 

day, describes joy and fearlessness in facing death, and requests God’s 

presence for protection and a refreshing sleep so as to serve Him better the 

following day.  In the Thompson version (Ex. 3.2), the eight-bar verse has  

 

                                            

31 Included in the publication is ‘Anthem for the Morning’, based on Psalm 5.2.  
Divided into three sections, the fifty-six bar andante piece treats the lyrics, ‘My 
voice shalt thou hear in the morning O Lord’, and ‘In the morning I will direct 
my prayer unto thee and will look up’.  This melodious piece includes two 
vocal solos and enables more expressive spiritual reflection than the metrical 
hymn tune for the morning. 
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Example 3.2: Henry Thompson, 'Morning & Evening Hymn' (London: Henry 
Thompson, c. 1805), pages 1 (bars 1-18) and 2 (bars 1-14). 
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similar melodic contours but different rhythms to Clarke’s evening hymn, and 

is followed by a six-bar interlude with semiquaver rhythms and melodic 

sequences.  Like the morning hymns, these hymns have a certain amount of 

musical interest but not so much as to distract performers and listeners from 

the meaning of the lyrics.32  As the morning and evening hymns share the 

same concluding verse, the singer would have felt a sense of circularity in their 

pattern of daily worship.  Even more so with ‘a Hymn for Morning or Evening’ 

of 1803, the double function and performance of the hymn twice daily 

emphasising the meaning of its first line: ‘O God, How Endless is Thy Love’.33  

Full of quaver rhythms, this jaunty setting in B-flat major is twenty bars long, 

with lyrics on similar topics to Bishop Ken’s hymns.  The variety of settings 

would have increased sales and made the hymns more marketable.  Using 

morning and evening hymns, the performer could frame their day with acts of 

Christian worship, taking time to reflect before and after daily life, and before 

sleep, in order to maintain a virtuous lifestyle. 

Treating this hymn repertoire, romance fiction offers opportunities to 

observe the practice of morning and evening devotions by female characters.  

Fictional representations of them help to situate morning and evening hymns 

as part of the virtuousness of real Christian females around 1800.  In The 

Romance of the Forest, Adeline wakes and offers an ‘involuntary’ prayer to ‘the 

great Author of Nature’ (22): 

Father of good, who made this glorious scene!  I resign myself to thy 

hands: thou wilt support me under my present sorrows, and protect 

me from future evil. 

This follows a night in a spooky monastery during which she had suffered bad 

dreams, but her spirits are raised and her prayers offered in response to 

sunrise and the morning chorus of birds, with ‘the soft warbling rising by 

degrees till they swelled the chorus of universal gladness’ (22).  Adeline 
                                            

32 Later examples such as Edmeston’s ‘Sabbath Morning’ in the collection 
‘Twelve Sacred Songs and Hymns’ by Edward Clare (London: R. Cocks & Co., 
1839), with ‘symphonies and accompaniments for the Piano Forte’ to poetry 
from the Church of England Magazine, had more complex accompaniments. GB 
Lbl H.1186.aa.(13.). 
33 Anon., ‘O God, How Endless is Thy Love, A Hymn for Morning or Evening 
(Dublin: Mary McCalley, c. 1803). GB Lbl H.1173.(16.).	  
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departs from the group for her early morning devotions, showing faith in God 

with her ‘sweet union of conscience and devotion’, and her prayer is 

reminiscent of lyrics from the morning hymn repertoire. 

Another virtuous fictional female is Rebecca in Walter Scott’s Ivanhoe, 

who performs the hymn ‘When Israel, of the Lord Beloved’ in confinement on 

the evening after her trial.  In the story, the Knight Templar, Brian de Bois-

Guilbert, arrives at Rebecca’s cell to woo her, but as his knocking is not heard 

he is excluded from the room until her singing is over.34  Christians sang 

settings of this evening hymn during the nineteenth century, but musical 

allusions in the lyrics – including harps, timbrels, and horns – refer to Jewish 

worship (468-9).35  Some verses convey an impression of Israel as a ‘land of 

bondage’ and its people as oppressed, but others refer to Christian views and 

values.  God is ‘present still, though now unseen’, guiding the people by day 

and night.  There is protection at night-time by a deity who is a ‘shining light’ 

and ‘slow to wrath’, recalling the evening hymn repertoire.  In addition, the 

Christian qualities of ‘a contrite heart, and humble thought’ are valued above 

the sacrifice of a ram.  The sense of virtue evoked by Rebecca’s dedication to 

worship, and the qualities she sings about, are upheld by other aspects of her 

character: she shows tenderness and – as explained in Chapter 1 – opposes 

war’s glorification in the drinking songs of minstrels, favouring domestic 

morality and harmony (321, 342, 559-60).  Her devout performance also 

contrasts starkly with the friar’s drinking songs described in Ivanhoe‘s 

chapters 16, 17 and 20.  The closed cell door in Ivanhoe’s hymn scene is 

symbolic of Rebecca’s subsequent rejection of Bois-Guilbert’s advances, 

showing that the sentiments of the hymn are put into practice in her behaviour 

                                            

34 See Daniela Garofalo’s discussion of these two characters within her recent, 
though indirectly related, theory of commodity exchange in romantic 
literature.  Daniela Garofalo, ‘Impossible Things: Scott’s Ivanhoe and the Limits 
of Exchange,’ in Women, Love, and Commodity Culture in British Romanticism 
(Farnham & Burlington, VT.: Ashgate Publishing Company, 2012), 119-38. 
35 This example verse talks about sacred music but in a Jewish context (469): 
‘There rose the choral hymn of praise, 
And trump and timbrel answer'd keen, 
And Zion's daughters pour'd their lays, 
With priest's and warrior's voice between.’ 
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and interactions with others (473).36  The female characters of Adeline and 

Rebecca reflect on and demonstrate the qualities of a virtuous Christian to 

readers; their lone performances of temporally-situated worship hymns evoke 

a familiar domestic repertoire of the early 1800s, and set it within a fictional 

social context. 

Fictional representations enabled readers to picture and identify with 

the female worshipper at morning or evening prayer, but there are further 

direct links between Walter Scott’s writing and the sacred music repertoire.37  

Although an accusation of singing strange songs was one of Rebecca’s charges 

for her trial, her song ‘When Israel’ was a performance of Christian domestic 

music (454).  Hymns would have been part of first hand experience for 

readers, and more immediate in their musical language than the war and death 

songs of Rebecca’s moral opposite, Ulrica; they also contrast with the 

chivalrous brass and ‘Oriental’ music of the knights in Ivanhoe’s battles and 

tournaments (89-103).38  Despite Scott’s efforts to present Rebecca exotically 

as a Jewess, her Evening Hymn became part of the Christian liturgy, and still 

appears in Christian hymnals.39  The words were set to music for worship by 

Jacob Beimel (1875-1944), and also fit to a tune written by Samuel Webbe 

                                            

36 As Fiona Price notes in her discussion of the romance, a woman’s Christian 
virtue was the very quality sought by her male admirers.  Fiona Price, 
‘“Inconsistent Rhapsodies”,’ 277-8. 
37 Scott’s ‘Dies Irae’ translation featured in Heber’s 1827 hymnal, Hymns 
Written and Adapted to the Weekly Church Services of the Year, and was 
popular throughout the nineteenth century.  See Bradley, Abide with Me, 82, 
193. 
38 Ruth Solie describes orientalism as ‘an enlightened fascination with 
otherness’, and here she links oriental music with the identity of nineteenth-
century gypsies.  See Ruth A. Solie, ‘Music in a Victorian Mirror: Macmillan’s 
Magazine in the Grove Years,’ in Music in Other Words: Victorian 
Conversations (Berkeley, Los Angeles & London: University of California Press, 
2004), 80.  There are many other orientalist styles: see Jonathan Bellman, ed., 
The Exotic in Western Music (Boston: Northeastern University Press, 1998); 
Derek B. Scott, ‘Orientalism and Musical Style,’ The Musical Quarterly 82, no. 2 
(1998): 309-335; John M. MacKenzie, ‘Orientalism and Music,’ in Orientalism: 
History, Theory, and the Arts (Manchester: Manchester University Press, 1995), 
138-75; Ralphe P. Locke, Musical Exoticism: Images and Reflections 
(Cambridge: Cambridge University Press, 2009); Matthew Head, Orientalism, 
Masquerade and Mozart’s Turkish Music (RMA Monograph 9, 2000). 
39 ‘When Israel of the Lord Beloved,’ 
http://ehymnbook.org/CMMS/hymnSong.php?folder=p16&id+pd16323 
(accessed May 06, 2011); ‘When Israel of the Lord Beloved,’ 
http://www.hymnary.org/hymn/UHSP1943/119 (accessed May 06, 2011). 
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(1740-1816) in 1782, before Ivanhoe was published.40  Webbe’s tune, 

‘Melcombe’, was composed as a setting of O Salutaris Hostia, but is now 

usually sung to Keble’s text, ‘New Every Morning is the Love’.41  Lionel Adey 

describes how this ‘finest English morning hymn’ catered for: 

The broad spectrum of nineteenth-century society that lived in secure 

homes and neighbourhoods, rural or urban, attended school and 

church, and trusted to attain heaven by slow degrees.42 

Keble’s words were first published in his Hymns Ancient and Modern in 1827, 

so any other text with eight stresses per line could have been sung to the 

Melcombe tune before ‘New every morning’ became popular.43  Future research 

could prove that Scott’s hymn was also sung to other tunes.  John Julian’s 

belief that ‘When Israel of the Lord’ was not written for congregational singing 

does not preclude its use for private devotion in the home.44  If musical 

settings like Webbe’s took Scott’s words directly into devotional use, this could 

indicate that romance fiction not only took influence from Christian hymn 

singing but affected the repertoire’s development as well.  Many hymns refer 

to the Jews, meaning that Scott’s portrayal of Rebecca was not out of place.  

For example, Samuel Webbe (1768-1843) set a polyphonic three-verse ‘Hebrew 

Morning Hymn’ for alto, tenor, bass, and three sopranos, and César Malan’s 

collection of ‘Hymns of Redemption’ included ‘The Harp of Judah’.45  As with 

Walter Scott, the mention of Judah in the latter hymn occurs in a Christian 

context: 

                                            

40 ibid.	  
41 Philip Olleson, ‘Webbe, Samuel, the elder (1740–1816),’ Oxford Dictionary of 
National Biography, Oxford University Press, 2004; online edn., January 2008, 
http://www.oxforddnb.com/view/article/28933 (accessed December 21, 
2011). 
42 Adey, Class and Idol, 36.  
43 Adey, Class and Idol, 35.  Bradley, Abide with Me, 105, 252. 
44 John Julian, A Dictionary of Hymnology, Setting Forth the Origin and History 
of Christian Hymns of all Ages and Nations. 2nd edn., rev. (London: Murray, 
1915), 1020. 
45 Samuel Webbe, ‘The Hebrew Morning Hymn, The Words by Mr Taylor, The 
Piano Forte Accompaniment by S. Webbe’ (London: S. Chappell, 1828). GB Lbl 
H.1653.v.(5.).; César Malan, ‘Hymns of Redemption, The Music by César Malan 
With an Accompaniment for the Piano Forte or Organ, By John Goss’ (London: 
Cramer, Addison & Beale, 1834), 14. GB Lbl F.1122.0. 
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Awake sweet harp of Judah, wake,  

Retune thy strings for Jesus’ sake; 

We sing the Saviour of our race,  

The Lamb, our shield, and hiding place, 

The Lamb, our shield, and hiding place.46 

Similarly, Scott demonstrated the virtue of an exotic Jewess who performed 

such hymns.  The circularity of movement from sacred music to romance 

culture and back again suggests some of the ways that domestic 

entertainment interacted with religious culture, contributing to discourses 

about Christian practices and values.  Christianity was presented as victorious 

through media that took the message into the home and influenced readers, 

particularly the young females to whom these fictional scenes appealed and 

served as exemplar. 

3.1.2 Conversion Hymns 

While some hymns were attached to particular times of day and enabled 

regularity of worship, others presented Christianity as victorious by conveying 

its force and strength.  Romance fiction explored the way conversion hymns 

communicated the uplifting effect of Christianity through music, and this in 

turn encouraged further religious compositions.  An individual’s spiritual life 

could be transformed through the religion, and this gave advantages thought 

to be inaccessible to atheists or those of other faiths.  Especially for 

eighteenth-century evangelicals, hymns were instruments of conversion; the 

works of Watts and Sankey were notable examples.47  Easton’s Bible Dictionary 

defines conversion as, ‘the turning of a sinner to God’, and this draws on the 

concepts of salvation and redemption that are explored within the conversion 

hymn repertoire.48  Redemption is ‘man’s deliverance from sin and damnation’, 

and salvation is ‘deliverance from sin and its consequences and admission to 

                                            

46 Malan, ‘Hymns of Redemption,’ 14. GB Lbl F.1122.0. 
47 Bradley, Abide with Me, 197. 
48 Easton’s Bible Dictionary, ‘Conversion,’ 
http://www.ccel.org/ccel/easton/ebd2.html?term=Conversion (accessed May 
09, 2013).  This Bible Dictionary was first published in 1897 by Matthew 
George Easton (1823-1894). 
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heaven, brought about by Christ’.49  The nineteenth-century hymns dealing 

with this aspect of Christian virtue focus on God or Christ as saviour, 

redeemer, liberator, and protector.  The hymns uphold evangelism and 

encourage listeners to praise and worship God and to pray for salvation.  The 

short musical pieces are for keyboard and voice, with periodic phrasing and 

diatonic harmony, although some settings show greater embellishment and 

use dynamics and textural variation for expressive effect.  The understanding 

of Christian virtue set out in the early conversion hymns continued to be 

explored through the century, and passed between fiction and music in a way 

that demonstrates the intersection of these art forms. 

The early conversion hymns portrayed Christianty as victorious through 

their use of lyrics and musical devices, and they show how print culture was a 

powerful agent for the religion.  ‘To Thee, My God and Saviour, A Hymn’ was 

published in 1805 (Ex. 3.3).50  It is a lively setting in common time in F major, 

marked Allegro.  The sixteen-bar melody is divided into two eight-bar sections 

consisting of two-bar phrases, each section similar in melodic and harmonic 

outline.  The second half is repeated, but with different embellishments: an 

ascending scalic semiquaver pattern on the upbeat to the first two phrases 

replaces a dotted crotchet rising from tonic to mediant, and in the penultimate 

bar of the piece there is melisma and an increase in quaver movement.  At the 

plagal cadences, an appoggiatura delays the sounding of the dominant note in 

the upper part and this is a typical feature of sacred music; the most arresting 

progression in the hymn moves from the subdominant to the dominant 

seventh (bars 5-6, 15).  These features make the hymn more entertaining to 

sing and help to convey its central message: to ‘tell the pleasing story, Of thy 

Redeeming love’.  The quoted lyrics conclude verse one, which also calls God a 

‘Saviour’ and describes Christians worshipping and celebrating His glory.  The 

second verse alludes to the genre of morning hymns with its description of 

nature, and the supplicant asks, ‘O grant me thy Salvation,/And to my Soul 

draw near’.  In the final verse, the speaker describes God’s guidance and 

protection through life, culminating in heavenly adoration of God.  The hymn’s 
                                            

49 Della Thompson, ed., The Concise Oxford Dictionary of Current English 
(Oxford: Clarendon Press, 1995), 1150, 1219. 
50 Anon., ‘To Thee, My God and Saviour, A Hymn’ (Dublin: Mary McCalley, c. 
1805). GB Lbl H.1173.(14.).  This hymn was published with the resurrection 
hymn ‘The Happy Morn is Come’. 
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portrayal of Christian faith shows the success of conversion and upholds the 

religion in a medium accessible and appealing to domestic consumers. 

 

Example 3.3: Anon., 'To Thee, My God and Saviour, A Hymn' (Dublin: Mary 
McCalley, c. 1805), bars 1-16. 
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Example 3.4: Anon., 'Salvation' (Dublin: Mary McCalley, c. 1805), bars 1-24. 

 

McCalley of Dublin published another salvation hymn in 1805 (Ex. 3.4) 

which provides a further example of what was performed; this was in 2/4 time 

in G major.51  The hymn opens with an eight-bar phrase moving to the 

dominant.  The melody descends in scalic patterns during a central repeated 

section in the tonic, and it has a fanfare-like quality throughout the hymn to 

suggest strength.  A ten-bar chorus section in cut-common time has dynamics 
                                            

51 Anon., ‘Salvation’ (Dublin: Mary McCalley, c. 1805), GB Lbl.  This was 
published in the same set as a ‘Judgment Hymn’ and the Christmas hymn, 
‘Hark the Herald Angels Sing’.  In terms of seasonal hymns, McCalley’s c. 1805 
publication of ‘I Will Trust and not be Afraid’ was set to the tune of ‘O Come all 
ye Faithful’; this hymn also mentioned Jesus as Saviour and Christians as ‘heirs 
of salvation’ able to sing the ‘Conqueror’s song’. GB Lbl H.1173.(26.). 
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varying from forte to piano at a bar’s distance, and with lyrics praising God 

and hailing Jesus Christ as the ‘Lamb’ and ‘redeemer’.  The chorus follows 

each verse’s discussion of the concept of salvation, described in the final verse 

as something to ‘inspire our hearts,/And dwell upon our tongues’.  The other 

verses have interesting originality, using a sonic metaphor: salvation is a 

‘joyful sound, what pleasure to our Ears’; also an ‘Echo’ rasied by ‘all the 

Armies of the Sky’.  The notion of Christian salvation as a sound to ‘fly,/The 

spacious earth around’ speaks of the evangelistic intention of hymns to 

disseminate the concept of salvation and convert people to the religion 

through music.  The circulation and peformance of these hymns literally put 

the sentiments of the verses into practice and demonstrated the virtue of the 

performers. 

Not all of the publications were as simple in musical terms, and another 

setting of ‘Salvation! O the Joyful Sound’, as sung in Bethesda Chapel, Dorset 

Street, was published in Dublin by Allen in 1818 (Appendix 7).52  The 

publisher’s catalogue of sacred music, including works published ‘singly in the 

Sheets’, is advertised on the rear cover as being for churches and families, 

showing the music was sung in the home.  Some aspects of the arrangement 

are similar to the 1805 version, while some show greater elaboration, making 

a useful comparison.53  The harmonic and melodic outline of the verse and the 

chorus is the same in the new version as the original – the treble part 

remaining close to the original melody – although in the new version the 

chorus has an extended perfect cadence and lasts an extra bar.  The more 

elaborate elements of the 1818 publication are contrapuntal parts for tenor 

and contra-tenor, the incorporation of two instrumental symphonies, and for 

the piano or organ accompaniment a full chordal texture compared to the 

melodic outline with its suggested (but sometimes less satisfactory) harmonies 

in the original.  The opening symphony is twelve bars long and opens with a 

suggestion of the hymn melody before developing into an undulating pattern 

in thirds and sixths, with the left hand entering as a third part below.  The 

verse gives a sense of contrapuntal writing as the contra-tenor is tacet for the 

                                            

52 David Weyman, ‘Salvation! O the Joyful Sound, As Sung in Bethesda Chapel’ 
(Dublin: Geo. Allen, 1818). GB Lbl H.1186.aa.(12.). 
53 The hymn was ‘harmonized for voices, and arranged for the organ or piano 
forte, by the late Mr. David Weyman, of the Choir in the Cathedrals’.	  
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line, ‘A sov’reign balm for ev’ry wound’.  Between the verse and chorus, the 

second symphony is eight bars long and has a more consistent texture.  

Marked maestoso and with less dynamic variation than the original, the chorus 

in common time is sung only after the final verse, and it encapsulates the 

central theme of the repertoire: 

Glory, honour, praise and power 

Be unto the Lamb for ever: 

Jesus Christ is our Redeemer! 

Hallelujah! Praise the Lord. 

A scene from James Hogg’s The Three Perils of Man: War, Women and 

Witchcraft (1822) shows the effect of this music from the early 1800s by 

setting the genre of conversion hymns into the context of a story of conversion 

and salvation.  Hogg inserted the ‘Poet’s Tale’ into his main narrative in 

Chapter 22; it includes the performance of a ‘Hymn to the Redeemer’ by 

Christians, set against the rendition of a ‘Hymn to Odin’ by characters of an 

opposing, pagan belief system.  The juxtaposition of the two hymns, with 

lyrics given in full, enables competing theologies to be presented to the 

reader, the tale demonstrating how Christian virtue dominates.  In keeping 

with the intention of the real conversion hymns discussed above, the 

performance of Christian music in the tale is instrumental in securing further 

Christian conversions.  Hogg’s discussion of the religion occurs in a novel 

where witchcraft is described as the normal mileu, but the supernatural is not 

allowed to triumph here as it does in his Chapter 21.54  As shown by Antonia’s 

midnight hymn in The Monk – an exemplar for the demonstration of Christian 

virtue – the triumph of sacred over supernatural, with music as a vehicle, was 

discussed in romance culture itself, and Hogg works within this tradition. 

Hogg sets sacred music in the context of a tale of Christian conversion 

to present the religion as victorious in a way that was educational for readers.  

In the ‘Poet’s Tale’, three ‘heathen’ Danish brothers have captured three 

Christian sisters, who believe and trust their God will save them (302).  The 
                                            

54 Although Christianity wins in Hogg’s ‘Poet’s Tale’, the characters reflect 
afterwards that their real surroundings constitute ‘naething but witchcraft’ 
(318).  This places The Three Perils of Man within the anti-realist milieu of 
romance fiction. 
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sisters kneel and pray to the Holy Virgin, trusting in God’s mercy and the 

‘bleeding cross’ for their survival and the preservation of their virginity (303).  

They fervently offer a midnight hymn that asserts the central tenets of 

Christianity, and even describes Heaven in musical terms (304): 

Where spirits in floods of light are swimming, 

And angels round thy throne are hymning 

In the paragraph following the hymn it is unclear whether the description of 

trumpets sounding, and preparations of the ‘host’ for Christian sacrifice, refers 

to earthly or heavenly characters.  So, as with Lorenzo’s dream scene in The 

Monk (27-9), the boundary between musical transcendence and the real life 

experience of the worshippers is permeable.  With this turn to transcendence 

in Hogg’s writing – upholding the potential effects of sacred music for 

participants – the appearance to the sisters of a glorious figure seems more 

credible (305).  The Christ-like figure leads them to observe a scene of 

sacrifice, with pagan priests singing the ‘Hymn to Odin’ in ‘loud and warlike 

strains’ (305).  However, the sisters’ quiet invocation for the ‘true’ God to 

triumph over their captors is answered, and the idols of Odin are destroyed 

and his followers devastated.  In the aftermath of these events, the three 

sisters go to sleep in a cavern shown to them by the holy figure, and they 

emerge with a new awareness of their transformation to spirit form.  They 

travel to the monastery of Otheline, discovering from the inhabitants that their 

defeat of Odin had enabled Christianity to overcome pagan superstition, and 

all the local people then were allowed to sing openly, ‘praising the name of 

Jesus’ (310).  After viewing the image of Christ on the cross, the sisters joined 

in celebrations in which they were venerated by the assembled worshippers: 

‘Masses were said; and holy hymns of praise ascended to the skies’ (316).  The 

end of the tale is significant, as the sisters appear to have exceded their 

mortality, like Christ himself in the resurrection.  When the ‘Poet’s Tale’ is 

over, the characters in the main plot reflect on its purpose, and the friar 

describes it as evangelical (318).  The tone and content of Hogg’s writing 

shows the influence of the New Testament Gospels, and he refers to the gothic 
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romance tradition in using Christianity to oppose Danish folkore.55  This 

suggests another reason for Hogg’s exploration of Christianity – that it linked 

his novel with literary tradition. 

Hogg’s tale of Christian conversion pivots around his ‘Hymn to the 

Redeemer’, which draws the notion of redemptive song into his text and 

demonstrates its power.  In the ‘Poet’s Tale’, Christianity is victorious, and 

sacred music both effects the transformative victory and enables people to 

worship the triumphant deity.  It was on singing the hymn that the sisters 

invoked God in Christ-like form, and it was as spirits that they followed Him 

and witnessed the ‘Hymn to Odin’ performance that preceeded paganism’s 

destruction (311-3, 315).  Sacred music continues to be discussed by the 

sisters both before and after they sleep in the cavern, and it is only afterwards 

they realise that their bodies have been transformed, perhaps with music as 

the agent of change (307-8, 310).  The first verse of ‘Hymn to the Redeemer’ 

addresses God the Father and the Son, calling attention to the situation, and 

the suppliance, of the three sisters (303).  The second verse makes close 

reference to scripture in telling the story of Jesus.56  The third calls for divine 

intervention in the sisters’ situation, and the fourth announces God’s power, 

omnipresence and omniscience.  The fifth verse asks for God’s forgiveness and 

deliverance from danger.  The idea of Jesus crucified for human salvation – 

‘When bleeding and dying, that man might live!’ (304) – and later resurrected 

and ascended to power in Heaven, reflects the content of the hymns published 

between 1800 and 1820.  These conveyed similar ideas of Jesus as a Lamb or 

                                            

55 Note Theodore’s performance of the ‘Water-King’ to the nuns and the 
preceding discussion of the Danish supernatural in The Monk (288-91).  Here 
the Scandinavian folk tale was intrusive within the Christian atmosphere of the 
convent. 
56  Thou who fed’st the hungry with bread, 
And raised’st from the grave the mouldering dead; 
Who walked’st on the waves of the rolling main, 
Who cried’st to thy Father, and cried’st in vain; 
Yet wept for the woes and the sins of man,  
And prayed’st for them when thy life-blood ran; 
With thy last breath who cried’st FORGIVE! 
When bleeding and dying, that man might live! 
Over death and the grave hast the victory won, 
And now art enthron’d by the stars and the sun, 
For thy name’s glory, hear us, and come,  
And show thy power over idols dumb. (304) 
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redeemer, the worship and celebration of God as saviour, and the idea of 

divine guidance and protection in life before salvation in Heaven.  Hogg 

centres his tale of Christian conversion around the ‘Hymn to the Redeemer’, 

and the idea of aural evangelism reflects the metaphor from the 1805 hymn of 

salvation as a sound intended to travel the world and reform it. 

Cesar Malan’s 1834 publication, ‘Hymns of Redemption’, shows the 

theme enjoyed further continuity and remained important in contemporary 

culture after The Three Perils was published.57  Of the collection of thirty-two 

hymns on Christian topics, several are particularly relevant, including 

‘Confidence in the Saviour’, ‘The Gospel Invitation’, ‘Longing for Heaven’, 

‘Christ the Deliverer of his People’, and ‘Salvation Ascribed to Christ’.  The 

hymns are in a variety of major and minor keys, and each has a single vocal 

line with full keyboard accompaniment.  Most of the hymns are in common 

time, the majority consisting of three or four verses, and each has a 

performance direction at the start.  ‘For the Universal Reign of Christ’ (p. 15) 

has a flowing crotchet rhythm and is mainly conjunct in F major; the hymn is 

marked Largo Espressivo.  The lyrics ‘the happy land’ are repeated for a two-

bar extension at the end of the hymn, leading to a perfect cadence.  The hymn 

describes the believer turning to Christ and being forgiven, and invokes the 

‘Divine, Emmanuel’ to come through the land and ‘Take possession’.  In 

contrast, ‘Christ is the Believer’s All’ (p. 37) is a Lento setting in E-flat major, 

its melody notable for the motif of an ascending third that appears 

throughout.  The right hand has harmony in thirds and sixths over octaves in 

the bass, with fuller voicings for the chords in the final bars.  The lyrics 

describe the cross of the ‘Lamb of God’, the blood of the ‘perfect Saviour’, and 

say that with the Holy Trinity ‘we savingly unite’.  A notable and apt line is that 

the forgiveness of Jesus ‘gives us true repentance’.  The title of another hymn, 

‘For Domestic Worship’ (p. 40), underlines the use of Malan’s collection in the 

home.  The accompaniment, marked Andante and in E-flat major, has a more 

complex keyboard texture than the other examples, and includes two 4 to 3 

suspensions.  The lyrics focus on the idea of peace, moving from God to Jesus 

and into the hearts of worshippers, leading to: 

                                            

57 Malan, ‘Hymns of Redemption.’ GB Lbl F.1122.0. 
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Glorious and complete salvation, 

In the realms of bliss above 

The collection shows what was available for Christians to sing at home on the 

themes of redemption, conversion, and salvation, showing how this aspect of 

the religion held a key place in print culture well into the century. 

Hogg’s ‘Hymn to Odin’ represents the forces opposing Christian 

conversion in the novel: the heathens and their pagan practices.  This 

contrasting song, a vehicle for the pagan outlook to be expressed, makes the 

spiritual opposition within the story symbolic for readers.  With the figure in 

the ‘likeness’ of Christ (315), the three sisters ‘met the priests of Odin, in their 

wild attire, marching in grand procession to the scene of mighty sacrifice’, 

where they sing the hymn (305).  The lyrics refer to Odin – God of the Danes 

and of Alhallah, the ‘warrior’s home’ – as well as to Odin’s son Thor and his 

wife Freya, and it is suggested that both Christians and Moslems are targets 

for sacrifice (306).58  The references to hedonistic behaviour, and to ominous 

calculations such as ‘Nine times nine, and seven times seven’, increase the 

sense of terror and evil associated with the pagans (306).  Just as the hymns of 

redemption and salvation show links with music from the period, there was a 

real ‘Hymn to Odin’ that developed the image Hogg created, and compares 

compellingly with the text.  The composer, K. M. Kunz, constructs a dramatic 

setting with attention to structure, texture, and expression to portray the war 

god.59  The song begins in common time with a section marked Andante 

Sostenuto and then changes to Moderato Maestoso in 3/4 time for the 

remainder.  It is written mainly in F-sharp minor, but includes a section in B 

major and begins in the relative major: A.  Expression arises from the use of 

fortissimo dynamics for emphasis, ritenuto for the ends of verses, and 

rhythmic emphasis on key lyrics such as ‘God’ and ‘Odin’.  There is imitation 

between the tenors and basses at the opening, and in the triple time section 

there is a bass 2 solo below the other parts, followed by two verses of unison 

                                            

58 Odin appeared in Macpherson’s Ossian collection of 1760 as the 
Scandinavian god, Loda.  Coleman O. Parsons, Witchcraft and Demonology in 
Scott’s Fiction: with Chapters on the Supernatural in Scottish Literature 
(Edinburgh & London: Oliver & Boyd, 1964), 41-4. 
59 K. M. Kunz, ‘Hymn to Odin’ (London: W. Henman, 1867). GB Lbl 
H.1772.q.(49.). 
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singing, and then a tenor/bass split in the final verse.  Some notable aspects of 

the vocal parts include slight melisma in the upper tenor before a verse 

concludes, and the omission of phrases in the bass parts before later 

antiphonal entries.  The lyrics describe Odin, addressed as the ‘Avenger’, ‘All-

terrible’, and ‘God of war’, terrorising the world’s nations with a fearful 

chariot, and filling its natural areas with the echo of his war cry.  Odin, a 

victorious ‘parent of battles’, is asked to send lightning as a shield and ‘dread 

Thunder’ to ‘shatter’ enemy forces.  The continuation of war and the 

destruction of foes is celebrated, and the song concludes with the line: 

Then shall the deep forest where Odin thou dwellest be fill’d with the 

sacrifice 

Within the hymn’s pagan outlook, the qualities of peace, forgiveness, 

salvation, and a Christian afterlife have no place, and the god invoked to 

determine events at battle is not the Christian God.  While Kunz’s song 

provided entertainment for audiences – as with the repertoire of supernatural 

songs explored in Chapter 2 – it also dramatises a figure that represented the 

heathen in Hogg’s presentation of Christianity. 

With their similar content, both Hymns to Odin contrast with the 

Christian sentiments of redemption and conversion hymns, yet this 

emphasises the way romance culture presented Christianity and its music as 

victorious.  This was probably influential for domestic consumers of the early 

1800s, many of whom were female like the virtuous characters depicted.  Hogg 

places three Christian sisters against three pagan brothers, making Christianity 

triumph.  When the virtuous sisters adhere to their beliefs in the face of 

adversity, the ‘Redeemer’ they invoke defeats their Danish captors, and the 

opposition is represented by contrasting hymns.  The pagans are destroyed by 

the superior deity, but the sisters elicit God’s protection with their song, and 

eventually escape their mortality.  Their own freedom through belief 

encourages the salvation of others, who join in Christian worship at the end of 

the story.  The ‘Poet’s Tale’ shows what effect Christian hymns could have on 

the participants.  Hogg presented the success of Christianity over other belief 

systems, showing its strength not only over his fictional paganism, but also 

over heathenism and atheism in the real world at that time.  Despite the 

dominance of witchcraft in The Three Perils, Hogg’s focus on Christianity helps 
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to situate the tale within the developing repertoire of conversion hymns it 

contextualises and explores.  The way romance fiction intersects with this 

repertoire, maintaining the cultural prominence of victorious Christianity 

thoughout the early nineteenth century, demonstrates how print culture 

upheld the religion whilst broadening consumers’ imaginations. 

3.2 Christianity Perverted 

While romance novels tended to focus on the young female as a figure 

of virtue, they made male clerics the main protagonists of Christian perversion 

– those who acted sinfully and with wickedness.  The evil behaviour of monks 

was a topic of popular songs in general circulation; these may have influenced 

the authors and gave the novels a wider cultural context.  It was dramatic and 

scandalous when Church officials broke their vows, acting hypocritically or 

engaging in sexual immorality.  The romanticised presentation of perverted 

Christian figures in fiction and music around 1800 therefore constituted an 

important aspect of this culture’s capacity to entertain, as well as to convey a 

serious message and offer aspects of moral education. 

It was not the officials of the established Anglican Church, nor even its 

Protestant dissenters, that the authors and composers set out to shame and 

ridicule.  Mark Canuel explains how the ‘savage monks and nuns’ written 

about by Matthew Lewis and Ann Radcliffe were part of the gothic novel’s 

fascination with Catholic ‘subversion and oppression’.60  Although gothic 

literature was popular during a time when Catholic confession was under 

pressure from state control, Catholicism was nevertheless targeted by the 

genre’s anti-clerical stance.61  Most religious houses around 1800 were 

Catholic, making them appear removed from the general populace of 

Protestant worshippers.62  Until the Catholic Emancipation Act of 1829, Catholic 

                                            

60 Mark Canuel, Religion, Toleration, and British Writing, 1790-1830 
(Cambridge: Cambridge University Press, 2002), 62. 
61 ibid., 55-6, 62. 
62 John Harper, ‘Gothic Revivals: Issues of Influence, Ethos and Idiom in Late 
Nineteenth-Century English Monasteries,’ in Nineteenth-Century British Music 
Studies, vol. 2., eds Jeremy Dibble and Bennett Zon (Aldershot & Burlington, 
VT.: Ashgate Publishing Limited, 2002), 16-18. 
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parishes were in the minority and were mainly confined to London.63  When 

gothic authors used monks as representational figures this helped to 

marginalise Catholicism and upheld their own alignment with Protestant faith.64  

An instance of the reception of gothic literature in wider literary culture, in the 

poetry of Lord Byron (1788-1824), shows the pervasive influence of the evil 

monk figure: 

. . . Byron’s tracking of the spectres traverses a wider public vogue for 

gothic monk-y business, established by Ann Radcliffe and embellished 

in The Monk – Matthew Lewis’s intense and virtuosically fictive 

meditation on the awkward negotiations of the spirit with bodies 

variously imaginary, nubile, and in decay.65 

As well as introducing the perverse behaviour Lewis portrays in his novel, this 

description shows how the monk was a figure of detachment from reality.66  

Lewis’s treatment of monasticism was an important influence on the false 

presentation of Catholicism that has been prevalent in wider culture up to 

recent times.67  Ann Radcliffe also contributed to this in The Romance of the 

Forest, describing how the setting of a ruined monastery, ‘once the pride of 

monkish devotion’, represented ‘superstition’ and ‘earthly purgatory’ for the 

traveller encountering it, and brought to his mind a penitential hymn (15).  The 

gothic attachment to ‘monk-y business’, to use Edward Burns’ term for the 

ironic presentation of clerical figures, reflected contemporary unease 

concerning religious practices, but also suited the irrational nature of the 

                                            

63 T. E. Muir, Roman Catholic Church Music in England, 1791-1914: A 
Handmaid of the Liturgy? (Abingdon: Ashgate Publishing Group, 2008), 2-3, 
18-21, 75.  For further detail on Roman Catholicism in England in the 
nineteenth century, see: Mullett, Catholics in Britain and Ireland, 138-64; 
Edward Norman, The English Catholic Church in the Nineteenth Century 
(Oxford: Clarendon Press, 1984), 1-68; Edward Norman, Roman Catholicism in 
England: from the Elizabethan Settlement to the Second Vatican Council (New 
York & Oxford: Oxford University Press, 1985), 57-82. 
64 Canuel, Religion, Toleration, and British Writing, 56. 
65 Edward Burns, ‘Byron’s Monk-y Business: Ghostly Closure and Comic 
Continuity,’ in Romanticism and Religion from William Cowper to Wallace 
Stevens, eds Gavin Hopps and Jane Stabler (Abingdon: Ashgate Publishing 
Group, 2006), 168. 
66 ibid., 168. 
67 Victoria Nelson, ‘Faux Catholic: A Gothic Subgenre from Monk Lewis to Dan 
Brown,’ Boundary 2, 34, no. 3 (Fall, 2007): 87-107. 
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romance genre.  When James Hogg in The Three Perils depicted a fictional 

disagreement between a literary figure and a friar, perhaps this represented 

the 1790s gothic romance as a Protestant genre that stood against Catholic 

hypocrisy (107): 

Keep ye to your books and your beads, goodman,  

Your Ave Marias and creeds, goodman; 

  For gin ye end as ye’re begun, 

There will be some crack of your deeds, goodman. 

3.2.1 Secular Music and Seduction 

Music played an important part in the portrayal of monks and nuns 

since, while serving as a vehicle for virtuous characters, it acted as an agent of 

perversion for wayward Christians.  Secular music, portrayed as a danger to 

Christian virtue in the fiction, also served to promulgate the hypocritical monk 

figure in the form of popular songs.  Secular music could comment on the 

sacred as well as being a vehicle for perversion in itself.  A pair of songs by 

John Wall Callcott (1766-1821) from the secular repertoire describes lovers 

acting within a sacred context and shows how the characters attempted 

initially to adhere to their vows before succumbing to sexual temptation.  

Exploring the same idea, Matthew Lewis created an intense scene that further 

scandalised Christian hypocrisy and employed secular music to fuel the 

seduction of Church figures.  The use of disguise was present when both 

fiction and music explored these ideas; in both cases seduction occurred when 

a female entered a monastery.  Matthew Lewis’s figure had a further level of 

disguise as a cross-dresser concealing the Devil.  Writers used disguise to 

highlight clerical hypocrisy as façade, a dramatic motif representing common 

fears of Catholicism and other contemporary interdenominational tensions. 

Callcott’s settings of songs on monks breaking their vows of celibacy 

show how the idea was circulating as early as 1790; this was before The Monk 

was published and shows the cultural background from which Lewis’s novel 

emerged.  Callcott’s pair of songs, ‘The Fryar of Orders Gray’ and ‘Yet Stay Fair 

Lady’ tell the story of an established love affair between a man and woman, 
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which comes to fruition within the holy setting of a monastery.68  Emphasising 

the pairing of the songs, both are written in E-flat major and in cut-common 

time, and both are glees for three voices.  The way the music illustrates the 

story shows how secular song dramatises the couple’s relationship and 

comments on the actions of Church figures. 

In ‘The Fryar of Orders Gray’ (Ex. 3.5), all three parts sing the opening 

line in which a narratorial voice sets the scene for transgression.  In the song, 

the woman comes to the monastery looking for her lover, and the friar’s telling 

of rosary beads identifies the religious order as Catholic.  The relationship 

between the couple is represented by a dialogue between the bass and treble 

parts in the opening phrases.  One of the treble entries has the woman 

describing her lover – with sandals and a ‘cockle hat & staff’ – and its 

undulating motif in thirds becomes associated with her and reappears when 

she sings at the end of the song.69  As well as highlighting certain characters, 

the composition of the song shows attention to several quasi-sacred signifiers.  

The musical dialogue is reminiscent of a call-and-response pattern from 

worship, with the trebles signifying the choir or congregation answering a 

priest at Mass.70  The antiphonal treatment of the line ‘Weep no more Lady’ in 

the middle of the song, with the trebles joining the bass one bar later using 

the same rhythmic motif, also suggests sacred choral music.  In addition, there 

are appoggiaturas at several cadences in the song, on the words ‘beads’, ‘see’, 

‘more’, ‘fall’, and ‘pray’, and there is a section where the vocal entries are  

                                            

68 John Wall Callcott, ‘The Fryar of Orders Gray, A Glee for Three Voices’ 
(Dublin: Hime, c. 1800), GB Lbl H.1653.j.(16.); John Wall Callcott, ‘Yet Stay Fair 
Lady’ (Dublin: Hime, c. 1800), GB Lbl H.1653.j.(19.).  Versions of ‘Yet Stay Fair 
Lady’, billed as an ‘answer to the Fryar of Orders Gray’, were in circulation in 
London from as early as 1790.  Another version of ‘The Fryar of Orders Gray’ 
was issued in London c. 1805 for J. W. Callcott by Lavenu and Mitchell, 26 New 
Bond Street, Priced 1s. 6d.  GB Lbl E.1858.d.(9.). 
69 Another motivic link within the song is that the final line begins with the 
material from the opening.	  
70 T. E. Muir suggests that plainchant and renaissance polyphony were the 
mainstay of music in Catholic worship, although Mass settings by Viennese 
composers like Haydn and Mozart were also in use, as were works by Samuel 
Webbe, Samuel Wesley, Vincent Novello, William Byrd, and J. S. Bach.  Wesley 
and Novello were behind the promotion of renaissance polyphony as having 
greater suitability for worship than classical music.  Vernacular hymns were not 
popular until after the 1840s.  T. E. Muir, Roman Catholic Church Music in 
England, 22, 26, 76-77, 81, 109-10, 138. 
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Example 3.5: John Wall Callcott, 'The Fryar of Orders Gray, a Glee for Three 
Voices' (Dublin: Hime, c. 1800), bars 1-73. 
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staggered to suggest imitation but the parts are actually in harmony in thirds 

(bars 54-6).  However, any sense of the sacred is mere allusion within a song 

predominantly concerned with dramatic illustration.  The Friar’s bass solo, 

saying that the woman’s lover is ‘dead and gone’ and buried, opens with 

motivic similarity to the first bass solo, but outlines the keys of E-flat major, C 

minor, and B-flat major, with elongated note values for solemnity.  In the 

second half of the song, the lyrics equate bad weather and uprooted flowers 

with the bleak emotions of the characters, and the line ‘blows the cold wind’ is 

set dramatically with a bass arpeggiated figure that descends sequentially from 

C through B-flat major, the trebles sustaining the word ‘blows’ above.  The 

friar’s request for the lady to stay, marked by a modulation to G major, is 

refused in her closing line.  The conclusion of the song and the anguish of the 

characters suggest that monastic vows, symbolised in part by the mock sacred 

signifiers, will keep the two characters apart. 

However, the second song of the pair reveals the true outcome of the 

situation, showing the aptness in the first song of the woman’s warning: ‘Now 

Heav’n thee save thou rev’rend Fryar’.  In ‘Yet Stay Fair Lady’ (Ex. 3.6), the 

woman’s ‘true love’ is revealed to be disguised by the friar’s grey gown: the 

friar is going to break his vows so is not a virtuous Christian.  Marked Allegro, 

this opening repeated section in E-flat major, with the trebles working in 

harmony in thirds and sixths over an independent bass-line, establishes a 

pattern for the part-writing throughout this song in ternary form.  The middle 

section begins in C minor, with a polarised texture of bass and upper treble, 

and the tonality and slower tempo express the man’s melancholy resolution to 

remain until death within the ‘lonely walls’ of the monastery.  The turning 

point of the song occurs in the next ten bars, where the man admits that 

romantic love would break his institutional loyalty.  His yearning is conveyed 

by the undulating melody, slurring, and the fluctuating dynamics with 

concluding diminuendo that give a plaintive feel to the section.  A celebration 

of the couple’s union is marked by the return of the opening material, the 

original eleven bars extended to sixteen.  The first five bars are a repeat of the 

opening phrase of the song, but with a dotted quaver fill in the third bar for 

the lyrics ‘welcome joy’ to increase the jauntiness.  In the penultimate system, 

the trebles insert two extra bars of music sung a third apart, the melody  
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Example 3.6: John Wall Callcott, 'Yet Stay Fair Lady, Answer to the Friar of 
Orders Gray' (Dublin: Hime, c. 1800), bars 1-46. 
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derived from a bass motif appearing in both outer sections (bars 5-6, 36) that 

begins on E-flat and descends through an octave in quavers.  Before the final 

cadence, there are three more extra bars in which both trebles ascend an 

octave scale that creates melisma on the final word of the line, ‘we never never 

more will part’.  The ternary structure of the song makes it easy to follow, and 

as the union of the couple is celebrated with an embellished return of the 

primary material, it is clear that the friar’s religious vows have been dominated 

by romantic love.  The titles and lyrics of both Callcott’s songs understate the 

perversion that takes place, but together they depict a sexual scandal in a 

sacred setting.71  Significantly, the anguish depicted in the first song of the pair 

relates to the separation of the lovers rather than the jeopardisation of celibacy 

– a theme Matthew Lewis explored in gothic literature.  The effectiveness of 

the musical settings makes Christian perversion a topic of entertainment, and 

the songs also educate the readers, who must have wondered whether indeed 

Heaven would save the Friar after his actions. 

The characters in Lewis’s The Monk provide good examples of the 

perverted cleric, helping to further dramatise this figure and carve its place in 

the gothic genre.  In the story, Matilda disguises herself as male and enters the 

monastery with the false name Rosario in order to seduce Ambrosio the 

Abbott.  Her behaviour demonstrates trickery, which is not surprising as she is 

later revealed to be an incarnation of the Devil.  However, Matilda is also 

associated with such motifs of romanticism as the nightingale, harp, and a 

song about chivalry; aspects which threaten the Christian vows of the monk 

and lead to his seduction.72  Inevitably, with the cross-dressing of 

Rosario/Matilda, gender ambiguity is part of the way Lewis upsets the natural 

order to show Christian perversion at work in the monastery.  After the 

seduction, the Devil exclaims, as Matilda: ‘Oh that I were permitted to share 
                                            

71 Although the tone of Callcott’s songs is muted compared with presentations 
of perverted clerics in gothic fiction, the outcome of this song is more racy 
than one from 1795 in which ‘cold religions Icy veil,/Darkens all his [her 
lover’s] fires’, and Louisa dies of heartbreak rather than engaging in 
perversion.  Jean-Baptiste Krumpholtz, ‘The Nuns Complaint from Mrs 
Robinson’s Novel of Nancenza, performed at the Principal Concerts’ (London: 
Preston & Son, c. 1795). GB Lbl H.2821.(7.). 
72 Set against the romantic creature of the nightingale is the venomous snake 
that bites Ambrosio, perhaps recalling the book of Genesis in the Bible where 
the viper and human nakedness also come together, and where human sin is 
denounced. 
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with you my power, and raise you as high above the level of your sex, as one 

bold deed has exalted me above mine!’ (234).  Ambrosio also reflects at this 

stage on the gender difference between the Devil’s two guises (232): ‘He 

regretted Rosario, the fond, the gentle, and submissive: He grieved, that 

Matilda preferred the virtues of his sex to those of her own’ (232).  Yet, while 

Matilda after the Abbott’s downfall seems ‘cruel and unfeminine’, and 

Ambrosio expresses slight interest in the Devil’s male guise, it is the Devil as 

songstress that elicits the Abbott’s dominant heterosexuality and leads him 

astray.  As with Clara in The Romance of the Forest, secular music is a threat to 

virtuous Christianity, but in this case the female performer is the agent of evil, 

and the male cleric is unable to resist. 

In the seduction scene, Lewis adds an immediate frisson by saying the 

pair ‘were left without Observers’, and that Ambrosio ‘regarded his Attendant 

with a look of mingled pleasure and apprehension’ (74).  Matilda uses the word 

‘pleasure’ in her response, and gives Ambrosio a sense of ‘pleasing 

melancholy’ when she plays him a ‘soft and plaintive air’; a part of her 

disguise, her preluding demonstrates her good taste and proves her ‘a perfect 

Mistress of the Instrument’ (75).  She offers the ballad ‘Durandarte and 

Belerma’, approaching it by changing the mood of her playing with ‘a few loud 

martial chords’, and then singing the words to ‘an air at once simple and 

melodious’ (75).  The lyrics (75-7) describe how the ‘gallant Knight’ Durandarte 

dies on the battlefield at Roncevalles, thinking of his love Belerma and asking 

Jesus for a seat in heaven.73  Towards the end of the song, Durandarte’s Cousin 

Montesinos – who buries him and preserves his heart for Belerma – offers a 

tribute for the dead knight.74  As explained in Chapter 1, several settings of 

this song circulated in the sheet music repertoire, where it was described as a 

‘favorite air’ by 1822; as well as becoming popular in itself it reflected the 

chivalrous theme already prevalent in the song repertoire.75  Although Matilda’s 

                                            

73 Antonia in her ‘Midnight Hymn’ made the same request about Heaven (254). 
74 Each of the verses has four stresses per line and an ABAB rhyme scheme, for 
example (77): 
‘Sweet in manners, fair in favour, 
Mild in temper, fierce in fight, 
Warrior, nobler, gentler, braver, 
Never shall behold the light!’ 
75 The song would probably have been familiar to readers given that in London 
several versions by François-Hippolyte Barthélemon were published between 
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performance takes place in a sacred environment, the song does not confirm 

whether the Knight’s hopes for an afterlife are realised, and instead acts as a 

method of seduction.  Ambrosio notices Matilda’s quality as a musician, 

producing the ‘heavenly sounds’ of angels (78).  When Lewis describes her as a 

‘Songstress [who] sat at a little distance from his Bed’, there is an association 

with the word ‘Mistress’ and this compounds the irony introduced with the 

angel metaphor (78).  Irony drives this erotic scene, where the monk struggles 

to combat the danger of ‘this seducing Object’ to his holy vows.  Her skin was 

as white as the snow, suggesting purity, and ‘Two coral lips were visible, ripe, 

fresh, and melting, and a Chin in whose dimples seemed to lurk a thousand 

Cupids’ (78).  Matilda then attacks Ambrosio’s celibacy through visual art as 

well as secular music, revealing that the Madonna to which he addressed his 

daily devotions was commissioned by her and painted in her likeness (80-81).  

This makes a mockery of a visual object used for Catholic devotion, sometimes 

seen as idolatrous for Protestant Christians.  Matilda leans on her harp as the 

true provenance of the painting is revealed to the Abbott; he looked from one 

to the other and ‘doubted whether the Object before him was mortal or divine’ 

(81).  The fact that Ambrosio from this point finds it difficult to separate 

religious from romantic devotion eases his path to seduction.  His recollection 

of being ‘restrained by monastic-fetters’ and his prayers to St. Francis of Assisi 

are unable to forestall Matilda’s advances (78, 86).  Her seduction works 

through the performance of a secular song, and her own appearance – both in 

reality and artistic representation – all of which revolves around her 

musicianship.76 

Romance fiction and song interlink to portray the figure of the perverted 

Catholic monk and show him unable to resist the temptation of a female 

entering the monastery.  Both Callcott and Lewis draw disguise into the 
                                                                                                                                

1797 and 1805, also one by Louis Von Esch thought to be from 1806, and two 
rondo arrangements for piano by Thomas Hamley Butler in 1806 and 1810.  In 
the 1820s-30s, different arrangements were published in London by various 
composers, including Jean-Louis Tulou, Veronika Dussek Cianchettini, Friedrich 
Kuhlau (published in Paris), John Parry, T. Berbiguier, Matthias von Holst, and 
by Barthélemon himself in 1863.  Although the initial versions were for voice 
and harp as in The Monk, the later publications catered for flute and piano, 
voice and guitar, and even (in Parry’s version of 1830) for ‘Wheatstone’s patent 
Symphonion’.	  
76 Later in the plot, the monk admits a waning of interest in Matilda’s musical 
talents (234-5), and this signals a rift in the relationship. 
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equation, using it to introduce dramatic irony that is exciting for consumers 

when the truth about a sexual relationship is revealed.  Compared with 

Callcott, Lewis’s presentation of the figure is more racy, and while the former 

merely suggests perversion, the latter makes it overt.  Romance culture 

entangles secular music with the female disruption of celibacy; songs for 

entertainment not only comment on the behaviour of Church figures but also 

fuel seduction, even when this takes place in a Catholic setting.  The way Lewis 

employs the chivalrous song ‘Durandarte and Belerma’ during the undoing of 

the monk’s vows perhaps suggests the dangers of the secular song repertoire.  

If so, the author was reflecting contemporary concerns that romance culture 

presented alternative pastimes and therefore detracted from Christian 

education.  For instance, supernatural songs celebrated figures of evil that 

some listeners associated with the Devil, and songs about minstrelsy elevated 

the art of music so that sensuous enjoyment – as Ann Radcliffe had noted in 

Clara’s scene – was placed above Christian behaviour.  However, Lewis’s 

acknowledgement of music’s power also highlights the monk’s weakness.  

While Ambrosio succumbed to Matilda’s musical advances, the ultimate failure 

was in the monk’s submission, making the scene more critical of Catholicism 

than of secular music.  For a Protestant authorship and readership, Catholicism 

in romance culture did not represent virtuous Christianity. 

3.3 Conclusion: Christian Virtue in Fiction and Song 

The ambivalent relationship between romance culture and Christianity 

came against a shifting backdrop of Church practices in the early nineteenth 

century.  A particular problem was the overlapping dissemination of 

imaginative literature and Christian doctrine per se that was enabled by new 

printing and distribution methods.  On the positive side, fictional depictions 

such as Antonia’s Midnight Hymn in The Monk set high expectations for 

readers.  The Christian qualities of duty, devotion, conscience, truth, purity, 

goodness, fairness, zealousness, learning, pilgrimage, and the forbidding of 

vice were among those the hymn upheld.  As well as portraying female 

characters who fulfilled these requirements better than Antonia, romance 

fiction in general described the powerful effects of sacred music for its 

readers.  Fiction was closely interlinked with morning and evening hymns from 

the sheet music repertoire – encouraging the personal acts of devotion that 
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this music enabled – and also with conversion hymns that promoted Christian 

virtues to friends and family members.  The way novels dealt with sacred 

music demonstrates an engagement with contemporary debates on liturgical 

practices and, more fundamentally, shows how they interacted with discourses 

about Christianity in the home. 

At the same time, print culture also appeared to detract from religion, 

and the fact it offered alternative interests to Bible study was an issue 

considered by romance authors.  The sensual experience of performing music 

was a distraction from Christian education and charity, as Clara’s story 

showed.  Secular sheet music depicted the seduction of Catholic clergymen, 

and this was portrayed in fiction in a yet more sensationalist manner.  In works 

such as Hogg’s The Three Perils of Man, paganism was a culture of fascination 

even though Christianity triumphed.  Perhaps the equivocal attitude of print 

culture towards Christianity was itself educational, highlighting the fact that 

consumers enjoyed a balance of reading material.  Whether they chose to 

identify with virtuous females like Rebecca or perverted males like Ambrosio, 

the behavioural parameters were vividly set out for them in the form of 

entertainment.  Romance culture was fascinated with Christianity and in many 

cases promoted the religion as part of a wider celebration of creativity, making 

Church figures themselves the subject of its fantastic depictions. 
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Conclusion – 

Figures of the Imagination: the 

Intersection of Fiction and Song, 

1790-1830 

My investigation showed how an array of imaginative figures formed 

central points of intersection between romance fiction and domestic music at 

the turn of the nineteenth century, and these figures have been useful in 

shaping and organising my findings.  What were the identities of these figures?  

The minstrel elicited reverence from audiences by representing artistic creation 

and inspiration, and projecting intriguing historicising associations; the figure 

was a deft communicator using both words and music, and traditionally 

performed to knights and ladies.  Fairies had immortality and charm, part of 

their appeal being their mischief-making and light but jaunty dances.  Ghosts 

were viewed with humour that was beneficial for entertainment but 

paradoxically they also signified people’s latent fears.  Witches and wizards 

had a light-hearted side but most had an aura of strangeness and some were 

full of vengeance and evil power.  Of the Christian figures, those with virtue 

were usually Protestant and performed a repertoire of sacred music with 

sincerity, which helped to evangelise others.  The less virtuous Christians, 

often representing Catholics, performed sacred music hypocritically or 

performed secular music as a context and catalyst for lustful or sinful 

behaviour.  The figures are points of intersection in print culture not least 

because of the general agreement in each of their identities as portrayed both 

in fiction and music of the 1790s and early 1800s. 

The identities of the figures were informative because they related to 

contemporary concerns and thus they offered personifications of issues in a 

way that speaks to cultural history.  During the period of the minstrel figure’s 

popularity there was a growing publishing business due to improved 

technology, declining taxation on print materials, improved reader education, 

and increased access to libraries and bookstalls.  The consumption of print 

culture during people’s leisure hours was not just a refuge from the 

technologisation that had enabled it but was bound up with the changing 
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nature of society, including growing commercialisation.  Across both art forms, 

the minstrel represented publication and stood in for poet, singer, author and 

editor, establishing their respective positions and endorsing the marketability 

and desirability of their outputs.  The supernatural figures appearing in print 

culture often provided humorous entertainment but they also represented the 

interest society had maintained in the occult – despite growing rationalism, 

scientific developments, and the decline of magic in religion following the 

Reformation.  Works of art that helped to explore and contain people’s innate 

fears whilst maintaining a sense of accessibility and familiarity were a popular 

strand of entertainment.  The imaginative Christian figures of opposing 

natures demonstrated the British fear of Catholicism and also showed a 

concern to preserve Christian virtue – even as the religion came under threat 

from print culture itself and the modern society it represented and helped to 

create. 

Much evidence for the intersection I have found arose from my reading 

of a choice of literary sources and the way these related to music, and this is a 

key part of my contribution to word and music studies.  Notions of desire and 

fantasy in the romance genre connect with the nature of music itself – an art 

form also associated with sensuousness and romanticism.  In Waverley (1814) 

and Ivanhoe (1819), Sir Walter Scott included his own ballad song lyrics and 

celebrated musical performance and musicianship whilst establishing the 

minstrel’s identity.  In the gothic romance, authors created a background for 

the emergence of supernatural figures using music and sound to establish an 

atmosphere of unease and tension.  In The Romance of the Forest (1791), Ann 

Radcliffe employed music in relation to contemporary aesthetic theories on 

landscape appreciation and she also made the art integral to her trademark 

technique of the ‘explained supernatural’ to elicit readers’ emotions, 

particularly at plot turning points.  Both Matthew Lewis in The Monk (1796) and 

James Hogg in The Three Perils of Man (1822) used music in dramatic ways to 

herald appearances of malevolent supernatural figures which had veracity 

within their own fictional worlds.  Hogg also responded to Scott’s image of 

minstrelsy and he absorbed the musical treatment of the supernatural found in 

earlier romance texts.  Music appeared to influence these authors because of 

the way they gave it a powerful effect in their writing.  But influence also 

passed the other way from literature to music, as many sonic motifs from 
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gothic fiction – such as stormy weather and tolling bells – appeared in 

contemporary songs on the supernatural theme, and both art forms shared the 

common use of flute and guitar music for supernatural songs.  Music and 

musical descriptions helped to create a religious atmosphere for worship 

scenes in most of the fiction investigated, and the use of religious 

instrumentation such as cantor, choir and organ passed between music and 

text.  My study of romance fiction in the period 1790-1830 differed from 

preceding studies of canonical fiction in the Victorian period, which had shown 

how music was used to delineate character and to treat themes such as society 

and individual, class and nation, gender and sexuality, philosophy, and 

science.  Instead, my investigation of the romance texts found clear 

intersection with music on the themes of minstrelsy, the supernatural, and 

Christianity.  Naturally, realist fiction had different social concerns, a more in-

depth psychology of character, and different ways of using music compared 

with the romance. 

A key aspect of early nineteenth-century culture was that novels and 

songs shared a nationally-defined audience which consumed a common set of 

imaginative figures.  The way I interpreted and analysed the romances with 

songs to create a cultural history of British music emerged from the existing 

research context.  Reflecting the way print materials were distributed and 

consumed, my approach compared non-canonical with canonical texts and set 

literary works into discourse so as to perform cultural analysis.  I was 

influenced by postmodernist theories of readership in which meaning is 

defined by readers and moves between culture and text.  Arguing that a 

literary anecdote could challenge dominant historical narratives, I employed 

scenes from romance fiction as counterhistories of romanticism, a culture 

known for its espousal of teleology.  A residual culture of nineteenth-century 

music history, the romance represented the cultural periphery and it was a site 

for exploring regional as well as mainstream musical practices.  My 

comparison of fictional performances in romances with actual song 

performances focussed particularly on the aural and visual aspects of literature 

as performative in themselves, and reflective of real performances authors had 

heard.  My approach, showing how meanings for consumers moved between 

culture and the romance, had two helpful paradigms in that Weliver had 

considered the effect of poetry and Clapp-Itnyre the comparison of actual 
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musical texts – folk songs and hymns – with fiction in order to understand the 

cultural context.  My study of intersection between the art forms was grouped 

around each imaginative figure in turn, and contributed to cultural history by 

relating romance fiction to contemporary British domestic song and not – as 

some previous studies had done – to canonical works of the stage or concert 

hall. 

Using my chosen theoretical frameworks, particularly those emphasising 

the representational value of musical performance in fiction, it was possible to 

show how the romance novel intersected with musical culture by modelling 

song performance and theorising the way printed songs were distributed and 

performed.  In Chapter 1, I showed how the work of Walter Scott as romance 

author was aligned with his role as ballad editor, and how his dual stance was 

beneficial commercially.  Both the romance novel and the ballad anthology 

were types of publication that mediated the ballad – traditionally seen as a 

vehicle for the minstrel figure to communicate and to record cultural memories 

– and both were aiming to generate an audience and project literary authority 

just as the minstrel did.  In Waverley, Scott not only made the novel serve as a 

ballad anthology because of the way it quoted many ballad lyrics and titles, but 

he fictionalised the life cycle of a ballad from folk composition to domestic 

consumption so as to theorise this process in his ‘Highland Minstrelsy’ 

chapter.  Here, an example of the composition, performance, and consumption 

of a song was played out in a natural highlands environment and the scene 

then included songs being sung in a domestic setting.  This spoke of the myth 

of orality and folk rusticity used to sell the printed ballad anthologies that were 

consumed within middle and upper class homes.  The anthologies contained 

visual representations of an oral medium, but once in printed form they could 

be re-framed in performance as sonic representations.  Scott portrayed himself 

as minstrel in this representational process, making editorial decisions about 

songs with a similar authority to the master musician in his fictional scene, to 

justify his position in the market.  In Ivanhoe, various characters again behaved 

as minstrels and the historicising aspect of the figure was emphasised – 

upholding the minstrel’s respected position and its alignment with Scott as an 

author of romantic and heroic qualities.  Traditional ballads were performed in 

Ivanhoe and, despite the itinerant jester-minstrel character featured, some 

performances took place indoors to show how songs on chivalrous topics – 
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including minstrelsy itself – could be enjoyed for domestic entertainment.  

Scott’s ethnographic tone in his quasi-scholarly footnotes as well as his 

association of balladry with cultural difference in the romance echoed the way 

editors used notions such as a national or peripheral ‘folk’ identity to endorse 

their ballad collections.  Read as anecdotes for cultural history, scenes from 

Scott’s romances explored the contemporary practices of song anthology 

publication and consumption and therefore, through this key author and his 

minstrel figure, vocal music was firmly intersected with the romance. 

It was not only the songs about minstrels but also those featuring the 

other figures that were disseminated using the song distribution methods 

Scott celebrated.  Improvements in the publishing industry meant that music 

and literature on other topics too were more widely available, and across my 

choice of fictional texts there were characters modelling the consumption of 

songs relating to the different figures.  The social contexts in romances 

resembled the audiences readers would have engaged when presenting songs 

and ballads.  In Waverley, Davie Gellatley acted like a ballad editor, 

communicating ballads to entertain audiences but without revealing the songs’ 

true origins, while Rose Bradwardine modelled the domestic performer, setting 

poetry and music into discourse to entertain audiences in the home.  In 

Ivanhoe, Rebecca represented the musical heroine, standing against hawkish 

knights and a drunken friar to strengthen minstrelsy’s chivalrous image of 

creativity.  Rebecca was – in addition – a religious figure, modelling the 

performance of morning and evening hymns in a way that exemplified 

devotional musicianship for female romance readers.  With romance characters 

as well as romance authors acting as minstrels, it was easier for readers to 

identify with Scott’s promotion of creative musicianship through his 

publications. 

The aptness of Scott’s minstrel figure was clear to see for, just as the 

romance novel was self-justificatory in its references to the literary canon and 

inclusion of scenes like the ‘Highland Minstrelsy’ chapter, so the song 

publications of the time demonstrated commercial awareness.  As printed 

songs were becoming more available and affordable, their covers mentioned 

the copyright laws that were being established and advertised their lists of 

titles and national distribution network, and other aspects of their businesses 

such as instrument sales.  Notions of celebrity were invoked to suggest 
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authenticity, as covers sometimes mentioned royalty or the original performers 

of a song.  Some scores were marketed as Christmas gifts and many covers 

had visual depictions of music making within a chivalrous context that suited 

the minstrel’s image of romantic creativity. 

Minstrelsy was a feature of printed songs before Scott’s Waverley 

novels; songs by composers including Matthew Cooke, Sir John Stevenson, 

Charles Dibdin, Domenico Corri, John Barnett, and John Parry gave 

musicianship a high social value, associated it with chivalry, and spoke of 

poets’ capacity to entertain by drawing on knowledge of ancient events.  Like 

his contemporary Thomas Moore, who also included footnotes in an editorial 

style in his publications, Scott celebrated British nationalism through regional 

folk identity.  Ballads traditionally had a monodic texture, and correspondingly 

both Scott and Moore referred to minstrels performing to a harp 

accompaniment.  Sometimes the pianoforte or harpsichord represented the 

harp in the drawing room, while in some cases more traditional lute 

accompaniments were provided for songs about minstrelsy; guitar and violin 

were also used.  While it is likely Scott carried his contextual influences into 

the fiction, it is also evident that his novels influenced later song composers.  

John Baptist Cramer’s publishers offered two songs linking musicianship with 

knighthood as in the ‘Crusader’s Return’ song from Ivanhoe, all centred on the 

idea of a chivalrous harper.  In collaboration with Thomas Haynes Bayly, 

Cramer’s 1830 collection called ‘The Lays of a Minstrel’ made the figure the 

central organising idea, and in this way reflected the place of minstrelsy in 

contemporary culture by this point as well as in Scott’s fiction.  Scott had been 

inspired by the minstrel figure and he popularised its identity; his romances 

were interwoven across the period at hand with songs that made minstrelsy 

both thematic and commercially endorsing.  When novel readers sang and 

played the songs they acted like novel characters who had performed the role 

of the minstrel – a clearly intersectional figure. 

In terms of the supernatural theme explored in Chapter 2, Adeline in 

The Romance of the Forest was portrayed in previous scholarship as a model 

gothic novel consumer, and I found that she also demonstrated the 

consumption of gothic songs to readers.  Adeline performed a song and a 

poem about fairies, and was cast as the listener of two ghost songs exploring 

audience reactions to lyrics on supernatural topics, especially when heard 
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within an eerie atmosphere: these were ‘Night’ and ‘Song of a Spirit’.  The 

character’s actions modelled the circulation and consumption of supernatural 

songs in popular culture and the way their scariness was enjoyed as a feature 

of entertainment.  The fact that both fairies and ghosts were seen to have 

privileged perception and enhanced musical ability further aligned Radcliffe’s 

supernatural figures with the musicianship – or at least the romantic 

aspirations – of her readers.  Supernatural songs appeared at plot turning 

points in Lewis’s The Monk, again within the context of perturbing gothic 

atmospheres, giving Theodore the power of persuasion but leading to 

Antonia’s horrific demise.  Although the gothic romance authors were less 

concerned than Walter Scott with editorship and audience creation, their texts 

show how the depiction of musical performance was a point of interest that 

linked their fiction with readers’ everyday experiences.  Radcliffe and Lewis did 

nevertheless contribute lyrics to the song repertoire, so would have benefitted 

from the promotion of musical performance.  Certainly their casting of 

characters as performers of songs about supernatural figures entwined music 

with gothic imagery and the dramatic evocation of the macabre; for consumers 

who sang songs about the same figures they were clear models.  In real life, 

readers’ memories of the gothic scenes could make drawing room 

performances of supernatural songs more effective. 

The supernatural origins or themes of songs in gothic novels linked with 

the song literature of the period, and I compared how figures were portrayed 

across the different art forms.  Usually the figures appeared in songs that were 

predominantly strophic and consonant but included compelling musical 

features, including adaptions of ideas from theatre music such as the 

‘demonic’ signifiers identified by Derek Scott.  Songs on fairies by Thomas 

Attwood, William Hawes and John Wall Callcott intersected with Adeline’s 

model performance of fairy songs in Radcliffe’s romance, giving the fairy a 

consistent image of mischievous charm across the art forms.  None of the 

demonic musical features were present in the songs of various textures and 

with dotted rhythms as a popular feature.  Given the appealing image of the 

fairy, and its reputation for heightened musical perception, songs depicting 

this figure were good for a singer’s status.  Underlining the consistency of 

intersection, a fairy song signalling social harmony and plot resolution in The 

Romance of the Forest was set to music by Thomas Thompson in 1815 as the 
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vocal duet with harp or piano accompaniment entitled ‘Now at Moonlight’s 

Fairy Hour’.  Adeline’s fictional performance of ghost songs also linked with 

the contemporary song repertoire such as Steven Storace’s song about a 

haunted tower and the Crazy Jane songs with lyrics by the gothic author 

Matthew Lewis.  Both songs shared visual and sonic motifs with gothic 

literature, and the popular Crazy Jane songs included musical demonisms and 

word-painting techniques.  Reginald Spofforth’s glee for five voices employed 

rhythmic and melodic motifs for musical interest but included lyrics on such 

gothic elements as shades and the night as well as minstrelsy.  Spofforth’s 

glee in particular contained the ghostly for social pleasure and this chimed 

with Radcliffe’s treatment of the supernatural in her romance, and the way she 

appealed to but rationalised people’s latent fears.  Music enhanced the witch’s 

power in the fiction of Scott and Hogg, and a similarly powerful witch was 

portrayed in Callcott’s ‘Elver’s Hoh’ song.  William Reeve’s witch song was 

more light-hearted but demonstrated the ornamentation traditionally 

associated with musical representations of witchcraft.  Although witches and 

wizards had a less consistent intersectional image than the other figures, they 

still formed part of print culture’s fascination with the supernatural in which 

the figures were obvious points of contact. 

My detailed focus on musical settings of words from Lewis’s The Monk 

as three-voice glees by Callcott – with subsequent responses by other 

composers – demonstrated particularly close intersection within the 

supernatural theme.  Both Lewis and Callcott, and their audiences, would have 

been familiar with the background repertoire of supernatural songs.  I 

investigated a specific link with fiction by showing how the figures of Water 

King and Skeleton Knight were musically illustrated, and found that Callcott’s 

songs offered a form of cultural containment by making the horrific nature of 

Lewis’s figures more palatable to consumers.  Callcott’s 1799 glee ‘The Water 

King’ was popular throughout the century, notwithstanding the criticisms 

Lewis’s novel had suffered.  The composer employed structure and melodic 

and rhythmic motifs – as well as expressive devices such as harmony, word-

painting and dialogue effects – in his successful attempt to balance musical 

unity with a dramatic representation of Lewis’s malicious and crafty being.  

David Bruguier’s ‘The Fire King’ was equally dramatic and portrayed a figure 

that had musical and character similarities with the Water King, such as the use 
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of a bass voice to represent the Devil.  Lewis had mentioned the Fire King to 

contextualise Theodore’s performance within his idea of Danish folklore, and 

Bruguier’s song therefore showed intersection with the Water King’s musical 

and literary manifestations.  Callcott’s 1800 setting of ‘Alonzo the Brave, and 

Fair Imogine’, a song about chivalry and supernatural beings and occurrences 

discovered by Antonia in The Monk, used word-painting and other 

compositional devices to please and entertain but included many of Derek 

Scott’s demonisms in the last verse, including minor keys, chromaticism, 

angular melodies and changes in tempo.  The song, published in both London 

and Dublin, avoided the more disgusting of Lewis’s original lyrics and showed 

how music was able to convey the narrative without including the author’s use 

of repetition or character dialogue.  William Hawes responded to Lewis’s last 

three verses, untreated by Callcott, but used quasi-sacred musical features like 

imitation as a supernatural signifier and addressed the song to a ‘Pilgrim’, 

suggesting a religious listener.  In contrast, J. C. Bullock provided a more 

comic version of the ghostly skeleton figure.  Lewis’s supernatural figures 

differed slightly in image across the art forms, and within musical reception 

over time, but nevertheless tied music and fiction together.  The musical 

illustrations by Callcott and the other composers mediated Lewis’s horrific 

visions and, even for consumers who knew the fictional context for the figures, 

made them less terrifying. 

Given the subject matter of some romance fiction and the related songs, 

it is not surprising that print culture was a controversial addition to the early 

nineteenth-century home, as Chapter 3 explained.  The argument whether 

romance culture was educational or merely for entertainment was itself an 

intersection: both romance novels and music could be seen as a dangerous 

distraction for young women.  On the other hand, romance fiction intersected 

with the hymn repertoire – relating to the music-historical context of the 

novels – and provided models for female musical devotion.  Hogg’s romance 

had considered how the malevolent supernatural opposed Christian beliefs, 

and correspondingly the demonic features of sung entertainment stood 

against the musical beauty normally associated with the sacred.  Word and 

music scholarship had already investigated the intersection of Bishop Ken’s 

hymns with George Eliot’s Adam Bede, and I analysed musical settings of Ken’s 

verses by G. J. Smart, Jeremiah Clarke and Henry Thompson to demonstrate 
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their association with the domestic repertoire of morning and evening hymns 

sung by female characters in the romances.  Another intersection making 

Christianity victorious in print culture was the genre of salvation and 

redemption hymns that linked with scenes of Christian triumph and conversion 

in Hogg’s The Three Perils of Man.  Hogg’s ‘Hymn to Odin’, a title also in the 

musical repertoire, showed heathenism’s failure against the Christian faith 

represented by Hogg’s ‘Hymn to the Redeemer’.  Part of romance culture’s 

educational contribution was its scrutiny of individual Christian behaviour, but 

this often compared Catholicism unfavourably with Protestant Christianity, 

reflecting contemporary concerns over the future of religion in the country.  

Callcott’s ‘Fryar of Order’s Gray’ and ‘Yet Stay Fair Lady’ songs intersected with 

Lewis’s The Monk in showing the perversion of male clerics and reflecting 

common fears of Catholicism.  As well as alerting consumers to danger, 

secular song was also a vehicle of perversion, as with the fictional performance 

of ‘Durandarte and Belerma’ which the Devil – masquerading as Matilda – used 

to de-frock Ambrosio.  This chivalrous song by François Hippolyte Barthélemon 

had associations with minstrelsy but showed how musical performance had a 

sexual element disastrous within a Christian context.  I argued how music and 

the romance both had an equivocal relationship with the religion but that the 

contrast between virtuous and perverted Christians as intersectional figures 

clearly established the behavioural parameters for consumers. 

My reading of romance texts published between 1790-1830 with non-

canonical contemporary British songs has offered a counterhistory of 

romanticism and captured a society on the cusp of change.  Both a symptom 

and benefit of modernisation, publication broadened the ideas available to an 

increasingly literate audience and influenced their leisure pursuits in the home.  

The minstrel celebrated the creativity of the new market and symbolised its 

inherent transmutations between orality and print.  Consumers’ ancient fears 

of the supernatural but hopes for religious freedom and enlightenment were 

expressed and debated in print and music, but both were also made subjects 

of entertainment, demonstrating incipient modernisation.  The intersection of 

song with romance fiction on all three themes – minstrelsy, the supernatural, 

and Christianity – was personified by imaginative figures as points of contact.  

Documenting domestic leisure pursuits in Britain during the 1790s and early 

1800s, my interdisciplinary study has brought the identities of these figures 
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before readers once again.  As well as relating to contemporary culture, the 

figures can be seen to have emerged from the romance with its associations of 

fantasy, remoteness and antiquity.  Yet they were in common circulation 

during the early nineteenth century, and increased consumer accessibility 

because of their prevalence and appeal.  While authors were influenced by 

music, composers were influenced by fiction, generating a wealth of printed 

material for the buying public. 

Suggestions for Further Research 

Several aspects emerge from this investigation to make further research 

in the area possible, although pursuing them was beyond the scope of the 

current project.  Each theme of intersection I identified could be extended to 

see whether a contrasting or consistent image of the figure was presented, for 

example by looking at further songs written in response to Walter Scott’s 

poetry and prose, or by looking at other examples of supernatural songs 

involving either the same or different figures to those I researched.  The 

repertoire of music about the supernatural is extensive.  A wider range of 

Christian music could also be investigated, as I restricted my coverage to 

songs directly intersecting with the treatment of morning/evening and 

conversion hymns in fiction, but there are many other functions for Christian 

music that could relate to literature.  Having demonstrated the intersection of 

fiction and music through the three themes of minstrelsy, the supernatural, 

and Christianity, it would be interesting to see whether the same thematic 

intersection could be found with song collections in provincial locations, such 

as the music collections of large private houses as have recently been 

researched at Tatton Park in Cheshire and Killerton House in Devon.  It may 

also be possible in a localised study to incorporate reception documents such 

as personal letters and diaries, as well as newspaper reviews, giving reflection 

on musical performances and romance readings. 

My research was focused on romance texts before 1830 and, if later 

texts were considered, some would expand on the themes already discussed 

and some would introduce new topics.  Charles Kingsley’s (1819-1875) Alton 

Locke of 1849-50 is informative for each of the themes treated by my thesis, 

but in addition looks at courtship and love, and mentions the vocal teacher 

John Hullah (1812-1884) as well as several canonical composers.  Edward 
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Bulwer-Lytton (1841-1936) is a non-canonical author from the period, and 

several of his romances relate well to music.  While his Paul Clifford (1830) 

included many ballads and A Strange Story (1862) treated song and piano 

performance, Zanoni (1842) dealt with musicianship, the supernatural and 

opera.  Of fiction by Wilkie Collins, Armadale (1866) discussed opera as well as 

dance and folk music, but it mentioned Moore’s Irish Melodies and addressed 

several themes from this thesis including poetry, the sacred, and aesthetics.  

Collins’ The Moonstone (1868) could also be investigated for music, as could 

other Waverley novels of the 1820s by Walter Scott, and romances of the 

1830s such as The Devoted (1836) and Love (1837) by Lady Charlotte Campbell 

Bury.  While the nineteenth-century romance is a fruitful area of research for 

music, the historicising nature of the genre may benefit from being placed in 

context of the original romance, such as recently researched by Linda Marie 

Zaerr in Performance and the Middle English Romance (Cambridge: D. S. 

Brewer, 2012). 

Nineteenth-century romances that refer to opera, dance, and folk music 

could be read alongside those genres, and there are obvious parallels between 

fiction and music for the stage, not least with the musical performance scenes 

I have read for references to the social context.  Inspired by Scott’s romances, 

the grand opera Ivanhoe by Sir Arthur Sullivan premiered in 1891 and Berlioz’s 

Grand Overture Op. 1 Waverley was composed in 1826, offering an excellent 

opportunity for word and music comparisons.  The supernatural elements of 

fiction could also be read alongside the many gothic dramas such as Matthew 

Lewis’s The Castle Spectre (1798) and The Wood Daemon (1807), particularly 

as Lewis was also a gothic romance author.  More generally, the musical 

settings and atmospheres from the romances could be compared with 

contemporary instrumental music of the appropriate mood.  The song 

literature I drew from was not limited to the three main themes of my Chapters 

1 to 3 but also included examples about professions (including naval and 

military), love and heartbreak, friendship, values such as virtue and fidelity, 

drinking, gypsies, poverty, classical and pastoral subjects, madwomen, 

marriage, politics, occasions, and royal celebrations.  My project has 

established the value for cultural history of an intersectional thematic reading 

of music and fiction in a set historical period, and I am certain that an 

expansion of focus but using similar methods would be equally fruitful. 
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Appendix 1: ‘The Minstrel’s Harp’ by John Clarke-Whitfield 

(London: Clementi & Co., 1821). 
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Appendix 2: ‘Trust the Ghost of Crazy Jane,’ Anon. 

(London: J. Dale, c. 1799). 
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Appendix 3: ‘The Witch: A Favorite Song’ by William Reeve 

(London: Longman & Broderip, 1796). 
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Appendix 4: ‘The Water King’ by John Wall Callcott 

(London, 1799). 
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Appendix 5: ‘The Fire King’ by David Bruguier (London, 

1827). 
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Appendix 6: ‘Alonzo and Imogine: A Glee for Three Voices’ 

by John Wall Callcott (Dublin: Edmund Lee, c. 1800). 
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Appendix 7: ‘Salvation! O the Joyful Sound’ by David 

Weyman (Dublin: Geo. Allen, 1818). 
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