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AFXF) ZAOFHBOREL 2 SHhDITD L, BEICKRL RN OB T 7 A Mg,
F ) A MoOHMALIZE D 5> T b, Quem Quaeritis GRS IEFEEEL TV 25 D))
LHBRENAEDDOT, ZOXMITBHORMOM V2217 “Quem quaeritis in
sepulchro?” (Whom do you seek in the sepulchre?) ZH(93 5%, YA+ D
WEEZINIZ3IADAT YD, YA MPEELLEI E2HS SNEWH%E fiv
7250T, Hilo—RELTHEHEONLZESONLTWES, TOTF 27 A MI10H
FREDDDEEZONTBY, ZORROFEHWEIITAD 1 DL LT, HHEL
HEIDP—RE Lo THOOLNTWZZ EZRIBL TV S, HIUFY ¥ v OFEENC
BOLTHMHEOKID EEH. 7Y A MT L— A%, BENZEMERIC, =5
FEMEFRISBFEZHOLBRNT WS (30), ' 72, LR OWEEZIDL 6
DOOMRETE [, Mg, FE S SR, il <dby, Zoob
Wil NN RBNERZD250D% 0T L BEE] EEZTwE (7Y
A NT L —R 34-35, 38), FEBEOLHIZBWTY, 12 AF2E15 AOAERE
Bk (zuz) 2wshi: (Bvay s - FIA v 24),

ZO%, FEBOMBEA LR, 15 HLICAD L, BREBICHFHE & \vo 7z
TEMBEDLBING . CORMOEMTIE, Al IZERMIzH I TEY,
WALBI & R 2 FROMHEN RO N L I 1T % 5, S HIHRMADZY) FRZAH
BICIE, KV EBLRTEEIfELNL L)k b,

AREGTI, WEEE 7 M e, 16 RS 17T RMEO Y = 4 7 A THE
Mg U, WO S MEH OB E O 5, Wik TIREEN 58
LN D FE 28RS, BT, FREHORAIEEICL SN
BlDr S54<y 7 ZAHEE ST,

LR & 2 o 4 7 2T PEMICET 5 F5 R O 58
Y, LAOBIEC B 2 RO RIS 20 HEROSHNIE

FORFEE, BRI EY E SR A 75 M k4x (2023 4E 10 A 29 H) ICBAY YR YT A (3
LG EEE] TORBNFICNE - BIEEZMAZbDOTH S, F72, JSPS BHF#
JP21K00224 DWk % %372 b DTH 5o

VEY Y v B OREIZOWTIE, L —=4 336-37, 350-51 3 & CIITE 80-81 B X iz,
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WL, —EOMELFRITL I LT, HLMHAHI S RN L ERLITRT S
EDEG D, TITTIHE, KB TEEISMEHSIND R, BLOMEbh s
REBELGANY & OMRICEDE, MIHMZSET 5.

9, BETEICERWICHWS N ERMEHE, MW EMEHE ZZheEh
“Situational Music” & “Non-situational Music” ® 2 2D % 7 T —IZKHT %,
“Situational Music” 121%, WHIOHE T LIS HICTFMGE 2T 5. Non-
situational Music™ &, HZEENFHGTHLD72DIIRTHELE, NoOMEFI20H
FCRTLEE, HEELHETOMRPHEETL CERTRNLS T 3T
THAHEL, %4 DH 531 —% “Monologic Performances”, “Inter-Personal
Performances”, “Background Performances” &5,

CDEH)BHET, REB 7TRE, YA 7 AV TICE B EEEIM 37w T
lbN 2 EEOMMEI % 5 LR E, ThPhE 1 BLUR2ITRT, *

F1 WilieEE 7 WIS B R o sE

Author Anon. Anon. Anon. Anon.
Title ;he.()ﬂxtlz of Wisdom Thf Play of the Mankind
erseverance Sacrament
Type Morality Morality Miracle Morality
Limits of First Performance Year 1405-1425 1450-1500 1461-1500 1465-1470
Song i:;;rtzl Dance | Song 1::;:";1 Dance | Song gr?;;rtlzlnl Dance | Song }:;::rt;l Dance
1 Situational Music
L1. Entrance/Exit of Characters 0 0 0 4 0 0 0 0 0 1 0 0
1.2. Celebration Scenes 0 0 0 0 0 0 0 0 0 0 0 0
L3. Funeral Scenes 0 0 0 0 0 0 0 0 0 0 0 0
14. Battle Scenes 0 0 0 0 0 0 0 0 0 0 0 0
L5. Hunting Scenes 0 0 0 0 0 0 0 0 0 0 0 0
L6. Entertainment Scenes 0 0 0 1 0 0 0 0 0 0 0 1
L7. Clown’s Scenes 0 0 0 0 0 0 0 0 0 0 0 0
18. Opening/Closing of Plays 0 1 0 0 0 0 1) 1) 0 0 0 0
19. Change of Scenes 0 3 0 0 0 0 0 0 0 0 0 0
Subtotal 0 4 0 5 0 0 4] 1)) 0 1 0 1
II. Non-Situational Music
IL1. Monologic Performances
1L1.1 Emotive Performances 0 0 0 0 0 0 0 0 0 0 0 0
IL.1.2 Maniacal Performances 0 0 0 0 0 0 0 0 0 0 0 0
IL1.3 Incantational Performances 0 0 0 0 0 0 0 0 0 0 0 0
1114 Hymning Performances 1 0 0 0 0 0 1 0 0 0 0 0
11.2. Inter-Personal Performances
11.2.1 Informational Performances 0 0 0 0 0 0 0 0 0 0 0 0
11.2.2 Effective Performances 0 1 0 0 0 0 0 0 0 1 0 0
I1.3. Background Performances 0 0 0 0 0 0 0 0 0 0 0 0
Subtotal 1 1 0 0 0 0 1 0 0 1 0 0
Total 1 5 0 5 0 0 2) (1) 0 2 0 1

® The Castle of Perseverance, Wisdom, The Play of the Sacrament, Mankind, The Conversion of
St. Paul, Mary Magdalen @ 6 ##lZ2>\>Ti&, Tomimura, “A Comparative Study” 2-10 {IZBW T,
Richard Rastall 12 & 238 & WK LoD, &kofiz 5 LT, 72, YA 27 AET7D
PERIC BT 2 ERMEHOMMIZOWTIX, BH 273-77 bBH Sz wv,

S AR BT BB O T F 0% B X OB I, Baker 1U#i The Late Medieval Religious Plays
of Bodleian MSS Dighy 133 and E Museo 160, Davis #i Non-Cycle Plays and Fragments, Eccles #i
The Macro Plays, Neuss #fi Magnificence \232 (o WA EHEMADIWIE T ELWBIOEZFEINTR T,
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Author Anon. Anon. John Skelton.
Title The C"”}fﬂf}"” of St. Mary Magdalen Magnificence
Type Miracle-Mystery Miracle-Morality Moral Interlude
Limits of First Performance Year ¢.1480-1520 ¢.1480-1520 1515-1526
Song L?:;T:i Dance | Song Ins;ﬂ; Dance | Song Instrui Dance
L Situational Music
L1. Entrance/Exit of Characters 0 0 0 1 0 0 2 0 0
12. Celebration Scenes 0 0 0 2 0 0 0 0 0
13. Funeral Scenes 0 0 0 0 0 0 0 0 0
14. Battle Scenes 0 0 0 0 0 0 0 0 0
15. Hunting Scenes 0 0 0 0 0 0 0 0 0
16. Entertainment Scenes 0 0 0 0 0 0 0 0 0
17. Clown’s Scenes 0 0 0 0 0 0 0 0 0
1.8. Opening/Closing of Plays 0 0 0 1 0 0 0 0 0
1.9. Change of Scenes 0 0 3 1 0 0 0 0 0
Subtotal 0 0 3 5 0 0 2 0 0
1I. Non-Situational Music
IL.1. Monologic Performances
IL1.1 Emotive Performances 0 0 0 0 0 0 0 0 0
11.1.2 Maniacal Performances 0 0 0 0 0 0 0 0 0
11.1.3 Incantational Performances 0 0 0 0 0 0 0 0 0
1114 Hymning Performances 0 0 0 1 0 0 0 0 0
I1.2. Inter-Personal Performances
11.2.1 Informational Performances 0 0 0 0 0 0 0 0 0
11.2.2 Effective Performances 0 0 0 0 0 0 0 0 0
11.3. Background Performances 0 0 0 0 0 0 0 0 0
Subtotal 0 0 0 1 0 0 0 0 0
Total 0 0 3 6 0 0 2 0 0
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Author Total
Title
Type
Limits of First Performance Year
Song L?::lxrtgl Dance All
1. Situational Music
L1 Entrance/Exit of Characters 8 0 0 8
12. Celebration Scenes 2 0 0 2
1.3. Funeral Scenes 0 0 0 0
14. Battle Scenes 0 0 0 0
15. Hunting Scenes 0 0 0 0
16. Entertainment Scenes 1 0 1 2
17. Clown’s Scenes 0 0 0 0
1.8. Opening/Closing of Plays 2) 2) 0 )
1.9. Change of Scenes 1 3 3 7
Subtotal (14) ®) 4 (23)
1. Non-Situational Music
IL1. Monologic Performances
IL1.1 Emotive Performances 0 0 0 0
I1.1.2 Maniacal Performances 0 0 0 0
1113 Incantational Performances 0 0 0 0
I1.1.4 Hymning Performances 3 0 0 3
I1.2. Inter-Personal Performances
11.2.1 Informational Performances 0 0 0 0
11.2.2 Effective Performances 1 1 0 2
IL3. Background Performances 0 0 0 0
Subtotal 4 1 0 5
Total (18) ©6) 4 (28)
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Type Hgt;)jll:s; Comedies (13) Tragedies (10) Romances (4) All Plays (37) | Total
1. Situational Music
L1. Entrance/Exit of Characters 63 [9] (15| 15 [12] 3| 39 [71 6 [0] {15} 123 [28] {37}| 188
1.2. Celebration Scenes 1 @B o 2 [ 142 0 2 [0 for] 29 [61 i 36
1.3. Funeral Scenes 2 [0] o 1[0 0 3 (11 o 2 [0] o 8 [11 o 9
14. Battle Scenes 99 [15] {13} 15 [6] 12f| 75 [6] {2} 0 [0] 6] 189 [27] {23} 239
15. Hunting Scenes 0 [0] 10 2 [0] o 3 [21 o 0 [ 2 5 [31 {2 10
16. Entertainment Scenes 2 By 3 21 o 13 M4 4 01 o) 22 (2] 2} 36
17. Clown’s Scenes 0 [0] o 1 Mo 3 [5] 5 0 [0] o 4 9 6 19
18. Opening/Closing of Plays 0 [0] o 4 3 o 1[0 o 0 [0 o 5 [3 o 8
Subtotal 177 [32] {29t 43 [28] (7| 151 [27] 12| 14 [2] {23}| 385 [89] {71}| 545
II. Non-Situational Music
I1.1. Monologic Performances

IL1.1 Emotive Performances 0 [0 0 [ o 0 [21 {of 7 [0 {0 7061 {1} 14
11.1.2 Maniacal Performances 0 [0] o 0 [o] o 4 21 {0 0 [0] O 4 2] {0 6
11.1.3 Incantational Performances 0 [0] o 0 [0] {0 1[0 o 0 [0] {0 1[0 o 1

I1.2. Inter-Personal Performances
11.2.1 Informational Performances 0 [0] o 1 2] o 11 m 3 [0 o 5 Bl I 9
1122 Effective Performances 5 [0 {orf 14 (121 {0 2 [ o 8 [ 2t 29 [7 2 48
11.3. Background Performances 1 (0] {of 0 [0] {of 2 [0 o 0 [0 {2 3 [0 {2 5
Subtotal 6 [0] (| 15 [18 for| 10 [91 | 18 (1] | 49 [28] 6] 83
Total 183 [32] {301 58 [46] (7| 161 [36] (13| 32 [3] {27}| 434 [117] (77}| 628

PARRCBT B Y 2 A 2 AT OF LA B OB X O51HIE, Evans #i The Riverside
Shakespeare \23:2 o HEFNIBE L TIE, WMWY, oW YR EHLE TR L7z, The
Riverside Shakespeare 1%, WitADBETHD M - HEOMA O REMEATE W & FEAIIL S FET 2
BHEMHOMREHALTBY, Chooix [ ] WITRT. | | & Wells #i The Oxford
Shakespeare: The Complete Works THEAZIN T WA HFEBMEHOIFEROZ/RT, £V v Y VIZ
HGENDEMTKROMY TH 5o FHIKA OHEE #i#4E 1 Harbage 12360 < o Histories: Henry VI
Part 1 (1590), Henry VI Part 2 (1590), Henry VI Part 3 (1591), King John (1591), Richard IIT
(1592), Richard II (1595), Henry IV Part 1 (1597), Henry IV Part 2 (1597), Henry V (1599), Henry
VIII (1613); Comedies: The Comedy of Errors (1592), The Taming of the Shrew (1592), The Two
Gentlemen of Verona (1593), Love's Labour's Lost (1595), A Midsummer Night's Dream (1596),
The Merchant of Venice (1596), The Merry Wives of Windsor (1597), Much Ado about Nothing
(1598), As You Like It (1599), Twelfth Night (1601), Troilus and Cressida (1602), All's Well That
Ends Well (1603), Measure for Measure (1604); Tragedies: Titus Andronicus (1594), Romeo and
Juliet (1596), Julius Caesar (1599), Hamlet (1601), Othello (1604), King Lear (1605), Macbeth (1606),
Antony and Cleopatra (1607), Timon of Athens (1607), Coriolanus (1608); Romances: Pericles
(1608), Cymbeline (1609), The Winter's Tale (1610), The Tempest (1611).

35



AF) APEEB E ¥ 2 4 2 AETHERICBU 227 94 <% v 7 ADEHSE

W& L 7 B 2 R oA T I —RHEE RS L, 4
28 1D ) B 23 HHT “1. Situational Music” \ZHHENTEY, /X5 — VW5l
AP EROK 2% & O TWDL I LD TNb, FATITY %L E, B
ANPoABYE &bz 535% (“L1 Entrance/Exit of Characters”) %%
D 8B, WIZHHEIROBIZHMN S &% ("19. Change of Scenes”) 257 BlBI%E
ENb, WHTITY—"T, %% — IO 23 Fid 15 61, # 65% % 5D TV 5,
INSHOERIE, AWARLIETREINS, BdooXsy, Sz iudBlo
Hetl o 2 iR 2B 2 R LTV B ERRTIENTELEAL S, °

NG — Y BBEAPEEE 500, VoA 7 AT L BN 37 Wi B
WTHABETH %o Riverside i, Oxford fiIZ & Y A N8Rk % GO,
4x 628 B 545 7% “1 Situational Music” TH V), EHROK 87% 12 L5, #hR
DOFFEN L BIFEARIT 2 BT D, WA 7 T — 1214 434 B 385 BlATE 1,
ERIZEDLEEIE89% &7 b,

=7, FAATIT) -0, PiHEE & O O NS, kDM
MLV OIS (T4 Battle Scenes”) TH Y, ARl 239 FIFHER SN S,
WNTEG AW O ABY; ("L Entrance/Exit of Characters”) OBIIHN 5
BRI FIR SN D, MEEAFTHE R27HIE Y, /35— YR 545 i
DB, BUBINLONT TN =BT LI LIlhb, 4T HHEND L,
BAIZBIT LT v DEFR, FHERED-OIIREINLE Ty 7 7—LEWVoS
YT FVIREEERZLTO 000, EilbRE Ly A 72T
OEHIZBI 25 Ro%ENE, BETRIZIRNE G L & OICHE LR
LEVIHIBHENDHEIHTWEEER 5,

BoOZ54<y 7 A2BT 5558

WIS, SERMEHAOBMEE LT, BoILd 5 WIEHKEER2 S B &2 Iy -
F, B L Y 2 4 2 A TR E OERERET 5. AETHY L7
HWEITIE, BAEEH L VIEEEROIET, B E 2 FNIHET 258 bh
DYENE e Quem Queritis TF VU A FOBEIGEEHIT SN LD ) HLO—A
Thbhb, 757D T OEELET2 Mary Magdalen Ti%, e ICH
ZHEELEZUTHEFYAMIME > TERL, BEME 2o THBEZRZ S,
Bor54<y 7 AT, ) T7THMELZ BT LB CEE# L, RICHZ S
Nb, ZOPMT, <V TIEEOH- TH ) RliZzzb iz s (halsyd)o

® Richard Rastall (3 H B2 351 5 53825 72 A O #EfE 2 “structural functions” & I-OF,
9HEIZHHH L T\ % (Heaven Singing 225).
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MARL. Fiat voluntas tua in heven and erth!
Now am I full of Joye and blysse!
Lavd and preyse to pat blyssyd byrth!
I am redy, as hys blyssyd wyll isse.
Her xall she be halsyd wyth angellys wyth reverent song.
Asumpta est Maria in nubibus. Celi gavdent, angeli lavdantes
felium Dei, et dicit Mari: (Mary Magdalen 2027-30SD)

IB/RD “reverent song” 5, MM T R FNICHET LI ET R ON DT
BOREEZOND, P o <) TOMPKETHESNDL Z L2 BREK
ffi7- 52 5 Wik (mery song) Z# . 7

PRIMUS ANGELUS. Now reseyve we bis sowle, as reson is,
In heven to dwelle vs among.

SECUNDUS ANGELUS. Wythowtyn end to be in blysse!
Now lett vs syng a mery song! (Mary Magdalen 2119-22)

F 72, Wisdom TIIEROFERCTHRAIHEN/-E3 (Anima) 2%, RO T
EBRL, HEOHENFEOONLZLTEY T 5. 0B, 1 (the Fyve
Wyttes), %1% (Mynde), M (Wndyrstondynge), &% (Wyll) & & H125F
fii 116 D—fiz 5o °

Here entrethe ANIMA, wyth be Fyve Wyttys goynge before, MYNDE on
be on syde and WNDYRSTONDYNGE on be other syde and WYLL
folowyng, all in here fyrst clothynge, her chapplettys and crestys, and
all hauyng on crownys, syngynge in here commynge in: “Quid

® Rastall 1 “Asumpta est Maria in nubibus. Celi gavdent, angeli lavdantes felium Dei” (“Mary
has been taken up into the clouds; the heavens rejoice, the angels praising the son of God.”) 7%
KONEEZRLTWREZRZTVEY, BN T577 A MIZOROMIZHOP» > Tniw
(Minstrels Playing 400) . ¥:5E3Z Bevington 749 12 X %

TR A NWEFICIE UT, HERERE 2132 0B v s 2w etk d %,
Rastall, Minstrels Playing 400 % Z:1,

SN O HAGERISRHESER T4 50 Al - F 2 — 5 — @Bl (gL 72, &%
FOFIHEHE TEFRAICHNTL S o7, B LIFEDLHIZEZ LI Do DR E DT
TEOMAHEIT] 1395, O, LRFREHETLZES (H) 956 & 2,
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retribuam Domino pro omnibus que retribuit mihi? Calicem salutaris
accipiam et nomen Domini inuocabo.” (Wisdom 1064SD)

WFNOBNZBEVTD, FIAMOHFRIIBVTUETREL UL AR EIND
ANIA, BHSDITVEWAYD, HZIHE) Lo THEER B D, ZO5EH
W AS, Mary Magdalen (238 \ > CTIXIEHIZ, Wisdom \ZB W TIZHRMETHEH
ENLBEBZH ATV LOH, INHLOWHTHL, €I TEESHVLNR, »
DZEDOTHIIF ) A MHDOBMAERRICHAAINZDDTH S, S5 Mary
Magdalen T\&, FFEOYHOERZRICHND B ORI, GRS [7 - T 4]
2D L AFUHIT B,

PRYST. [...] Now, frendys, thus endyt thys matere—
To blysse bryng bo pat byn herel
Now, clerkys, wyth worcys cler,
“Te Deum lavdamus” lett vs syng! (Mary Magdalen 2136-39)

Richard Rastall i¥, [F - ¥V A1 357 Vilia S w—EEHLHETEZ
TBOVEKZTHAHZ L, FRFTHERLEERSEZ ZNEN “frendys” B
LU “clerkys” LIFOMFTWR I LS, HRICHILICH) LHRLTWwD L
Z 2T (Heaven Singing 373-74) o [EEDBIL, The Castle of Perseverance,
The Play of the Sacrament, The Conversion of St. Paul (2B W THEEIN 5,

PATER. [...] To saue 30ou fro synnynge
Evyr at be begynnynge
Thynke on 3oure last endynge!
Te Deum laudamus! (7he Castle of Perseverance 3646-49)

EPISCOPUS. [...] To the whyche blysse he bryng vs
Whoys name ys callyd Jhesus,
And in wyrshyppe of thys name gloryows
To syng to hys honore Te Deum Laudamus.
(The Play of the Sacrament 1004-07)

POETA. .. .] Commyttyng yow all to owur Lord Jhesus,
To whoys lawd ye sing: “Exultet celum laudibus!”
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(The Conversion of St. Paul 662-63)

The Play of the Sacrament, The Conversion of St. Paul \Z3\TlL, FEBED
WEATADSEFICEBENTEY (syng/sing), The Conversion of St. Paul \Z
RONBIFTRPT (ve) &, WRE KIZR > THR) S LZHMIRRL TV 2,
Rastall i&, The Castle of Perseverance D¥FHIZHB TS, HEEHREH TR
bzt #z2Twb (Minstrels Playing 450) o

FEROBEMHIL 25 INODFEHRETH L L) AL UL
BROZLLELTZONI ) L2 LROFICIFERZMITEIRETHL, T
NOHOWIMIE, F9)A MEOEFKE L L Lf: L& iE L, BSIeiKs %
CLIZESoTHRONLHREZRIIL TEY, HFRITIZTOEAZFEWHHI L -
fﬁﬁrwﬁéﬁéiﬁaLTMw%nfwéoaw# W, HED D % ER
AN EOMEELY, ToOMEOMAOTIZHCZMAAN—1RE
55T ERMTHERE 2o TS, Bl X HIZ, AT RiF7zd i R o

THTE, 87— VIRMEHICB T, %l@ﬂ#,ffﬁ&@ﬁﬁﬁ&w’)f’iﬁﬂﬁ Bigtsh
%o BIOWHEICBI 2 ERICE, YA MOHFELIEARL L2 BEOWHA
i b L, ZORMADOHPIZBIER L WET 2 HE L EEIH-oTwEEF2 LI,

YA 7 AETERORAELTOT MG PR &R TH 5, HHED
FERL &, HEHCDL LD (Love's Labour's Lost, Twelfth Night), 3E3%4T
HEAATbND b D (Hamlet, Coriolanus), WY %% b D (Much Ado about
Nothing, Henry IV Part 2°) Yif% Tdhbo T, As You Like It D 5 %4
Y CUSIH DR A X 2 A3 S PUSHK, Pericles T V) —F KR 71) — XD
REIESEEZ TEOM, Cymbeline TRAT 2<% ADOFNIEREDEN LB H U
REDBIHBHONL, 22T, EBOFEERORGER LKL T, &b
W7 The Winter's Tale DWAZDOBH DT IIFEE Z KT B,

COBEMTIE, YYVIVTOETHLELF YT 4 =D, EN—AF=—IIdH
SRREDEENZNNT 50 WIHH 7oL A v 74 = RSN 72—~ 1

—&, BB TIRERET 225, LAy T4 —ADMICE ) AREHDT & LTl
WZIEToNb, BHOS R, ZAOTTHEYIVTALETHRR LM
ENIN— A F =—ERMT 2, LA VT 1 —R1E, HOOMLIZKNMN XG0
B, N=IAF ==L E2HIToN, BWHBEOLINSG, T

? Epilogue 2SR B DI HICH 2 b O T, BIOARY & 13 MR, Oxford Miild “He dances, then
kneels for applause.” DIFREIHFAL TS,

O LIRED The Winter's Tale ® 5 %8 38512381 55 0¥ ICH$ % ##1&, Tomimura, “The
Use of Instrumental Music” 48-53 3£ & LT %,
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LN —FT 1 F1E, KRNI TTEHCORELTHED, EF7u) BV eEeR
%%, ZANOBERD LWL ENLHRNIEDOT ) 7T, N—=FT41 FIIH
LOHGEMY, BMEEBEOH 2B LTV LE T4 =X EHEEL,
xR T, BRI A=A F ==X TV LER=F 4 75, /N —
AT — DGR RE L, R—F4Fid, THTHEZITVLLO L) BRI
HEOZHETBHLEF YT 4 —=A%HIL, ZOBREHHIPIIEDTELY, IH»s
B RS> TWEERBDLNLES ) LD, ThelwiLE v T4 — AU,
WbFEEZHPT LIS LD, F—FA4F1F, N—~AF=—ZHEDSELH
WhEBTHEIFRT B,

PAULINA. Music! awake herl! strikel [Music.]
"Tis time; descend; be stone no more; approach;
Strike all that look upon with marvel. Come;
T'll fill your grave up. Stir; nay, come away;
Bequeath to death your numbness; for from him
Dear life redeems you. You perceive she stirs.
[Hermione comes down.] (5.3.98-103)

COEREDEFEIMTH LI Do oA 7 AETORITIX, @EKRNZI%
LT HLIOE LTEEIMbNL, B2, Antony and Cleopatra O 4 % 3 5
TREINDLTIRADEE, 7Y o2=DBNT I LAON#EERS7:Z L DL
ELTERLFIMMESND, The Tempest T, WKAFETT7 ) TIVHEL A%
RoE720, BT E2HHNFELZN THBITHCHELML )

T/, BRI AWORAEN - KM RREEZETFRELTOHWONRS, b
iR U7z, Pericles D55 1T~ —F 25k 5 ki, 32RO SHELHEL
BWARY Z ) = XEFTODBDTH b, 723528 TR, RILKEICH S
RYZ )= ZXDFEL A —F FHVLUZEMA, HTRE2RTLLIHERT L, 1
King Lear Ti&, 4% 7%H TV 7T L2 HEDEE L) LEMAETHEZ AV 55
7% Quarto Ui AN T 5, #

" EEHii2% “The rough and woeful music” (3.2.88-89) Z 3K 7D “vial” (3.2.90) A7RT D73,
IRIEDIEATEEE LR D viol 2E BN 5 0 45 1 WOHARTIE “Violl”, 45 4 U244 Tid “Viall”
L 7 o T\ b, Riverside it & Oxford MUK 3 & B L Twv» % 2%, Arden WD i & Suzzane
Gossett [ 4 = V%R T HIFEREHHAL T35 (3289n). Edward W. Naylor 17K 3 D g,
Edward. J. Dent, John H. Long, F. W. Sternfeld |3 5%382% & 3 % Hf# % - T %, Naylor
104-05, Dent 143, Long 42-43, Sternfeld 243 % £,

Pl b RIS E BB E VI ER T RIEE o TOREER LN L. B 283-84 2B Sz,
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TiE, LiBo The Winter's Tale D3, K—F 4 FOEFHIRIET 5 X9
2, BHEKROINZE 5 THh—< A4+ =— DG E AMIZT 570128 THNZD
2ZBHIMe BBV, WBEO L IHIIREIZ R o Tnien—< 4 F=—12, &
WORBRENY REEZ7:00, BROEERDIES ) o TOWIHITHETLD5
H2WT, LA YT A —REWR—T S Y OTRLE, TIETITREI 57k
HE 3NOMEDFHENE)e K—F A FHA 5V T OEHBREMBIZHFAR, HN—
RAFZ—DOWEEESRT L VIFEDOR, K= 4 FHHIC2, 3HEELOXK
EEPHIN T2 Ep5GELN S (52104-07)s TOR—F 4 FOITENL, BENR
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Musical Functions in the Climax of Medieval and Shakespeare’s
Plays

Noritaka Tomimura

The recorded history of British drama begins with the Quem Quaeritis trope
used in Christian masses, the name of which is derived from the opening
interrogation meaning “Whom do you seek in the sepulchre?” The fact that
the oldest extant dramatic text in British drama is connected to liturgy
suggests that music was very close to drama even at its earliest stage.
Intimate connection between music and drama is also present in Greek
tragedy, in which the chorus plays indispensable parts.

Medieval religious drama in Britain gradually changed in the process of
incorporating secular aspects in its content. In the 15th century, plays like
morality and miracle plays clearly separate speech and music, and different
styles of employing music began to be present. The texts of Elizabethan drama
show traits of further exploration in the manner of music usage. This study
compares the uses of music in seven medieval plays and 37 plays of
Shakespeare with a focus on their quantitative aspects and characteristics of
functions in their dramatic highlights.

First, a quantitative analysis reveals a contrast in the general
characteristics of musical usage in the two groups of plays. The instances of
music in the above-mentioned plays are divided into two large categories:
“Situational Music” and “Non-situational music”. Formulaic uses of music,
which means that similar patterns in the relation of the context and music are
observed, fall in the category of “Situational Music”, and other unique usages
are grouped as ‘Non-situational music”. Each category has several subdivisions,
according to the kind of scenes and the relationships between the performers
and the listeners of each instance of music. This comparison between the
medieval and Shakespeare’s plays being considered here, using a single
categorization scheme, reveals two major characteristics. One is that in both
the two groups of plays most uses of music are formulaic, approximately 82%
and 87% respectively. The other is the differences in the frequencies of
subcategories. The medieval plays provide the largest number of examples of
these formulaic uses in the subcategory of “Entrance/Exit of Characters”,
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followed by music sounded with “Change of Scenes”, and both subcategories
account for 65% of the uses of “Situational Music”. In Shakespeare’s plays, on
the other hand, the largest number of cases of music are found in “Battle
Scenes”, with “Entrance/Exit of Characters” as the second, providing 78% of
the examples of “Situational Music” altogether. This difference implies that
strengthening the transition of actions and scenes, or structure of the plays, is
a major function of music in these medieval plays, whereas music largely
contributes to the representation and reinforcement of the action on the stage
described by speech in these Shakespeare’s plays.

Second, various instances of music in the climaxes of these plays
symbolize diverse approaches to musical usage. In the medieval plays
examined here, psalms and other religious music are frequently performed
during the culmination of the plot. The closing lines of Mary Magdalen and
other three plays also suggest that the audience are invited to sing Te Deum
with the cast. These practices of using music can be considered as a way of
reinforcing a particular ideological framework, specifically Christianity, and
incorporating spectators in the system through acoustic stimuli and engaging
them in musical activities. In contrast, the styles of music used in the highlights
of Shakespeare’s plays range from secular songs to dead marches. An especially
noteworthy example is the music in the statue scene of The Winter's Tale. The
music played in this scene outwardly signifies a conventional association of
music to therapeutic or supernatural power. However, the dialogue of three
gentlemen preceding the scene imply that the resurrection of Hermione is
merely a pretense. In this case, the role of the cue music for Hermione's
movement can be seen as creating a dramatic impact. This ambiguity
regarding the primary function of the music suggests that this example of
music deviates from accepted styles, and thereby weakens an existing
framework of music usage. This instance of The Winter's Tale is considered as
a specimen of the transition of the relationship between music and drama from
the medieval period and the Elizabethan era.
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