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ABSTRACT

This thesis presents a critical old-spelling edition of Thomas
Middleton's three : Lord Mayor's Shows for the Drapers' Company, The

Sunne in Aries (1621), The Triumphs of Integrity (1623), The Triumphs of

Health and Prosperity (1626), and the related An Invention (1622) for the

Draper Lord Mayor, Edward Barkham. The general introduction to the
edition sets these four pieces in the tradition of London civic pageantry.
It discusses the history, nature, and organization of the Lord Mayor's
Show and its social and political, as wé]] as dramatic, context, concentra-
ting particularly on the extent to which such shows can be said to re-
present the growing political independence of London. The importance,
often. underestimated, of the civic work to Middleton's career is demon--
strated, and his contribution to the form summarized. The critical intro-
duction to each text provides a detailed analysis of the entertainment,
drawing on material in the Drapers' Company archives to examine the re-
lationship between Company, dramatist, and others involved in the Show.
Problems of production are accorded a special importance. The critical
notes following each text explain specific references, relate images,
ideas, and techniques to other works by Middleton and his contemporaries,

and g]dss difficult passages.

The texts themselves have been edited in accordance with the princi-
ples formulated by Sir Walter Greg, R. B. McKerrow, and Fredson Bowers.
Each text is accompanied by: a textual introduction discussing the text

and its copy, printing-house procedures, and any bibliographical problems



arising from this; a 1ist of substantive changes; a textual commentary
discussing such alterations, refusals to emend, textual cruces, etc.; a
list of press-variants; a list of emended accidentals. A statement of

editorial procedures follows the general introduction. An Invention is

in MS and has therefore been treated more conservatively. The textudl -in-:
troduction outlines the history and state'of the MS and the modifications

of procedure followed.

Appendix I is a brief consideration of the printing of Lord Mayor's
Shows. Appendix II consists of‘extracts from the Drapers' Company re-

cords relating to Middleton and the Shows he wrote for the Company.
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PREFACE

Middleton's entertainments for the Drapers' Company form a small
part of the civic pageantry of Renaissance London. By the early
seventeenth- century the most significant.of these public displays was
the Lord Mayor's Show, a complex event whosevdevelopment owed much “tOLthél
various medieval and Tudor ridings and entertainments, especially the
Mayor's inaugural procession on 29 October, the Midsummer Watch, and the
Royal Entry. The introduction to this dissertation concentrates on the
historical, social, and political, as well as the dramatic context of
civic entertainments in general and Middleton's for the Drapers in
particular. Detailed analysis of these latter works is reserved for

the introduction to the individual pieces, The Sunne in Aries (1621),

The Triumphs of Integrity (1623), The Triumphs of Health and Prosperity

(1626), and An Invention performed for...Edward Barkham (1622).

Except for these four entertainments, all quotations from the works
of Middleton are from A. H. Bullen's edition (London, 1885); these have
been checked against the original texts. I have substituted the modern
use of i/j and u/v in quotations from Middleton's contemporaries and
have expanded all MS contractions and abbreviations in the extracts from
Company records quoted in the introduction, but have otherwise retained the
spelling and punctuation of the originals. Those entries from the Drapers'
Company records relating to Middleton's work for the Company are tran-

scribed, according to Malone Society procedures, in the Appendix.
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I am greatly indebted to the Drapers' Company for its generosity in
financing much of my graduate work and for permission to use its archives
and library during my research. In particular, I wish to thank the
Company's Education Officer, Mr. Robert Brown, for his kindness in pro-
viding me with copies of documents and for his constant interest in my
project. My thanks are due also to my advisor, Professor Joel H. Kaplan,
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INTRODUCTION

Search all chronicles, histories, records, in what
language or letter soever; let the inquisitive man
waste the dear treasures of his time and eyesight,
he shall conclude his 1ife only in this certainty,
that there is no subject upon earth received into
the place of his government with the like state and
magnificence as is the Lord Mayor of the city of
London. '

Thomas Middleton

The flamboyant hyperbole of Middleton's claim reminds us that the

Lord Mayor's Show reached its zenith in the thirty-five years from 1605-
39, a period corresponding approximately to the growth of London's
consciousness of jtself as a metropolis, a centre of political, financial,
and cultural 1ife, able to compete with any in Europe. The unparalleled
magnificence of the Shdw became a visible symbol of London's prosperity
and effective government; as another writer of the Show, Thomas Dekker,
explained: "London in Forraine Countries is called the Queene of Cities,

and the Queene-mother over her owne....As thus in State, shee her selfe

is Glorious; so have all our Kings held it fit to make her chiefe Ruler

‘eminent, and answerable to her greatnesse."]
I. 29 October : The Lord Mayor's Show

The Lord- Mayor's‘Show was, from its inception, the major public
manifestation of this "greatnesse." Designed to celebrate the formal
inauguration of the Lord Mayor on 29 October, it was organized and paid
for by the City Company to which the new Lord Mayor belonged. As the

Haberdashers' Court of Assistants expressed it succinctly in 1586, its



function was "the honor of the Citie & worshipp of this Compahy."2

To this, all else was subordinate. The triumph focused on three important
events: the Lord Mayor's swearing of the oath at Westminster, the feast
at Guildhall, and the thanksgiving service at St. Paul's. The three to-
gether signified the harmony of the external and internal relations of

the Cfty government, and the triumph, in theory if not always in practice,
celebrated this. Essentially, this triumph was an elaborate procession
whose various components were designed to honour the chief magistréte

and, in so doing, entertain the citizens, uniting all in a festive oc-
casion that fostered the Londoners' sense of community. One of the most
jmportant of these components was the semi-dramatic pageants, essentially
processional tableaux vivants, which from the turn of the sixteenth cen-

tury became both more numerous and comp]ex.3

The basic elements of the procession remained the same from the
early Shows in the mid-sixteenth century to that of 1639, the last Show‘
before the Intérregnum. In 1575 the day's events were described by William
Symthe, a citizen and Haberdasher of London. The similarity of this pro-
cession to those fifty years later and the vivid detail of Smythe's account

make it worth quoting in full:

The day of St. Simon and Jude he (the Mayor) entreth
into his estate and offyce: and ‘the next daie follow-
ing he goeth by water to Westmynster, in most.tryumph-
1ike manner. His barge beinge garnished with the armes
of the citie: and nere the sayd barge goeth a shypp-
bote of the Queenes Majestie, beinge trymed upp, and
rigged lyke a shippe of warre, with dyvers peces of
ordinance, standards, penons, and targetts of the

- proper armes of the sayd Mayor, the armes of the Citie,
of his company; and of the marchaunts adverturers, or of



the staple, or of the company of the newe trades;

next before hym goeth the barge of the lyvery of his owne
company, decked with their owne proper armes, then the
bachelers barge and so all the companies in London, in
order, every one havinge their owne proper barge garni-
shed with the armes of their. company. And so passinge
alonge the Thamise, landeth at Westmynster, where he
taketh his othe in Thexcheker, beffore the judge there
(which is one of the chiefe judges of England), which
done, he returneth by water as afforsayd, and landeth

at Powles wharfe, where he and the rest of the Aldermen
take their horses, and in great pompe passe through the
greate streete of the citie, called Cheapside. And
fyrste of all cometh ij great estandarts, one having the
armes of the citie, and the other the armes of the Mayors:
company: next them ij drommes and a flute, then an

ensign of the citie, and then about 1xx or 1xxx poore

men marchinge ij and two togeather in blewe gownes,

with redd sleeves and capps, every one bearinge a pyke
and a target, whereon is paynted the armes of all them
that have byn Mayor of the same company that this newe
mayor is of. Then jj banners, one of the kynges armes,
the other of the Mayors owne proper armes. Then a sett
of hautboits playinge, and after them certayne wyfflers,
in velvett cotes, and chaynes of golde, with white

staves in their handes, then the pageant of tryumphe
rychly decked, whereuppon by certayne fygures and wrytinges
(partly towchinge the name of the sayd Mayor) some

matter touchinge justice, and the .office of a majestrate
is represented. Then xvj trumpeters, viij and viij in a
company, havinge banners of the Mayors company. Then cer-
tayne wyfflers in velvet cotes and chaynes, with white
staves as aforesayde. Then the bachelers ij and two
together, 1in Tonge gownen, with crymson hoodes on their
shoulders of sattyn; which bachelers are chosen every
yeare of the same company that the Mayor is of (but not
of the lyvery), and serve as gentlemen on that and other
festivall daies, to wayte on the Mayor, beinge in nomber
accordinge to the quantetie of the company, sometimes
sixty or one hundred. After them xij trompeters more,
with banners of the Mayors company, then the dromme and
flute of the citie, and an ensigne of the Mayors company,
and after, the waytes of the citie in blewe gownes, redd
sleeves and cappes, every one havinge his silver coller
about his neck. Then they of the liverey in their

longe gownes, every one havinge his hood on his lefte
shoulder, halfe black and halfe redd, the nomber of them
is accordinge to the greatnes of the companye whereof
they are. After them followe Sheriffes officers, and
then the Mayors officers, with other officers of the citie,
as the comon sargent, and the chamberlayne; next before
the Mayor goeth the swordbearer, having on his headd the



cappe of honor, and the sworde of the citie in his
right hande, in a riche skabarde, sett with pearle,
and on his lefte hande goeth the comon cryer of the
citie, with his great mace on his shoulder, all gilt.
The Mayor hath on a longe gowne of skarlet, and on his
lefte shoulder, a hood of black velvet, and a rich
coller of gold of SS. about his neck. Then all the
Aldermen ij and ij together (amongst whom is the
Recorder), all in skarlet gownes; and these that have
been Mayors, have chaynes of gold, the other have black
velvett tippetts. The ij Shereffes come last of all,
in their black skarlet gownes and chaynes of golde.

The crucial difference between the Show as Smythe describes it and the
mature seventeenth-century form is the vastly elaborated pageantry. In
1575 there 1is one tableau only, but in 1602 the Mefchant Taylors ar-

5

range to have "a pageon[t], a shipp, a Lyon And a Cammell."” Their next

show, The Triumphs of Re-United Britannia (1605) by Anthony Munday, is

still more elaborate, having four tableaux, each with a speech or dialogue.
Hereafter, four or five tableaux are customary. Each of these was
stationed at some point along the route from the Thames to the Guildhall
and St. Paul's, and generally joined the procession after it had been

seen by the Mayor. 1In 1591, with Peele's Descensus Astraeae, the pagean-

try included a water show, a tableau mounted on a barge which accompanied
the Lord Mayor on his journey by water to Westminster and back. This
quickly became an integral part of the celebrations; its elaborateness,
however,varied from year to year.

The essentially conservative nature of the Lord Mayor's Show enables
us to use Smythe's 1575 description as a supplement to Company records
and the printed texts in order to reconstruct the day's events. The
celebrations began early in the morning when the new Lord Mayor, ac-

companied by his predecessor and the most important members of the City
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6
Companies, processed from the Guildhall to Three Cranes Wharf where they
embarked for Westminster. There the Lord Mayor took his oath before
the King or, more usually, his Justice. On the return journey he was
honoured by salutes fired from both the shore and a gallyfoist (a barge
laden with ordnance), and by the water show, in Middleton's Show of 1623
"a proper and significant Maister-peece of Triumph, called the Imperiall
Canopy, being the Antient Armes of the Company" (1].29-30).6 (The

tableau is re-used by Middleton later in this Show, The Triumphs of

Integrity.) The Lord Mayor and his entourage disembarked, usually at
Paul's Wharf, and were joined by all the other participants who had mean-
time been breakfasting. The procession, following the order described

by Smythe (that is, essentially one of ascending order of importance theﬁ
began in earnest. In 1623 the first halt was in St. Paul's Churchyard
where the Lord Mayor was entertained with "a Mount Royall, on which Mount
are plac't certaine Kings and great Commanders...that were originally
sprung from Shepheards" (11.37-9). This device was then carried at the
rear of the procession and the Lord Mayor was "gracefully conducted toward
the 1ittle Conduit in Cheape" (11.1.06-7') and the Chariot of Sacred Memory
where worthy Drapers were represented under figures of their virtues.

The final tableau of the "Fore-noones Triumph" took place near St. Lawrence
Lane, from this complex structure, the Crystal Temple of Integrity, the
Lord Mayor was instructed in the virtues and duties of magistracy. The
afternoon was océupied by the Guildhall feast, after which the partici-
pants processed to St. Paul's for divine service, accompanied by the
varioué tableaux of the pageant. These awaited the Lord Mayor afterwards,

and, decked elaborately with torches and 1inks, escorted him homeward.



This effect was often most spectacular: Middleton describes the gold,
silver, and crystal Temple of Integrity "adorned and. beautified with

many Lights, dispersing their glorious Radiances on all sides thorough

the Cristall" (11.195-7). On the way, at the entrance to Wood Street, the
procession halted for the final tableau, the Imperial Canopy, previously

seen in the water show. This represents a typical order for the day;
variations, of course, were frequent. Sometimes different wharves were

used, and this could affect the placing of the tableaux. On other occasions,

as with The Triumphs of Truth in 1613, the pageantry might start earlier

with a - tableau stationed on the Lord Mayor's route from the Guildhall to
the water. Essentially, however, the proceedings were governed by a mix-

ture of convenience and custom.

II. The Genesis of the Lord Mayor's Show: the Procession of 29 October,

the Midsummer Watch, and the Royal Entry.

The seventeenth-century Lord Mayor's Show had its roots in two other
celebrations of the dignity of London's chief citizens, the Mayor's in-
augural procession on 29 October and the Midsummer Watch. A further im-
portant influence on the deve]opment of the éar]y Show was the Royal Entry.
The first of these, the procession accompanying the Mayor when he went
to take his oath before the King or his Justice, dates from King John's
establishment of yearly electians for the office in 1215 and gave the Show
its form. From the earliest days this procession to Westminster was a
dignified affair; the Mayor being accompanied by the Aldermen, the senior

brethren of his Company, and a variety of other dignitaries and officials.



By 1400 the procession was elaborate enough to require marshalls and
minstrels. The opportunity for display can be gauged by the cost of Sir
Robert Ottley's procession in 1436; the charges for clothing alone amounted
to-+£100 and another £55. 13. 09% was spent on the rest of the riding.7 At
first>the Mayor and his associates rode to Westminster along the Strand,
but from 1422 it became customary to go by barge along the river. Middle-
ton and the other pageant poets, fo]]owingAFabyan and Stow, mistakenly
attribute the establishment of this custom to a Draper, Sir John Norman.
Again the display was magnificént, the barges were festooned with banners
and pennants and draped with plunket. Norman's barge in particular seems
to have made a great impression, its silver oars and general opulence

were sti]]lbeing commented upon two hundred years later. However, the
behaviour of those involved did not always correspond to the grandeur of
the occasion. In 1483 the rivalry of the Skinners and Merchant Taylors
over precedence resulted in loss of life; 150 years later in 1638 the
Drapers' Company paid their bargemen 2/6 "for their extraordinary paines
in outrowing the Lord Maiors Barge and landing the Company before the Lord
Maior and Aldermen were landed (the Lord Maiors Barge being almost out of

8 This

sight rowing towards Westminster before our Company tooke water).
difficulty of ensuring an orderly progress to and from Westminster was a
constant problem for the organizers. Despite its elaborateness, the pro-
cession did not include any pageants until the 1540s when the Midsummer

-Watch was 1in decline.

The Midsummer Watch was a combination of Midsummer folk festival,
civic muster, and guild celebration. According to Stow it was instituted
by Henry III "for the better observing of peace and quietnesse amongst his

)..
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people"” and was kept on the eves of the Feasts of St. John the Baptist

and St. Peter, 24 and 29 June. The fusion of the various elements is well-

caught in Stow's description of the event:

every mans doore being shadowed with greene Birch,

long Fennel, St. Johns wort, Orpin, white Lillies,

and such like, garnished upon with Garlands of
beautifull flowers, had also Lampes. of glasse, with

oyle burning in them.all the night, some hung. out
braunches of yron curiously wrought, contayning

hundreds of Lampes Tightat once, which made a goodly
shew, namely in new Fishstreet, Thames streete, &c.

Then had ye besides the standing watches, all in bright
harnes in every ward and streete of this Citie and Sub-
urbs, a marching watch, that passed through the princi-
pal streets thereof, to wit, from the 1itle Conduit by
Paules gate, through west Cheape, by the Stocks,
through Cornhill, by Leaden hall to Aldgate, then

backe downe Fenchurch streete, by Grasse church, about
Grasse church Conduite, and up Grasse Church streete
into Cornhill, and through it into west Cheape again,
and so broke up: the whole way ordered for this march-
ing watch, extendeth to 3200. Taylors yards of assize
for the furniture whereof with lights, there were .
appointed 700. Cressetes, 500. of them being found by
the Companies, the other 200. by the Chamber of London:
besides the which lightes every Constable in London, in
number more than 240. had his Cresset, the charge of
every Cresset was in light two shillinges foure pence,
and every Cresset had two men, one to beare or hold it,
an other to beare a bag with light, and to serve it, so
that the poore men pertayning to the Cressets, taking
wages, besides that every one had a strawne hat, with

a badge painted, and his breakfast in the morning,
amounted in number to almost 2000. The marching watch
contained in number about 2000. men, parte of them being
olde Souldiers, of skill to be Captains, Lieutenants,
Sergeants, Corporals, &c. Wiflers, Drommers, and Fifes,
Standard and Ensigne bearers, Sword players, Trumpeters
on horsebacke, Demi-launces on great horses, Gunners with
hand Guns, or halfe hakes, Archers in coates of white
fustian signed on the breast and backe with the armes of
the Cittie, their bowes bent in their handes, with sheafes
of arrowes by their sides, Pike men in bright Corslets,
Burganets, &c. Holbards, the Tike Bill men in Almaine
Rivets, and Apernes of Mayle in great number, there were
also divers Pageants, Morris dancers, Constables, the one
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halfe which was 120. on S. Johns Eve, the other halfe

on S. Peters Eve in bright harnesse, some overgilte,

and every one a Jornet of Scarlet thereupon, and a chaine
of golde, his Hench man following him, his Minstrels be-
fore him, and his Cresset 1ight passing by him, the
Waytes of the City, the Mayors Officers, for his guard
before him, all in a Livery of wolsted or Say Jacquets
party coloured, the Mayor himselfe well mounted on horse-
back, the sword bearer before him in fayre Armour well
mounted also, the Mayors footmen, & the 1ike Torch
bearers about him, Hench men twaine, upon great stirring
horses following him. The Sheriffes watches came one
after the other in T1ike order, but not so Targe in number
as the Mayors, for where the Mayor had besides his Giant,
three Pageants, each of the Sheriffes had besides their
Giantes but two Pageants, .ech. their Morris Dance, and
one Hench man their Officers in Jacquets of Wolsted,

or say party coloured, differing from the Mayors,-and
each from other, but having harnised men a great many,
&c.

It is Tikely that the more entertéining aspects of the Lord Mayor's Show,
the pageants, the giants, and the City Waits, as well as some of the

organizational features, came from the Midsummer Show.

The arrangements for the Watch were, from its inception, in the hands
of the guilds. In the early days they were responsible for providing the
armed men and the cressets, but as the Watch became more elaborate the
major City Companies seem to have taken an increasingly prominent role,
making use of the occasion to honour their members who had achieved the
office of Mayor or Sheriff, illustrate their history and associations,
and generally entertain the citizenry. The earliest mention of pageants
in the Watch makes it plain that they were provided by the Companies who
provided the Mayor and Sheriffs. The first record of any pageants is
from 1504 when the Drapers' Company paid £38. 13. 10% "for xiij pageantes

n10

for mydsomer watch for the said Mair. The "xiij" is most likely a

scribal error. According to Stow the Mayor had three pageants and the
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Sheriffs two each, and even at the height of the Midsummer Show the Mayor

had no more than four and each Sheriff three.

The pageants, as Stow says, were peripatetic, being "boren before
the Mair" in the procession. They were generally on religious subjects,
familiar from both the Royal Entry:and the guild drama, although, as Sheila
Williams points out, they seem to have been in "a discontinuous process of
being secularized" throughout the early sixteenth century.]] Pageants
were frequently made new, although ones from previous years were at times
refurbished and made to serve again. In addition they were occasionally
borrowed, along with the Giants, from religious guilds or other Compam’es.]2
Characters in the pageants were generally played by children; however,

13 The cast was

adult actors and Company members also sometimes took part.
also often supplemented by figures constructed of wire and paper. There is
no evidence of speeches before 1541, although the children generally "played
and sang" (MSC III, p.xxi-ii). If the meaning of the tableaux needed to be
made clear, written inscriptions were affixed, but most of the pageants
must have been very familjar to the spectators. In addition to the singing
children, professional musicians were often hired for the pageant; these
included players of virginals, regals, harps, lutes, shawms, and rebecks.
By 1522 the Midsummer Show was impressive enough for Lodovico Spinelli,
secretary to the Venetian Ambassador, to send home an enthusiastic account
of it. A1l the tableaux he describes, except St. George and St. John the
Baptist, were provided by the Drapers:

Next came another’ band of musicians, with 50 men and

naked boys dyed black 1ike devils, with the dart and
buckler in their hands, goading the followers of Pluto,
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who was on a pulpit under a canopy seated on a serpent

that spat fire; he himself being naked, with a drawn

sword in his hand: SO contrived that,when he brandished N
it, it made the serpent vomit very fetid sulphuric fire-
balls: and on the pulpit in front of Pluto were figures

of an ox, a Tion, and some serpents.

Another band of steel-clad halberdiers marched next,
preceding all the Prophets, with the tree of Tife sprout-
ing from the belly of a recumbent male figure, and by
certain mechanism the Prophets turned about from one
side to the other.

They were followed by a band of halberdiers, next to
whom came a platform on which was a castle accompanied by
musicians, and within it some armed men, who as they moved
caused the draw-bridges to fall and rise, and on the walls
were men standing with stones in their hands for its de-
fence against a Turkish horseman in pursuit, armed with
a very long tin sword tinged with blood, who terrified
those within, shouting in English ["wo be"?].

Then came another band of halberdiers, followed by
choristers on foot in white surplices, who preceded a
stage on which was a very beautiful 1ittle girl under a
canopy of brocade, representing the Virgin Mary, with
four boys, also in white surplices, chanting "lauds"....

Next came a band of halberdiers with a stage, on which
was Saint George, in armour, choking a big dragon and
delivering Saint Margaret. :

Then came a morris dance, followed by the Mayor, Sheriffs, and their entour-
age, and finally more pageants: "the isle of Patmos with Saint John

the Evangelist and some towers, from one of which he was leaning, and
beneath were two 1ittle boys" and "Herod at table, with Herodias' daughter,
the tumbler, and the executioner who beheaded St. John the Baptist, who was
represented as being in prison on the pulpit described above." Spinelli's
account pays the Show a considerable compliment: '"nor do I believe that

anywhere else in the world a similar mark of rejoicing is usua].”]4

The Drapers had two favourite pageants; one, of the Assumption, honoured
their patroness the Virgin Mary, the other, the Castle of War, sometimes

borrowed the name of the Sheriff or Mayor for the year, hence the Castle of



13
Monmouth in 1536. Both of these were sometimes paid for by the Bachelors
or Yeomanry of the Company whereas all the others were paid for by the
Livery. Other pageants of theirs include St. Blythe, Achilles, the
Story of Jesse, St. John the Evangelist, St. Ursula, and é King of the
Moors and his pavilion. In 1522, probably as a result of Charles V's

entry into London, they planned a pageant of the Golden F]eece.]5

The religious theme of most of these pageants suggests the possibility
that the decline of the Midsummer Show in the Tate 1530s and 1540s may
have been a result of an attempt to suppress them on re]fgious and political
grounds, paralleling the control and ultimate suppression of the Cycle

plays in this period. The editors of Malone Society Collections III claim

that the reason for the disappearancé of the Midsummer Show was that its
"principal features had been transferred to the day of the Lord Mayor's
inauguration" (p;xxiii). But although this is what happened, it neither
explains the reason for the transfer nor the reduction in pageantry in the
early Lord Mayor's Show. And 6n the face of it this decision to transfer
the pageantry to 29 October is strange, for from the point of view of

both participants and spectators 24 and 29 June are eminently preferable

days, given the English climate for outdoor civic festivities.

The official explanation was financial. During this period there
were indeed complaints from members of the Companies concerning the expense,
but this is so throughout the history of the Show. In 1541 the Wardens
of the Drapers comp1afned to their Court of Assistants "that they for
evyry grote in tyme past/ ar now Fayne to gyve v...Whiche hathe rysyne

by a wanton and superfluows precydence begon by mayres and Shereffes of
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the mercery/ And after the same so recyted The seyd Assistens sayd what
remedy but go through wyth a11."]6 Furthermore, the Show of 1539 was
suppressed by order of Henry VIII on the grounds of expense. Since, how-
ever, the citizens were not informed until two days before the Show was
due to take place when all the money had already been spent, the King's

explanation seems distinctly specious.]7

This suggests that although there is virtually no firm evidence to go
‘ on, we may be justified in assuming that the overt religious content of
most of the pageants, at a time when the crown was beginning to censor and
restrict other forms of theatrical entertainment, in conjunction with the
convenient excuse of their cost, caused their decline. P. D. Lusher has
argued that the Drapers' pageant of the Assumption of 1534 provides an

18 In-

example of their dangerous political and religious implications.
stead of referring to it as a pageant of the Assumption as was usual, the
Drapers' books describe it as "A pagentt of A Tadye havying A Romayn M.

gilt in her hond or A dyademe iiij sqware with A grete M. at everye cor-
ner.”19 Lusher argues that such an atypical description, coming a mere

two months after the officers of the Company, along with other City digni-
taries, had sworn to accept the illegitimization of Princess Mary, indi-
cates a deliberate gesture of political support for her. This is almost
certainly going too far; it is hard to imagine Henry ignoring such blatant
defiance. However, even without the specific political reference that
Lusher suggests, pageants of the Assumption were unlikely to be thought
highly of by royal authority. It is noteworthy that among the early changes
in the Cycle plays after the break with Rome is the abandoning of plays

on this very subject.20
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Under such conditions it is possible that the transfer and adumbra-
tion of the pageantry was a deliberately judicious move by the City Fathers
to cut the costs of the Show, but at the same time retain it, in spite of
any royal interference, as an integral part of City tradition. This would
be consonant with the attempts by other municipal authorities to preserve

their Cycle p]ays.Z]

For despite the complaints about the expense of the
pageants, Londoners must have benefitedi commercially from them. As Dekker
points out in the seventeenth century "besides all the twelve Companies,
(every one of which is a gayner by this imployment:) it would puzzle a

good memory to reckon up all those Trades-men (with other extraordinary

Professions which live not in the City) who get money by this Action."22

The fully developed Lord Mayor's Show of the‘seventeenth century also
owes much to the Royal Entry, already a well-established ceremonial in
the mid-thirteenth century. Indeed the earliest example of a trade pageant
occurs 1in the victory celebrations for the Battle of Falkirk in 1298
when the Fishmongers had-"4 storions [sturgeons] gylded caryed on 4 horses
and after 4 horses caryed 3 samons of sylver and after xlvi knyghts all
armed uppon luces of the watef [pike] and St Magnus among the Y‘est."23
The early Shows seem to have borrowed the subject matter of their pageants
from the Royal Entry, but as they grew more complex, the relationship be-
tween the two ridings became one of mutual influence. This is not sur-
prising in view of the processional nature of both, their common function
of fostering a sense of communion between people and ruler, and the involve-

ment of the Aldermen and leading members of the great Companies in their

organization. Certainly in 1532 Hall comments that the City's preparations
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to accompany Anne Boleyn on the Thames to her coronation were of a similar
nature to those it made for the Lord Mayor.24 After the 1604 Entry, how-
ever, the Lord Mayor's Show, by reason of its frequency and grandeur,

eclipses its royal counterpart.

The most important differences between the two ridings were the early
use of speeches in the Royal Entry (customary from the mid-fifteenth century)
and its use ofkfixed rather than peripatetic stages. The introduction of
speeches into the Lord Mayor's Show in the mid-sixteenth century opens up
another area of influence in addition to organization and subject matter.

And as the mayoral Show became more elaborate, stationary stages, some-
times built around the conduits and fountains used so often in the Entries
were occasionally erected. With the advent of the printed description of
tableaux and speeches we are in a better position to compare effectively
the two ridings. Certainly the description of Elizabeth's Coronation was

a direct source for Heywobd's Londons Jus Honorarium (1631); more generally
25

Sheila Williams has traced the influence of its style in Peele's pageanfs.
The relationship becomes closer still in the case of James I's Entry, for
of the three dramatists involved, Jonson wrote the speeches for the non-
extant 1605 Lord Mayor's Show, and Dekker and Middleton were regularly
employed by the Companies, and did, in fact, draw heavily on this initial

experience with the pageant form in their mayoral Shows.
II1. The Development of the Lord Mayor's Show

" For a description of the Lord Maydr's Show in embryo we must turn to

26

Henry Machyn's account of the 1553 Show. There is one pageant, that of
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St. John the Baptist the patron saint of the Merchant Taylors, transferred
from the Midsummer Show to the procession of 29 October; by this time it
has acquired some "goodly speeches." The procession itself with musicians,
giants, greenmen, and a devil, is in essence the same as the later ones.
By 1575 when William Smythe described the Show, the function of the pageant
has already become formalized: "Then comes the Pageant of Tryumphe rychly
decked, whereuppon by certaine fygures & writinges, (partly towchinge the
name of the sayd Mayor) some matter towchinge Justice, & the office of a
majestrate is represented." In the next twenty-five years the show became
largely secularized, with historical or mythological characters replacing
saints; for example, Jason rather than the Virgin becomes the mainstay of
Drapers' iconography. At the same time the number of tableaux increased
from one to between four and six, sometimes including a water show, and
the employment of men with a known theatrical background and interest in
seeing their work in print became habitual. These last coincide with the
increased willingness of the Companies to pay out large sums of money to

honour their brethren and their city.

Speeches came late to the Lord Mayor's Show. We know that Machyn
mentions that they were "goodly" in 1553 and that those for 1556 were writ-
ten by "Mr. Grimbald," presumably Nicholas Grimald (MSC III, pp.39-40).

In 1561, however, the Merchant Taylors preserved the speeches in their Books.
Interestingly, these already correspond to the pattern described by Smythe
in 1575; the Lord Mayor was William Harper, and accordingly such famous
harpers as David, Orpheus, Amphion, Arion, and Lopas expound upon the nature
of good government.27 Shortly after this we begin to get the names of

authors more regularly: James Peele, father of George, devised the speeches
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for the 1566 show, and Richard Mulcaster those for 1568. In 1585 the .
pageant was written by George Peele, the first instance of the employment
of a practising professional dramatist and also the first time that a

printed text, The Device of the Pageant Borne Before Woolstane Dixi, sur-

vives. The coincidence is not completely fortuitous. From then until the
cessation of the Shows in 1639 it becomes increasingly rare for someone
outside the theatrical profession to be called 1n.v Inevitably, this re-
sulted in the dramatic sophistication of the pageants; the process, how-
ever, was not an evolutionary one, for the most "dramatic" of the séven-

teenth-century Shows are the relatively early - Troia-Nova Triumphans (1612)

by Dekker and The Triumphs of Truth (1613) by Middleton. Perhaps more im-

portant to the Companies was that their employment of the dramatists en-
abled them to draw on other aspects of these men's skill than the mere
ability to write effective speeches, such as their familiarity with dealing

with actors, stage business, props, and costumés.28

IV. The Lord Mayor's Show and Drama

The question of how far the pageants were "dramatic" is important, for
of late the attempt to rescue the study of pageantry in general, and
Lord Mayor's Shows in particular, from the confines of mere antiquarianism
and to see these pageants in the context of the whole range of dramatic
activity of the Elizabethan and Jacobean period has sometimes resulted
in a distortion of their true nature. Stephen Orgel has insisted that we
should not view the masque as "drama manqué," and the same is true of

29

pageantry. As Orgel argues "drama exists in time: things happen and

characters act on each other"; but this excludes most of the significant
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features of the Lord Mayor's Show. On the whole things do not happen,
they are only expounded, and characters exist primarily only as static
exemplars, not as figures capable of change. In short there is no sense
of process, and little plot or dialogue. The emphasis instead is on
spectacle and its exposition. Of course the Lord Mayor's Shows do have

dramatic elements, sometimes, as in Troia-Nova Triumphans and The Triumphs

of Truth, more pronounced than at other times, but never combined into

a whole. Pageants, then, must be accorded their own laws; it is a distor-
tion to use the extent to which they approach the dramatic as a criterion
of their excellence. This is not to deny, as Glynne Wickham has so clearly
demonstrafed, that an understanding of pageantry is essential to an under-
standing of the deve]opment of drama during this period or that there are
many correspoﬁdences between pageantry and the regular drama, but rather
that, in dealing with the Lord Mayor's Show, it is essential not to forget
that the occasion which it celebrated, its nature, its form, and its

organization inevitably inhibited .any truly dramatic action.30

A major impediment to the dramatic development of the Show was the
strict control exercised by the Companies. The day's triumphs were
organized and paid for by whichever Company the new Lord Mayor belonged
to. As the Haberdashers' statement quoted earlier suggests, the Companies
had a clear idea of what they wanted and since they paid the piper they
called the tune. Their increasing wi]]ingneés to pay out large sums of
money for these celebrations is as important for the development of the
form as their employment of professional dramatists. Without this finan-

cial support, the proliferation in the number of tableaux and the growing
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elaboration could never have occurred. It is probably not coincidence
that the most expensive Show before the Restoration, the Grocers' 1613
celebrations for Sir Thomas Myddleton, includes the most dramatic of the
pageants, written by Middleton for his namesake, while one of the least
~ dramatic (and one of the worst, although the two are by no means synonymous),

Middleton's The Triumphs of Health and Prosperity (1626), formed part of the

cheapest triumph, that for Cuthbert Hacket, Draper. The Grocers paid out
about E1300 of which just less than half was expended on the pageant itself;
the Drapers spent +545. 13. 08 of which about one quarter went on the
pageant (MSC III, pp.86, 110).

The heavy expenditure entailed constant supervision by Company offi-
cials; in a matter as important as the -honour of the City and its own mem-
bers, no Company would have.relinquished much in the way of control to a
representative of the dangerous profession of the theatre. On the whole,
the Companies got what they wanted and were well-served by the men they
employed; however, the extent of their control could not but inhibit in-
novation. For instance, as long as the tableaux were skilfully executed, the
Drapers could be relied upon to be satisfied with ones featuring sheep
and shepherds, or Jason and the Golden Fleece. Or, as Ben Jonson more
disparagingly put it in his satirica1 portrait of Munday-in The Case is
Altered, "such things ever are 1ike bread, which the staler it is, the

more ho]esome."3]

Certainly when the Companies complained, it was not
on account of the tableaux per se, but rather the "i11 performance there-
of." In 1609 the Ironmongers objected.that "the children weare not in-
structed their speeches...that the Musick and singinge weare wanting,

the apparrell most of it old and borrowed, with other defects" (MSC III,
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p.76). Similar considerations may have prompted the Drapers' complaints
in 1626_.32 In such cases, however, the Company had effective remedies;
first it could withhold part of the payment and second, it could decline

to employ the offending dramatist or artificer in the future.

A further limitation on the dramatic development of the Lord Mayor's
Show was its occasional nature and its function as a celebration of the
mutual social responsibilities of ruler and ruled. Stephen Orgel has argued
that in the case of the masque it took the talents of Jonson to overcome the
limitations inherent in the form, unify its disparate elements, and create

a text 1ndependeht of perfor'mance.33

This never happened with the Lord
Mayor's Show, and one important reason why it did not was that its outdoor,
peripatetic form made it very difficult, even if dramatist and Company

had so desired, to achieve anything other than what Orgel calls the unity
of a pageant-- that is, a variety of discrete devices, unified essentially
by symbolic and fhematic means rather than by dramatic interplay of charac-

ter.34

It is no coincidence that the Royal Entry never developed beyond
this point either, despite the disbursement in 1604 of vast sums of money
and the employment of Jonson, Dekker, and Middleton. Jean Jacquot's
comments on the essential diversity of the Royal Entry are equally appli=
cable to the Lord Mayor's Show: ‘'"Le pouvoir monarchique se donne en
spectacle a la cité; la cité se donne en spectacle au souverain-- et a
e]]e-mgme car elle prend alors conscience de son unité, de son harmonie
dans la diversite des responsabilites, des rangs, des professions. Les

. e T e, ” R . -~ .
sentiments de fidelite et de protection, 1'idee de concorde necessaire

. s N s s . .
au travail pacifique et a l1a prosperite ne s'expriment pas seulement
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dans un cortege solonnel aux costumes eclatants et accompagne de musique,
mais pas des decors, des tableaux vivants commentés par des devises ou
des d1'scours."3,'5 Since, in addition, the writers were obliged to celebrate
the same event in very much the same way year in and year out they prob-
ably - deserve congratulation for the ‘changes they managed to ring on the

basic themes and tableaux than criticism for their lack of invention.

The problem was still further complicated by other aspects of the
occasion. The processional nature of both the Lord Mayor's Show and Royal
Entry inevitably acted as a brake on the incorporation of dramatic action
into the pageant form. Middleton tried to surmount this difficulty in

The Triumphs of Truth (1613), to a modern reader the most interesting of

and satisfying of the Shows, by using a morality-like structure to unify
its parts. But it was an experiment that neither he (nor Dekker who at-

tempted something similar in Troia-Nova Triumphans, 1612) ever repeated,

and it is fair to consider that there were other grounds for this than the
"dotage" suggested by David Bergeron.36 He argues that these first shows
by Dekker and Middleton are praiseworthy because they are "an attempt

to add dramatic value by giving the conflict between virtue and vice a
significant, dramatized tension, not merely a visual statement." 1In
comparison, the later shows are "sorely lacking": "rich in spectacle they
may be, but the dramatic 'soul' is almost non-existent." However, it is
arguable that this development of the dramatic "soul" was essentially at
odds with the spectacular, occasional, and processional nature of the Lord
Mayor's Show, that Dekker and Middleton recognized this, and so abandoned

their initial experiments. Certainly one wonders how many people under-
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stood the innovations of The Triumphs of Truth; indeed as R. C. Bald com-

ments, the sustained allegory of this pageant must have been "quite un-

intelligible to any except the Lord Mayor and those beside him."37

V.  Audience

It is reasonable to suppose that given the conditions 1likely to prevail
on the day--a good chance of bad weather and an enormous crowd-—thé’effectiVe
part of the Show for most of those who watched it must have been the spec-
tacle. Only those close to the Lord Mayor himself could have been assured
of understanding the speeches, and whether they always listened very atten-
tively may be doubted. ‘This difficulty must certainly have been exacer-
bated by the turbulence of the crowd. The deséription,of the triumphs of

1617, for which Middleton wrote The Triumphs of Honor and Industry, by

Orazio Busino, chaplain to the Venetian Ambassador, makes it clear that the

behaviour of the spectators was far from sedate:

On looking into the street we saw a surging mass of
people, moving in search of some resting place which a
fresh mass of sightseers grouped higgledy piggledy
rendered impossible. It was a fine medley: there were
old men in their dotage; insolent youths and boys,
especially the apprentices alluded to; painted wenches
and women of the lower classes carrying their children,
all anxious to see the show. We noticed but few coaches
and still fewer horsemen; only a few gentlewomen coming
in their carriages for a view at some house in the Row
belonging to their friends or relations, for the in-
solence of the mob is extreme. They cling behind the
coaches and should the coachman use his whip, they jump
down and pelt him with mud. - In this way we saw them
bedaub the smart livery of one coachman, who was obliged
to put up with it. In these great uproars no sword is
ever unsheathed, everything ends in kicks, fisty cuffs
and muddy faces.
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From the windows an incessant shower of squibs and
crackers were thrown into the mass beneath, for which .
the boys scrambled when they were cold. On surveying
the windows along the street, as far as the eye could
reach, we perceived sundry gallants in attendance on
fine ladies...we were assured that the gallants were
the servants of these ladies, which in plain language
means their lovers....Some of our party saw a wicked
woman in a rage with an individual supposed to belong
to the Spanish embassy. She urged the crowd to mob
him, setting the example by belabouring him herself
with a cabbage stalk and calling him a Spanish rogue,
and although in very brave array his garments were
foully smeared with a sort of soft and gery stinking
mud which abounds here at all seasons.3

When we read Middleton's description of these "noble Solemnities" we
should not forget the reality of pushing, shoving, and revelry that lay be-
hind them. For if the ridings were on one level the celebration of a
mystic social communion, on another they had always provided for such as
Perkin Revelour, the “irresistible opportunity for a holiday:

For whan ther any .ridyng: was in Chepe

Out of the shoppe thider wolde he lepe--

Til that hé hadde al the sighte ysein,
And daunced wel, he wolde nat come ayeyn--

39

The spectators are indeed one of the fascinating elements of the Show,
for behind the desire to honour City and Company comes the intention of
entertaining the citizens. The popu]arity of the Shows is adequately
attested to by the decision to execute Sir Walter Raleigh on 29 October so
"that the pageants and fine shewes might drawe away the people from be-
holding the tragoedie of the gallants worthies that ever England bred.“40
The prime audience was, of course, the Lord Mayor and his retinue; however,

they, in turn formed part of the show for everyone e]se.4] And indeed all

London was there. The Companies were, in a sense, a microcosm of the
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society of the capital. Although essentially representing the established
merchant class of London, kings, queens, and nobles belonged to them,
while the humblest apprentice might aspire, in the tradition of London.
success stories, to rise through their ranks to the ultimate dignity of

Lord Mayor. As Spendall in Greenes Tu Quogue exclaims "by this Light I

doe not thinke but to bee Lord Maior of London before I die, and have
three Pageants carried before me, besides a Shippe and an Um’corne."42
In keeping with this the triumphs were sometimes graced by members of the
royal family; representatives of the Privy Council were always there, and
fashionable society turned out to amuse itself by looking at everyone else.
And the great mass of citizens were present since it was their show. Thus
the devisers of the pageants had to please an audience of great social
diversity, the "sharpe and Tearned" and those af”ﬁrounded judgements."43
Busino's description makes it clear that those of any social standing did
not mingle with the crowds in the street but stationed themselves at the
windows of houses along the route. This suggests that they may have found
it difficult to hear the speeches (Busino makes no mention of them) or
discern much of what was happening in the pageants. So it seems Tikely
that Dekker and Middleton were right to stress that "The multitude is now
to be our Audience, whose heads would miserably runne a wooll-gathering,

if we doo but offer to breake them with hard words."44

VI. The Lord Mayor's Show and its Authors

Although it is true that there are occasions when the pageant poets

rely on formula-writing (Middleton's 1626 Show, essentially cobbled up from
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earlier ones is a case in point), on the whole they took their responsi-
bilities seriously and produced effective pageants. ”Inevitab]e monotony

in spite of endless variations" is the comment of a modern reader, one

who has read too many pageants too quickly to appreciate their diversity.45

Certainly if we turn to what the authors themselves had to say about what
they were doing we find that they had a firm grasp of both the potential
and the Timitations of the form in which they were working. Dekker's

comments on triumphs are especially illuminating:

Tryumphes, are the most choice and daintiest fruit
that spring from Peace and Abundance; Love begets
them; and Much Cost brings them forth. Expectation
feeds upon them, but seldome to a surfeite, for when
She is most full, her longing wants something to be
satisfied. So inticing a shape they carry, that
Princes themselves take pleasure to behold them; they with
delight; common people with admiration. They are now
and then the Rich and Glorious Fires of Bounty, State,
and Magnificence, giving light and beauty to the
Courts of Kings: And now and then, it is but a debt
payd to Time and Custome::. And out of that debt come
These.

(111, 230)
His clear realization that peace and abundance are necessary political con-
ditions for the flourishing of such events is particularly interesting, for
the Shows were abandoned when it became obvious that London's peaceable

estate (Londini Status fPacatus was the title of Heywood's 1639 Show, the

last before the Interregnum) was a myth.

Besides Dekker and Middleton the two major writers of mayoral pageants
before 1639 were Munday and Heywood. Munday has had the misfortune to be
maligned by both contemporary and modern critics.46 However, a careful

reading of his pageants suggests that some, at least, of this criticism is



27
misplaced. Sheila Williams comments that his pamphlets read "like the
work of a man who is inventing the form of what he is writing as he goes

a]ong.""}7

This is true; the credit for a logically organized text appears
to belong to Dekker. But this does not mean that Munday could not write a
good pageant, simply that he had not lTearnt how to organize a written

description of the event. In fact,one suspects that some of his pageants,

especially for instance Metropolis Coronata (1615) with its speech and song

from Robin Hood and his Merry'Men and their request for further employment
at Christmas, were found more entertaining by many of the épectators and
even Company officials than some of the more pious moralizings of Middleton
or Dekker. Munday, writing at the beginning of the heyday of the Show, has
Tittle interest in the theoretical aspects of the form; the same is true

of Heywood writing at its close. In his case this may be the result of the
reduced status of the writer, for, as in the case of the masque, by the mid-
1630s the responsibility for the "devise" and "invention" of the pageant

has clearly passed to the aritficer; in 1638 and 1639 the Drapers negotiate
with John and Mathias Christmas who are made responsible for paying Hey-

wood.48

By this time the texts were printed before the performance, but
Heywood uses the freedom of no Tonger having to describe the tableaux in
detail, not to explain the nature of triumphs but rather to display his
erudition and expound at length the appropriateness of his rather idio-

syncratic and recondite symbolism. Indeed Sir Morris Abbot (for whom

Porta Pietatis, 1638, was written) may well have felt very grateful for an
49

explanation of why he was to resemble a rhinoceros.

Middleton, however, 1ike Dekker, is concerned to explain both what a
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triumph is and what it should do, but in his case the effectiveness of
this is reduced by his determination to prove himself a better artist than

his rival Munday. The opening to The Triumphs of Love and Antiquity (1619)

shows that he had a firm grasp of what was required: "there is fair hope
that things where invention flourishes, clear Art and her graceful pro-
prieties should receive favour and encouragement from the content of the
spectator, whﬁch, next to the service of his honour and honourable Society,
is the principal reward it looks for" (VII, 315). The honour of the magi-
strate and the content of the spectator are not in themselves, however,
sufficient; as Dekker had also emphasized, the enticing shape of the
pageant is a means to an end--the.instruction of both magistrate and people
in their mutual duties: "Nor have these kind of trijumphs an idle relish,
especially if they be artfully accomb]{shed: under such an esteemed slight-
ness may often Turk that fire that may shame the best perfection. For
instance what greater means for the imitation of virtue and nobleness can
anywhere present itself with more alacrity to the beholder, than the memor-

able fames of those worthies in the castle..." (The Triumphs of Honor

and Industry, VII, 295). So the pageants of the Lord Mayor's Show are in-

tended to function as miniature Mirrors_for Magistrates,.and it is as well
to recall that the age genuinely believed in the potential of art to affect
directly the moral behaviour of an individual. To us the pageant poets
seem at times to be indulging in grossly unwarranted flattery; however, at
a time when flattery was an accepted mode of expression, they were endeavour-

ing (admitted]y with varying degrees of success and little of Ben Jonson's

literary ability) to be "mirrors of mans 1ife, whose ends, for the excellence

of their exhibiters (as being the donatives, of great Princes, to their
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people) ought alwayes to carry a mixture of profit, with them, no lesse

t ll50

then deligh And second ih the manner described by Bacon, "a form

due in civility to kings and great persons, laudando praecipere, when by
51

telling men what they are, they represent to them what they should be."

VII. Devices, Machines and Stages

The devices on which the pageant poets relied were the familiar ones
of medieval and Tudor theatre and entertainment. Variations on the mount,
arbour, tower, fountain, and chariot abound in the Lord Mayor's Show;
essentially, the skill of writer and artificer lay in the changes they
could ring on these basic devices rather than in the invention of new

ones. So, for instance, Middleton's Chariot of Honour in The Triumphs

of Health and Prosperity (1626) seems unsatisfactory not because it is

yet another use of a chariot, but because Middleton (although Christmas
must presumably share some of the blame) has simply 1ifted the Chariot of

Sacred Memory from The Triumphs of Integrity (1623), renamed it, and

attached a speech which has 1ittle connection to the tableau. He has
failed to invent a new fiction for an old device and the one he does
provide, by its breach of decorum, draws attention to his lack of origi-
nality. The Drapers would have been justified if they had felt they had

seen it before.

The continuity of tradition apparent in the devices and their im-
portance for an understanding of Renaissance stagecraft have been well-
demonstrated by George Kernodle and Glynne Nickham;52 accordingly I

propose to examine only those devices used regularly by Middleton. The
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two most ubiquitous are the chariot and the mount/island; they appear in
all his Shows. The popularity of the chariot in processions may owe some-
thing to the influence of the Renaissance triumphal parade, but it is
more likely to have been adapted from the Court entertainments where it

53

was in regular use by at least the 1540s. And of course chariots also

appear on the public stage in plays like Tamburlaine and The Battle of
54

Alcazar; one is Tisted in Henslowe's 1598 Inventory. For the Lord
Mayor's Show the chariot provided an adaptable means of transport'for a
group of kings, worthies, virtues, or whatever, whether "1ive or carved,
particularly suited to a procession. It was generally drawn by the
mythological or heraldic beasts, carved or made of lath and plaster,

that were a constant element of the Show's attractions. Chariots in the
Drapers' pageants were always drawn by two pellited (i.e. spotted) lions,
the supporters of the Company's arms. The device itself could vary con-

siderably in size from the scallop shell of Oceanus in Dekker's Bri-

tannias HonQM"(1628) to the massive chariot in Mundayfs Chrysanaleia:

The Golden Fishing (1616) which contains at least nineteen figures. The

chariot could also be combined with other devices: Dekker considers it

to be synonymous with throne in both Troia-Nova Triumphans .and Britannias

Honor, a glance at the hierarchical arrangement of the seating in the

Chrysanaleaia drawing confirms the genesis of this.

The mountain is a basic device of early pageants, entertainments,
tournaments, and the Cycle plays. Its symbolic possibilities are obvious;
often it represents the commonwealth. The two mountains in the pageants

for Prince Arthur and Catherine of Aragon in 1501 represent England and
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Spain respectively. It is used to particular effect in Elizabeth's
Coronation Show where a green mountain and a barren mountain symbolize
Respublica bene instituta and Ruinosa Respublica. This device was con-

sciously re-used by Heywood in Londons Jus Honorarium (16311).55 Middle-

ton's propensity for the mount/island can be explained by'the dictates
of the iconography of the Companies for which he wrote. Of his seven
Shows three were written for the Gfocers and three for the Drapers. The
Grocers always expected a representation of the spice islands from which
they derived their wealth and the Drapers were equally enthusiastic about
their sheep. The mount/island is an obvious choice to fulfil both these
requirements. Again varying degrees of elaboration are possible. 1In
1613, when the Grocers spent a small fortune on the Show, Middleton and
his artificer produce five islands, a castle on the largest, middle one,
‘and a ship as well; in 1617, when they spent less, they got only the
Continent of India. For the Drapers Middleton uses the mount as an
arbour on whose beauty "woolly creatures" graze, but it also appears as a

mount royal for those shepherds who "rise to be kings" in The Triumphs of

Integrity. In The Triumphs of Love and Antiquity (1619) the Parliament of

Honour, a device which we might have expected to be of the sanctuary type

is described by Middleton as "a Mount of Royalty."

Other important devices used by Middleton are the tower/castle, the
fountain, and the sanctuary/pavilion. The tower is a common device in
pageantry from at Teast the thirteenth century, especially at the conduits
which provided appropriately semi-castellated structures for the arti-

ficer to base his designs upon. Like the mountain, the tower was often
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used in both medieval drama and later pageantry to symbolize the city or
the kingdom. However, there are good grounds for thinking that the
classical triumphal arches of James I's Royal Entry in 1604 affected the

type of design.56

Certainly the descriptions of Middleton and Dekker
often seem closer to a castle or temple than a tower. For instance,

Britannia's Watch Tower in Britannias Honor (1628) is "a Magnificent

Structure, Advancing itselfe from the Platforme, or Ground-worke up-
ward with the Bewty of eight Antique Termes, By whose strength is sup-
ported a Foure square Building; The Toppe of which is a Watch-Tower, or

Lanthorne, with eight Columnes of silver® (IV, 91).

The fountain is described by Kernodle as "perhaps the most protean
of the scenic devices. On one occasion a symbol of a garden, on others
it was an independent monumental and scenic form; at still other times
it became an open pavilion, a castle, a temple, a grotto, a Ccross, a
f]euf—de-]is, an Agnus Dei, a tree, a triumphal arch, or a structure to
support an upper stage or an orchestra of musicians."57 It was very
popular in fifteenth-century Royal Entries when it was often built around
one of the conduits, as for instance with Lydgate's three wells celebra-
ting the return of Henry VI from his Paris Coronation in 1432. However,
the fountain bécame’ less popular in later civic pageantry, appearing only

some five times. Peele uses it Descensus Astraeae (1591), and Dekker has

a Fountain of Virtue in the Nova Felix Arabia arch of The Magnificent

Entertainment (1604), as does Heywood in Londini Artium & Scientarum

Scaturigo (1632). Middleton uses it The Sunne in Aries and The Triumphs

of Health and Prosperity. None of the texts of these pageants includes
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much in the way of description of the device; this may be because of its

familiarity rather than the dramatist's Tlack of interest.58

Like many of the other devices, the elaborateness of the sanctuary
varies; at one end of the scale is the simple pavilion, sometimes con-
taining a throne, and at the other is such a complex neo-Grecian structure

as the Temple of Integrity in The Triumphs of Integrity whose crystal

appearance is the visual embodiment of the moral purity of its occupant.
At times the sanctuary closely resembles the tower/castle, doubtless this
owes much to the influence of classicism in architecture. The Booth

sketch of Dekker's Pallace of Apollo from Londons Tempe (1629) gives some

idea of the appearance of such structures (see p.41). Onelinteresting
feature of this sketch is the existence of curtains.59 This corresponds
to their use in earlier drama as in the "cowncel hous" of the Ludus
Coventriae. The curtains were presumably used on occasion for discoveries
or scene changes. The fog which covers London's Triumphant Mount in The

Triumphs of Truth seems to be a curtain device and it is possible that

it was by this means that the Temple of Integrity opened at "fit and con-

venient Times."

Curtains, however, were among the simpler spectacular effects of the
Lord Mayor's Show. Again the continuity of tradition between medieval
drama and entertainment and later theatre and pageantry is apparent. The
mechanical marvels in the Shows range from the gold-spotted laurel tree
that "shoots up" from the top of the Pageant of Several Nations in The

Triumphs of Honor and Industry to the Globe of Honor in The Triumphs of
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Honor and Vertue "which Globe suddenly opening and flying into eight cants,

or distinct parts, discovers in a twinkling eight bright personages
most gloriously decked, representing (as it were) the inward man..."
(VII, 365). This opening globe was an.especia11y popular device, being
used by Dekker, Webster, and Heywood as well as Middleton. The basic
machine used to contrive these effects was the vice or windlass, pre-

sumably usually concealed in the framework of the structure.6O

By the

late fifteenth century such machines were in regular use in the Cycle
plays, Royal Entries, and entertainments; indeed, there is nothing mechani-
cal in the Lord Mayor's Show that cannot be paralleled in the pageants for
the reception of Catherine of Aragon in 1501. However, it is also pro-
bable that the development of elaborate scenic machinery for the masque

affected the Lord Mayor's Show. Certainly Garret Christmas' special ef-

fects in The Triumphs of Integrity seem to resemble some of those con-

trived by Inigo Jones for Oberon.

Most of the tableaux joined the procession after they had done their
part in welcoming the Lord Mayor. The exceptions to this practice are

rare. Sometimes, as in Dekker's Forlorn Castle from Troia-Nova Triumphans,

the stability of a fixed stage seems to have been desirable and the Little
Conduit provided an effective backdrop to the stage-castle. At other
times the devisers wanted to use architectural features or symbolic associa-

tions of particular buildings and so incorporated these into a tableau, as

in that at the new Standard in The Sunne in Arjes. The continuing use of
the peripatetic stage is clearly a survival from the earlier Midsummer Show

when the pageants were "boren befor the Mair"; it is perhaps surprising
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that the advantages of a fixed stage were so rarely drawn upon, but one
reason for the reliance on the earlier type must have been the added
spectacle which this gave to the procession--after all the heart of the
show.61 There is a strong possibility that the use of fixed stages be-
came more common towards the end of the period; at any rate the texts are
less specific about this, and some of the more elaborate tableaux are
Tikely to have been stationary. Nonetheless, the continued payments for
"Land-carriage by portérs" confirm that most of the tableaux were still

carried around in the procession.62

Although both devices and tableaux were of the traditional type it is
not always easy to visualize what they looked like. The task is made
easier by the existence of two sets of drawings. The first, preserved in

the Fishmongers' Company archives, and reproduced in John Gough Nichols'

edition of Chrysanaleia is the most useful, providing detailed representa-

tion of almost every aspect of Munday's 1616 pageant.63

The second group,
the sketches made by Abram Booth, secretary to the delegation of the

Netherlands East India Company, of Dekker's Londons Tempe (1629) gives a

reliable general impression of each tableau, but the details by no means
always correspond to Dekker's description. The two sets, however, in
conjunction with details gleaned from Company records and the texts them-
selves, provide a necessary counterpoise to the wilder flights of imagina-
tion of many of the critics who have considered the prob]emé of the ap-
pearance and transport of the pageant structures. Students of the Lord
Mayor's Show have generally either failed to treat these difficulties or

have produced theories that contradict the evidence of the drawings;

drawings which they frequently reproduce.



Figure 2:

Chrysanaleia: The Fishing Busse
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Figure 3.

Chrysanaleia: The King of the Moors.

37



Figure 4;

Chrysanaleia: Merman and Mermaid
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The Chariot of Richard II

Chrysanaleia:

Figure 5:
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Figure 6:

Londons Tempe.. The Chariot of Oceanus, Tethys

on a Sea-Lion, and an Indian boy on an Ostrich
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It is clear from the Chrysanaleia set that the tableaux were mounted

on a cubic structure, the "Quadrangle frame" mentioned by Munday in

Chruso-thriambos, the Triumphes of Golde (1611, sig. A4). The obvious

purpose of this was to provide a raised playing area; it presumably super-
seded the hogsheads required in the early Shows (MSC III, p.46). The con-
tinued use of this frame is confirmed on the whole by the Booth sketches.
In addition it may have provided an area in which the sometimes complex
machinery for the tab]eau could be concealed. I am unable to find any
convincing authority for the assertions made by J. G. Nichols, Sheila
WiTlliams, and Glynne Wickham that the space was used to conceal either

wheels, horses, or men. Nichols claims, in discussing the Chrysanaleia

Fishing Busse, that "it -was drawn along the streets upon wheels, which

were hidden by the dependant curtains."64

The wheels are an interesting
possibility; although there is no mention of them in contemporary accounts,
their use would be a logical way of easing the problem of transportation.
The curtains arebimprobab1e, being scarcely warranted by the drawing

which suggests, as would presumably be necessary, a more solid base for
the pageant, after all a rather heavy structure. Sheila Williams, more
Justifiably, sees the plates as indicating "the extensive, indeed almost
entire use of porters,” but her inference from this, that the cubic
structures could conceivably conceal horses but more likely the porters,

is equally suspect.65

It seems clear from Dekker's description in 1612.
that the tableaux were normally carried openly by the porters. This is
confirmed by Company records: in 1610 the Merchant Taylors pay 100 porters
+12. 10. 00 for carrying the pageants, apparently three major tableaux and

some animals. Porters cost the same Company £10 in 1612 (MSC III, p.85);
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presumably again a large number were required.62 So many men are unlikely

to have been concealed within the structure.

Glynne Wickham, also deals with the problem of moving the pageants.
He claims that the/heraldic beasts of the Companies' arms "were taken out
of their normal setting and used again and again in lifesize or larger
re-creations to conceal the men who pulled the pageant-wagons through the
streets or rowed them on the water," but while such a procedure may some-
times have been followed, it would seem to have been unnecessarily cumber-
some.66 In.the case of. the water show the tableau seems usually to have
been mounted on a gallyfoist and it is unlikely that'there would have
been any need to conceal the oarsmen. Similarly, the evidence for the
procession points overwhelmingly to the open pulling or carrying of

pageants and beasts through the streets. Wickham reprints a good se-

lection of the Chrysana]eia drawings, but there is nothing in any of

them to confirm his assertion. Indeed, the drawing of the merman and
mermaid who pulled the chariot suggests precisely the opposite. And it
is probable that the heraldic beasts generally bore a greater resemblance

to the leopard from Chrysanaleia than to Wickham's description.

The only contrary evidence comes from Dekker's Troia-Nova Triumphans,

a pageant particularly interesting for the insight it offers into con-
ditions of production. Almost all commentators on the Lord Mayor's Show
have noted its importance, but few have endeavoured to determine its pre-
cise significance. Most, Tike David Bergeron (who is conspicuous for lack

of interest in production matters), are content to remark that "certain
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changes in production are taking place."67 The crucial passage describes
the Chariot of Neptune:

 Before this Chariot ride foure Trytons, who are

feyned by Poets to bee trumpeters to Neptune, and for

that cause make way before him, holding strange Trum-

pets in their hands, which they sound as they passe

along, their habits being Anticke, and Sea-1ike, and

sitting upon foure severall fishes, viz, two Dolphins,

and two Mer-maids, which are not (after the old pro-

creation), begotten of painted cloath and browne paper,

but are 1iving beasts, so queintly disguised 1ike the

natural fishes, of purpose to avoyd the trouble and

pestering of Porters, who with much noyse and little

comlinesse are every yeare most unnecessarily imployed.

(111, 232-3)

Unfortunately, the meaning of this passage is not completely clear; the
mind boggles at deciding exactly what sort of "1iving beasts" (horses?

68 The extract

men?) were "quéintly disguised" as dolphins and mermaids.
does confirm that porters normally carried the pageant structures through
the streets, and a]so'suggests that the early pageant figures were rather
crude affairs of cloth and brown paper. Perhaps the reference is simply
intended to stress the 1ife-like qualities of these particular dolphins
and mermaids in contrast to the older, cruder ones, but this would pre-
sumably sti1l entail the use of porters. Whatever the precise form of
Dekker's innovation, it did not succeed in displacing the porters; even
for this Show the Merchant Taylors found it necessary to employ a large
number of "porters which carried some part of the shows" (MSC III, p.85).
And in this year there was another tableau, the Forlorn Castle, which,
being built on a stationary stage, definitely did not require porters.

Twelve years later, in 1624, porters are still clearly the rule; Webster

draws attention to the use of horses to pull the Chariot of Kings in
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Monuments of Honor: "for Porters would have made it move tottering and

improper]y."Gg Even after the Restoration payments to as many as one

hundred porters are not infrequent.70

However, Dekker was evidently right in commenting on the growing
sophistication of the devices and figures throughout the period. As Jean
Robertson has pointed out, the credit for much of this belongs to Garret
Christmas, who, unlike most of his rivals, was an architect and carver
rather than a painter.7] This was recognized by Heywood who extravagantly
compared him to Augustus finding Rome built of brick but leaving it built
of marble: "So he who found these Pageants and Showes of Wicker and Paper,
rather appearing monstrous and prodigious Births, then any Beast (pre-
sented in them) in the least kind imitating Nature: hath reduc't them to
that sollidity and substance for the Materialls, that they are so farre
from one dayes washing to deface them, that the weathering of many Winters
can not impeach them: and for their excellent Figures and well-proportioned

1ineaments, (by none preceding him) that could be sayd to bee para11e1edﬂ72

There are no exact indications of the sizes of the tableaux given in
either texts or Company records, and thé danger of estimating fhis from
the drawings is obvious. However, L. J. Morrissey has produced reasonably
accurate dimensions for the wagons of the post-Restoration Lord Mayor's
Show. His intention is to provide an alternative estimate to Richard
Hosley's of the size of medieval pageant wagons, arguing that the physical
conditions (narrow streets, etc.) and the inherent conservatism of

pageantry make it reasonable to suppose that the wagons of the post-
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Restoration show "were not significantly different in structure and size
from those that moved through the streets of medieval London."73 This
is debatable, but it is much safer to assume, given the reliance of the
Companies on precedent and the impossibility of further developments dur-
ing the Commonwealth, that the dimensions of the pre-Restoration wagons
were close to those used after. Morrissey argues that the typical wagon
was rectangular, approximately 8 by 14 feet, with a structure (chariot,
arbour, etc.) "filling most of the eight-foot front to a depth of three
or four feet, with the stage stretching out behind."74 He concludes
"square wagons 8 feet by 8 feet, or at most 10 feet by 10 feet, and rec-
tangular ones 8 feet by 14 feet with structures on them from 6 to 12 feet
high, and certainly under 15 feet, wou]d.have been extremely maneuvefab]e

by porters in the narrowest streets."
VIII. Actors

It has been generally accepted that the roles in the pageants were usually
taken by ch{idren (MSC ITI, p. xxxi). Certainly children seem to have taken.
.part in all the Shows from the mid-sixteenth century until 1639, and at
times, as in 1566, 1568, 1585, 1602, and 1604. undoubtedly took the speaking

ro]es.75

In 1609, however, Munday, while suggesting that the use of chil-
dren was customary, had reservations about their effectiveness and indeed

seems not to have used them. In the text of Camp-bell or the Ironmongers

Faire Field he comments on their limitations: "the weake voyces of so
many Children, which such shewes as this doe urgently require, for per-

sonating each devise, in a crowde of such noyse and uncivill turmoyle,
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are not any way able to be understood, neither their capacities to reach
the full height of every intention, in so short a Timitation for study,

practise, and instruction."76

It should be noted that the Ironmongers
complained this year that "the children weare not instructed their
speeches" (MSC III, p.76). Despite such disadvantages, firm evidence of
the participation of adult actors is scant. In 1611 the Goldsmiths "re-

quired" their brother John Lowen, a King's Man, to play Leofstane in

Chruso-thriambos and in 1639 the Drapers paid William Hall, a member of

the King's Revels, for "musicke and actions" and one Mumford (John Mount-

sett?) for "feates and Actions."77

The editors of Malone Society Collect-
ions III think that these payments were for a separate entertainment that

was not part of Heywood's Londini Status Pacatus; however, David Bergeron
78

has suggested that Hall took the role of Orpheus.

Nevertheless, there is some indication in Company records that,
especially at the height of the Lord Mayor's Show, adults were more often
involved than has generally been realized. So in 1613 the Grocers
distinguish twice between children and players, in 1624 the Merchant Tay-
lors arrange dinner for the men and children of the pageants, and in both
1629 and 1635 the Ironmongers differentiate betweenchildren and speakers.79
It seems likely that as the Shows became more elaborate, the major roles,
at least, were more often taken by adults. Unfortunately, the responsi-
bility of writer and artificer in the seventeenth century for most matters
of production has obscured the identity of those involved. In the late

sixteenth century the children came from schools such as St. Anthony's, St.

Paul's, Westminster, and Merchant Taylors', but after 1602 they are
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identified only as "the children of the pageants." Some may well have
been the offspring of Company members, as was sometimes the case with both
the Midsummer Show and the post-Restoration Lord Mayor's Show, although
since the provision of children was generally the author's responsibility,
it is possible that those children with speaking roles had some pro-
féssional training. It has proved similarly impossible to determine
whether the men and speakers referred to in Company accounts were pro-

fessionals or associated in some way with the Company.
IX. Finances and Ofganization

The organization of the Show as a whole was directly controlled by
the Company involved. The arrangements made by the different Companies
of course varied somewhat, but ultimate responsibility generally lay with

the governing body, the Court of Assistants.80

The most common procedure,
which was followed by .the Drapers, was for the Court: to undertake the
initial arrangements and then delegate all further responsibility for |
the procession and pageants to a committee or committees appointed by it.
This as a rule included the senior representatives of the Bachelors or
Yeomanry who were largely responsible for the financing of the celebra-
tions. The choice of tableaux, writer, and artificer lay either with the
Court or with the committee; they sometimes formulated their wishes and
appointed a writer and artificer to carry them out or, at other times,

accepted tenders from interested parties.g]

Whatever the exact procedure,
the important point is that the choice was directly controlled by the most

powerful men of the Company. The Drapers' Court of Assistants in 1621
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appointed the Master, the four Wardens, and two senior members of the
Livery "to take viewe and consideracion of suche plottes & thinges as are
offered to be presented to this Companie by severall persons touchinge
the pageantes and shoues" (p.320). It was presumably this committee that
was responsible for accepting the proposal of Middleton, Christmas, and
Munday. 1In 1623 and 1626 the Court ordered that "the fower Master wardens
shall take present course for the fittinge providinge and compoundinge for
of all things as shalbee fitt and necessarie for or towchinge the said
showes and triumphes" (p.331). From this point on, responsibility for
overseeing the making of the pageants and organizing the procession was

transferred to the Wardens of the Bachelors.

The decision as to the exact means of financing the whole affair
also Tay with the Court of Assistants, as did the final authorization of
the expenditure. Again, it is important to note that although the Bache-
lors paid in one way or another for the triumphs, the most important
procedural decisions belonged to.the governing body. The Companies,
according to their individual traditions and circumstances, used a variety
of means to raise the necessary money. The most common was the levy on
those Bachelors appointed to serve in the procession, with heavier fines
for any who refused.82 A variant on this was a fine levied on all members
of the Bachelors, with additional dues from those who participated in the
procession. In addition certain Bachelors might be raised to the Livery
on payment of a set amount. Other methods included the carry-over of
surpluses from previous years and contributions from the Livery or Court

of Assistants.83
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The Drapers seem generally to have collected between 1/3 and 1/2 of
the necessary mohey from raising eight to ten of "the fittest and most
sufficient persons of the yeomandry of this Company selected out and
admitted by the Master warden of fhis Company into the Livory of the
Company every of them payinge before hee bee admitted the accustomed fyne

li xiijs iiijd“ (p.331). 1In 1615 the Court of Assistants authorized

84

of xxvj
the admitting of ten at the same rate, ' and in 1621 the Wardens' Accounts
record the payment to the Wardens Bachelors of "the moneyes received of such

Ti towards the de-

as weare lately taken into the clothinge the some of CCC
frayinge of the charge of the showes & trivmphes for the day Sir Edward
Barkeham lord Mayor tooke his oath at Westminster" (MSC III, pp:100s101).

In 1623 for Martin Lumley's triumph the Court authorized the entry of

eight to ten Bachelors to the Livery, but, in.the event, twelve were
admitted, thereby raising £320 (p.332). In 1626 the same procedure was fol-
lowed for Cuthbert Hacket, the Court of Assistants first suggesting the

raising of some six or eight Bachelors, but finally accepting ten.

The bulk of the rest of the money for all the Drapers' Shows was
raised by nominating and fining Bachelors to serve in either foynes (the
skin of the beech marten) or budge (lambskin with the wool dressed out-
wards) in the procession. In 1614 forty were appointed to serve in foynes

8 in 1621 thirty-nine serve in foynes and thirty-two

and forty in budge;
in budge. In 1623 the forty-two in foynes paid +£122. 10. 00 and thirty-
three in budge +98. 10. 00 (total: +269. 10. 00, p.335). If these two
methods were insufficient, any surplus from the previous year's entry

fines was made over to the Bachelors, or the Court itself might make a
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contribution, as in its gift of 450 in 1623.86

In addition, the Livery
generally paid the cost of beautifying the new Mayor's house, provided
cakes and wine for 1its barge, and on occasion paid part of the trumpeters'

fees.87

The problem' of financing the celebrations was frequently a thorny one.
From the days of the Midsummer Show until the changes that took place in
the early eighteenth century members of the Companies comp]a{ned, with
varying degrees of bitterness and effectiveness, about the cost. The
Grocers experienced the worst difficulty in getting their Bachelors to pay
up; doubtless this was due, in large part, to the expensiveness of their
triumphs. Certainly every Show of their between 1613 and 1639 met with

grumbles and often refusals to pay.88

The Drapers, despite having eight
Lord Mayors between 1614-40, had less trouble than might be expected.
Their reluctance to accept Edward Barkham into their number in 1621 be-
cause of this very problem was a special case--for once the entire Company,
Assistants, Livery, and Bachelors were in complete agreement.89 More
usually the opposition came only from those who had to pay, the Bachelors.
For instance, in 1623 the Company had to resort to the sanctions of the
Lord Mayor: the Wardens' Accounts note the payment of 2/6 "to Mr. Atkins
for his atfendance at the hall when divers obstinafe young men refused to
pay theire fines and bee Conformable to the chardge for the Lord Maiors
Showes" (p.333). This may indicate the general lack of enthusiasm for
providing Martin Lumley's triumph so soon after Edward Barkham's. Some-

what surprisingly, there is no indication of any reluctance to pay for

Cuthbert Hacket's in 1626; this may have been because he was Master of
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the Company at the same time, but more likely because the Company, pre-
sumably deliberately, contrived to keep the expenses down to +545. 13. 08.
In the Tate 1630s the complaints begin again, but A. H. Johnson is probably
right in seeing this as part of the larger problem of collecting dues of
any kind from the Bachelors who were increasingly at odds with the politi-
cal sympathies of leading members of the Company.90 Undoubtedly, one
reason for the relative infrequency of complaint during the 1620s was
the Court of Assistants' awareness of the "state" of the Bachelors and its
willingness to provide for their "better ease" by keeping costs down and

even contributing themselves.

In most Cbmpanies, including the Drapers', the Wardens of the Bachelors
were responsible for organizing the Show in accordance with the general
principles laid down by the governing body. From the time preparations
were started, frequently é mere five or six weeks before 29 October, they
worked hard to arrange all the details of the procession.gl The payments
for "diverse dinners and meetinges whilest we satt and weare dayly tmployed
in -the busines! were well-earned (p.34#). As Sheila Williams points out,
the routine choice of tableaux and the awarding of contracts to the same
individuals éased their position, but their lack of previous experience
must have been a handicap;g2 hence the keeping of full and meticulous
accounts which served as hand-books and guides to bargaining for their
successors. It is unfortunate that for Middleton's Drapers' Shows all
details of the production of the pageants are dismissed in these accounts
by making the writer and artificer responsible for "all Chardges incident

to those showes" (p.329). The remaining items deal primarily with the
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procession, excluding the pageant, for which the Company itself undertook
all the organization. Despite this we do Tearn a certain amountAabout the
pageants' production from the accounts, and, moreover, the rest of the
information sheds valuable light on the celebrations as a whole. This can
provide a useful corrective to our tendency to consider the Shows as more

literary/dramatic than they. in fact were.

The exact responsibilities of writer and artificer appear to have
varied from year to year. As a rule, however, either together or separately,
they were paid a lump sum for devising, making, and decorating the tableaux,
providing child and adult actors, together with their costumes and props,
and land and water carriage. In addition, they seem sometimes to have
provided musicians for the pageant, greenmen and fireworks, breakfast and
dinner for the children, and to have arranged printing of the text. The
Drapers' records are less specific than many of the other Companies' about
these duties; however, a full contract exists for Dekker and Christmas'

Londons Tempe (1629) which gives a thorough account not only of their

responsibilities but also of some of the spoils. The two contracted with
the Ironmongers' Company to provide a sealion, two sea horses, an ostrich,
Lemnion's forge, the Tempe or Field of Happiness, and the Seven Liberal

Sciences. For this they demanded £200

which theis present conceived to be an overvalue, and
thereupon offerred them 18011 which they accepted of

for the making and finishing of the said Pageants to be
furnished with Children and Speakers and their apparell
and necessaries thereunto belonging. Landcariage by
Porters; Watercariag by boats and Watermen as is ac-
customed. The Green-men with their Fireworks; the Musicke



54

for the Pageant; And to give the company 500 bookes
of the declaracion of the said Shewe And the Comittees
demanded that
the Sea Lyon
The 2: Sea horses } be brought into the hall
& the Estridge
(after the Solemnity) there to be sett upp for the
Companies use, whereunto Mr Crismas excepted but was
contented to deliver backe the Sea Lyon and the Estrige,
and desired to retaine the Seahorses to himselfe. All
the_rest he undertooke to performe for the said some of
18011 effectually and sufficiently to the Companies
Liking In witnes whereof they have herunto subscribed,
Tho: Dekker.
Garett Chrismas,
(MSC TII, p.115)

Records of other Companies confirm that on occasion a Company kept and
sometimes re-used particularly spectacular components of a tableau, while

others were kept by the artificer who presumably remodelled them.93

It is again unfortunate that the custom of paying a Tump sum makes it
almost impossible to determine what was spent on what and how much profit
both writer and artificer could hope to make. Undoubtedly the bidding
‘system entailed working to a tight budget; this is confirmed by occasional
requests for extra money.94 A. M. Clark, without giving any authority
for the statement, claims that Heywood netted £10 a year from writing the

95

Shows; this figure is almost certainly too high. The division of labour

between poet and artificer seems to have varied according to the experience

96 In

of the individuals involved and the development of the Show itself.
the early days the artificer was the most important, frequently devising
the tableaux before a poet was hired to write the speeches. This is
clearly a result of the relative novelty of having speeches at all; however,

as these became an integral part of the Show and as the writer became pre-
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pared to take on more of the organization, functioning essentially as a
producer, he achieved primacy. But the long successful career of Garret
Christmas and his sons redressed the balance. There are signs of this in

Londons Tempe (1629) where Dekker, despite his joint contract with Christmas,

claims only to have "written" the show and praises his partner for its "in-
vention" (IV, 97, 112). By 1638 all the organization is in the hands of
the Christmas brothers who are responsible for paying Heywood.97 The
pageants for the Drapers in the 1620s, however, bespeak a mutually harmoni-
ous relationship between Middleton-and Christmas which reflects at the

same time the development of the show to "a point where each of the com-
ponent items needed to be considered as part of a single artistit scheme,

w98 In contras