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9 Woodcut of Dick Whittington’s mayoral procession showing onlookers
with fireworks, from The excellent and renowned history of the famous
Sir Richard Whittington (sig. Alr)
























156 Pageantry and power

Companies also usually paid out for the hire or purchase of barges
(plus watermen) for other Companies’ Shows. Hunting provides a
detailed account of the state barge used for the Shows, as well as
for other events such as coronations and so on.'** Each barge, she
writes,

was built along similar lines, being basically an elongated, more
elegant version of the Thames wherry [the boat used for passenger
traffic]. The length of a state barge was between 60 and 80 feet, nine
oars a side was the norm, and the cabin increased in size as time went
on. Musicians, an essential part of the enjoyment, sat in a well or
cockpit and the Bargemaster perched in the stern. The most luxurious
state barges were richly carved and painted with the Company’s coat
of arms on the stern.!3’

Von Wedel’s recollections of the 1585 Show, when taken alongside
evidence of expenditure from the livery companies’ accounts and
the testimony of Zuizin quoted above, confirms that the barges
were highly decorated. The Lord Mayor’s barge, von Wedel says,
was festooned with the City’s colours, red and white, in taffeta,
and the Company barges flew flags to indicate their corporate alle-
giance. Zuizin notes that ‘as is the case with a straight [sided] ship,
the lower decks had windows and in these windows were rowers
on both sides’.!3¢ Von Wedel also states that there was ‘a very large
barge, painted black and white, which was called the apprentices’
barge’.!3” The water procession was an important part of the day’s
events, and one for which the companies were prepared to dig deep.
The Drapers invested in a new barge upon the election of Thomas
Hayes in 1614, as did the Salters in 1633, for which John Hartwell,
their usual supplier, was paid £4.138 Where the Companies did not
own barges they were borrowed or hired: the King’s bargemaster
supplied two barges, the galley foist and a galley to the Fishmongers
in 1616.1%

In 1638 members of the Drapers’ Company incited its bargemen
to out-row and thereby overtake the Lord Mayor’s barge, suggest-
ing, as Williams says, that the ‘order of precedence was sometimes
taken unexpectedly lightly’.'*" The Drapers’ Company seems to
have been especially pleased with its feat, as there is quite a long
entry in their accounts to record the reward of drink received by
the bargeman and his colleagues. The accounts rather gloatingly
comment that the Company barge landed at Westminster ‘before
the Lo. Maior and Aldermen were landed (the Lo. Maiors barge
being allmost out of sight rowing towards Westminster before
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overall impact of the galley foist and the other river traffic. Busino,
for instance, relates how

a dense fleet of vessels hove in sight, accompanied by swarms of
small boats . . . The ships were beautifully decorated with balustrades
and various paintings. They carried immense banners and countless
pennons. Salutes were fired, and a number of persons bravely attired
played on trumpets, fifes and other instruments . . . the discharges of
the salutes were incessant.!#$

The noise of the gun salute, Busino wrote, ‘made a great echo’
which was ‘repeated even more loudly when my Lord Mayor
landed at the water stairs near the court of Parliament’.'* Once
again, other sources bear him out. Sharpham’s The fleire refers to
‘all the Gunners’ that fire off ‘at Lambeth, whe[n] the Maior and
Aldermen land at Westminster’ (sig. F4r). The eyewitness Zuizin
concurs: ‘they fired a great salute from the ship in which the Lord
Mayor sailed and from other ships which were there and from big
boats and from the City wall. And from all the small boats there
was a great shooting of muskets’.’*° The ‘salute’ they both mention
would probably be the ‘Noble Volley[s] at his Lordships landing’
mentioned by Middleton in his 1619 Show (The triumphs of loue
and antiquity, sig. Blv). The pageant writers and artificers may
understandably have felt that their elaborate land-based tableaux
were in danger of being eclipsed by the more unsubtle appeal of
the non-stop gunfire from cannon and musket, and the drums
and other instruments carried on this ship. Indeed, Dekker admits
as much in Troia-Noua triumphans, writing that ‘their thunder
(according to the old Gally-foyst-fashion) was too lowd for any
of the Nine muses to be bidden to it’ (sig. D1v); in a more positive
light, he also has Neptune refer to ‘this warlike thunder of lowd
drummes, / (Clarions and Trumpets)’ (sig. B1r). For Munday, ‘the
seuerall peales of Ordinance . . . can make better report in the aire,
then they can be expressed by pen’ (Metropolis coronata, sig. B3v).
The Companies’ records show the care that went into this aspect
of the preparations. In 1635 the Ironmongers instructed Tilbury
Strange, a Waterman, to prepare the galley foist with ‘10 peeces of
ordinances’ and numerous other armaments.'’! For the Drapers’
Show in 1621, seventy cannon ‘were placed against Westminster
[and] 50 against Paules Wharfe’.!>? According to the Merchant
Taylors’ accounts, ‘chambers [cannon]” were ‘dischardged doble at
two places viz Lambeth and the bankesyde’.!*3 The Companies also
invested further large sums in making the galley foist ready for Lord
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then a plaine nomination, as devised onely to please the eye, but no
way to feast the eare: and so I leave it’ (sig. A8r).2%¢

Despite this body of evidence, however, Heywood’s treatment of
an equivalent ‘eye-pleasing’ pageant in Londini speculum may, as
Richard Rowland has argued, indicate a more teasing than wholly
censorious approach.??” Heywood here expounds in more detail,
and with more empathy than in his other Shows, on the rationale
for not including an account of a show which ‘meerly consisteth
of Anticke gesticulations, dances, and other Mimicke postures’.
On the face of it, the rhetoric in this passage begins along the same
lines as that quoted above, but Heywood does go on to say that
these ‘vulgar’ devices are not ‘altogether to be vilefied by the most
supercilious, and censorious’, for they take place in a heterogeneous
environment — ‘where all Degrees, Ages, and Sexes are assembled’,
as he puts it — and they should therefore be considered in a more
generous light. All these constituencies, he argues, are ‘looking to
bee presented with some fancy or other, according to their expecta-
tions and humours’. Indeed — and for Heywood this acts as a kind
of trump card - ‘grave and wise men have been of opinion, that it is
convenient, nay necessitous, upon the like occasions, to mixe seria
iocis; for what better can set off matter, than when it is interlaced
with mirth?’ (sig. C2r).

One can look to the work of a contemporary of Heywood, James
Shirley, for a less ambivalent treatment of popular entertainments.
Like Jasper Mayne (whose work is quoted in Chapter §), Shirley
approached the Lord Mayor’s Show from the vantage point of a
court writer. He describes the Show in his 1633 play A contention
for bonour and riches, and here offers quite a lengthy and detailed
satiric account of the persistence of ‘popular’ elements in the Shows
of Heywood’s period of dominance.??® Two characters, Clod (a
country gentleman) and Gettings (a London merchant), are at odds
over the affections of a ‘Lady’ they are both courting. Their dispute
ends in a duel, in the run-up to which Clod mocks Gettings’s civic
pretensions. The passage is worth quoting at length:

the next day after Simon and Jude; when you goe a feasting to
Westminster with your Gallyfoist and your pot-guns, to the very
terror of the Paper-whales, when you land in sholes, and make the
understanders in Cheapside, wonder to see ships swimme upon mens
shoulders, when the Fencers flourish . . . when your whifflers are
hangd in chaines, and Hercules Club spits fire about the Pageants,
though the poore children catch cold that shew like painted cloth,
and are onely kept alive with sugar plummes, with whom, when the
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has commented that ‘the single most impressive expression of royal
grandeur . . . was ornate clothing. In Tudor England the sight of
rich silks, brocade and jewels was a compelling expression of pres-
tige and power.’?* His argument applies equally to civic ‘grandeur’.
Indeed, expenditure on fabric for the Company members and others
in the procession encompassed a considerable share of the total cost
of the Show, comparable in many cases to the costs of the pageants
and greatly eclipsing the sums spent on costumes for the actual
performers. The Merchant Taylors, for instance (who tended to
spend lavishly on fabrics) paid over £170 for material for ‘poore
mens gownes’ for the procession in 1602, a token of the importance
the Companies attached to this aspect of the event.?*° Similarly, the
Haberdashers’ second largest outlay for the 1631 Show (after £200
to Christmas for ‘pageantes and shewes’) was over £140 for ‘17
blew clothes’ alone.?’! Even the ‘marryners that went in the Galley
and Galley foyst” wore blue silk coats.?> The Skinners were less
extravagant, but even so they paid out almost £100 on the purchase
of ‘blew cloth’ for ‘74 gownes & 44 coates’ in 1629 (not including
the additional expense of making the garments).?%3

Here is another divergence with the masque, incidentally.
Although, as we have seen, they devoted considerable expense to
furnishing their members and the usual roster of ‘poor men’ with
clothing for the occasion, the Companies do not appear to be espe-
cially interested in the costumes used for the pageant performers.
Their records tend to refer only rather tersely to ‘apparelling per-
sonages’, with no detail of what said personages were apparelled in.
For earlier guild plays and for the Midsummer Watch, in contrast, it
seems either that there was a store of properties and costumes held
by the guilds or that these were purchased specially. For the Shows
the responsibility for arranging costumes for the performers was
invariably delegated to the writer and artificer team. As a resul,
only occasionally do the livery company records reveal much about
how these costumes were acquired: they were hired in 1609, for
instance — or ‘old and borrowed’, in the Company’s view. Indeed, if,
as seems likely in Munday’s case at least, those who worked behind
the scenes on mayoral pageantry had connections with the clothing
trade, then costumes would have not needed any specific comment
in Company records. It is equally possible that with the stage con-
nections of almost all of the writers, and with the involvement of
men like Thomas Kendall on occasion, the costumes may have been
borrowed from theatre companies. In contrast, extensive records
survive of the planning of masque costumes for their aristocratic
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147 Ibid., p. 50. He explains that ‘it had in theory to be able to give armed
protection to the lord mayor’ (p. 53). A ‘galley fuste’ appears on the
river in Visscher’s 1616 panorama.

148 CSP Venetian, vol. XV, p. 59.

149 Ibid., p. 60.

150 Jansson and Rogozhin, England and the North, p. 163.

151 GH MS 16,967/4. In 1618, according to the Ironmongers, a cannon
fired off ‘almond comfetes [comfits]’ rather than shot (Robertson and
Gordon Collections 111, p. 97).

152 Drapers’ Bachelors Accounts, fol. 28. Exactly the same arrangement
took place in 1623.

153 See GH MS 34,048/8. The Merchant Taylors tended to use 120 ‘brasse
chambers’, each firing twice (the noise must have been deafening): see,
for instance, GH MS 30,048/9. The Goldsmiths’ Company, for one,
bought its own powder.

154 GH MS 34,1035, fol. 2. Numerous trumpeters were also required for
the Show.

155 In some royal progresses, in contrast, natural features were not availa-
ble, such as the entertainments held for Elizabeth in 1591 at Elvetham
where an artificial lake had to be dug for the occasion.

156 Robertson and Gordon, Collections 11, p. 70.

157 Ibid., p. 85.

158 GH MS 11,590, fol. 6r. In Zelauto Munday refers to ‘a Pageant’ as
well as ‘a number of strange deuices’ (sig. Eiir).

159 Robertson and Gordon Collections 111 p. 87.

160 Robin Hood, Friar Tuck and ‘his other braue Huntes-men’, Munday
comments, were ‘at last’ able to address the Lord Mayor at the very

end of the day: their ‘dutie . . . the busie turmoile of the whole day
could not before affoord’ (sig. C1r). (Note that Munday’s remark is
retrospective.)

161 The function of the lengthy and almost incomprehensible account of
Pythagorean mathematics in his 1637 text remains obscure (Londini
speculum, sigs B4v—Clr). Heywood’s inveterate classicism can result
in unintentional bathos: in Poria pietatis the historical archive has
produced the snippet that in ‘Arabia [sheep] have tayles three Cubits
in length’ (sig. B1v).

162 Stow himself participated in mayoral pageantry for his Company,
the Merchant Taylors. He was in 1561 one of the eight Company
members appointed to ‘attend vpon the pageant to see that it be not
borne against penthouses & to attend vpon the children and theire
appell [sic] and to see it [the pageant] be safely sett vp within the hall
accordingly’; in 1568 he acted as a whiffler (Robertson and Gordon,
Collections 111, p. 41).

163 The Merchant Taylors’ accounts for 1601-3 show an annual pension
being paid to ‘John Stowe a brother of this company and a maker
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216 Watanabe-O’Kelly, ‘Early modern European festivals’, p. 23.

217 Smuts, ‘Public ceremony’, p. 67. I will return to this issue at greater
length in the next chapter.

218 “Introduction to Monuments of Honour’, p. 231.

219 Watt, Cheap Print, p. 330. As an illustration of her point, Munday’s
medieval-style ‘romances’, some of which were first published in the
1580s, were still being reprinted well into the 1660s.

220 In 1604, the Haberdashers record a payment of £5 to those who
‘served as greenemen with fireworks’ (GH MS 15,869, fol. 8r). The
terms ‘woodsmen’, ‘greenmen’ and ‘wildmen’ can be treated as syno-
nyms in this context. These characters persisted into the later seven-
teenth century: greenmen were still used to clear the route in 1686
(see Murdoch, ‘The Lord Mayor’s procession of 1686°, p. 210). I
have seen no reference in the context of mayoral Shows to the ‘morris
dancers’ who Munro claimed performed on the day, although they
were definitely employed for the Midsummer Watch (The Figure of
the Crowd, p. 52; see also Robertson and Gordon, Collections 111,
p. 17).

221 Machyn’s  Diary  (1554):  www.british-history.ac.uk/report.
aspx?compid=45514. ‘Wild men’ also featured in royal pageantry and
progresses.

222 Dekker is particularly likely to refer to aspects of the Shows in his
other works: for instance, the galley foist features in Westward hoe,
The honest whore Il and Match mee in London.

223 Rick Bowers notes that Dick Whittington (and his cat) feature for the
first time with the full famous and apocryphal story in two 1605 plays,
one of which is Eastward hoe (‘Dick Whittington’, p. 34); Whittington
was also the subject of a ballad produced in the same year.

224 In Brittannia’s honor Dekker praises ‘the workes, that for many
yeares, none haue been able to Match them for curiosity’; they are,
however, ‘not Vast, but Neate, and Comprehend as much Arte for
Architecture, as can be bestowed vpon such little Bodies’, and on that
basis he commends Garret and John Christmas (sig. C2v).

225 Perhaps he was aware of the deficiencies of this work, which is com-
prised in the main of unrelated and often rather banal emblems. For
instance, it’s not clear why he introduced the figure of the British Bard,
and the Show as a whole does have a rather tired feel to it compared
to some of his others. Given its date, it is possible that his edition of
Stow’s Suruay had taken up most of his time and energies.

226 The Ironmongers’ minutes say of this third pageant that it is ‘an
Antique pageant for pleasure’ (Robertson and Gordon, Collections 111,
p. 123).

227 Heywood’s Theatre, pp. 262-3.

228 Shirley himself was to collaborate only the following year over the
production of a masque with Rowland Bucket, a painter-stainer who
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a relatively expensive masquing suit provided for the King in 1634 (see
Ravelhofer, The Early Stuart Masque, p. 150). As one might expect,
given the nature of their trade, the Merchant Taylors’ accounts provide
more detail than is usually the case about how the coats and gowns
were actually manufactured. Taffeta sarsnett (‘a very fine and soft silk
material made both plain and twilled, in various colours’ (OED)) is one
of the fabrics most commonly used. In 1610 and 1612 the cost of the
‘azure’ fabric for ‘poore mens gownes and Coats’ came first in the list of
the Merchant Taylors’ expenditure (GH MS 34,048/10).

251 GH MS 15,869, fol. 26r.

252 GH MS 34,048/10. The Goldsmiths made similar arrangements for
the watermen (see Goldsmiths MSS vol. 14a, fol. 19r).

253 GH MS 30,708/6, fol. 361.

254 GH MS 16,967/4.

255 See Jansson and Rogozhin, England and the North, p. 164.

256 See Glover, A History of the Ironmmongers’ Company, p. 63. Tittler
comments that ‘observations of proper dress . . . seems [sic] to have
been expected of officials in the guildhall at all times, and, indeed,
often in the streets on daily business’ (Architecture and Power,
p. 107). Liveried Company members often attended funerals too;
indeed, with Company arms being displayed in the procession, ‘poor
men’ in attendance and dinners being held at Company halls after the
events (as well as the short timescale for organisation), funerals bore
many resemblances to civic pageantry (see Harding, The Dead and the
Living, pp. 241-4 and 248, and for John Leman’s funeral in 1632,
pp. 251-2). Michael Neill writes that ‘funeral “shewes” belonged to
precisely the same order of pageantry as coronations, royal weddings,
entries, and progresses — all were forms of “Triumph™” (‘Exeunt with
a dead march’, p. 154).

257 CSP Venetian, vol. XV, p. 61. One of the texts produced to mark
Christian IV’s visit to London in 1606 devotes almost two pages to
detailing the garments worn by both the performers and the proces-
sion of dignitaries (The king of Denmarkes welcome, pp. 4-5).

258 ‘Journey through England’, p. 252.

259 Hic mulier, sig. Clr. Similarly, Prynne’s Histrio-mastix mentions
‘pageants’ as one of many ‘reliques of Paganisme’ to be avoided by
Christians (sig. D3r), and he repeatedly cites pageants alongside stage-
plays, ‘enterludes’ and similar abominations: ‘how many men are
vainely occupied for sundry dayes (yea sometimes yeeres) together’,
he asks, ‘in making theatricall Pageants, Apparitions, Attires, Visars,
Garments, with such-like Stage-appurtenances, for the more commodi-
ous pompous acting and adorning of these vaine-glorious Enterludes?’
(sig. Rrlr-v).

260 Sutton, ‘Civic livery’, p. 21. She focuses on the role of the Lord
Mayor’s sword-bearer, who marched at the front of the procession to
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The kind of immediate political contingencies cited by Smuts as
reasons for the appearance in print of the more infrequent monar-
chical entries, progresses and other entertainments from the 1570s
onwards cannot really apply to the Lord Mayor’s Show, so we must
seek other explanations as to why Peele’s Deuice of the pageant was
published in 1585 and why it was succeeded by others.?> Manley
suggests that the recourse to print came on the back of ‘an appar-
ent heightening of tensions between the City and both Crown and
Parliament’ in the 1580s, in the face of which it was considered
necessary to encapsulate these moments of civic celebration in more
permanent form. The ensuing texts can be seen as part of a wider
‘ceremonial consciousness’ and ‘civic assertiveness’, in Manley’s
useful phrases, also exemplified by works like the Apologie of the
Cittie of London, produced the year before Peele’s 1585 text.?? It
is certainly the case that the publication of Peele’s 1585 Show was
considered a significant enough moment for the text to be tran-
scribed in its entirety — even down to the slightly amended authorial
citation ‘Done by George Peele, M. A. in Oxford’ - in Strype’s 1720
edition of Stow’s Survey.?* In the latter, Peele’s text appears in a
list of mayors and sheriffs under Lord Mayor Dixie’s coat of arms;
the only overt explanation for its inclusion is the marginal note
‘A Speech at this Ld. Maior’s Show’ underneath Strype’s initials,
to show that this was an addition to the preceding editions of this
work. Strype’s inclusion of Peele’s text clearly indicated an interest
in these works on the former’s part which has received surprisingly
little commentary, for the transcription of the 1585 text does not
stand alone but is followed by regular, although not comprehensive
references to later Shows, beginning at 1611. Strype must have had
Munday’s 1611 text to hand — as he must have had Peele’s — for he
paraphrases its title page quite closely:

Chruso-Thriambos. The Triumphs of Gold. Being a Description of
the Shows at the Inauguration of this Maior, James Pemberton, Knt.
at the Charge of the Goldsmiths. Devised and written by Anthony
Munday, Citizen and Draper of London. Imprinted at London by
William Jaggard, Printer to the Honourable City of London, 1611.%

Strype goes on to cite Munday’s Chrysanaleia and Heywood’s texts
for 1631, 1632 and 1633 in the same manner.?®

As far as the purpose of these works is concerned, unlike with
plays and their repeated performances, printed texts of occasional
events like a Lord Mayor’s Show had no further practical function
once the day was past. Indeed, a large number of the Show texts





















m’ Amh oot

17 The pageant of Walworth’s bower/tomb from Chrysanaleia
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risse from the same & made a speech to the Lord Maior & so ridd
on horsebacke for that day’.”® The ‘conceit’ of this pageant was
indeed probably impossible to realise in a drawing, for Walworth is
described first as ‘a Marble Statue’ who then rises and takes horse
(sig. B3r). Furthermore, a degree of artistic licence is in evidence.
The pageant chariot of Richard II in the printed text, for example,
is described as having wheels by means of which it was moved
around, but in the drawing the pageant in its entirety (including the
wheels) is shown fixed to a block, with chains suggesting the edifice
was drawn along in some unspecified fashion, making the wheels
redundant (see Figure 9). As depicted, it is hard to see how the
pageant could have been transported, and the presence of a similar
block structure on some of the other images suggests that these were
drawn for display rather than practical purposes.

It is equally unclear who produced these images and wrote the
notes on them. The captions do not seem to be in Munday’s hand,
nor are they in the hand of the Fishmongers’ clerk who wrote the
Court minutes for 1616. It is possible that they were drawn by ‘Mr
Colle a Carver or graver’, whose name appears (albeit in a different
hand) on the Walworth bower image, as it seems logical that the
artisan who made the pageants would have been best placed to draw
them. If this was the case, they could conceivably have been based
on working drawings for the pageants, to accompany the writer’s
and artificer’s ‘plot’, perhaps with written annotations added with
a view to posterity. This is not conclusive, however, for the images
also include members of the procession on horseback dressed in the
usual attire and it would seem unnecessary for those bidding for the
commission to illustrate an aspect of the event which would have
been the same as always. As with the use of the past tense, the whole
purpose of the illustrations may have been commemorative and
their origin retrospective. Perhaps it is understandable that Nichols
does not speculate about the timing and function of the images.

‘Fauourable conceit, must needs supply the defect of impossible
performance’: text and event

A fundamental question I will now address is the nature of the
relationship between the printed text and the event it sought to
represent. Palmer reminds us that such a relationship was not
necessarily straightforward: ‘the pageant experience is typically
converted into an authorised text that claims to simply report
the entertainment. In making such a claim, these texts mystify
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their own part in a secondary shaping of everyone and everything
included in the original performance’. As he notes, ‘scholarship has
yet to recognise these kinds of secondary shapings’.” Furthermore,
as well as being distinct from the performance, as time progressed
the printed texts became much more than simply a reproduction
of the speeches given on the day. These texts are therefore in the
main a complex hybrid of description and interpretation. They
are, Hentschell writes, ‘self-consciously textual’, bearing elements
such as dedications, prefatory matter, printer’s details and so on,
all of which she usefully describes as ‘extra-theatrical, giving the
reader more and new information than would have been allowed
the spectator’.'% Middleton’s Tryumphs of honor and industry is a
case in point: unless the printed text did function as a programme,
the translations provided in the printed text of the speeches given
on the day in French and Spanish are unlikely to have been available
to the audience on the day; hence, perhaps, Middleton’s statement
that only ‘a small number’ of those present would have understood
them (sig. B2r).

The discrepancies between text and performance were not always
as well disguised as one might assume. The authors of a number of
the printed Shows are surprisingly frank about the logistical and
other problems that may have affected their ability to present the
entertainment as it had originally been planned. Bergeron offers
a neat conceptualisation of the dialectic between text and event,
arguing that

as the book seeks to ‘fix’ the event . . . it apparently liberates the
dramatist to create materials not represented in the street entertain-
ment . . . [T]hrough this gap he moves with digressions, descriptions
and discourses on sometimes arcane topics. That gap may also consist
of ellipses — omitted details of the dramatic event. We therefore come
to experience the pageant . . . texts as events themselves, resembling
but differing from the show.!%!

Even Stephen Harrison’s printed illustrations of the arches he created
for James’s coronation entry, which one might assume would be
accurate representations, do not provide identical details to the
written descriptions given by Jonson, Dekker and Middleton.!'??
Gasper has noted that Dekker, in particular, chooses to record ‘not
what the King saw and heard, but what Thomas Dekker thought
the King ought to have seen and heard’.'® These texts had their
own agendas, and faithful representation of what happened on
the day was not necessarily chief among them. After all, it was not
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until the seventeenth century that the printed texts attempted to do
more than simply publish the speeches. Watanabe-O’Kelly asserts
that ‘the official account [of a festivity] sets down and explicates
the political programme of the festival as depicted in the official
iconography of that festival’.!®* As a result, we should be cautious
about how much we credit their representations, for, as she states,
such texts tend to ‘narrate what the organisers hoped would happen
rather than what did happen’.'® These texts are, crucially, fash-
ioned and authored, and some, as we will see, are noticeably self-
conscious about their literariness: as Bergeron has argued, ‘textual
performance here fantasises theatrical performance’.' Johnson has
pointed out that the texts sometimes ‘read much more like the script
of a contemporary play than the account of public experience’.!?”
The regular commissioning of playwrights to produce these texts
was only ever going to enhance this aspect of them.

Probably the most extreme example of a disparity between the
printed text and Show itself occurred in 1605, where the Show
was brought to an untimely end by very inclement weather and
then repeated a few days later on All Saints’ Day. Indeed, given
the timing of the Shows in late October it is quite remarkable that
this seems to be the only year when the weather was so bad that
the event had to be completely called off, although there are other
occasions — 1612, for example, where high winds nearly ruined the
water show — when the festivities were to some extent curtailed.!?8
The expense and, of course, the underlying importance of the event
was such that in most cases those concerned tried to soldier on. The
1605 Show, however, was restaged in its entirety: even the sword-
players were re-employed. Munday’s text, however, gives no sign of
this eventuality (perhaps it was printed before 29 October), and if
it were not for the Merchant Taylors’ accounts recording the loss of
the ‘great coste . . . bestowed upon their Pageant and other shewes’
and the additional expenses of ‘repairing’ the ‘shewes’ so that they
could be replayed, one would not know that this had taken place.!?
The case of the 1605 Show, together with other more trivial
instances, demonstrates that more uncertainties are introduced if
one accepts that the relationship between the event and the printed
text is contingent rather than straightforward.

As we have seen in relation to so many facets of the Shows,
practice varied. Some, although not many, printed texts made
explicit claims to represent the day’s events both fully and faith-
fully. Troia-Noua triumphans states on its title page that ‘All the
Showes, Pageants, Chariots of Triumph, with other Deuices, (both
























256 Pageantry and power

or ducal triumphs. However, it is important to remember that one
is not necessarily comparing like with like: as Watanabe-O’Kelly
says, ‘which form a festival book takes is largely determined by the
traditions of the court or civic or religious body which commissions
it’.132 One major disparity is that instead of being produced in rela-
tively large numbers by professional printers, as in London, those
works produced on the continent, in Watanabe-O’Kelly’s words,
‘were often customised for particular patrons by being printed
on vellum, hand-coloured or illuminated, so that the line between
mass-produced publication and one-off art object can become
blurred’.!’3

Evidence of who owned the printed Shows once they had been
distributed is, unfortunately, scant, partly because the rate of attri-
tion of the printed texts was considerable (for instance, of the 500
copies of The sunne in Aries only two have survived, which is not
atypical). Book collectors within whose collections mayoral Shows
reside include Robert Burton, Brian Twyne, Anthony Wood and
Humphrey Dyson.'* For the most part, these were scholarly men
with no apparent London links and their copies were probably
gained some time after the actual Show took place. Only Dyson
was an immediate contemporary, and he was also the only one with
significant civic connections.!> He signed the title page of a copy
of Brittannia’s honor which is now bound into a larger volume of
related works. Dyson was a citizen of London (a member of the
Wax Chandlers’ Company), which might in itself be sufficient cause
for ownership of at least one of these texts. His co-editorship of
the 1633 edition of Stow’s Suruey (along with Munday and others)
also demonstrates his orientation towards the civic domain, not
least because Munday, Dyson’s main collaborator and the preced-
ing continuer of Stow’s work, had himself been one of the most
successful pageant-writers of the past three decades. Indeed, it is
quite likely that Dyson and Munday were already working on their
massive expansion of the Suruey when Dekker’s 1628 Show took
place; Dyson may even have somehow got hold of a copy of the
printed text as part of his researches.

Moreover, what is common to all the surviving copies of mayoral
Shows is that, where they exist at all, contemporary marginalia only
very rarely extend past the title page of the text; even there hand-
written annotation tends to be solely owners’ or readers’ names.
One is drawn to the conclusion that it was generally considered
more important to own a copy of one of these works than to read
it, or at least to read it more than once, quite probably because the






258 Pageantry and power

Given that the usual assumption is that civic dignitaries were the
initial recipients of these works, another, rather surprising aspect
of the ownership history of these texts is their extreme scarcity in
Company Halls. There seems to have been little or no incentive
for the livery companies to keep copies of the printed Shows. Even
the single copy of Metropolis coronata owned by the Drapers —
the only contemporary printed Show I have been able to locate
in a Company Hall — was probably bought by the Company a
considerable time after 1615.1%° The Fishmongers’ Company does
have a copy of the lavish 1844 edition of Chrysanaleia, which was
produced on its behalf, but this is an exception. The general view
amongst livery company archivists is that such ephemeral texts
were not at all prized by the Companies; most of the Companies
had very little interest in ‘literature’ generally, even when they had
paid for the printing of the works themselves. If this is the case,
it, in this context, disproves Heywood’s claim in 1631 that the
Companies ‘neglect not the studdy of arts, and practice of literature’
(Londons ius honorarium, sig. C3v).

In contrast, as one would expect, the texts themselves foreground
the livery companies in various ways. Monuments of Honor is
the first printed Show to use the Company’s arms. After 1624 it
became common practice to display the arms of the livery company
to which the Lord Mayor belonged on the title page of the printed
work. This practice, it seems to me, may be connected to the defiant
claims one finds within these texts too about the importance of the
livery companies in the later Jacobean period and onwards, a topic
which will explored in the next chapter.!®!

Notes

I am particularly indebted to Ian Gadd and Richard Rowland for their
comments and advice on this chapter.

1 Michael Burden’s discussion of the post-Restoration Shows is an
exception in this respect (see ‘““For the lustre of the subject™).

2 ‘Occasional events’, p. 180; my emphasis. As Watanabe-O’Kelly has
cogently argued in relation to continental triumphs, ‘festival books are
. .. not simple records of a festival, but another element in it’ (‘Early
modern European festivals’, p. 23).

3 ‘King James’s civic pageant’, p. 230; ‘Making meaning’, p. 63.

4 There were between twenty-one and twenty-four printing houses in
London in this period, and not all of them were prepared to print any
text at all, although the Lord Mayor’s Show is unlikely to have been
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Luster of 1679, with its conventional ‘All set forth at the proper Cost
and Charges of the Worshipful Company of Drapers’, and so on.

16 GH MS 11,590, fol. 21; Middleton, The triumphs of honor and
vertue, sig. Blv.

17 GH MS 11,590, fol. 14.

18 Drapers’ Bachelors Accounts, fols 86 and 99.

19 Ibid., fol. 86. For some reason the name of the printer and the number
of extra copies is left blank in the 1638 accounts (perhaps such details
were uncertain until a very late stage); Okes is named the following
year, when an additional 300 copies were ordered.

20 The earliest surviving printed and illustrated text of a European royal
entertainment — in this case, an entry into Bruges — was published in
Paris in 1515 (see Kipling, ‘The King’s Advent Transformed’, pp. 92
and 121 n. 4). Prior to that, manuscript accounts of fifteenth-century
London pageantry were sometimes compiled (see Barron, ‘Pageantry
on London Bridge’, p. 93). Comparative analysis of ‘festival books’ as
a genre has been hugely aided by the British Library’s online collection
(which does not include mayoral Shows, however): www.bl.uk/treas-
ures/festivalbooks/homepage.html.

21 Smuts is unusual in the way he foregrounds the issue, asking ‘why
did certain ephemeral events — but not others — acquire a second life
through the relatively durable medium of print?’ (‘Occasional events’,
p. 183). His focus, however, is exclusively on the royal entry and
progress rather than the Lord Mayor’s Show.

22 See ibid., pp. 188-94.

23 Literature and Culture, pp. 268-9.

24 Stow ed. Strype, A Survey of the Cities of London and Westminster,
vol. II, pp. 136-7.

25 Ibid., p. 140. There isn’t a single volume which includes copies of all
five of these Shows (the Huntington Library holds them all but the prov-
enance varies), so Strype may have referred simply to those individual
copies then available to him, or to a volume that has been broken up.

26 He also, more briefly, mentions the titles and authors of the Shows for
1672,1673, 1677, 1680, 1681 and 1685.

27 One should not understate the commercial imperatives for some of
these works: as Hunt points out, Mulcaster’s account of Elizabeth’s
coronation was explicitly published to be sold (The Drama of
Coronation, pp. 159-60).

28 The Golden Age, p. 3.

29 GH MS 34,048/9.

30 Textual Patronage, p. 49.

31 “The masque in/as print’, p. 177.

32 Guilds, Society, p. 45. Blayney asserts that to make a profit on a
play-text a publisher would have to sell ‘about half the edition’ (“The
publication of playbooks’, p. 389).
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printed books (‘“Topographic nostalgia’, pp. 101 and 107). The use of
black letter in playbooks after 1609 was extremely low at less than 7
per cent (ibid., p. 114), which points up the exceptionality of Sidero-
Thriambos in this regard.

140 ‘The publication of playbooks’, pp. 414-15.

141 “Vile arts’, p. 99.

142 1bid., p. 109 n. 45. The list of Shows in this article is incomplete,
however (a third of them are missing), and so their figure of 91 per
cent for authorial attribution — and indeed their other statistics about
the Shows — should be treated with caution.

143 Ibid., p. 99.

144 1bid. Heywood’s use of Latin is ascribed by Farmer and Lesser to his
attempts in the 1630s ‘to put together a collection of his dramatic
works’, Latin being part of a strategy ‘to develop literary authority’
(p. 101).

145 Such mottoes were traditionally used in royal and continental tri-
umphs too. Interestingly, Munday, who had two authorial tags for
many of his other works, did not use Latin on his Shows (see my
Anthony Munday, pp. 49 and 52).

146 Robertson and Gordon, Collections 1lI, p. xxxiii n. 3. See Kipling,
‘The King’s advent transformed’, p. 111, for an example of such a
complex engraved printed illustration, in this case from a royal entry
that took place in Antwerp in 1582. In some cases, he adds, texts of
royal entries circulated in ‘de luxe, hand-coloured versions’ (ibid.,
p. 122 1. 9).

147 “The ages of man’, p. 87.

148 Reproduced in Greg, Bibliography, vol. 1, plate XXXI. Harrison’s text
is also in folio, unlike the usual quarto format of mayoral Shows.

149 “The publication of playbooks’, p. 406. Settle’s 1698 Show, Glory’s
Resurrection, has four lavish plates to accompany the text. To demon-
strate the continental mode, a Venetian text printed in 1591, Funerali
antichi di diversi Popoli et Nationi, has twenty-three plates and a
frontispiece (see Society of Antiquaries, A Catalogue, p. 6).

150 This text Goldring calls ‘unprecedented . . . [as] nothing like it had
been published in England’ (“The funeral of Sir Philip Sidney’, p. 210).

151 “The book of the play’, p. 28.

152 ‘Early modern European festivals’, p. 22.

153 Ibid.

154 Anthony Wood had a collection of programmes for Encaenia and
determination ceremonies at Oxford University, where he often wrote
his impressions of the music and speeches that took place at these
events (see Kiessling, The Library of Anthony Wood, p. xxx).

155 The sole surviving copy of Munday’s Chruso-thriambos (STC 182635-5)
is part of the Puckering bequest in Trinity College, Cambridge. It is
just possible that this copy’s provenance can be traced back through
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the Puckering family to its date of publication. There is a strong likeli-
hood that members of the royal family attended the Lord Mayor’s
Show in 1611, and, given the connection between the royal household
and Thomas Puckering, it seems to me at least possible that this copy
was actually given to a member of the royal party (perhaps Puckering
himself) on the day of the Show. Unfortunately, despite the expert
assistance of David McKitterick, I have not been able to authenticate
this possibility.

156 I am grateful to Maureen Bell for her elucidation of this point.

157 Hardin, ‘Spectacular Constructions’, p. 17.

158 Christiana, a daughter of Richard Gresham (Lord Mayor in 1537)
and sister of Thomas Gresham (the founder of the Royal Exchange)
married Sir John Thynne in the sixteenth century (see Blanchard,
Oxford DNB, ‘Gresham, Sir Richard’).

159 There are also some marginalia inside the Bodleian’s unique copy of
Peele’s 1585 Show; unfortunately, most of them have been covered
over by the binding with the result that they are barely legible.

160 The ESTC omits this copy. I am grateful to Penny Fussell for her
advice on this work.

161 The first post-Civil War printed mayoral Show, Londons triumph
(usually ascribed to John Bulteel) bears the coat of arms of the City
Corporation on its title page, rather than the arms of the relevant
livery company.
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be drawing attention to a period within those ‘former times” when
‘affection’ towards the City was lacking. It is in the preface that the
majority of these encoded comments occur, interestingly: perhaps
with a more select civic readership any criticism of the monarch
could be safely made more tangible than in the public speeches.?
In the latter, Middleton contents himself with the more vague
statement that in recent times ‘Delight, / Triumph and Pompe had
almost lost their right’ (sig. A4v). The blame for this state of affairs
is left unspecified. Indeed, although dutiful acknowledgement is
made in the Show’s speeches of the loyalty due to the monarch from
both mayor and people, ultimately the burden of the text is that the
king may be the head of the body politic but the City is the heart.
Middleton calls it ‘the Fountayne of the bodies heate: / The first
thing [that] receiues life [and] the last that dyes’ (sig. B2v).

Middleton’s emphasis on the importance of the City to the health
of the country as a whole is a common, if carefully negotiated, theme
in mayoral inaugurations. Recorder Finch claimed in his Exchequer
speech in 1623 that the City is ‘the center in which all the lines
of the kingdome meete’.2® Dekker uses another kind of metaphor
in Brittannia’s honor to encompass the idea: for him, London is
‘the Master-Wheele of the whole Kingdome: [and] as that moues,
so the maine Engine works’. As if the notion is not clear enough,
he supplements yet another representation of it, whereby ‘London
is Admirall ouer the Nauy royall of Cities: And as she sayles, the
whole Fleete of them keepe their course’ (sig. A3v). In Himatia-
Poleos Munday takes London’s primacy further still, and has Fitz-
Alwin, the first mayor, explain that his role came into existence to
make up for shortcomings in the system of sole sovereign power
that preceded it. In earlier times, Fitz-Alwin says, ‘men thought fit /
In the Kings iudgement Courts to sit’. Contention over this arrange-
ment (about which Munday is unhelpfully if perhaps understand-
ably vague) resulted in chaos: ‘wrongs vnredrest, offences flowing,
/ Garboyles & grudges each where growing’. To ensure consistent
and peaceful government, therefore, monarchical authority had
to be supplemented: ‘so would he [the King] plant a deputie, / To
figure his authority, / In the true forme of Monarchie’ (sig. Cl1v).
The message is clear: the security of the state requires both sover-
eign and Lord Mayor. In Metropolis coronata (as 1 have discussed
at greater length elsewhere), the Lord Mayor’s stature almost dis-
places that of the monarch. Jolles is likened to ‘an immortall Deitie’
who is ‘this day solemnely married to Londons supreame Dignitie’;
the Show itself is akin to ‘a Royall Maske’ (sig. B4v).



Political and contemporary contexts 279

The Shows can therefore be seen to represent the monarchy and
its relationship with the City in a way that was receptive to chang-
ing times. Peele, with his court connections, and writing at a time
before the printed mayoral Show had become an established genre
with its own specifically metropolitan values, made much of ‘our
faire Eliza’, the ‘peerless Queene’, in Descensus astraeae, the very
title of which aligns the Show with one of Elizabeth’s favoured
personae (sigs A2v—A3r). When compared to the work of his suc-
cessors, Peele’s integration of the Queen into his mayoral Show
illustrates Perry’s argument that ‘King James’s departure from
Elizabeth’s civic persona released London from the affective bond
of . . . mutual obligations . . . [resulting in] alterations in the civic
self-fashioning of the first decade of his reign’.?” Thus for the later
pageant writers the figure of ‘Fame’, although repeatedly associated
with Queen Elizabeth throughout her reign, was not an exclusively
monarchical image but one which could readily be borrowed to
praise the City and its mayors. Some years later, Munday may
have made a rather compromised attempt to genuflect to the new
sovereign in The triumphes of re-united Britania but this was not
the mayoral Shows’ usual mode.?® In their treatment of the Crown,
the Shows can be seen to express a potentially critical response to
James’s much-cited lack of interest in public display in civic forums.
As we have seen, Middleton was particularly likely to accentuate
the Lord Mayor’s status as the royal ‘substitute’. For Middleton, the
glory tends to reflect back on the monarch from the Lord Mayor,
not vice versa. Thus, he cannot resist commenting in The triumphs
of loue and antiquity that for a member of the monarchy to pay
their debts to ‘Merchants’ — in this case, ‘Philip [sic]’, Edward III’s
queen — is an act ‘rare in these dayes’ (sig. C2r; my empbhasis).
Middleton foregrounds royalty only in his final Show, The triumphs
of health and prosperity, and even there, as I have argued above, he
does so to critique rather than praise. As Manley comments, Taylor
presents a ‘wonderfully ambiguous’ take on the king’s power vis-a-
vis that of his ‘substitute’:

For no Kings Deputy, or Magistrate
Is with such pompous state inaugurate,
As Londons Mayor is, which most plainly showes
The Kings illustrious greatnesse whence it flowes.?’
(The triumphs of fame and honour, sig. A3v)

The circularity of Taylor’s argument in these lines is reminiscent
of that put forward in the Recorder of London’s speech at the
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Exchequer in 1624. On this occasion Finch stated that “tis for the
honor of the kinge that he be honoured whome the kinge honored’:
although he hastily explained that he was not saying that the
king was not supreme, whose the real ‘honor’ was remains highly
ambiguous.’® Heywood too could sometimes be quite bold in his
defence of the City’s primacy versus that of other cities, notably
Westminster. In Porta pietatis he writes that although London and
Westminster are “Twin-sister-Cities’, ‘London may be presum’d to
be the elder, and more excellent in Birth, Meanes, and Issue; in the
first for her Antiquity, in the second for her Ability, in the third, for
her numerous Progeny’ (sig. A3r—v).3!

Such a defence of London’s supremacy took place within the
context of a debate about its boundaries and its freedoms which
accelerated through the seventeenth century. As is often noted,
concerns about civic governmental and livery company jurisdiction
in the face of the expansion of the city into the suburbs increased
into the seventeenth century to become, in Harding’s words, ‘one
of the important and enduring characteristics of early modern
London’.3? Whether or not these concerns were entirely justified or
were shaped partly for rhetorical purposes, as Griffiths has recently
proposed, it is still the case that there was undeniably a perception
that the City was under threat from various quarters.’? Following
the model established in the early years of King James’s reign, when
in 1607 he issued new charters to some livery companies as part
of his move to bring them more under his purview, the London
suburbs were incorporated by the Crown in 1636, an act that
implicitly endangered the City’s monopoly over legitimate trade
within its boundaries.’* With this ‘New Incorporation’, Hardin
writes, ‘the line separating sanctioned from unsanctioned com-
mercial activity disappeared, rendering the original corporation no
longer unique’.?’ The effective result was that the City now had a
rival. In response to challenges of this kind, and to the growth of
unregulated trade in the suburbs, the City made efforts in the 1630s
to reinforce its boundaries by, for instance, rebuilding the Gate at
Temple Bar and, later, in 1640, setting up an iron chain between
the City limits and Middlesex.>® Concurrently, City oligarchs were
ordering more scrutiny of the City wall and its gates and ditches.
Despite all this — or perhaps due to all this — as Harding states, ‘the
sense of the boundary was weakening’.3”

The Shows’ response to these infringements and challenges
varied. For one thing, the suburbs were invariably edited out of the
‘London’ represented in the pageantry: as Griffiths argues, ‘there
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was no wish to celebrate larger metropolitan identities incorporat-
ing the ribbon-developments that sapped specific senses of civic
identity’.3® Relatedly, one sees a defiant stress on the full, extended
limits of mayoral authority, especially in the Shows of the 1620s
and 1630s. Here the river Thames is often used as a metonym
for the extent of the civic realm. Thamesis’s statement in Londini
emporia that Ralph Freeman is the ‘great Lord in cheife’ ‘up [river]
to Stanes and downe as farre as Lee’ (sigs A4v—B1r) echoes Dekker’s
more explicit treatment of the same theme a few years earlier.? The
latter writes that ‘the extention of a Lord Maiors power, is euery
yeare to bee seene both by Land and Water: Downe as low as Lee in
Essex: [and] vp as high as Stanes in Middlesex’ (Brittannia’s honor,
sig. A3v). Heywood’s Londini speculum, which took place the year
after Charles I’s ‘New Incorporation’, also addresses the changing
political and economic landscape of London and, in particular, the
Crown’s recent innovation, which he mentions towards the very
end of the Show. Unavoidably perhaps, Heywood engages with
the New Incorporation directly, using a maternal image to explain
its genesis and to present the newcomer as the progeny of the
original City. His imagery, however, is not without implied tension.
London, he writes, ‘in her age grew pregnant [and was| brought a
bed / Of a New Towne’. Although this infant allegedly adds ‘to her
more grace’, it is still described as a ‘burthen’ (sig. C4r). Hardin
asserts that the arrival of the ‘New Towne’ is ‘recast as a natural
process’, thus dispelling any sense of danger or threat to the City,
but I would argue that the force of the word ‘burthen’ is not so
easily discounted; in addition, the phrase ‘to her more grace’ is held
in abeyance by parentheses.*

Towards the end of this period, as the political temperature in
London rose still higher, the mayoral Shows were constrained in
their entirety. In 1640 the Royalist Sir William Acton, a Merchant
Taylor, was initially elected as Lord Mayor. He was, however, sub-
sequently discharged from the offices of Lord Mayor and Alderman
by the Commons (he was later imprisoned by Parliament in 1642),
and was succeeded as Lord Mayor by Edmund Wright, a Grocer.
The Merchant Taylors made no entries in their minute books or
accounts of anything associated with Acton’s putative mayoralty.*!
Acton is also omitted by John Tatham from the list of previous
Merchant Taylor mayors that he provided in his 1660 Show.*
The Grocers did treat Wright’s nomination more conventionally,
although it was certainly not accompanied by anything like the
usual fanfare (the total expenditure was some £200 less than the
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Grocers paid out in 1622).* They also, perhaps understandably,
made no reference to Wright being a replacement for Acton when
they set up their usual arrangements in early October. Members of
the livery were thereafter assessed for their contributions, barges
were rowed up and down river, the procession evidently took
place with torches, whifflers, trumpeters, banners and so on, and
the event was concluded with a dinner — what was missing was
the pageantry. The Company decided in May to forgo its usual
anniversary dinner owing to ‘the inconveniences and unfitnes of
the times for publike feasting’, so it may be that the same rationale
came into play in respect of Lord Mayor’s Day, although it still held
the feast on that occasion, albeit a ‘moderate’ one.** As far as the
pageantry is concerned, the Grocers baldly stated that ‘their [sic] is
noe publike show eyther with Pageats [sic] or uppon the water’ (the
livery paid a reduced subscription as a result of the lesser expendi-
ture) but refrained from saying why.*

Nevertheless, although they seem to have been relatively under-
stated when compared to previous years, in the same way as the
theatre managed to continue in a much reduced form after 1642,
civic festivities did not come to a total halt in the 1640s. Indeed,
turning the usual convention of entertaining the monarch on its
head, there was a ‘great and generous welcome’ given to members
of Parliament at Grocers’ Hall in January 1641.*¢ As far as civic
posts were concerned, the Grocers in the usual fashion conferred a
benevolence upon a Sheriff elect for the beautifying of his house and
the ordering of plate for a feast in October 1642, when one might
have expected them to have other things on their minds — or maybe
that was the point of continuing in the traditional manner. In
October 1645 the livery members of the Painter-Stainers ‘still met
at the Hall in their gowns, the Assistants wearing their distinctive
badges, and past Masters their foynes’.*” Equally, Lord Mayor’s
Day still took place throughout the Commonwealth period, though
there is little evidence from Company records that it was accom-
panied by much in the way of entertainment. In 1654 the Grocers
ordered that their barge be repaired and trimmed ‘as also trumpetes
and others to bee agreed with by Mr Wardens as formerly’, indicat-
ing that the procession still went down river to Westminster as it
had done since time immemorial.*8

In the context of a very charged political atmosphere Heywood’s
1639 Show, the last Show with any pageantry before the first civil
war broke out, is entitled (quite deliberately ironically, it seems, or
in Rowland’s terms, ‘wistfully’) Londini status pacatus; or, Londons
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peaceable estate. The Show was written to celebrate the inaugura-
tion of the royalist mayor Henry Garway, a Draper, and Heywood
takes care to negotiate the pressing issues of the moment.*
Rowland rightly calls Heywood’s treatment of civil war ‘visceral
and intense’.*” From the outset this text demonstrates an awareness
of its dangerous times: for one thing, Heywood specifically and
perhaps optimistically praises the new Lord Mayor’s qualities as a
peace-maker. As with Munday’s 1618 Show, although on a much
larger scale, Heywood’s text deals explicitly with the calamity of
‘sedition, tumult, uproares and faction’. The fifth pageant is the
central one, sharing its name with the text itself. Here are displayed
‘a Company of Artillery men compleatly armed, to express Warre’.
In the preamble to the description of the show Heywood states
specifically that ‘Domesticke War is the over-throw and ruine of all
Estates and Monarchies . . . most execrable, begetting contempt of
God, corruption of manners, and disobedience to Magistrates’. He
goes on to argue that civil war is worse than foreign warfare, the
latter of which is, in comparison a ‘more gentle and generous con-
tention’ (sig. C2r—v). In any other moment we might expect to see
foreign warfare treated with anxiety — indeed, we see this in some
Shows from the previous decade — but for Heywood it is very much
the lesser of two evils. With some prescience he warns that

any War may be begun with great facility, but is ended with much
difficulty; neither is it in his power to end it, who begins it . . . &
therefore much safer and better is certaine peace, than hoped for
Victory: the first is in our Will, the latter in the Will of the Gods. (sig.
C2v)

‘Our neighbour Nations’ (one of which was Scotland), he states
later in the text, are already in the ‘throwes’ of war, and he issues a
plea that both gratitude and ‘Pious cares’ should strive to preserve
peace at home.

Indeed, Peace, the antithesis of war, comes in for considerably
more sustained attention than in any other Show of this period: it
becomes a central focus of the latter stages of Heywood’s text. The
embodiment of the City itself, the Genius of London, is given the
keynote speech in which these concerns are articulated. From the
vantage point of a moment where peace must have seemed more
and more endangered, Heywood produces what sounds with hind-
sight like a plaintive call for what he describes as ‘the Tranquillity,
and calme quiet of kingdomes, free from Section, tumult, uproares
and faction’. Peace, he continues, as if aware that it is a precarious
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quality in 1639, asks ‘no lesse wisedome to preserve it, then valour
to obtain it’ (sig. C2r). It is naivety, he argues, to consider War but
a ‘pleasant showe’ like the mayoral inauguration, for it is rather a
dreadful prospect to be avoided at all costs. Indeed, Heywood illus-
trates its horrors very vividly: ‘when slaughter strowes the crimson
plaine with Courses’ and ‘Massacre, (all quarter quite denying) /
Revells amidst the flying, crying, dying’, the reality of civil war will
strike home, but by then it might be too late. The lines invoking a
situation in which “The Harmlesse, armelesse; murder one another:
/ When in the husbands and sad Parents fight’ (sig. C3r) show strik-
ingly accurate foresight of how the widespread conflict to come was
to manifest itself.

The impassioned treatment of warfare here goes far beyond the
usual, brief invocation of such figures as Error and so on, who
were traditionally conjured up in order to be defeated by the new
Lord Mayor. For Heywood in 1639, writing during the Scottish
war, warfare — and specifically domestic warfare — merits more
prolonged attention, and he thus alludes to prior manifestations of
the conflict that was to result so soon in civil war across the whole
of Britain. He does so quite overtly, too. In the same work he has
the figure of Janus give the Lord Mayor a ‘golden key’ with which
to release certain political prisoners, ‘those Gaild / For Capitall
crimes’ (sig. B3r). Rowland argues that this recalls ‘the MPs who
were imprisoned after the king prorogued Parliament in 1629 [one
of whom] Sir John Eliot, had already died in the Tower’.>!

Heywood’s intervention apart, one cannot posit wholesale
antagonism from the Companies towards Charles and his policies,
however: for one thing, the political and religious affiliations of
the City oligarchs varied from hardline Calvinist to loyal royalist.
In addition, as Elizabeth Glover comments, during the troubled
1640s the Companies generally sought to stay on the safe side:
‘the official line will always have been cautious and conciliatory to
whichever side was in power’.5> Nevertheless, Clark understates the
significance of Heywood’s portrayal of civic strife, arguing that his
location of such upheaval in Germany rather than England — which
takes place via a marginal note ‘As lately in Germany’ — displaces
the contemporary urgency of the message of Heywood’s Show.*?
Rowland’s reading, in contrast, regards the citation of Germany as
a reminder of ‘the Caroline regime’s failure to relieve the torments
of protestants abroad’.’* Indeed, only a few years previously John
Taylor’s Show stated quite explicitly that ‘fire and sword doth
Germany molest’ (sig. A7v). Heywood’s is, after all, only a marginal
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note, and, even if it can be seen to act as a slight disclaimer, the
numerous witnesses of this Show, unlike its readers, would not have
known about it. In any case, and by any standards, the page after
page of overt concern about potential upheaval is too apparent to
be so dismissed. ‘Long may [peace] last’ is Heywood’s final word,
although he has conferred little confidence that his hopes would be
borne out (sig. C4r).

A military note is also struck in earlier mayoral Shows. The figure
of War speaks to Francis Jones in the 1620 Show, eventually yield-
ing to Peace, the subject of the title of the printed work. The advice
“Warre’ gives to the new Lord Mayor suggests that peace is not
guaranteed. Jones is told that he should ‘resolue of future hazards;
and prepare / Me such prouisions that if times should cease, / To
be vnto this land as now they are, / Warre might restore againe the
Palme to Peace’ (sig. C1v) ‘Warre’ ends the day by defending Jones’s
gates with ‘fire and sword’ (sig. C2r). ‘Future hazards’ are made to
sound inevitable. Although I am not arguing for a direct connection
(the text is not that specific), the background to the 1620 Show and
its preoccupation with peace was a conflict between the Protestant
Palatinate and Spain which made all-out war amongst the European
powers, including England, look more likely than it had done for
years.’> There was, after all, a real interest and religico-political
investment in England in the fortunes of Frederick of Bohemia, the
Elector Palatine, who had since 1613 been the King’s son-in-law,
and who was to become, along with his wife Elizabeth, James’s
daughter, the bearer of (ultimately thwarted) Protestant hopes
against Spanish hegemony on the continent.

The strains were perhaps already in the air, for in characteristic
style Middleton strikes a topical note in The triumphs of loue and
antiquity, staged the year before Jones’s inauguration. At this junc-
ture William Cockayne, that year’s Lord Mayor, was, as Middleton
notes, ‘Lord Generall of the Military Forces’. ‘Expectation’ implies
a dual celebration of both aspects of Cockayne’s importance, for

two Tryumphs must on this day dwell,
For Magistrate, one, and one for Coronell [Colonel],
Returne Lord Generall, that’s the Name of State
The Souldier giues thee; Peace, the Magistrate.
(sigs A3r and B1v)

The text highlights Cockayne’s military role throughout, stressing
that alongside the conventional procession of aldermen and sheriffs
one should not overlook
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the Noble paines and loues of the Heroyick Captaines of the Citty, &
Gentlemen of the Artillery Garden, making with two glorious Rankes
a manly and Maiestick passage for their Lord Generall, his Lordship,
through Guild-hall yard; and afterward their Loues to his Lordship
resounding in a second Noble Volley. (sig. C1v)

Manley too cites this text’s ‘topicality’, arguing that ‘the unusu-
ally heavy use [in this Show] . . . of the City Trained Bands, whose
Lord-General Cockayne became with his inauguration, may reflect
the City’s eagerness . . . to contribute to war with Spain’.’® In the
Honorable entertainments of 1621, also written for Cockayne,
Middleton once more refers to the Lord Mayor as the ‘L.[ord]
Generall of the Military forces’ (sig. B1r), a title which, Parr com-
ments, ‘inflates [Cockayne’s] authority over the city militia’.5”

By the mid-1630s, as we have already seen, warlike imagery
was both more widespread and had taken on a more urgent note.
As well as the negotiation of civil versus foreign war in Londini
status pacatus, there is ‘an Imperiall Fort . . . defenc’d with men
and officers’ in Londini speculum (sig. C2r). Perhaps with a recent
outbreak of unrest in Scotland in mind, Heywood is notably defen-
sive about why he has used such an image for his fourth show.
‘Nor is it compulsive’, he writes, ‘that here I should argue what a
Fort is, a Skonce, or a Citadell, nor what a Counterskarfe, or halfe
Moone, &c. is; nor what opposures or defences are: my purpose is
onely to expresse my selfe thus farre’. The ‘onely purpose’ of this
‘project’, he stresses, is to signify London’s status as ‘his Majesties
royall chamber’ (sig. C2r). Nevertheless, a certain nervousness
persists. He stipulates that what he writes about “Warre’ has in it
no ‘impropriety’ nor anything ‘that is dissonant from authority’,
and he then cuts short an explanation of the history of the goddess
of war, Bellona, with the interjection that ‘this Discourse may to
some appeare impertinent to the project in hand, and therefore
I thus proceed to her speech’ (sig. C2v). A similar image is given
more sustained treatment in Londini sinus salutis (1635), where
‘Bellipotent’ Mars is placed in ‘a Castle munified with sundry Peeces
of Ordnance; and Accomodated with all such Persons as are need-
full for the defence of such a Citadell’ (sig. A8v). Heywood is still
somewhat vague about Mars’s function here, though. Moreover,
the statement that Mars has witnessed ‘so many Sonnes of Mars . . .
In compleat Arms, Plum’d Casks [casques], and Ensigns spred’ does
not specify where such military figures have been seen. Heywood
does add that although London itself is currently ‘peacefull’, it
‘could to a Campe, it selfe change in an houre’, indicating that a
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military threat may not be all that remote (sig. A9r—v). It is possible,
therefore, that Dekker’s praise for England in Brittannia’s honor as
a beacon of peace in the context of a Europe that he describes as
‘Frighted with Vproares, Battailes, Massacres, / Famines, and all
that Hellish brood of warres’ is at that juncture more hopeful than
realistic. In the late 1620s it was becoming more difficult to sustain
the image of a ‘blessed Land . . . that seest fires kindling round,
and yet canst stand / Vnburnt for all their flames . . . When all thy
Neighbours shrike, none wound thy brest’ (sig. C2r). Warfare is
undeniably a present — and geographically close — reality for Dekker
here.’® The following year he cites more directly the foreign powers
with which England was intermittently in conflict in this period:
‘Horrid Sea-fights, Nauies ouerthrowne, /. . . The Dunkerks Hell, /
The Dutchmans Thunder, and the Spaniards Lightning’ (Londons
tempe, sig. A4v). His references to ‘Pyrates’ and ‘Dunkerk’ would
probably have been understood by the informed onlooker as allud-
ing to the problems English merchant ships had had on that score
for some years and which reached a height in 1628, the year of this
Show.*’

These later instances mark a substantial change from the well-
nigh bucolic city invoked by Peele back in 1585, where the most
common adjective used for London is ‘lovely’, where the Thames
is a ‘sweet and daintye Nymph’ within whose waters ‘leaping fishes
play’, and where ‘the Husbandman, / layes downe his sackes of
Corne at Londons feet’ (The deuice, sigs A2r—A3r). Peele’s text does
include a soldier, but his role is vaguely defined and quite passive
when compared to those invoked by Middleton and Heywood in
the Jacobean and Caroline periods. Later texts differ quite mark-
edly too from those produced by Munday in quieter times. In
Camp-bell Munday has St George rebut concerns about ‘inuading
Enuie, or homebred trecherie’ with a simple ‘So much for this’ (sig.
B3v). In the 1611 Show, Chruso-thriambos, Leofstane tells the
new Lord Mayor that he will be ruling in ‘sweeter singing times’
than ‘those dayes of disturbance and rough combustion’ that he
himself knew (sig. B2r). In Chrysanaleia Munday’s account of the
long-distant Peasants’ Revolt is positively dismissive of it: ‘leauing
the matter, a case of desperate Rebellion [and] the manner, a most
base and barbarous kinde of proceeding’, Munday focuses instead
on ‘that triumphant victorie’ within which Walworth played such
a notable role. Victory over the enemies of ‘King and State’ is the
keynote here, even though the depiction of Richard I has the ‘tri-
umphing Angell’ ‘hold[ing] his Crowne on fast, that neither forraine
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Hostilitie, nor home-bred Trecherie should euer more shake it’
(sig. B3v). In any case, “Treason and Mutinie’ are conspicuously
outnumbered by the combined forces of ‘Truth, Vertue, Honor,
Temperance, Fortitude, Zeale, Equity [and] Conscience’, backed
up by ‘lustice, Authority, Lawe, Vigilancy, Peace, Plentie and
Discipline’ (sigs B3v—B4r).

‘Of Trafficke and Commerce’: representing merchants and
merchandise in the Shows

As cultural forms very close to the changing realities for civic bodies
such as the livery companies, the Shows did engage with the eco-
nomic pressures on those who commissioned and paid for them.
For the companies, a major concern as the seventeenth century
wore on was their increasing failure to control economic activity
by ‘foreigners’, and their decreasing powers even over those who
had gained the freedom.®® In their transition from guild to livery
company these bodies had become more focused on merchandising
than on the production of commodities, and the members of the
oligarchy from which the Lord Mayors emanated were increasingly
turning to trade to maximise their income, by controlling where the
commodities were bought and sold as well as the manner in which
they were produced. For instance, about one-sixth of the livery of
the Drapers in this period were also members of trading companies
such as the Merchant Adventurers.®! These trends resulted in what
Hirschfeld calls a ‘bifurcation during the Elizabethan and Stuart
years between craft and mercantile interests’.*> The Merchant
Adventurers themselves in turn became more and more displaced by
newer bodies like the East India and Levant Companies. As we will
see further below, in their efforts accurately to represent and hence
celebrate the mercantile activities of the Lord Mayors, the pageant
poets perforce engaged with the shifts and tensions inherent in this
important transition.

As early as 1605 Munday emphasised the trading dimensions
of the companies. In The triumphs of re-united Britania Epimeleia
states that at the point at which the Merchant Taylors gained their
present name, in the reign of Henry VII, ‘they traded, as no men
did more, / With forren Realmes, by clothes and Merchandize, /
Returning hither other Countries store’ (sig. C3r). As this dem-
onstrates, despite the underlying tensions, mercantile values are
ostensibly represented in a positive light by the Shows wherever
feasible, creating what Manley calls ‘new rationales for the city
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of civic roles which must have come about because of the death or
desertion of the incumbents.

20 In 1609 the King apparently returned from hunt specifically ‘to dem-
onstrate his respect for the Lord Mayor’s Show’ (Wright, ‘Rival tradi-
tions’, p. 199).

21 Conversely, as Robertson and Gordon point out, in The triumphs
of truth ‘Middleton takes over a figure from the masque [Jonson’s
Hymenaei] and applies it to the uses of the citizens’ (Collections III,
p. x1). Court writers targeted civic pageantry on other occasions too,
such as William Hopkins (a friend of Davenant and Jonson), who
made sarcastic reference to ‘the learned layes / That make a din about
the streets’ (cited in Rowland, Heywood’s Theatre, p. 335).

22 Winter Fruit, p. 142.

23 Cited in Bergeron, ‘Venetian state papers’, p. 42. There’s a full account
of the delays to and subsequent cancellation of Charles’s abortive
royal entry in Middleton: The Collected Works, pp. 1898-1900. Ian
Gentles argues that Charles’s lack of interest in civic ceremony was
‘fatally to weaken royal charisma in such a way that the king was
unable to control London on the eve of, and during, the Civil War’
(‘Political funerals’, p. 206).

24 ‘Charles I’s royal entries’, p. 91. Brenner dates ‘the profound aliena-
tion of the [City] merchants from the Crown’ from the beginning of
Charles’s reign onwards (Merchants and Revolution, p. 218).

25 Since only the schematic ‘plot” was generally agreed to by the livery
company, it seems likely that the printed work gave the writer the
chance to add ‘unauthorised’ material, especially when the writer
often liaised with the printer directly.

26 BL Add. MS 18016, fol. 178v. In 1624 he pronounced that the
‘dignity’ of London was ‘above my power of expression’, and that
the City was not only the highest in the land but also above ‘most of
the cittyes of the world’ (fol. 184r).

27 The Making of Jacobean Culture, p. 190.

28 As Woolf notes, in early modern London, memories of monarchs
‘invariably revolve around something done by a king to or for London
and its citizens’ (The Social Circulation of the Past, p. 321; see also my
‘Monarchs and mayors’, pp. 22-4).

29 Literature and Culture, p. 284.

30 BL Add. MS 18016, fol. 186r.

31 See also Rowland, Heywood’s Theatre, pp. 343-4.

32 ‘City, capital, and metropolis’, p. 137.

33 See Lost Londons, pp. 8-11.

34 The building of the new Exchange outside of the City on the Strand in
1609 was also perceived as a rival to the Royal Exchange in the City.
For more on the varying responses to urban growth within the City
and the Crown, see Griffiths, Lost Londons, pp. 50-2.
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some price rises it is almost as if nothing had changed between the
1630s and 1660s. Randall argues that this ‘marked a calculated effort
[on the part of the City] to pull things together [and] to construct an
image of normalcy’ (Winter Fruit, p. 142). Englefield writes of the
Painter-Stainers that ‘the ordinary [Company] records . . . succeed
each other with astounding sang-froid at periods when the train bands
were marching out to meet the victorious Royalist Army, [or] when
the plague cart was making its ghastly round of the city streets’ (The
History of the Painter-Stainers Company, p. 91).

49 Heywood’s Theatre, p. 360. As Rowland points out, Garway had in
fact already been involved in impressing men to serve in the campaign
in Scotland. George Whitmore, for whom Heywood wrote the 1631
Show, was also a supporter of Charles I: when the first Civil War broke
out he was imprisoned by Parliament. Nicholas Rainton, in contrast,
Whitmore’s successor, was allied to the more radical elements in the City,
such as Isaac Pennington, and has been described as having ‘undoubted
puritan sympathies’ (see Brenner, Merchants and Revolution, p. 310).
Heywood tells Freeman, Rainton’s successor, that there is no ‘better
President to imitate then your Predecessor’ (Londini emporia, sig. A2v).

50 Heywood’s Theatre, p. 358.

51 Ibid, p. 351.

52 Glover, A History of the Ironmongers’ Company, p. 64.

53 Two Pageants, p. 10.

54 Heywood’s Theatre, p. 358.

55 ‘In August 1620 Spain’s Army of Flanders had invaded the Palatinate’
(Brenner, Merchants and Revolution, p. 248). Morris Abbot (to
become Lord Mayor in 1638) had apparently investigated the possibil-
ity of support for an Anglo-Dutch war against Spain in 1620-21, and
in 1621 Parliament openly if unsuccessfully asked the King to declare
war (ibid., pp. 249 and 252).

56 Middleton: The Collected Works, p. 1399.

57 Ibid., p. 1432.

58 Fairholt claims that Dekker’s use of the phrase ‘the wilde boar has
tusked up his vine’ in Londons tempe is ‘an allusion to the famous
thirty years war . . . Dekker’s simile is obtained from Psalm Ixxx,
verses 8 and 13; the vine is the church, or the true faith; the wild boar
its enemies’ (Lord Mayors’ Pageants, vol. I1, p. 185).

59 Earlier that year Christopher Clitheroe (the Lord Mayor in 1635)
made a speech to Parliament about the dangers of Dunkirk privateers
(see Thrush, Oxford DNB, ‘Clitherow, Sir Christopher’).

60 See Kellett, “The breakdown of gild and corporation control’, pp.
382-4. ‘Foreigners’ were non-free inhabitants of the City; ‘aliens’ or
‘strangers’ were the terms used for those from overseas in this period.

61 See Hardin, ‘Spectacular Constructions’, p. 76. Brenner writes that
the Merchant Adventurers ‘at the turn of the seventeenth century
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. . . held unquestioned leadership in London’s merchant community’
(Merchants and Revolution, p. 3). The fact that Brenner’s 700-page
overview of the rise of overseas trade within the City barely men-
tions the livery companies speaks volumes, and backs up Manley’s
argument that the merchant companies were ‘bypassing and render-
ing obsolete the traditional government and companies of the City’
(Literature and Culture, p. 291).

62 Joint Enterprises, p. 10.

63
64

65

66

67

68

Literature and Culture, p. 292.

The East India Company was founded in 1599; thereafter, a number
of livery companies ‘underwrote’ its activities and as we can see from
the Shows their oligarchs were frequently members of it. Brenner has
calculated that ‘of the 140 aldermen elected in the period 1600-1625,
about half . . . were overseas traders’ (Merchants and Revolution,
p. 82).

In the preceding year’s Show, however, although Dekker refers in
passing to the ‘Armes of the foure Companies’ of which Richard
Deane is free (along with the Skinners, these were the Levant, Virginia
and North West Passage companies), the latter three are not named
and as a result are not given anything like the profile we see elsewhere,
although the Russians he depicts and the ‘goodly Russian prize’ he
cites may refer to the Russia Company (Brittannia’s honor, sigs B4v
and C2v).

Rowland calls Abbot’s governorship of the East India Company
‘aggressive’ (Heywood’s Theatre, p. 342).

Ibid, p. 346. Brenner comments that ‘what is truly impressive is
the degree to which the leading merchants who originally estab-
lished the [Levant] trade in the later sixteenth century were able to
make their influence felt through their descendants’ (Merchants and
Revolution, p. 72). The ‘great wealth’ this trade generated ‘routinely
provided [City merchants] with the opportunity for magistracy’, and,
ultimately, the mayoralty in the case of Richard Saltonstall (1597),
Thomas Middleton (1613) and Ralph Freeman (1633) (ibid., p. 74).
Although Brenner does not mention the fact, of the five men who held
senior positions in the East India Company in the 1630s, all but one
had been Lord Mayor: indeed, they dominated the mayoralty in this
period (see ibid., p. 78).

Rowland has demonstrated the interconnections between trade and
nonconformist religion for the Merchant Adventurers’ Company,
especially in the 1630s (Heywood’s Theatre, pp. 340-2). Heywood’s
list makes it clear that the Merchant Adventurers did no# trade with
the Americas or West Indies. This is not to say, of course, that colo-
nies and plantations were insignificant in this period, but rather to
stress that those who engaged with these more risky and unpredict-
able colonial areas were ‘an entirely new group of traders, originating
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