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Abstract

Conceived in response to the discovery of a hitherto unperformed comic opera
by Thomas. F. Dunhill and the consideration of performing practice issues surrounding
a potential staging of this work, this thesis examines aspects of historically-informed
performance relevant to the genres of British Light Opera. An investigation of vocal
technique and style, including voice production, phrasing, breathing, pronunciation and
rubato, as heard in recordings of singers known to have performed in comic operas by
Dunbhill and his contemporaries, will seek to establish a paradigm for vocal performance
in this genre. Dunhill’s unperformed opera, lacking an established performance
tradition in the manner of the Savoy Operas of Gilbert and Sullivan, provides a valuable
opportunity for the adoption of fresh perspectives in performance.

Much valuable research has been undertaken in recent years into nineteenth-
century historical vocal performance. The present study, whilst informed by such
research, will highlight similarities and differences between performance techniques in
opera and the collaboration of genres which make British Light Opera. This will be
done through the use of detailed analysis, drawing on audio and audio visual evidence,
such as that available through Pathé films of performers such as Trefor Jones (tenor
lead in Dunhill’s Tantivy Towers under the composer’s supervision) to
comprehensively address issues of physicality in performance.

This thesis is accompanied by audio and video recordings of a concert version
of the comic opera Something in the City, performed in St. Paul’s Hall, University of
Huddersfield on 27" January 2019. These recordings provide examples of a
performance of the opera using historically appropriate approaches to style and
technique. Additional recorded material demonstrating experimentation with related
vocal music is also included as a precursor to the opera.
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Introduction

These operas are like magic mirrors into which we can all gaze and see the foibles of
our fathers and grandfathers reflected with gentle satire and fluent musical grace for the
amusement and joy of generations to come. '

British Light Opera (BLO)? occupies a place in the margins of many established
performing disciplines. The professional concert and opera singer of today will occasionally
visit the light opera repertoire in search of an encore or perhaps to take a role within a revisionist
production of a Gilbert and Sullivan opera by a major opera company.® The musical theatre
singer may occasionally find themselves in a role which references earlier genres of the
‘musical’.* Whilst both classifications of performers would be expected to have access to high-
level coaching within their respective fields for each role they undertake, personal experience
suggests that, in general, fundamental matters of established vocal technique and style changes
little when they perform in light opera genres.® As the memory of the social, cultural, aesthetic
and stylistic basis of BLO has largely faded from the collective musical consciousness, it is
perhaps inevitable that, if performed at all, singers should project onto the bare framework of

the scores their own established performing style.

"' Thomas F. Dunhill, Sullivan’s Comic Operas: A Critical Appreciation (London: Edward Arnold & Co., 1929),
p. 241.

2 For the purposes of this thesis, the various light opera genres written and produced in Britain between
approximately 1870 and 1945 such as comic opera, light opera, operetta and musical comedy will be referred to
collectively as British Light Opera and henceforth referred to as ‘BLO’.

3 An example being Jonathan Miller’s production of The Mikado for English National Opera, set in a seaside
town in the 1920s rather than in Japan.

4 The Boyfriend and The Drowsy Chaperone, for example.

5> This observation is based on the author’s experience of a wide range of current practice as both a listener to,
and performer of British Light Opera. This opinion is also lent some credence by comments made by Marilyn
Hill-Smith in a conversation with the Author, (Cheltenham, 5 April 2018).
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Nevertheless, as this thesis aims to demonstrate, BLO genres have distinctive aesthetic
and stylistic features, which, in performance, are most convincingly served by an understanding
of the particular vocal techniques and interpretative concerns of those performers who were

close to the creation of these works.

Background and Rationale

BLO has featured significantly in my own performing career, particularly the music of
Gilbert & Sullivan, Edward German and Ivor Novello. As a child and teenager [ was a member
of several local amateur operatic societies, often working with longstanding members with
broad and varied performing experiences. [ was fortunate to receive, on many occasions, music
that they no longer required, much of which was sheet music by light music composers such
as Wilfrid Sanderson and Haydn Wood and vocal scores of operetta and light opera which were
no longer being performed, including music by Lehar, Edward German and Ivor Novello. As
a young singer with a light and bright vocal timbre which was being developed through lessons,
I was advised that my voice ‘would suit’ this type of music. Indeed I did enjoy singing this
repertoire as the vocal range required lay comfortably in my head voice.® However,
concurrently with this singing activity, [ was also involved in musical theatre as a singer and
dancer. The vocal demands of this repertoire (necessitating the almost exclusive use of chest
voice due to the generally low tessitura)’ were so far removed from that of the light music
described thus far that for much of this period I effectively had two voices — a chest voice and
a head voice. At this stage in my vocal development [ had not learnt to combine the two, which

often made choosing repertoire challenging. Singing with a chest voice was never part of my

¢ Examples of such repertoire are often included in my solo vocal recitals, partly as an opportunity to sing music
which sits gratefully in the voice and is musically rewarding, partly due to its rarity value and partly for its
nostalgic audience appeal.

7 Issues concerning vocal registers will be discussed in chapter 3.
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formal training as a singer during my teenage years and this clearly demonstrated to me the
fundamental differences of vocal technique and style between the contemporary musical
theatre and that of the past.

My own initiation into the performance of operetta on the stage was in the role of
Margot in Sigmund Romberg’s The Desert Song® (at the age of sixteen). This show was (by
1998) already considered rather ‘old fashioned’ but the operatic society had chosen to perform
it partly as a nostalgic exercise. The implications of such a choice for a society whose younger
members were, by this stage, not generally classically trained quickly became apparent and
through this, a generational divide in vocal experience and stylistic orientation became obvious.
The demands of the principal role of Margot were not only vocal (with a high tessitura centred
around F’ to C*””) but also included the need for agility and movement. Thus the unlikely
scenario developed where I, as a sixteen-year-old principal was understudied (vocally) by a
member of the society who was substantially older (and who on several other occasions had
played the role of my Mother), purely on account of the vocal demands of the role.

Listening to recordings has been an important part of my process of preparing
performances of light music, including recordings from the first half of the twentieth century.
On first hearing historical recordings,’ it is immediately apparent that there are approaches to
portamento, rubato, breathing, vocal timbre and pronunciation that were clearly part of the
expressive vocabulary of this music and need to be understood, but are quite different from
those often heard in present day performances. Such recordings provide compelling evidence
of stylistic approaches in terms of rubato, portamento, pronunciation and diction and this

evidence has often directly contradicted my own preconceived perceptions of good practice in

8 Sigmund Romberg, The Desert Song (London: Chappell & Co. Ltd., 1926). [vocal score]

? For the purposes of this thesis, ‘Historical Recordings’ are those which date from the earliest extant examples
to approximately 1945 and/or possess historical interest in terms of performing practice. Primary evidence, such
as recordings by performers associated with productions supervised by the composer/librettist exists for the
Gilbert and Sullivan canon of comic operas and most subsequent British Light Opera genres of the period
covered in this thesis.
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many aspects of performance and indeed that which is often taught in contemporary vocal
pedagogy.'® This would appear to make the situation regarding performing practices of light
opera repertoire analogous to Sarah Potter’s assertion regarding twenty-first century attitudes
to the historically-informed performance of nineteenth century vocal repertoire:

A lack of collaboration between scholars and performers is evident in the approach

currently accepted in performances that pertain to be historically-informed. This

situation has been exacerbated by a failure to disseminate scholarly research effectively
to professional performers and the institutions that train them. '!

That the evidence provided by historical recordings is surely the most direct evidence
we possess of past performance styles would appear to be a truism within the context of current
historically-informed research. However, Robert Philip’s relatively early (1992) apologia for
the value of historical recordings as evidence seems relevant within the context of vocal
performing practices in light opera genres which are situated outside of the mainstream of vocal
research:

The [early twentieth-century] recordings have preserved the general performance

practice of the period in great detail, and the detail includes habits which are scarcely

mentioned, if at all, in written documents|...] The greatest value of this is that it forces
us to question unspoken assumptions about modern taste, and about the ways in which
we use it to justify our interpretation of earlier performance practice. '?

Some aspects of performance, such as vocal timbre, pitch and tempo can be difficult to
establish with absolute certainty due to the vagaries of recording and playback speeds of early

t13

recording equipment ” but can be largely mitigated by adherence to c.A=440. In addition,

10 Whilst observing lessons and masterclasses at leading conservatoires it has often been said that the use of
portamento is ‘outdated’, ‘old fashioned’ or ‘un-stylish’ even in the repertoire under discussion here.

! Sarah Potter, ‘Changing Vocal Style and Technique in Britain during the Long Nineteenth Century’
(unpublished doctoral thesis, University of Leeds, 2014), p. 2. For a similar assertion see Clive Brown,
Classical and Romantic Performing Practice 1750-1900 (Oxford: Oxford University Press, 2004) p. 4.

12 Robert Philip, Early Recordings and Musical Style: Changing Tastes in Instrumental Performance 1900-1950
(Cambridge: Cambridge University Press, 1992), p. 2.

13 Roger Beardsley, ‘Speeds and Pitching of 78rpm Gramophone Records’, ([n.p.]: Centre for the History and
Analysis of Recorded Music, 2009) <https://charm.rhul.ac.uk/history/p20_4 3.html> [Accessed 23 May 2020].
Here, Beardsley usefully summarises issues such as variable recording/playback speeds in early recordings and
discussed the huge variations of recording speed employed, from 68-70rpm for Caruso’s recordings to over
80rpm for some pre-electrical (1925) recordings.
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filmed performances provide important supplementary evidence, particularly from the late
1920s onwards with the commercial advent of film with synchronised sound.'* The visual
dimension is particularly useful in establishing corollaries between facial expression, breathing
and voice production. A significant archive of filmed performances of British artists exists in
the sound newsreels produced from 1930 by First National — Pathé. Newsreels incorporating
synchronized sound were initially shown in cinemas from 1930 as Pathé Gazette — produced
by the company ‘First National — Pathé’, a parent company of the present-day ‘British Pathé’.!
These are ‘documentary’ in nature and often relatively straightforwardly filmed, with
acceptable sound and synchronization which can give a useful representation of a performer’s
manner, technique and vocal style. The proliferation of light opera recordings from the first
years of the twentieth century onwards, in some ways compensates for a certain lack of written
evidence such as the annotated editions which are central to much of the research undertaken
into performing practices in nineteenth-century string music by Kate Bennett Wadsworth, '® for
example. Pedagogical literature does, however, form an important source of information,
particularly with regard to prevailing notions of good practice and technique in the period under
discussion, providing a context to the analysis of audio-visual evidence. Where possible, the
pedagogical lineage of singers associated with BLO will be traced and evaluated. In addition
to treatises and other primary sources which deal with matters of vocal technique, style and
aesthetics, other related literature will also be consulted.  Scholarly literature regarding

language, including diction, phonetics and pronunciation also provide valuable insights into

14 Two systems which synchronized sound recordings with film images were developed in the late 1920s:
Vitaphone’s ‘Sound-on-disc’, used by Warner’s for The Jazz Singer and subsequent talkies, synchronised
gramophone recordings with the moving visual images. Lee de Forest’s ‘Sound-on-film’ process, initially
known as Phonofilm, became standard practice in film studios of the 1930s. Sound was recorded optically on
film during filming which, following processing, produced a sound-track which was synchronized with the
visual footage. (Wheeler W Dixon and Gwendolyn Audrey Foster, 4 Short History of Film (New Brunswick,
N.J.: Rutgers University Press, 2008). p.89-90.)

15 “History Of British Pathé — British Pathé And The Reuters Historical Collection’, Britishpathe.Com, 2020
https://www.britishpathe.com/pages/history [accessed 24" May 2020].

16 Kate Bennett Wadsworth, ‘Precisely marked in the tradition of the composer’: the performing editions of
Friedrich Griitzmacher’ (unpublished doctoral thesis, University of Leeds, 2017).
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prevailing norms. The work of Daniel Jones in cataloguing the phonetics of English in the
multiple editions of his An English Pronouncing Dictionary (On Strictly Phonetic Principles)!’
provides a useful reference point for understanding the changing nature of Received
Pronunciation'® and through this an understanding of vowel and consonant formation in BLO
singing.

Light opera, operetta and musical comedy has hitherto received little attention in terms
of a historically-informed approach to performance.'® This is hardly surprising, considering the
relative neglect of much of this repertoire in mainstream performance. The Gilbert and Sullivan
canon of Savoy Operas alone has maintained a constant presence in the British musical
consciousness throughout the twentieth century until the present day.® In order to recover lost
meanings and relevance, Stephen Banfield, writing in 2000, enthusiastically espoused an
historically-informed approach to this and related repertoires: ‘The performance practice of the
twentieth century’s singing entertainers is a vital component of the mass culture of its period,
and cries out to be analysed and interpreted’.?! Evidently, such research was not forthcoming
as Banfield, writing in 2016, reiterates this theme, making a similar plea for: ‘[...]another of

those research projects begging to be undertaken: the study of performance practice’. Banfield

17 The first edition of this work is Daniel Jones, An English Pronouncing Dictionary (On strictly phonetic
principles) (London; Toronto: J.M. Dent, 1917). Subsequent editions provide a useful record of changing
linguistic practices in the English language from this date onwards.

18 A term coined by A J Ellis in 1869 but becoming widely used after Daniel Jones adopted it for the 1924
edition of his English Pronouncing Dictionary. Jonnie Robinson, ‘Received Pronunciation’, 2019
<https://www.bl.uk/british-accents-and-dialects/articles/received-pronunciation> [accessed 6th April 2020]

19 Derek B. Scott, in a keynote address at the biennial Music in Nineteenth-Century Britain conference,
University of Birmingham, 28-30 June 2017 discusses musical comedy and the paucity of research and
performance in this genre, for example. Derek B. Scott, ‘British Musical Comedy in the 1890s: Modernity
Without Modernism’, Victorianweb.Org, 2018 <http://www.victorianweb.org/mt/comedy/scott.html> [accessed
18 February 2020].

20 Whilst professional opera companies such as English National Opera do perform certain Gilbert and Sullivan
operas, it is perhaps through amateur productions (such as the annual performances at the International Gilbert
and Sullivan Festival, Harrogate) that the works are most widely performed.

2! Stephen Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, in The Cambridge Companion to
Singing, ed. by John Potter (Cambridge: Cambridge University Press, 2001), p. 63.
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is here discussing English musical comedy, 1890-1924, and perhaps articulates the crux of the
present thesis:

Period recordings (and some later footage of one or two stars) offer ample scope for

this [the study of performance practice], and the more alien or inexplicable a star’s

manner of speaking, singing, and projecting appears now, the further its semiotics have
to be probed if anything at all is to be explained.?

The music of Thomas F. Dunhill (1877 — 1946) has long been of significant interest to
me as a singer, initially through songs such as The Cloths of Heaven and To the Queen of
Heaven, both of which I sang as a child either in ABRSM exams or local music festivals.?® It
was during the preparation and research for a song recital that it became apparent that Dunhill
had a close connection to Scunthorpe, my hometown.?* Further reading revealed the existence
of an unperformed comic opera Something in the City.”> The conception of the opera began in
1937 when Dunhill received an invitation to set a libretto to music:

[...]written by two men, FJ Whitmarsh and BW Smith, who worked in the publicity

department of Shell (Anglo-Saxon Petroleum). Whitmarsh had contributed verses to

Punch [magazine]. The opera was already called Something in the City. The first

sketches were made in August and [Dunhill] was working hard on it for the rest of the

year.2®

Dunhill already had a close affinity with Light Opera — in addition to a lifelong

enthusiasm for the Savoy operas of Gilbert and Sullivan which culminated in one of the earliest

comprehensive studies of Sullivan’s music.?” Dunhill had a significant success in 1931 with

22 Stephen Banfield, ‘English Musical Comedy, 1890-1924°, in The Oxford Handbook of the British Musical,

ed. by Robert Gordon and Olaf Jubin, (New York; Oxford: Oxford University Press, 2019), pp. 136-137.

2 Dunhill was a frequent adjudicator within the competitive musical festival movement which proliferated
during his career. His compositions (particularly for children) were regularly included in festival syllabi.

24 Through his work as an examiner for the Associated Board of the Royal Schools of Music, Dunhill had met
and fallen in love with Isobel Featonby, a local Scunthorpe piano teacher, who became his second wife. He died
during a visit to her Mother’s house in 1946 and is buried in the graveyard of Appleby Church, just outside
Scunthorpe. In 2016, I organised a weekend festival of the music of Dunhill’s music in Scunthorpe with the aim
of promoting his chamber, choral, vocal works and music written for children. The festival included
performances from local choirs, children and professional performers. See Appendix 1, Dunhill Festival
Programme.

25 David Dunhill, Thomas Dunhill: Maker of Music (London: Thames Publishing, 1997) pp. 991f.

26 David Dunhill, Thomas Dunhill: Maker of Music, p. 99.

27 Thomas F. Dunhill, Sullivan’s Comic Operas: A Critical Appreciation.
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his comic opera, Tantivy Towers, which received live productions and radio broadcasts
throughout the subsequent decade. The discovery of the unproduced comic opera Something
in the City provided an opportunity to research appropriate historically-informed techniques
and apply them to a work without an established performing history. The vocal score was
published in 19402 and the orchestration exists in three volumes as part of the Dunhill Archive
in the Royal College of Music library.?° The libretto remained unpublished but the Dunhill
Archive contains a typed and duplicated copy, together with correspondence between
Whitmarsh, Smith and Dunhill regarding the project and Dunhill’s diaries of the time. Enough
extant material therefore exists to reasonably assume that the opera would have been produced
but for a series of unfortunate circumstances. The principal reason for the project to be halted
abruptly is likely to be the coincidence of the completion of the opera with the declaration of
war by Britain in September 1939. In addition, Dunhill’s increasing ill health might also
account for the fact that it was not produced in his lifetime.

Something in the City proves to be an interesting hybrid work — the situation of the plot
in a contemporary 1930s London is superficially reminiscent of many musical comedy plots of
the Edwardian era. The ‘city’ office setting contrasting with suburban life and an avowedly
witty libretto would seem, however, to reflect similar tropes within much mid- twentieth
century British comedy of the post war era.’® Discussion of the musical style of this work in
chapter 4 uncovers affinities with Edward German’s musical style, particularly in the solo and
duet writing. There are, however, equally strong parallels in musical style and characterisation

with Sullivan, (in the concerted numbers and the chorus writing of the finales, for example).

28 Thomas F. Dunhill, Something in the City (London: J.B. Cramer, 1940) [vocal score].

2 Thomas F. Dunhill, ‘Something in the City, A Comic Opera. Full Score (In 3 Volumes)’ (London: Royal
College of Music Library, Thomas Dunhill Collection. 11687).

30 Interestingly, ‘Something in the City’ is also the title of a 1950 British film comedy, directed by Maclean
Rogers. Whilst unrelated to the comic opera, the film’s plot is similarly London-centric, contrasting suburban
attitudes to working in ‘the city’. (Maclean Rogers, Something In The City (Walton-on-Thames: Nettlefold
Films Limited, 1950)).
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As such, these apparently incongruous elements make this comic opera a suitable medium
through which differing BLO performance traditions can be trialled. A variety of performing
practices will be discussed within chapters 1, 2 and 3. The performing practices chosen for
investigation and re-creation within the opera concentrate on the following which emerge as

clear determinants of suitable contemporary style: flipped ‘r’, rolled ‘rr’,’!

anticipated
consonants, use of clear diction, portamento, rubato, shortened phrases and the use of additional
breaths. A period of reflection following the production of Something in the City and
subsequent further research has raised new questions regarding the process undertaken in
attempting to embody historically informed performance principles. A detailed explanation
of the processes involved in creating a concert version of this opera, which forms the basis of
the practical element of this thesis, is discussed in detail in chapter 5.

This thesis aims to identify the characteristics of the various BLO genres through an
investigation of existing literature, recordings and reception history. The recorded legacy of
performers associated with these genres?? will be assessed and analysed for evidence of vocal
performing practices, together with an investigation of relevant vocal pedagogies, with a view
to understanding both the basis for their vocal techniques and the artistic decision making in
performance which they encapsulate. A process of experimentation with historical performing
techniques clarifies the impact on my own vocal performing practices. This in turn leads to
the formulation of a methodology for the incorporation of such historical techniques in a first
production of Something in the City. The planning, rehearsal, and performing process of this

production is then analysed with recommendations for the possible future applications of this

research.

31 The flipped ‘r’ refers to a single articulation of the tongue against the upper front teeth. Rolled ‘rr’ refers to
an elongated articulation.
32 Appendix 17 contains hyperlinks to online audio visual resources.
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Chapter One

British Light Opera in Context

1.1. Historically-Informed Performance Contexts

Whilst there is a growing interest in historically-informed vocal performing practices
(albeit lagging behind the well-established field of instrumental performance), this has tended
to focus on ‘serious’ operatic and song-based genres. The various genres of light opera,
including BLO, have been largely absent from such discussion. Sarah Potter’s 2014 PhD thesis
Changing Vocal style and Technique in Britain during the Long Nineteenth Century’
investigates historical vocal performing practices in mainly European operatic genres and
proposes methodologies for harnessing such practices in contemporary performance. Robert
Toft’s Bel Canto: A Performer’s Guide® seeks to understand performing practices associated
with the ideals of the so-called Bel Canto school of singing, whilst John Potter in texts such as
Vocal Authority® encompasses a broad range of vocal performance genres in his analyses of
vocal style. Whilst the subjects of these studies are distinct from those addressed in this thesis,
there are significant commonalities, particularly with regard to pedagogical approaches and
analytical methodologies. Their importance to this study must therefore not be underestimated.
Sarah Potter’s analyses of pedagogical literature, in particular those of Manuel Garcia and
Mathilde Marchesi, are directly relevant to the vocal pedigrees of many light opera singers.

Sarah Potter’s accounts of breathing techniques, both in terms of pedagogical advice and

! Sarah Potter, ‘Changing Vocal Style and Technique in Britain during the Long Nineteenth Century’
(unpublished doctoral thesis, University of Leeds, 2014).

2 Robert Toft, Bel Canto: A Performer’s Guide (Oxford: Oxford University Press, 2013).

3 John Potter, Vocal Authority: Singing Style and Ideology (Cambridge: Cambridge University Press, 1998).
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practical experiences have informed much of the discussion regarding breath control and
restrictive garments in this thesis. The methodologies of analysing vocal recordings and the
observations drawn from them by Sarah Potter have been influential in the present study. In a
similar way to the work that has been undertaken in the field of historically informed
performance across many vocal and instrumental genres, an aim of this research is to gather
appropriate stylistic knowledge to enable stylistically informed performances and productions
of BLO.

An increasing number of Historically-Informed Performance (HIP) studies in recent
years have analysed early recordings for evidence of performing practices. Kate Bennett-
Wadsworth,* Neal Peres Da Costa,> Jung Yoon Cho,® David Milsom,’ Sarah Potter,® Miaoyin
Qu’ and Anna Scott!? analyse early recordings of nineteenth century performers which provide
a tantalising glimpse of details of performing practices which otherwise elude the written word.
In most circumstances, evidence from recordings supplement written sources such as treatises
and scores annotated by editors and performers; with the exception of Sarah Potter, these
studies deal with either string or piano repertoire, with Scott, Qu, Cho and Bennett-Wadsworth
further concentrating on performing practices in Brahms’ piano or string sonatas. Bennett-
Wadsworth identifies a group of scholar-performers, including Milsom, Scott, Qu and Cho
whose aim is to ‘embody’ historical performing practices within their own performances

through the application of historical performance techniques evidenced in early recordings.

4 Kate Bennett-Wadsworth, ‘Precisely Marked in the tradition of the Composer’: the performing editions of
Friedrich Griitzmacher’ (unpublished doctoral thesis, University of Leeds, 2017).

5 Neal Peres Da Costa, Off the Record: Performing Practices in Romantic Piano Playing (New York: Oxford
University Press, 2012).

¢ Jung Yoon Cho, ‘Re-interpreting Brahms Violin Sonatas: Understanding the Composer’s Expectations’
(unpublished doctoral thesis, University of Leeds, 2017).

7 David Milsom, Theory and Practice in Nineteenth Century Violin Performance: An Examination of Style in
Performance, 1850-1900 (Aldershot; Burlington VT: Ashgate, 2003).

8 Sarah Potter, ‘Changing Vocal Style and Technique in Britain During the Long Nineteenth Century’.

% Miaoyin Qu, ‘Piano Playing in the German Tradition, 1840-1900: Rediscovering the Un-notated Conventions
of Performance’ (unpublished doctoral thesis, University of Leeds, 2015).

10 Anna Scott, Romanticizing Brahms: Early Recordings and the Reconstruction of Brahmsian Identity.
(unpublished doctoral thesis, University of Leiden, 2014).
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These broadly fall into two categories: 1) The imitation of actual historical recordings which
aim to (re)capture the nuances and interpretative characteristics of the original recording as
closely as possible and: 2) The analysis of historical recordings which lead to an understanding
of historical performance techniques which are then applied to other repertoire. Potter’s
‘Recorded Portfolio’!! uses elements of both approaches, with the experimentation-through-
performance of research findings, from treatises and other written pedagogical sources
regarding larynx height, being particularly relevant to this rather intangible aspect of a singer’s

technique.

Questions of vocal style and performing practice issues are considered in Robert
Philip’s pioneering book Early Recordings and Musical Style.'> Here, Philip usefully situates
the advice of nineteenth-century vocal pedagogues such as Manuel Garcia II within the broader
spectrum of other, mainly instrumental pedagogical sources. The use of gliding and slurring '3
and tempo rubato in singing is discussed with particular reference to the flexible vocal line
above a strict accompaniment.'* Both of these elements are amongst the most characteristic
features of vocal performances in early recordings, including those of light opera. Philip
analyses contrasting approaches to portamento in recordings of singers and instrumentalists of
Dvoték’s Songs My Mother Taught Me. Amongst the singers are two associated with light
opera on the British stage: Richard Tauber!> and Maggie Teyte.'® Philip notes a generally more
restrained approach by Tauber in comparison to Teyte but it is equally instructive to compare

the approach of singers and instrumentalists as a whole, in an effort to understand the interface

! Sarah Potter, ‘Changing Vocal Style and Technique in Britain During the Long Nineteenth Century’, pp.
141ft.

12 Robert Philip, Early Recordings and Musical Style: Changing Tastes in Instrumental Performance 1900-1950
(Cambridge: Cambridge University Press, 1992).

13 Philip, Early Recordings and Musical Style p. 216.

14 Philip, Early Recordings and Musical Style p. 222.

13 Philip, Early Recordings and Musical Style p. 172-176.

16 Philip, Early Recordings and Musical Style p. 172-176. The performing practices of Maggie Teyte (1888-
1976), as the soprano lead in the revival cast of Tantivy Towers in 1935, is discussed at length throughout this
thesis.
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between general stylistic features of historical performing practices and more specific vocal or
instrumental characteristics. ~ Whilst much of Philip’s analysis has relevance to an
understanding of light opera performance, aspects of the following assessment of the rate and
direction of change in performance trends during the Twentieth Century are, when applied to

light opera recordings, debatable:

By the 1930s there were clear trends away from these early twentieth-century
characteristics: the spread of continuous vibrato on stringed instruments, its increasing
prominence amongst singers[...| the decreasing prominence and frequency of
portamento on both strings and voice; a trend towards stricter control of tempo and
slower maximum speeds, more emphatic clarity of rhythmic detail, more literal
interpretation of note values, and the avoidance of rhythmic irregularity and
dislocation [my italics]."’

The recordings of light opera investigated in this thesis do not, in general, exhibit the
‘decreasing prominence’ of portamento mentioned above, nor does there appear to be a
noticeable trend towards the tempo and rhythmic characteristics identified. In Performing
Music in the Age of Recording,'® Philip is primarily concerned with instrumental performance
but also includes general discussion of relevance to this thesis, such as the analysis of
portamenti in string playing and vocal performance. Philip states that ‘[...]the fundamental
ethos of period performance has far more in common with conventional modern music making

than with the past’!’

and warns that the evidence of historical recordings can uncover
uncomfortable truths regarding style and technique when matched against twenty-first century

priorities in music performance.

Whilst few would argue that the musical texts of BLO have ever been imbued with the
authority with which many canonic works of the classical repertoire have been in musicological

and performing traditions, a comparison of historical and modern performances of BLO genres

17 Philip, Early Recordings and Musical Style p. 229.

18 Robert Philip, Performing Music in the Age of Recording (New Haven and London: Yale University Press,
2004).

19 Philip, Performing Music in the Age of Recording p. 233.
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would suggest that there has been a comparable change of attitude towards the interpretation
of musical text by their performers as to that of the classical repertoire, albeit perhaps at a
slower rate. According to Jos¢ Bowen, ‘the idea of music as work (with the score as its
inviolable sacred text) began to replace the idea of music as event (with the score as merely its
blueprint).’2° It would seem likely when comparing historical and present day recordings of
BLO that a similar trajectory of the development of performing aesthetics occurred after World
War 2 as has been identified in mainstream classical performance before World War 2 by
Philip?! viz. an increasingly literal interpretation of musical texts and a significant change in
aesthetic priorities. Leech-Wilkinson, somewhat echoing Phillip as discussed earlier, observes
a tendency amongst singers born between the 1850s and 1880s to shape phrases through broad
tempo changes giving way to smaller scale rubati, which responded minutely to each harmonic
twist and text-based image, as exemplified by Lotte Lehmann (born 1888). This highly
inflected manner of performance was then itself superseded by a style of singing exemplified
by Elizabeth Schwarzkopf (born 1915) and Dietrich Fischer-Dieskau (born 1925) which
favoured wider and more prominent vibrato and dynamic variation as the principal expressive
devices.?? These observations are, nevertheless, highly generalised and give a rather one-
dimensional impression of these artists’ manner of performance, who after all were noted for
their minute attention to text, especially in lieder singing.?® It is also interesting to note that

Leech-Wilkinson, like Philip earlier, is here discussing ‘classical’ genres. A comparison of

20 José A. Bowen, ‘Finding the Music in Musicology: Performance History and Musical Works’ in Rethinking
Music, ed. by Nicholas Cook and Mark Everist (Oxford: Oxford University Press, 1999), p. 429.

21 Philip, Early Recordings and Musical Style, p. 229ff

22 Daniel Leech-Wilkinson, ‘Recordings and Histories of Performance Style’ in The Cambridge Companion to
Recorded Music, ed. by Nicholas Cook, Eric Clarke and others (Cambridge: Cambridge University Press, 2009),
pp. 246-262 (p. 253).

23 See Gerald Moore, Am I Too Loud? (London: Hamish Hamilton, 1962), p. 178. Gerald Moore - the
accompanist of choice for much of Schwarzkopf and Fischer-Dieskau’s careers - observed Fischer-Dieskau’s
rhythmic ‘freedom and elasticity ...not only influenced by the words he is singing but by a poignancy of feeling
for the music itself’. See also ‘Elisabeth Schwarzkopf Discusses Her Roles and Interpretation; Part 1°, The
WEMT Studs Terkel Radio Archive, 2020 <https://studsterkel. wfmt.com/programs/elisabeth-schwarzkopf-
discusses-her-roles-and-interpretation-part-1> [Accessed 18 April 2020]. Here Schwarzkopf, in a 1962 radio
interview, emphasises the primacy of text in both lied and opera.
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Schwarzkopf, for example, reveals a tendency when performing Lehar 2* to employ more of
the performance characteristics associated by Leech-Wilkinson with the inter-war period of
lieder singing, particularly regarding tempo flexibility and portamento than is evident in her

other repertoire such as Mozart and Strauss operas.

The interpretation of texts within a knowledge of pre-existing concepts is discussed by
George Kennaway, who suggests that ‘sets of instructions are best understood in terms of an
overall concept of their intended object [Gestalt]’.>> The scores in BLO do not generally
constitute a detailed ‘set of instructions’ into performing practices in the way that the annotated
scores of Friedrich Griitzmacher do in Bennett Wadsworth’s research into cello performing
practice, for example, but rather provide a framework to hang a set of vocal performing
practices on. The possibility of a Gestalt for BLO genres, which is distinct from other vocal
genres and which may have different aims and objectives will therefore be addressed. A
particular set of performative expectations and requirements for BLO performance will be
developed through an understanding of the cultural and social milieu of these genres and the
observation and aural analysis of audio visual recordings. Current research into vocal

performing practices and pedagogical texts which constitute ‘sets of instructions’ for other

vocal genres will therefore be considered within the context of BLO Gestalt concepts.

1.1.1. Vocal Contexts

The ‘classical’ voice continued to remain central to the vocal performing practices and

expressive world of light opera at least until the Second World War in its British, European

24 Franz Lehar, ‘Vilja-Lied’ from Die Lustige Witwe (Elisabeth Schwarzkopf: A Viennese Evening (Radio-
Canada: VAI International, VAI 4390)) <https://www.youtube.com/watch?v=g2jRkp6Ucho> [Accessed 15 July
2020].
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and American incarnations. Stephen Banfield, writing in 2016, summarises a commonly
accepted narrative of BLO genres in this period thus:

Two men, Arthur Sullivan and William Schwenk Gilbert, created England’s approved

musical theatre, in the form of the Savoy comic operas, between the years 1875 and

1889. When they fell out][...]their tight cultural rein was loosened and a riot of ‘gaiety’

overtook the West End, as befitted the ‘naughty nineties’ and the frivolous, heartlessly

capitalist Edwardian era that followed. 2°

The longevity of musical comedy, the principal forum for ‘gaiety’ which succeeded
the Savoy Operas in the domination of London’s West End theatres from the 1890s and
throughout the Edwardian era, suffered due to a number of factors:

[...] musical comedy, nurtured above all by the impresario George Edwardes, was
served by an extraordinary welter of talent, names to conjure with that nonetheless blew
away like thistledown after or in some cases before the First World War(...] The cuckoo
in the nest was Broadway, first importing British musical comedies from which its
creative practitioners such as Jerome Kern and the producer Charles Frohman learnt
their trade, but by the 1920s exporting its own to the West End][...]JAmerican superiority
coupled with the built-in generic obsolescence of topic musical comedy (as opposed to
that of the later ‘integrated’ musical) wiped the ‘gaiety’ years and its products clean
from the slate.?’

Subsequent genres such as revue and the romantic musical comedies of Ivor Novello
have suffered to a greater or lesser extent a similar fate. There has been some interest in recent
years in recording light opera repertoire, particularly those with connections to Sullivan and
his circle often receiving their first recording under the auspices of the Sir Arthur Sullivan

Society, for example Alfred Cellier’s The Mountebanks, Sullivan’s The Beauty Stone and

Haddon Hall, Francois Cellier’s Captain Billy and Ernest Ford’s Mr Jericho.?® The society

26 Stephen Banfield, ‘English Musical Comedy, 1890-1924°, in The Oxford Handbook of the British Musical,
ed. by Robert Gordon and Olaf Jubin (New York; Oxford: Oxford University Press, 2019), 117-142 (p. 117).
%7 Banfield, ‘English Musical Comedy, 1890-1924, p. 117.

28 ‘News - Sir Arthur Sullivan Society’, Sir Arthur Sullivan Society, 2020
<https://sullivansociety.org.uk/news/?v=79cbal 185463> [Accessed 3 April 2020].
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also had an input into a recent recording of Alfred Cellier’s Dorothy, conducted by Richard
Bonynge.? Nevertheless, fully staged productions of this repertoire remain a rarity.

If the study of BLO and musical comedy in particular has been somewhat neglected in
academic circles, critical appreciation of the music and its performance is even scarcer. Scott
is one of the very few commentators to address performance traits in nineteenth century popular
music, such as yodelling and the legitimacy of this and other techniques within the context of
developing expectations within ‘serious’ music performance.’® Daniel Leech-Wilkinson
argues that previously legitimate expressive devices, such as portamento in lieder singing, were
rendered obsolete by a rapid change in aesthetic, brought about by the societal upheaval of the
Second World War.?! Mark Katz proposes an alternative line of thought which may have
implications for vocal as well as instrumental performance. Katz argues that a decline in
portamento usage in violin playing in the early 1930s is attributable to recording technologies,
where a portamento ‘may create a sense of impulsiveness or spontaneity in concert’,>? but on
a recording, ‘robust sliding (which was common in the early twentieth century) may sound
calculated or contrived when heard repeatedly[...]’.>> The naivety which may be seen as
implicit in such devices as portamento, Leech-Wilkinson argues, found no place in a post-war

aesthetic which tried to make sense of the horrors of their recent past by searching for quasi-

Freudian subtexts and darker themes in repertoire which had previously been characterised as:

[...] a simple communicative world in which everything means exactly what it seems
to, in which trust is absolute. Portamento brings to performances precisely these
qualities: sincerity, and depth of feeling and, by implication, a context in which it is
safe to express these things.>*

2 Alfred Cellier, Dorothy: A Pastoral Comedy, Victorian Opera, cond. by Richard Bonynge [on CD] (Naxos,
8.660447).

30 Derek B Scott, Sounds of the Metropolis (Oxford; New York: Oxford University Press, 2011), p. 97.

3! Daniel Leech-Wilkinson, ‘Portamento and Musical Meaning’, Journal Of Musicological Research, 25.3-4
(2006), 233-261 <https://doi.org/10.1080/01411890600859412>

32 Mark Katz, ‘Portamento and the Phonograph Effect’, Journal Of Musicological Research, 25.3-4 (2006), 211-
232 (p. 211) <https://doi.org/10.1080/01411890600860733>.

33 Mark Katz, ‘Portamento and the Phonograph Effect’, p. 211.

34 Leech-Wilkinson, Portamento and Musical Meaning, p. 249.
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The commonalities between Leech-Wilkinson’s analysis and the evidence of
performing practices in light opera before the Second World War are many and the relationship
between vocal genres: light opera; grand opera; lieder may be considered, at this period, to a
certain extent symbiotic. Many singers of the early twentieth century who were eminent in
grand opera and song genres were able to translate their performing techniques and personas
into light opera genres successfully; in Britain, singers such as Maggie Teyte, Steuart Wilson,
Gwen Catley and Gladys Parr were all established concert and opera singers who appeared in

productions and recordings of Dunhill’s Tantivy Towers, for example.

In Origin and Development of Light Opera,® Malcolm Sterling Mackinlay (1876-
1952), a pupil of Manuel Garcia I with professional experience on the West End light opera
stage, situates BLO genres within a discourse of the international historical development of
light opera. From the perspective of its authorship in 1926, this source provides useful insights
into perceptions of the genre as it stood in the first decades of the twentieth century and his
predictions for the future. The passing of a phase in which ‘An attempt to turn all singers into
dancers of the first rank, all dancers into singers of the first rank’*¢ is welcomed by Mackinlay.
Although not explicitly stated, this is likely to be a criticism of aspects of musical comedy
practice of the time of the First World War. It is perhaps significant that Mackinlay makes no
mention of the musical comedy Chu Chin Chow or of its composer, Frederic Norton despite
the huge commercial success of the show.?” In describing the show, Kurt Génzl quotes The
Stage, describing it as ‘a combination of musical comedy and Christmas pantomime’.>® The

Times, in a review following the opening night, describes the show thus: ‘It is continuously

35 Malcolm Sterling Mackinlay, Origin and Development of Light Opera (London: Hutchinson & Co, 1927).
36 Mackinlay, Origin and Development of Light Opera, p. 280.

37 See Kurt Génzl, The British Musical Theatre Vol II 1915-1984 (Basingstoke: The Macmillan Press Ltd,
1986), p. 48: Chu Chin Chow opened in August 1916 at His Majesty’s Theatre and ran for 2235 performances
before closing in July 1921.

38 Giinzl, The British Musical Theatre Vol II 1915-1984, p. 33.
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musical[...] always rhythmical and rather sugary[...] There is perpetual gyrating and posturing
and madcap dancing.’®® It is this characteristic to which Mackinlay appears to object; the
dissipation of performance energy between both singing and dancing. The ‘Dance-Comedy’
which Mackinlay observed in 1926 as the successor to the earlier musical comedy featured ‘a
troop of eight highly specialised dancers’# with only ‘a little light singing’ which satisfied ‘the
public delight in elaborate dancing]...] without the high vocal standard of the romantic music-
drama being lowered or destroyed.”*! Mackinlay may also have had in mind a related but
distinct theatrical genre in his criticism of ‘Dance-Comedy’ - West End revue (revue) - which
had also been developing as an alternative theatre culture in parallel to the Edwardian musical
comedy.

Characterised by an edgier, more satirical tone, revue embraced the emerging Jazz
idioms from America and developed into dance and musical spectaculars which: ‘incorporated

many performance forms, styles and diverse expressive elements.’*?

By contrast, the
‘Romantic-Music drama’ - a broad term coined by Mackinlay to differentiate between Ballad
Opera and Comic Opera which incorporates works of perhaps a more serious or musically
ambitious nature - was the area of light opera in which Mackinlay saw most hope for the future
of light opera. This was particularly developed by Ivor Novello whose shows maintained a
vocal tradition from earlier musical comedy, reflected in the casting of Zena Dare, a star of the
Edwardian musical comedy scene was cast in Glamorous Night in 1935 and Mary Ellis,

Novello’s favoured leading lady. Ellis had a career at the Metropolitan Opera in New York

and created the role of the Novice in Puccini’s Suor Angelica before turning to musical

3 Giénzl, The British Musical Theatre Vol II 1915-1984, p. 33.

40 Mackinlay, Origin and Development of Light Opera, p280.

41 Mackinlay, Origin and Development of Light Opera, p280.

4 David Linton, ‘English West End Revue: The First World War and After’, in The Oxford Handbook of the
British Musical, ed. by Robert Gordon and Olaf Jubin (New York; Oxford: Oxford University Press, 2019),
143-168 (p. 145).
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comedy.* Novello’s early experience in revue (sometimes in collaboration with Jerome Kern)
and Ellis’ career in American musical comedy (creating the title role in Rudolf Friml’s Rose
Marie)** in many ways mirrors the changing musical comedy scene of the 1920s onwards, in
which American musical comedy became both competition and influencer for native West End
shows.

Stephen Banfield identifies two distinct developments in the vocal properties of stage
and screen entertainers in the twentieth century, which he terms ‘shifts’.*> The first ‘shift’
occurs when American musicals such as Oklahoma! (1943) and Annie Get Your Gun (1946)
are introduced and is described as °[...]the technically pure, secure, trained, ‘integrated’ use of
the singing voice giving way to the Broadway belt.’*® Banfield characterises the change as
‘replacing an elite with a vernacular or folk voice’,*’ whilst warning against a simplistic view
of the change: ‘[...]for them to be reconciled necessitates a deeper layer of distinction, not just
between (culturally) ‘high’ and ‘low’ musical voices but between the actorly truth of speech
and the singerly enchantment of song.’*® The characterisation of the ‘trained’ voice against the
‘belt’ voice in terms of high and low culture is, however, problematic. Banfield acknowledges
this, observing that: ‘the vast bulk of the [New York Stage]* recordings points between 1890

9 and comments on

and 1920 to only two types of musical entertainer: comedians and singers’>
the almost universal acceptance of the ‘trained’ voice:

Throughout the first half of the twentieth century there was never any problem with a
low- or middlebrow audience accepting a ‘pure’ soprano voice, though because of its

43 Paul Webb, ‘Ellis [Elsas], Mary’, Grove Music Online, 2009
<https://doi.org/10.1093/gmo/9781561592630.article.48351> [Accessed 31 July 2020].

4 Webb, “Ellis [Elsas], Mary’.

45 Stephen Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, in The Cambridge Companion to
Singing, ed. by John Potter (Cambridge: Cambridge University Press, 2001), p. 64.

46 C. Osborne, ‘The Broadway Voice: Just Singin’ in the Pain’, pp. 57-65 and 53-6 in Banfield, ‘Stage and
Screen Entertainers in the Twentieth Century’, p. 64.

47 Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 65.

48 Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 65.

YMusic from the New York Stage: 1890-1920 [CD] (Wadhurst: Pavilion Records, 1993) in Banfield, ‘Stage and
Screen Entertainers in the Twentieth Century’, p. 65.

30 Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 65.
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lightness the operetta or musical comedy soprano, best thought of as soubrette tended
to sound higher than it was.!

Mackinlay recalls a slightly richer mix of experience in a light opera cast of this
period. In addition to singers from varied backgrounds, there were high and low brow
elements within comedy roles: °[...]there was an artist brilliant in high comedy, polished,
pointed, and “chic”; while a contrast was provided by another who had a fund of genial low

comedy, and a long record behind her as “principal boy” in countless pantomimes.’>>

Whilst the second ‘shift’, as identified by Banfield, occurred in the latter part of the
twentieth century and therefore falls outside the chronological parameters of this thesis, these
developments are worth noting. They may help to explain in part the current perspectives of
singers in Musical Theatre and the removes at which the performative requirements of light
opera might exist for them should they engage with this repertoire. The second ‘shift’
references a changing vocal aesthetic which capitalises on the possibilities offered by close
microphone placement for female singers as a ‘belt mix’, or, ‘belt with legit’,>® characterised
as either ‘stack[ing] a soprano block on top of a belt block’ or ‘alternate belt and legit sounds
in the same range.”>* For male singers, it is exemplified by the incorporation of elements of
rock singing, such as the roles of ‘Jesus and Judas in Andrew Lloyd Webber’s Jesus Christ

Superstar (1970-72).”>° Banfield also identifies the use of parody of previous vocal styles,

3! Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 74.

52 Malcolm Sterling Mackinlay, Light Opera (London: Hutchinson & Company Ltd., 1926), p. 40. The range of
singing styles and competencies which these elements encompass, from ‘singerly enchantment’ (Banfield,
‘Stage and Screen Entertainers in the Twentieth Century’, p. 65.), to ‘low comedy’ will be discussed further in
chapter 2.

33 ‘Legit’ in this context refers to singing based on a generic ‘classical’ technique and aesthetic, incorporating
the use of head voice.

54 C. Osborne, ‘The Broadway Voice: Just Singin’ in the Pain’, High Fidelity (January- February 1979), p. 62 in
Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 79.

%5 Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 79.
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such as Beauty and the Beast (1991) where ‘the vocality and stance of operetta and the classic
musical are back with a vengeance, however wry the inverted commas’.>®

The post-war musical (in Britain and particularly the United States) has increasingly
become the subject of scholarly interest and debate. Academics such as Dominic McHugh and
performers such as John Wilson have actively engaged with this genre in performance, often
reconstructing or reviving lost or neglected works,>” in many cases reintroducing the genre to
contemporary audiences. It is notable, however, that here and in most of the light opera genres
discussed thus far, little attempt appears to have been made to investigate relevant historical
vocal performance styles and use them in performance. A comparison between John Ieuan
Jones’ performance of the song Queen of my Heart from Dorothy in Bonynge’s 2018 recording
and Alan Turner’s 1908 performance’® reveals a markedly freer approach to thythm in Turner’s
performance and noticeable portamenti. This is in contrast to the more regular rhythmic
approach of Jones together with a noticeable lack of portamento except isolated instances over
small intervals. Similar observations are made when comparing performances of later
repertoire. The performances of Make Believe by Kathryn Grayson and Howard Keel in the
1951 MGM film of Showboat>® and that of Sierra Boggess and Julian Ovenden in a 2012
performance by John Wilson at the BBC Proms® reveals significant differences of technical

and stylistic vocal approach. Grayson employs liberal portamenti and rubato which is notably

%6 Banfield, ‘Stage and Screen Entertainers in the Twentieth Century’, p. 80.

57 McHugh has produced musicals by Rodgers and Hammerstein, Lerner and Loewe, Leonard Bernstein, Cole
Porter, Irving Berlin, and Jule Styne at the University of Sheffield, whilst John Wilson has built a significant
reputation in the performance of operetta, musicals and move scores.

8 Alfred Cellier, ‘Queen of my Heart” from Dorothy sung by Alan Turner [sound recording] (Victor 16289,
1908) <https://www.youtube.com/watch?v=3LJSDJBJ8Js> [Accessed 14 November 2019].

% Jerome Kern, ‘Make Believe’ from Showboat sung by Kathryn Grayson and Howard Keel [sound film] (dir.
by George Sidney, Metro-Goldwin-Mayer Corp., 1951) <https://www.youtube.com/watch?v=1VvpDE87b7E>
[Accessed 14 November 2019].

60 Jerome Kern, ‘Make Believe’ from Showboat sung by Sierra Boggess and Julian Ovenden, ‘Prom 59: John
Wilson on Broadway’, BBC Proms 2012, 1 September 2012 [television broadcast] (dir. Jonathan Haswell, BBC
TV, 2012) <https://www.youtube.com/watch?v=vGqdHXLr04I1&t=570s> [Accessed 14 November 2019].
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absent from Boggess’ performance. There are also significant differences in vocal timbre and

approach to vibrato. !

1.1.2. Approaches to the Analysis of Recordings: Issues and Methodologies

The act of analysing early recordings for evidence of past performing practices and
style with a ‘period ear’ is usefully problematised by Laura Tunbridge in Singing in the Age of
Anxiety. Tunbridge demurs from attempting to assess the aesthetic qualities of recordings of

lieder singers of the inter-war era due to their being ‘desperately compromised by the

2

limitations of technology and current tastes’.®? This view seems overstated and unduly

pessimistic, although perhaps understandable - written as it is within the context of a study

3

which concentrates on the ‘motivations and contingencies’®® of the singers discussed by

Tunbridge. Shai Burstyn offers a more hopeful picture of the validity and interpretation of

earlier performing practices:

If 'historical listening' is a chimera, the only sensible, indeed, realistic approach is to
realize that as listeners we encounter the vast musical treasures of the past from the one
vantage point available to us-our aesthetic experience. If, however, we wish to
understand better the ways past listeners may have perceived their music, we can enlist
the combined resources of our historical knowledge and musical sensitivity to construct
a hypothetical musical-mental model of listeners in a given place and time. %

In many ways, the aural analysis of vocal performing practices suffers less from the

limitations of technology to which Tunbridge alludes. It is well documented that the singing

61 See Christopher Morley, ‘Conductor John Wilson is back at Symphony Hall Reconstructing Lost Film Scores
from Hollywood’, Business Live, 17 November 2014 <https://www.business-live.co.uk/economic-
development/conductor-john-wilson-back-symphony-8119467> [Accessed 3 April 2020]. This observation
appears to be contradicted by John Wilson, however, in this 2014 interview, in which Wilson discusses the
process of recreating the musical scores of the MGM Studios’ musicals. He briefly addresses the rehearsal
process with singers, stating ‘Luckily, the singers we work with are all stylists, know what’s needed...’.

62 Laura Tunbridge, Singing in the Age of Anxiety: Lieder Performances in New York and London Between the
World Wars. (Chicago: University of Chicago Press, 2018), p. 11.

3 Tunbridge, Singing in the Age of Anxiety, p.11.

%4 Shai Burstyn, ‘In Quest of the Period Ear’, Early Music, 25(4) (1997), 693-701 [Accessed July 15 2020]
<www.jstor.org/stable/3128413> p. 695.
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voice recorded particularly successfully in pre-electrical recording processes and certainly
accounted for a significant proportion of commercially released recordings. David Patmore
suggests that ‘the repertoire recorded for this period [pre 1907] was largely dictated by what
would record well for the process then in use’.®® This, in addition to commercial viability, may
account for the fact that catalogues of record companies in the first years of the twentieth
century therefore consisted mainly of recordings of ‘military bands, music hall artists who were
used to projecting in the rowdy conditions of the Victorian and Edwardian theatres and halls,
and opera singers, also fully experienced in vocal projection’.®® Interestingly, the performers
of BLO often seem to encompass both Music Hall and Opera definitions employed by Patmore.
It 1s also fortunate that the commercial success of BLO (particularly in the early twentieth
century) made it economically viable for record companies to actively record their artists. This
was despite some suspicion of the gramophone in the early years of recording by the pioneer
in musical comedy and powerful theatre manager George Edwardes, who reputedly did not

‘[allow] his artists or productions to be recorded if he could prevent it.”¢’

Nicholas Cook provides a useful overview of analytical methodologies associated with
the evidence of recorded music. Cook acknowledges the value of musicological work with
recordings which uses equipment ‘no more specialised than a record or CD player, a pencil,
and perhaps a stopwatch, coupled with the capacity for close listening that comes with
experience’®® This approach forms the basis of analyses of recorded evidence in the present
thesis and will hitherto be referred to as close critical listening. Nevertheless, Cook is

particularly keen to outline the ways in which technology can ‘create an environment that

65 David Patmore, ‘Selling Sounds: Recordings and the Record Business’ in The Cambridge Companion to
Recorded Music, ed. by Nicholas Cook, Eric Clarke and others (Cambridge: Cambridge University Press, 2009)
pp. 120-139 (p. 122).

% Patmore, ‘Selling Sounds: Recordings and the Record Business’, p. 122.

67 Raymond Mander and Joe Mitchenson, Musical Comedy: A Story in Pictures (London: Peter Davies, 1969),
p- 32.

% Nicholas Cook, ‘Methods for analysing recordings’ in The Cambridge Companion to Recorded Music, ed. by
Nicholas Cook, Eric Clarke and others (Cambridge: Cambridge University Press, 2009) pp. 221-245 (p.222).
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69 Sonic Visualiser’® is discussed in terms of its

makes it easier to listen effectively
functionality which facilitates the comparison of multiple recordings, the ability to annotate
sound files and to align multiple recordings giving a visual representation of the wave forms
of each.”! Cook alludes to the pioneering work by Carl Seashore’? in which he analysed sound
sources through the visual evidence of oscillograms, which were the result of filming an
oscilloscope during performance.”® Using this method, Seashore analysed vibrato in voices and

instruments and proposed, on the evidence of such analysis, criteria for an understanding of the

factors which constitute ‘good’ and ‘bad’ vibrato.

Seashore’s work is instructive, not only in terms of the evaluation of vibrato in relation
to his evidence, but also as an indicator of attitudes towards vibrato in vocal performance in
the 1930s and therefore with clear implications for the present study, in terms of providing a
comparative tool for evaluating the performance characteristics and vocal timbres heard in

BLO recordings.

Other analytical methods such as a ‘tapping’ technique which was a physical reaction
by the analyst to the music being heard by tapping a pulse, beat or bar into a computer which
logged the temporal patterns,’ are discussed by Cook as useful for gathering data relating to

mapping rubati, but are questioned with regards to the accuracy achieved.

This analytical method and the others discussed so far belong to the realm of data
gathering, where quite detailed information may be collected. The problems of the

interpretation of this data are discussed by Cook, particularly regarding approaches which

% Cook, ‘Methods for analysing recordings’, p. 222.

70 Chris Cannam, Christian Landone, and Mark Sandler, ‘Sonic Visualiser: An Open Source Application for
Viewing, Analysing, and Annotating Music Audio Files’ in Proceedings of the ACM Multimedia 2010
International Conference <https://sonicvisualiser.org/> [Accessed 12 December 2019]

"I Cook, ‘Methods for analysing recordings’, pp. 222-223.

2 Cook, ‘Methods for analysing recordings’, p. 228.

73 Carl Seashore, Psychology of the vibrato in voice and instrument (Iowa: The University Press Iowa City,
1936), p. 121f.

4 Cook, ‘Methods for analysing recordings’, p. 231.
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‘[work] from a score-based analysis to a recording [which] basically declares off limits all those
aspects of performance that cannot be directly related to notational categories’.”> Cook warns
that the ‘page to stage’ approach negates the impact of ‘all the rhetorical, persuasive, or
expressive effects that contribute so much to the meaning of music as performance’.’® This is
a significant observation in formulating methodologies of performance analysis in BLO genres,

as they are particularly prone to deviate, sometimes quite significantly, from notated scores.

Analyses of recordings which have close links with the present topic have been
undertaken by David Milsom and Sarah Potter. Milsom analyses vocal performances within
the context of a study of nineteenth-century violin performing practices, the principal analytical
method being ‘to catalogue the various features through the medium of the present author’s
personal reaction and tabulation.””’ Features such as portamento and rhythmic modifications
are analysed, therefore, through close critical listening. Tempo and tempo rubato are, however,
analysed using computer-aided research techniques. Potter adopts a close critical listening
approach in the production of annotated scores which form the basis for experimentation in her
own portfolio of performances, which aim to reconstruct performing practices gleaned from
the analysis of historical recordings. In assessing the success of her study, Potter acknowledges
the relative dearth of existing research in this area and the need ‘for more detailed enquiry,
particularly in the dedicated study of early recordings’.”® The analyses by both Potter and
Milsom provide a useful insight into nineteenth-century vocal performing practices which have
clear relevance to forming an understanding of possible contexts for the evidence of recordings
of BLO, particularly those relating to the recordings of performers associated with the original

productions of the Gilbert and Sullivan Savoy operas. There are, however, significant

5 Cook, “Methods for analysing recordings’, p. 233.

76 Cook, ‘Methods for analysing recordings’, p. 233.

77 Milsom, Theory and Practice in Late Nineteenth Century Violin Performance, p. 9.

78 Sarah Potter, ‘Changing Vocal Style and Technique in Britain During the Long Nineteenth Century’, p. 166.
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differences in the recorded evidence offered by BLO performers and those represented by
Potter and Milsom’s studies. The widely varying background, training and timescale of the
singers associated with light opera means that the range of technical and aesthetic features is
potentially much wider. BLO performers, particularly those with an acting, Burlesque and
Music Hall background often lack the documentary evidence of their vocal training (if any)”
and prior experience which can be a useful contextual tool when considering the aural evidence
of recordings. More positively, many of the singers who recorded BLO repertoire, particularly
those associated with musical comedy of the early 1900s onwards were in their fully active
performing careers when they were recorded. Because of the nineteenth century focus of both
Milsom and Potter’s studies, many of the singers analysed by them are in their mid to late

career or beyond the usual retirement age of performing singers. %’

1.2. British Light Opera in Cultural and Social Contexts

The broader culture of opera is discussed in Everyday Arias — An Operatic
Ethnography.' The basis of this book is a study of the rehearsal and performance processes of
particular productions by Welsh National Opera. Elements of performance, such as operatic

acting ‘larger than life and slower than life’;®? the ‘repertoire of gestures’® and a discussion of

7 This does not necessarily apply to some of the original D’Oyly Carte singers on record, especially those with
an operatic training such as Esther Palliser, who was a pupil of Pauline Viardot Garcia and Mathilde Marchesi
or Scott Russell who was a student of Gustave Garcia. See John Wolfson, The Savoyards on Record
(Chichester: Headlion, 1985), p. 20 and p. 25.

80 Adelina Patti was, for example 62 years of age when she recorded Home Sweet Home in 1905 and Emma
Albani made records at the age of 67. The average age of singers in the recordings analysed by Sarah Potter is
48.

81 Paul Atkinson, Everyday Arias: An Operatic Ethnoography (Lanham MD: AltaMira Press, 2006).

82 Atkinson, Everyday Arias, p. 84.

8 Atkinson, Everyday Arias, p. 86.
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the differentiation between Musical Theatre and Opera® could be of specific interest in the

development of the production of Dunhill’s Something in the City.

As a social anthropologist, Atkinson is particularly concerned with questions of
changing attitudes to taste and the roles played by all of the production team. In rehearsals he
observes character traits and roles expected of professionals in an opera company and enacted
by them in life and on the stage. One of his themes is that of the performer who plays a character
on stage as dictated by the composer and librettist and plays the role of a professional singer
on stage, with all the associated expectations and pressures. In the development of the
production of Something in the City, these fundamental characteristics of performers and the
account of successes and failures within the development of operatic productions may become
relevant and a source of information and guidance in the direction and management of those

involved in the production of Dunhill’s opera.

In a similar vein is Amateur Operatics — A social and cultural history.*> The amateur
music scene developed significantly during the first half of the twentieth century. Whilst not
perhaps at the cutting edge of innovation in the genre, the amateur operatic movement acted as
a reliable barometer of taste through this period. The early years of many societies (often the
first decade of the twentieth century) are dominated by Gilbert and Sullivan, which in turn
gradually gives way to late Victorian and Edwardian shows such as Floradora and The Quaker
Girl.3® Lowerson dates the development of the movement back to the 1870’s and explores the

geographical, gender and class aspects, placing particular emphasis on music making in the

8 Atkinson, Everyday Arias, p. 96.

85 John Lowerson, Amateur Operatics: A Social and Cultural History (Manchester: Manchester University
Press, 2005).

8 Mackinlay claims that in Amateur Operatic Societies ‘Out of pre-war productions some 90 per cent were
Gilbert and Sullivan...at the end of ten years the percentage of Gilbert and Sullivan operatic performances had
dropped to 60 per cent. Since then this decline has continued until, by the spring of 1927 the percentage of
Gulbert and Sullivan operas had dropped to 40 per cent.” Mackinlay, Origin and Development of Light Opera,
pp. 277-278.
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provinces which provides an alternative to the rather London-centric discussion of professional

performances.

One of the inevitable consequences of the under-appreciation of BLO which was
alluded to in the introduction is a lack of literature specifically dealing with this genre. The
Oxford Handbook of The British Musical®” provides an overarching narrative for the genre (or
rather collection of genres under the umbrella term ‘Musical’), from eighteenth-century ballad
opera; through nineteenth-century theatre music towards the collaboration of Gilbert and
Sullivan; musical comedy; the English operettas of Ivor Novello; the so-called ‘American
invasion’ of Oklahoma, followed by the British reaction to this in works such as Oliver! and
finally the ‘Epic Musical’ such as Les Misérables (admittedly French in origin but included
here presumably due to its overwhelming impact on the culture of British Musicals and
Cameron Mackintosh’s role in this), Phantom of the Opera and other Andrew Lloyd Webber

musicals and finally ‘Pop’ and ‘Jukebox’ musicals such as Mamma Mia!

Reference books include a series by Kurt Génzl. Ginzl’s Book of the Musical Theatre®®
contains synopses of many light operas with details of first performances. The Encyclopedia
of the Musical Theatre® contains biographies and synopses in three volumes. The British
Musical Theatre®® provides a chronological account from 1865 to 1914 (Vol 1) and 1915-1984
(Vol 2). This is perhaps Génzl’s most significant contribution through his commentary on
almost all musical theatre activity of these periods. Richard Traubner’s Operetta— A Theatrical

History®! provides a chronological account of the major schools of operetta. Of particular

87 The Oxford Handbook of the British Musical, ed. by Robert Gordon and Olaf Jubin (New York; Oxford:
Oxford University Press, 2019).

88 Kurt Génzl and Andrew Lamb, Ginzl’s Book of the Musical Theatre. (London: The Bodley Head, 1988).

8 Kurt Géanzl, The Encyclopedia of the Musical Theatre, 2nd edn (New York: Schirmer Books, 2001).

%0 Kurt Ganzl, The British Musical Theatre Volume 1 1865-1914 (London: The Macmillan Press Ltd., 1986) and
Kurt Géanzl, The British Musical Theatre Volume 2 1915-1984 (London: The Macmillan Press Ltd., 1986).

1 Richard Traubner, Operetta — A Theatrical History. (London: Victor Gollancz, 1984).

43



relevance are the accounts of the Savoy tradition and the Edwardesian Era®?. The earlier
chapters do, however, provide a useful contextualisation of British operetta through accounts

of its Viennese and Parisian predecessors.

Philip L. Scowcroft® discusses a broad range of light music genres with an account
which, whilst making ‘no attempt to make a lofty historical or musical survey’,* nevertheless
provides much useful contextual information and some evaluative analysis regarding relevant
but sometimes obscure light opera practitioners. Amongst these are figures such as Alfred
Reynolds (1884-1969), the musical director of the Lyric Theatre, Hammersmith during Sir
Nigel Playfair’s tenure as actor-manager and at the time of the first production of Dunhill’s
Tantivy Towers in 1931.%°> Scowcroft’s account of Reynolds’ career provides a useful overview
of the musical activity at this theatre, and, by concentrating on the musical activity,
complements Playfair’s own account of his time running the Lyric Theatre, in his book
Hammersmith Hoy.*® There is much useful information regarding the details of the artistic
direction taken by Playfair, particularly regarding the production processes of various musical
revues and light/comic opera undertaken, of which Tantivy Towers was one such production.
Amongst other composers in light opera genres discussed by Scowcroft are:- G. H. Clutsam,
the creator of Lilac Time,®” which ‘ran for 626 performances after its premiere at the Lyric on
the 22" December 1922 ;% Harold Fraser-Simson (1878-1944 - the composer of The Maid of

the Mountains); Edward German (1862-1936 — described by Scowcroft as ‘Sullivan’s heir’)*”

92 A term which denotes the heyday of the impresario George Edwardes (1855-1915).

% Philip L. Scowcroft, British Light Music: A personal gallery of 20"-century composers (Binsted: Dance
Books, 2013).

% Scowcroft, British Light Music, p. 2.

95 Scowcroft, British Light Music, pp. 88-92.

% Nigel Playfair, Hammersmith Hoy: A Book of Minor Revelations (London: Faber and Faber, 1930).

7 An English version of the operetta Die Dreimadlerhaus by Heinrich Berté (1858 — 1924) which used
Schubert’s melodies. See Scowcroft, British Light Music p. 31.

8 Scowcroft, British Light Music p. 31.

9 Scowcroft, British Light Music p. 50.
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and Montague Phillips (1885-1969 — the composer of The Rebel Maid and husband of the light-

operatic soprano Clara Butterworth).

Alexandra Wilson'% discusses opera within the context of the emerging 1920s British
Jazz scene in terms of perceptions of high and low culture. Whilst light opera is infrequently
addressed, this is nevertheless a useful contextualisation of 1920s attitudes towards - and
appetites for - widely differing genres at this significant time for British light opera.

There has been a certain amount of scholarly interest in Gilbert and Sullivan’s work but
in general light opera genres have been somewhat neglected in academic study. An exception
is Derek B. Scott’s Sounds of the Metropolis'® which investigates popular music forms,
including light opera, within the context of the popular music revolution of the nineteenth
century. In Chapter 4 — The Rift between Art and Entertainment, Scott addresses the often
complex coexistence of Light Music and Serious Music, and the ‘friction between art and

>102

entertainment and its effect on aesthetic status within the cultural milieu in which they

existed. Particular attention is paid to the potential for parody, which such a context generates
and the ways in which ‘stock situations or clichés of opera, and the artifices of the genre’!®
are parodied in the works of Sullivan and Offenbach: ‘the ridiculousness of private confessions

before an audience; [...Jthe inquisitive or commenting operatic chorus, a body of people who

somehow manage to think up identical questions simultaneously and pose them in a perfectly

5104 >105

synchronised manner and ‘ vocal pyrotechnics, extended melismas, and cadenzas.
Scott’s commentary provides a useful context for the consideration of the manner of

performance appropriate in light opera; the irony embedded in much of this repertoire operating

100 Alexandra Wilson, Opera in the Jazz Age: Cultural Politics in 1920s Britain. (Oxford: Oxford University
Press, 2019).

101 Scott, Sounds of the Metropolis.

192 Scott, Sounds of the Metropolis, p. 100.

103 Scott, Sounds of the Metropolis, p. 101.

104 Scott, Sounds of the Metropolis, pp. 102-3.

105 Scott, Sounds of the Metropolis, p. 105.
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not — as in serious opera — through the ‘irony of situation’ but rather, ‘irony communicated
through music][...][where] The “wrong” musical sign is used to great ironic effect; in other

words, a song or aria may be double coded’!%
1.2.1. Gilbert & Sullivan

The partnership of W. S. Gilbert and Arthur Sullivan, and particularly their
collaboration in the Savoy Operas, has been the subject of numerous studies from the

reminiscences of Savoyards'®’

in later life to scholarly texts in recent years. The largely
autobiographical texts of the partnership prove useful in establishing a context for
understanding the performative decisions made during the creation and production of the Savoy
Operas, whilst also, in varying degrees, mythologising the partnership for twentieth and
twenty-first century audiences. The Gilbert & Sullivan Book, ' in addition to a comprehensive
account of the partnership, reflects on the fortunes of the Savoy operas following the deaths of
W.S. Gilbert in 1911 and Helen D’Oyly Carte in 1913.!% Baily’s later book Gilbert & Sullivan
and their world''° is a more condensed and conventional narrative. The biopic The Story of

Gilbert and Sullivan (1953)'!"! was co-written by Baily and based on The Gilbert & Sullivan

Book.

Gilbert & Sullivan — The Creative Conflict''? explores the nature of their partnership and

seeks to understand the source of the conflicts which arose and directly affected the outcome

196 Scott, Sounds of the Metropolis, p. 106.

107 Although the term ‘Savoyard’ is frequently used to denote a G & S enthusiast and/or performer in
contemporary Musical Theatre culture, the term here is borrowed from John Wolfson’s survey of singers who
made records and were associated with the original productions of the Savoy operas or otherwise associated
with Sir Arthur Sullivan himself. Therefore ‘Savoyard’ in this thesis refers to a singer who worked with Gilbert
and/or Sullivan themselves. See Wolfson, The Savoyards on Record.

108 [_eslie Baily, The Gilbert & Sullivan Book (London: Cassell and Company, 1952).

199 Baily, The Gilbert & Sullivan Book, p. 403.

101 eslie Baily, Gilbert & Sullivan and their world (London: Thames and Hudson, 1973).

" The Story of Gilbert and Sullivan, dir. by Sidney Gilliat (London Film Productions, 1953).

112 David Eden, Gilbert & Sullivan — The Creative Conflict (Cranbury, NJ; London; Mississauga, Ont.: Associated
University Presses, 1989).
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of the operas through their respective personalities: David Eden characterises Gilbert as having

113 whereas

‘the psychological make-up of an infant; [...] rigid, mechanical and domineering
Sullivan is characterised as a ‘man of Shakespearean humility’.!'* The overarching theme of
Eden’s argument appears to be to reassess Sullivan’s standing as a musician and his specific
contribution to the Savoy Operas. Eden makes a case for renouncing the commonly-held
opinion of Sullivan as a second-rate composer, despite some rather hyperbolic statements
(‘With a talent greater than Brahms’ he should have been a thundering egotist’),'!> whilst
attributing Sullivan’s low critical status to the difficulty critics have had in ‘reconcil[ing] his
obvious gifts with his equally obvious failure to use them according to the prescribed romantic

>116

formula’"'® and asserting that ‘the dominance of Gilbert is the Pathetic Fallacy of Savoy Opera,

the artistic unity of which is actually the composer’s achievement’!!”

Jane W. Stedman discusses the partnership within the broader context of Gilbert’s life
and career, offering a rather more nuanced view of Gilbert’s personal and professional
relationships.’’® Alan Hyman’s Sullivan and His Satellites — A survey of English Operettas
1860-1914'° is in a similar vein but also addresses the contemporaries and immediate
successors to the Gilbert and Sullivan partnership, including a comprehensive account of the
challenges that Gilbert and Sullivan faced in the changing musical theatre landscape of the late
1880s — a gradual shift of taste which began with Dorothy and would develop into the musical

comedy of the Edwardian Era and beyond.

13 BEden, Gilbert & Sullivan — The Creative Conflict, p. 196.

114 BEden, Gilbert & Sullivan — The Creative Conflict, p. 182.

15 BEden, Gilbert & Sullivan — The Creative Conflict, p. 162.

116 BEden, Gilbert & Sullivan — The Creative Conflict, p. 162.

"7 Eden, Gilbert & Sullivan — The Creative Conflict, p. 196.

118 Jane W. Stedman, W.S. Gilbert: A Classic Victorian and His Theatre (Oxford: Oxford University Press,
1996).

119 Alan Hyman, Sullivan and His Satellites: A survey of English Operettas 1860-1914 (London: Chappell and
Company, 1978).
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Thomas F. Dunhill’s study of Sullivan’s music'?® within the Savoy opera canon is the
most thorough study of Sullivan’s compositional processes in terms of the characterisation of
Gilbert’s texts through melodic shape and character, orchestration, and form. Gervase
Hughes!?! provides a more general (and conventional) analysis of Sullivan’s music in toto,
whilst William Cox-Ife'?? is concerned primarily with performative issues which are only very
occasionally addressed by Dunhill. Carolyn Williams has investigated the cultural impact of
parody and satire in Gilbert and Sullivan in which she identifies the role of parody in terms of
the ‘forms and foibles of social life’ and parody as “artistic or literary works, aesthetic features,
or generic conventions of the past or present’.!?* Whilst Williams does provide an occasional
commentary on musical style, such as identifying the Handelian parody of ‘All Hail, great
Judge!” in Trial by Jury'** and the quasi-Verdian parody in The Pirates of Penzance, the main
thrust here is to understand the social contexts and impact of the operas within late Victorian
society and challenge current, often revisionist, perceptions of these works. Regina B. Oost
discusses the constitution of the Savoy audiences in Gilbert and Sullivan: Class and the Savoy

Tradition, 1875-1896.'%

A prolific Sullivan scholar, David Eden is a co-editor (with Meinhard Saremba) of
perhaps the most comprehensive single text regarding the Gilbert and Sullivan partnership and
works, The Cambridge Companion to Gilbert and Sullivan.'?® Containing commentaries on

historical, musical and aesthetic context, reception and analyses of the music, this text

120 Thomas F. Dunhill, Sullivan’s Comic Operas: A Critical Appreciation (London: Edward Arnold &
Company, 1929).

12 Gervase Hughes, The Music of Arthur Sullivan (London: Macmillan, 1959).

122 William Cox-Ife, How to Sing both Gilbert and Sullivan (London: Chappell & Company, 1961).

123 Carolyn Williams, ‘Comic Opera: English Society in Gilbert and Sullivan’ in The Oxford Handbook of the
British Musical, ed. by Robert Gordon and Olaf Jubin (New York; Oxford: Oxford University Press, 2019), 91-
115 (p. 91). See also Carolyn Williams, Gilbert and Sullivan: Gender, Genre, Parody (New York; Chichester,
Columbia University Press, 2011).

124 Williams, ‘Comic Opera: English Society in Gilbert and Sullivan’ p. 95.

125 Regina B. Oost, Gilbert and Sullivan: Class and the Savoy Tradition, 1875-1896 (Abingdon; New York:
Routledge, 2016).

126 The Cambridge Companion to Gilbert and Sullivan ed. by David Eden and Meinhard Saremba (Cambridge:
Cambridge University Press, 2009).
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nevertheless skirts the issue of performing practices, preferring textual hermeneutics, in a
manner reminiscent of Hughes’ analyses.!?” The film maker and playwright Mike Leigh, in
Topsy-Turvy: a personal journey'?® perhaps comes closest to addressing performative matters
in his commentary to his 1999 film,'?° although these tend to concentrate on directorial matters
of historical accuracy in terms of production, rather than musical matters. Leigh in the DVD
release of Topsy-Turvy, provides some useful insights in a scene by scene commentary to the
film which supplement his chapter. Useful primary sources regarding the Gilbert and Sullivan
partnership and subsequent developments in musical comedy include the ‘recollections and
anecdotes of D’Oyly Carte and other famous Savoyards’ by Francois Cellier and Cunningham
Bridgeman'** and Rutland Barrington’s ‘A Record of Thirty-Five Years’ Experience on the
English Stage (1908)’.13! Cellier’s text forms a detailed account from his perspective as
musical director of the D’Oyly Carte Company from 1878, whilst Barrington, who created
many roles in the Savoy operas, recounts his experiences of these and subsequent forays into
musical comedy. Barrington in particular offers a colourful picture of late nineteenth and early
twentieth century theatrical life, in addition to information regarding attitudes to performance

and casting.

The contribution to Gilbert and Sullivan research by enthusiasts is significant. In
addition to the work of the Sir Arthur Sullivan Society in the promotion of Sullivan’s music

through recordings, their periodical also contains analytical and scholarly articles by David

127 See Hughes, The Music of Arthur Sullivan.

128 Mike Leigh, ‘Topsy-Turvy: A Personal Journey’ in The Cambridge Companion to Gilbert and Sullivan ed. by
David Eden and Meinhard Saremba (Cambridge: Cambridge University Press, 2009), 153-176.

129 Topsy-Turvy, dir. by Mike Leigh (Thin Man Films, 1999) [on DVD].

130 Frangois Cellier and Cunningham Bridgeman, Gilbert and Sullivan and their Operas: with Recollections and
Anecdotes of D’Oyly Carte & other famous Savoyards (Boston: Little, Brown and Company, 1914).

131 Rutland Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage
(London: Grant Richards, 1908).
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Eden, Martin Yates and Stephen Turnbull.!3? The Complete Annotated Gilbert and Sullivan'*
provides the complete libretti of their operas with commentary on the variations between
editions and the stage directions of the prompt books. The author, lan Bradley, an academic in
the field of church history and practical theology, is an amateur Gilbert and Sullivan enthusiast.
As such, his 2005 book Oh Joy! Oh Rapture!: The Enduring Phenomenon of Gilbert and
Sullivan'3* assesses the influence of Gilbert and Sullivan on twentieth century culture and the
professional and, it pays particular attention to amateur performing contexts from the 1960s to
the present day. Bradley also surveys scholarship in both Britain and North America, noting a

propensity for Gilbert to be the subject of research in North America and Sullivan in Britain. '’

The concept of “tradition” has been a recurring theme of Gilbert and Sullivan
performance, both amateur and professional, especially regarding the ‘authority’ of the
performances of the D’Oyly Carte Opera Company. Gayden Wren makes a particularly telling
statement in the light of an investigation into vocal performing practices regarding the period
following the loss of exclusivity of professional performance rights by the D’Oyly Carte
Company in 1961: ‘[...]while the generation of fans bred on the 1920s and 1930s complained
that the newer singers weren’t up to their predecessors, the [D’Oyly Carte] company didn’t
suffer unduly from this loss of exclusivity’!*®. Although a general tendency towards nostalgia
for the past is perhaps inevitable amongst long-standing enthusiasts in any discipline, this
would seem to point to some tangible change of vocal approach which an older audience might

register, however subconsciously.!?” There emerges from various sources much discussion of

132 An archive of the quarterly magazine of The Sir Arthur Sullivan Society can be found at
<https://sullivansociety.org.uk/magazine-archive/issues/80-84/> [ Accessed on 12 December 2019]

133 Tan Bradley, The Complete Annotated Gilbert and Sullivan (Oxford: Oxford University Press, 2016).

134 Tan Bradley, Oh Joy! Oh Rapture!: The Enduring Phenomenon of Gilbert and Sullivan (Oxford: Oxford
University Press, 2005)

135 Bradley, Oh Joy! Oh Rapture! pp. 179-191.

136 Gayden Wren, 4 Most Ingenious Paradox: The Art of Gilbert & Sullivan (Oxford; New York: Oxford
University Press, 2006), p. 293.

137 The author remembers conversations with her late father-in-law who was himself a singer briefly taught in
the 1950s by Edgar Herbert-Caesari and subsequently an amateur and semi-professional performer of light
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‘tradition’ in Gilbert and Sullivan performance which offers a complex mixture of perspectives,
memories and perhaps prejudices. These will be explored in Chapter 2 with a view to

understanding how changing perceptions of tradition may relate to vocal performing practices.

1.2.2 Musical Comedy

In contrast to the Gilbert and Sullivan repertoire, musical comedy, which
proliferated between 1890 and 1940'*® has received much less scholarly attention until
relatively recently, although momentum appears to be gathering in the acceptance of the genre
as being of cultural importance. The actual music of this genre has received very little attention,
apart from isolated examples such as Banfield’s brief analysis of extracts from The
Arcadians.'®® The significance of this genre in sociological terms was first addressed by Len
Platt as late as 2004, 4’ who identifies in British musical comedy’s concern with modernity and
contemporary themes an important identifying characteristic of this sub-genre of light opera as
well as providing a window on late nineteenth and early twentieth century British society. In
addition to Banfield’s work is that of John E. Degen,'*! Brian Singleton,'** and Ben

Macpherson.'** Further social contextualisation is offered by Jim Davis and Victor

opera which effectively had a theme of ‘the trouble with modern singers is that they sing with little feeling or
individuality...’

138 The term ‘musical comedy’ has often been applied in many contexts, both in Britain and the USA, but for the
present thesis (unless otherwise stipulated) it refers to the British genre initially developed by impresario George
Edwardes which reached its peak of popularity in the West End with shows such as The Arcadians (Lionel
Monckton, 1909) and Chu Chin Chow (Sidney Jones, 1916).

139 Stephen Banfield, ‘English Musical Comedy, 1890-1924°, in The Oxford Handbook of the British Musical,
ed. by Robert Gordon and Olaf Jubin, (New York; Oxford: Oxford University Press, 2019) pp. 123-129.

140 Len Platt, Musical Comedy on the West End Stage, 1890-1939 (London: Palgrave Macmi llan, 2004).

141 John A. Degen, ‘The Evolution Of The ‘Shop Girl> And The Birth Of “Musical Comedy"’, Theatre History
Studies, 7 (1987), 40-50.

142 Brian Singleton, Oscar Asche, Orientalism, and British Musical Comedy (Westport: Praeger Publishers,
2004).

143 Ben Macpherson, Cultural Identity in British Musical Theatre, 1890-1939: Knowing One’s Place
(London:Palgrave Macmillan, 2018), p. 2.
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Emeljanow'* in their discussion of audiences in the Victorian and Edwardian era, described
as: ‘so diverse that it is impossible to consider a generic audience for this period.”'* Davis
and Emaljanow’s work is referenced by Oost in her study of Gilbert and Sullivan, mentioned
earlier, but Davis and Emaljanow have a broader chronology with theatregoing in the heyday
of musical comedy discussed. In quoting Michael Booth, they make a convincing case for the
importance of considering this aspect of theatrical life as part of an attempt to establish
historical performance paradigms: ‘Such information[...]is essential if we are fully to
understand the repertory or style of a theatre at a particular time in history, and ultimately the

f9146

character and content of the drama itsel The notion of ‘Britishness’ as outlined by Platt

and nostalgia as embodied in musical comedy is further developed by Macpherson.

Postlewait claims that ‘Far more than Henry Irving, Oscar Wilde or Bernard Shaw,

> 147

Edwardes defines an entertainment era in London theatre’'*” and proposes that musical comedy

is deserving of scholarly attention, highlighting the essential quality of the product itself:

Musical Comedy, phenomenally successful and appealing, was a major artistic
development][...] The librettists and composers were very good at their artistic jobs.
The productions achieved high artistic standards in design and performance. The
charming and clever performers were the best of their types.!'*®

Macpherson (2018), whilst acknowledging a scarcity of scholarship as identified by Banfield,
observes that

[...]there have been a number of works published that have considered

discrete aspects of this story. These are often disparate, compartmentalised, or removed
from a sense of broad cultural context, but together they do provide compelling
evidence that musical comedy is worthy of the detailed attention Banfield
champions.'¥

144 Jim Davis and Victor Emeljanow, ‘Victorian and Edwardian Audiences’ in The Cambridge Companion to
Victorian and Edwardian Theatre, ed. by Kerry Powell (Cambridge: Cambridge University Press, 2004) 93-
108.

145 Davis and Emeljanow, ‘Victorian and Edwardian Audiences’ p. 93.

146 Michael R. Booth, ‘East End and West End: Class and Audience in Victorian London’ (Theatre Research
International 2, 2, 1977), pp. 98-103 in Davis and Emeljanow ‘Victorian and Edwardian Audiences’ p. 93.
147 Postlewait, ‘George Edwardes and Musical Comedy’, p. 87.

148 postlewait, ‘George Edwardes and Musical Comedy’, p. 94.

149 Macpherson, Cultural Identity in British Musical Theatre, 1890-1939, p. 2.
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1.2.3. Revue, Operetta(e), Romantic Light Opera and Romantic Music-Drama

The changing fortunes of musical comedy during the 1920s and 1930s and the reasons
behind them have been the subject of debate. Platt identifies a decline in its popularity and
influence during these decades — despite ‘periods|...]that saw musical comedy resurfacing to
make an impact, notably in the mid- to late 1930s][...]this patchy performance was a long way
from the Edwardian heydays when musical comedy had dominated the West End stage and
beyond.”!>® For Platt, the ‘long-term trend for the musical comedy, at least in its ‘British’

variety, was now down’!3!

and refutes claims by commentators such as Sheridan Morley that
this could be attributed to the growing advent of radio and television or the increasing economic
privations of this period. Despite struggles for all theatres at this time, Platt observes that
‘musical comedy struggled more than most’.!>? The topicality and ‘modernity’ which had been
the hallmark of musical comedy began to be challenged, according to Platt, by revue, with ‘its
eagerness to incorporate American musicality and chic, revue was, above all, a culture able to
maintain a modern styling’. That revue might appeal to a different audience, with the ‘critical
exploration of modernity, which had at the centre of its world, London’ and a satirical edge
was not new: Platt, referencing two revues: Kill That Fly (1912) and By Jingo if We Do (1914)
asserts that revue had long offered the chance to ‘escape from musical comedy, an opportunity
not just to try out new ideas, but also to establish distance from the ongoing culture[...]The
makers of musical comedy were frequently referred to and even represented in revues as figures

from a bygone age”’.!> Platt speculates that a typical audience for a revue would have been

‘[...]a younger audience, at least initially, with a sense of its own sophistication’'**. According

130 Platt, Musical Comedy on the West End Stage, 1890-1939, p. 142.
151 Platt, Musical Comedy on the West End Stage, 1890-1939, p. 142.
152 Platt, Musical Comedy on the West End Stage, 1890-1939, p. 143.
153 Platt, Musical Comedy on the West End Stage, 1890-1939, p. 132-3.
154 Platt, Musical Comedy on the West End Stage, 1890-1939, p. 139.
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to David Linton, [...Jrevue’s popularity in part stemmed from situating itself in direct

opposition to musical comedy and its mainstream status.’'>>

The 1920s proved to be a fallow period for British light opera, especially of the
Romantic/Lyric forms, where few achieved significant runs. In contrast, American musicals
(or operettas) were much more commercially successful: Rudolf Friml and Herbert Stothart’s
Rose-Marie ran for 851 performances at the Drury Lane Theatre from 1925, for example. !>
Both Ivor Novello and Noel Coward had been involved in revue and musical comedy in their
early careers but by the 1930s they had also turned their attention to operetta forms, often
referencing, as did the American musicals of Friml et al, the musical and plot tropes of
Viennese operetta in an often ‘romantic plot set in a mythical romantic Ruritanian country’.'’
Platt identifies a sense of nostalgia in Coward’s work: an attempt to escape from ‘Twentieth
Century Blues’,'>® a sense of disillusionment with the modern world which places this genre
in contrast to the forward-looking optimism and modernity of musical comedy in its early years
and later, revue. Nichols notes the common device in Novello’s operetta plots, that of ‘an
operetta-within-an-operetta’,'>* where the genre becomes almost a parody of itself, together
with an almost formulaic approach to casting: ‘Glamorous Night (1935)[...] introduced what
would consequently become the basic set up of almost every Novello operetta: a staring non-
singing role for himself, a soprano as the female lead, a small contralto role (always played by

Olive Gilbert), [and] a comedic non-singing female’.!®® With Mary Ellis often cast as the

female lead, Novello built a regular quasi-company around himself, leading to a creative

155 Linton, ‘English West End Revue: The First World War and After’, p. 144.

156 Giinzl, The British Musical Theatre Vol I 1915-1984, p. 239.

157 Stewart Nicholls, ‘West End Royalty: Ivor Novello and English Operetta, 1917-1951” in The Oxford
Handbook of the British Musical, ed. by Robert Gordon and Olaf Jubin, (New York; Oxford: Oxford University
Press, 2019), p. 202.

158 The phrase ‘Twentieth Century Blues’ is quoted by Platt from Coward’s lyrics from his 1931 show
Cavalcade. Platt, Musical Comedy on the West End Stage, 1890-1939, p.145.

159 Nicholls, ‘West End Royalty: Ivor Novello and English Operetta, 1917-1951”, p.202.

160 Nicholls, ‘West End Royalty: Ivor Novello and English Operetta, 1917-1951”, p.202.
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practice very similar to that of Gilbert and Sullivan: ‘Throughout his career he wrote with
singers, or actresses, in mind, creating roles and melodies to suit their individual style.” ! James
Agate, in a review of Glamorous Night in 1935, recognises the referential manner adopted by

both Novello and Coward towards earlier light opera forms and practices:

Militza [played by Mary Ellis] is a light-opera singer, and as this is Drury Lane and Mr
Coward in Cavalcade had a fragment of musical comedy, Mr. Novello presumably feels
impelled to give us as slab of operetta[...] the attempt signally fails and is bound to,
because Mr. Coward has a remarkable flair for parody and Mr. Novello a less bountiful
gift for serious operetta. '

Many of the leading British composers of the late nineteenth and early twentieth century
wrote works which have light opera associations or allusions but are generally either of a more
serious nature or have greater musical ambitions than is usual in light opera. Mackinlay gathers
together works such as Sullivan’s Ivanhoe (1891) and The Beauty Stone (1898); Ethel Smyth’s
The Boatswain’s Mate (1916); Gustav Holst’s The Perfect Fool (1923) and Ralph Vaughan
Williams’ Hugh the Drover (1924) into a genre he calls ‘Romantic Music-Drama (the English

equivalent of the French Opera-Comique)’,'®* a term borrowed from Sullivan’s description of

his stage work The Beauty Stone. 1%+
With the exception of The Perfect Fool, all of the Romantic Music Drama works

discussed here have received recent complete recordings.!®> A recording including members

of the original 1924 cast of Hugh the Drover exists'%®. Trefor Jones played ‘Hugh the Drover’

161 Paul Webb, ‘Novello, Ivor’ Grove Music Online, 2001
<https://doi.org/10.1093/gmo/9781561592630.article.20146> [Accessed 2 August 2020].

162 James Agate, Immoment Toys: A Survey or Light Entertainment on the London Stage, 1920-1943. (London:
Jonathan Cape, 1945), pp. 104-105.

163 Mackinlay, Origin and Development of Light Opera, p. 254.

164 Arthur Jacobs, ‘Sullivan, Sir Arthur’ Grove Music Online, 2001
<https://doi.org/10.1093/gmo/9781561592630.article.27100> [Accessed 2 August 2020].

165 The BBC did record, however, a complete performance of The Perfect Fool for radio broadcast in 1995
(Gustav Holst, The Perfect Fool, BBC Radio 3, 25 December 1995.). The role of ‘The Wizard’ in this
performance was played by Richard Suart, who also created the role of ‘The Commissionaire’ in Dunhill’s
Something in the City, University of Huddersfield 2019 (Discussed in Chapter 5).

166 Ralph Vaughan Williams, Hugh the Drover, cond. by Malcolm Sargent (HMV D922-926, 1924).
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for the first ‘private dress rehearsals’ at the Royal College of Music but Tudor Davies, who
sings the role of ‘Hugh’ on the recording, sang the role in the first professional production at

His Majesty’s Theatre in July 1924. ¢

1.3. Thomas F. Dunhill and British Light Opera

The English composer Thomas Frederick Dunhill (1877-1946) was, amongst members
of the British musical establishment of the early twentieth century, a rare evangelical voice for
the comic operas of Sir Arthur Sullivan (1842-1900). Dunhill himself was a significant author
and his Sullivan’s Comic Operas: A Critical Appreciation'®® is the first serious appreciation of
Sullivan’s music in the comic operas. According to Nigel Burton:

Dunhill's little book Sullivan's comic operas (London, 1929) remains the first of two

great watersheds in restoring Sullivan's reputation in the twentieth century. Here, at last,

was one fine musician writing about another, with qualified admiration, sanity,
competence, and objectivity (tempered with the right amount of subjective warmth)'®

Dunbhill specifically refers to Sullivan’s comic operas, in the quotation at the beginning
of the introduction to this thesis, as part of a vigorous defence of the inherent musical and
dramatic qualities of these works against a prevailing attitude of denigration and hostility
amongst his peers.!’® This idea could, however, equally well apply to many works within the

various BLO genres. Dunhill’s analyses of the Savoy Operas are informed by the knowledge

of a composer and the influence of Sullivan’s music is clear in his own comic operas.

167 Michael Kennedy, ‘Hugh the Drover’ [CD Sleeve notes] (Hyperion, CDA66901/2, 1994) <
https://www.hyperion-records.co.uk/notes/22049-B.pdf> [Accessed 14 April 2020].

Trefor Jones created the role of ‘Hugh Heather’ in Dunhill’s Tantivy Towers (1931).

168 Dunhill, Sullivan’s Comic Operas.

169 Nigel Burton, ‘Sullivan Reassessed: See How the Fates’ The Musical Times (2000), 141(1873), 15-22. <
https://www.jstor.org/stable/1004730 > [ Accessed 3 August 2020].

170 Burton, ‘Sullivan Reassessed: See How the Fates’ p. 20-21. Dunhill particularly remonstrates with views
expressed by Ernest Walker (1870-1949) in his 4 History of Music in England (1907). Dunhill quotes Walker,
who describes Sullivan’s operatic music as ‘mere froth... for his positive qualities ...we have to look
elsewhere’.
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Dunhill’s reputation during his multi-faceted career was established by his
compositions in many genres, writings, adjudicating, teaching and pedagogical compositions
for children, particularly piano pieces written for the Associated Board of Music practical
examinations'’!.  Whilst somewhat overshadowed by his contemporaries such as Ralph
Vaughan Williams and John Ireland, who were perhaps writing in a more ‘distinctive and
personalised idiom’,'”?> Dunhill was a prolific composer of over one hundred acknowledged
works in many classical forms, comic opera occupying a small but significant place in his
compositional oeuvre.!” Dunhill’s posthumous reputation has continued in his educational
compositions and writings, such as his 1913 book Chamber Music: a Treatise for Students,'™
whilst his more substantial compositions, including the light operas, have received only
infrequent performances. Unsurprisingly, Dunhill’s career and output has largely been
overlooked in scholarship. Musicologists and enthusiasts for British music in recent decades,
such as Lewis Foreman,'”> Beryl Kington,'’® Matthew Brent Swope'”’ and Philip L.

Scowcroft!”® have advocated a reappraisal of various aspects of Dunhill’s oeuvre, but these

have generally been isolated enterprises.

17! Notable acknowledged works include the Symphony in A Minor (1913-18) and Phantasy Trio in E Flat Opus
36 (1911), recorded by Albert Sammons, Lionel Tertis and Frank St.Leger. Amongst numerous pedagogical
compositions, typical are First Year Pieces for piano, which are still (in 2020) published by the Associated
Board of the Royal Schools of Music and songs suitable for children such as Grandfather Clock and The Frog.
172 Lewis Foreman, ‘The Music of Thomas F. Dunhill’ in David Dunhill, Thomas Dunhill: Maker of Music
(London: Thames Publishing, 1997), p. v.

13 The Thomas Dunhill Connection <http://www.thomasdunhill.com/td/dunhills-published-works-music-and-
books/> [accessed 21 February 2020].

174 Thomas F. Dunhill, Chamber Music: A Treatise for Students. (London: Macmillan and Co., 1913).

175 Dunhill, Chamber Music: A Treatise for Students.

176 Beryl Kington, ‘Thomas F. Dunhill and Sibelius 7 in British Music: The Journal of the British Music Society
Vol 18 (1996), p. 54. Kington discusses a proposed project to typeset Dunhill’s unpublished quintet in C minor
Op 20 using the Sibelius 7 music notation programme. Lewis Foreman refers to a project by Kington to write a
“full-scale study of Dunhill’s music’ as a companion book to David Dunhill’s biography (Foreman ‘The Music
of Thomas F. Dunhill’, p. vii.) However, in email correspondence with Dunhill’s Grandson, Paul Vincent, it was
explained that this project was, unfortunately, abandoned at some stage (email to the author on 31 March 2020).
177 Matthew Brent Swope, ‘Thomas F. Dunhill and the unsung song’ (unpublished master’s thesis, Penn State
University, USA, 2006).

178 Scowcroft, British Light Music, p. 124. See also Philip Scowcroft ‘English Composers for Amateurs No 3 —
Thomas Dunhill’ (n.d.) <http://www.musicweb-international.com/amateurs/Dunhill.htmI> [accessed 2nd April
2020].
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Tantivy Towers Op.73 (1931) was Dunhill’s only commercially successful comic
opera'”® during his lifetime, with a critically-acclaimed initial run at the Lyric Theatre,
Hammersmith'® and subsequent revivals during the following decade on stage and radio.'®!
The success of Tantivy Towers built upon previous efforts in the light opera genres which
include the early operetta Princess Una (1896) and the one act opera The Enchanted Garden,
Op.65 (1924), produced at the Royal Academy of Music in a triple bill with Holst’s Savitri and
Mozart’s Bastien and Bastienne.'®? Following Tantivy Towers, the comic opera Happy

3 Lewis

Families (1932) was produced by amateur companies but not professionally.'®
Foreman considers this work to be ‘really a fairy play with music, though the music is in the
comic opera style’, aligning Dunhill’s work with that of Elgar in his incidental music to
Algernon Blackwood’s children’s play The Starlight Express.'8* Another ‘fairy’ opera was
Alicia, or The Magic Fishbone, Op.88 (1937), premiered at St. Margaret’s School, Harrow.
Dunhill’s final work in the light opera genre is Something in the City Op.90, (1939) a
Comic Opera in three acts. According to David Dunhill, writing in 1997, ' this work remained
unperformed, although the vocal score was published the following year by J.B. Cramer and
Company. Matthew Brent Swope claims that two numbers from this work; Keeping Secrets
and Catch about Love were published separately by J.B. Cramer and received performances. '8¢

Thus far it has been possible to verify neither the publication of individual numbers, nor the

performances referred to by Swope.!®” The principal sources of information regarding

179 The Enchanted Garden (1925) and Happy Families (1933) are other notable operettas. (Scowcroft, British
Light Music, p. 124).

180 Génzl, The British Musical Theatre Volume 2 1915-1984, p. 358. Tantivy Towers’ 1931 run of 170
performances made it one of the most successful musical theatre pieces in Britain of that year.

181 David Dunhill Thomas Dunhill: Maker of Music (London: Thames Publishing, 1997), p. 811f.

132 David Dunhill Thomas Dunhill: Maker of Music p .71.

133 David Dunhill Thomas Dunhill: Maker of Music p. 91.

184 Foreman, ‘The Music of Thomas F Dunhill’ in David Dunhill, Thomas Dunhill: Maker of Music, pp.XX-Xxi.
135 David Dunhill, Thomas Dunhill: Maker of Music, p. 99.

186 Swope, Thomas F. Dunhill and the unsung song, p. 20

187 Swope references David Dunhill in these assertions but no reference is made to them in the source given. The
publisher Cramer Music Ltd. have also confirmed that they have no reference of individual pieces in their
archives (Email to the author, 6" August 2020).
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Something in the City are the letters received by Dunhill from the lyricist F.W. Whitmarsh and

the librettist Bernard Smith'®® and Dunhill’s diaries.'%°

1.3.1. Tantivy Towers in context: Nigel Playfair and The Lyric Theatre,

Hammersmith

Tantivy Towers, as performed at the Lyric theatre, Hammersmith and produced by its
actor-manager Sir Nigel Playfair, provides useful information for the development of a

production of the unperformed Something in the City.

A perspective on the musical stage of the 1920s to the 1940s is offered by James
Agate.'”® In his review of Playfair’s 1920 production of The Beggar’s Opera at the Lyric
Theatre, Hammersmith, Agate alludes to high production values whilst noting that it perhaps
missed the earthier elements of The Beggar’s Opera.’”’ This production was a notable
forerunner of Dunhill’s Tantivy Towers at the same theatre and with the same producer in 1931
and Agate’s review gives a contemporary insight into Playfair’s production style. Playfair
himself gives a comprehensive account of his role as a producer in this and other productions
at the Lyric Theatre, Hammersmith,'*? and recalls the process of directing singers, most of
which, in his production of The Beggar’s Opera, originated from the Beecham Opera

3

Company.!” Of particular relevance are his views on the ‘preposterous antics which are

> 194

usually known as acting on the Grand Operatic Stage and interestingly infers that these

were part of a stock operatic style of acting at this time, not only in Grand Opera but also in

138 London: Royal College of Music Library, Letters to Thomas Dunhill. 9051. 69).

139 London: Royal College of Music Library, Thomas Dunhill: Diaries, 1893-1946. 8763.

190 Agate, Immoment Toys.

191 Agate, Immoment Toys, pp. 17-24.

192 Playfair, Hammersmith Hoy.

193 Playfair, Hammersmith Hoy, pp. 222ff. Playfair states that the disbandment of Beecham Opera Company [in
1920] provided the opportunity to engage many of their singers in his venture.

194 Playfair, Hammersmith Hoy, p. 226.
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musical comedy.!®>  Playfair also describes opera singers’ approach to delivering text thus:
‘very good at singing when they speak, but very bad at speaking when they sing’. ¢ Agate’s
criticism of The Beggar’s Opera is echoed somewhat in Playfair’s observation of the
audiences’ initial reaction to the first act which was to regard it as ‘a quaint pretty thing’.!"’
Whether this was a general characteristic of Playfair’s directorial style or confined to The
Beggar’s Opera is open to question, but Playfair’s attention to detail as described in his account
of this production is likely to have been a feature of his 1931 production of Dunhill’s Tantivy
Towers. An indication of the general perception of Playfair’s approach may be gleaned from
a review of the first production of Tantivy Towers: ‘This is a Nigel Playfair production[...]and

therefore an entertainment for people who like a dash of art with their pleasures’.'*®

Playfair also describes the challenges of the Lyric Theatre, Hammersmith at this period in
terms of its size and capacity: ‘[...] a theatre which can dress twelve people with difficulty and
give bowing room to an orchestra of 14 at a pinch.”'®® This appears to have been a significant
factor in staging light opera in this theatre. Derby Day, a 1932 successor to Tantivy Towers

and also one of a series of ‘English Operas’2%

produced by Playfair at the Lyric, Hammersmith,
was reviewed in The Observer and quoted by Géinzl: ‘[...] the show was ‘a Drury Lane piece
offered in pocket-sized dimensions’’2°! This did not necessarily undermine musical standards
in the theatre and, according to Playfair, there was a tradition to ‘have an orchestra that really

does know how to play, however small it may be.’2*?

195 Playfair, Hammersmith Hoy, p. 226. The ‘methods and conventions of acting used in Opera and Musical
Comedy’ were, Playfair felt, unsuitable for The Beggar’s Opera.

196 Playfair, Hammersmith Hoy, p. 232.

197 Playfair, Hammersmith Hoy, p. 233.

198 McN, ‘Tantivy Towers’, Musical Times, 72.1056 (1931), 166-167 <http://www.jstor.org/stable/917233>
[Accessed 4 August 2020].

199 Playfair, Hammersmith Hoy, p. 223.

200 Génzl, The British Music Theatre: Volume 1 1915-1984, p. 345.

201 Ginzl, The British Music Theatre: Volume 1 1915-1984, p. 365.

202 Ginzl, The British Music Theatre: Volume 1 1915-1984, p. 197.
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The 1931 production of Tantivy Towers received generally favourable reviews, with the
‘through-composed’ score being particularly noteworthy. ‘McN’ in The Musical Times found
that: ‘Under analysis, it is a new form - an all-singing piece that is largely revue and largely
musical comedy. Had it been spaced out with passages of spoken dialogue and scenes of farce
it would have made a first-class musical comedy of the recognised order.” 2% Dunhill’s music
was admired, although some commentators imply a certain lack of individuality in the score:
‘If he has not earned immoderate praise it is because no strong sense of personality emerges
from his score to stand beside that of the author; that is to say, he is not in the company of
Mozart and Sullivan.’?** There is an implication that Dunhill, as a ‘serious’ composer and
educator was perhaps more stylistically inhibited than the genre required. David Dunhill felt
that a review in the Manchester Guardian: ‘A model of tact and good artistic breeding’ was a
double edged phrase?®® whilst the librettist A. P. Herbert later referred to Dunhill as ‘a scholarly
musician who was no Puccini but had a good sense of the stage and wrote some good tunes.’2%
Hugh Ottaway noted in Holst’s setting of Shakespeare in At the Boar’s Head that ‘the music,

»207

however skilful, witty and entertaining, does not sufficiently enlarge upon the words’<"’ and it

may be a similar issue that ‘McN’ noted in Dunhill’s music:

The author is A. P. Herbert, a rather difficult partner to stand up to in talent and,
sometimes, to co-operate with in the technical business of words and music. His
sentence-forms are apt to be too literary for the musician to handle them with freedom.
The musician hankers after a certain amount of verbal raw material to do as he likes
with; Mr. Herbert too constantly provides the finished product. So there are excuses for
Mr. Dunbhill if, in order to take some opening as a composer, he gives the words a little
less than their due.?%®

203 McN, 'Tantivy Towers', p. 166.

204 McN, 'Tantivy Towers', p. 166.

205 David Dunhill Thomas Dunhill: Maker of Music, p. 83.
206 David Dunhill Thomas Dunhill: Maker of Music, p .84.
207 Ottaway, ‘Holst as an Opera Composer’, p. 474.

208 McN, 'Tantivy Towers', p.166-167.
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Alec Rowley offers a vigorous rebuttal of criticism against the work, however. Rowley,
a composer who, like Dunhill, specialised in educational music is perhaps defending his own

position as well as Dunhill’s when he writes:

In England the label counts far too much, - and we are all a bundle of prejudices. If a
man writes music of an educational nature . . . it is considered impossible that he should
also be able to compose in large form. But Dunhill is too distinguished a musician to
be dismissed in this way.?%

Rowley elsewhere asserts that Dunhill’s approach provides ‘something to supply the
needs of the intelligent musical public whose mind is above the conventions of musical comedy

5210

and American importations’~"" and that Dunhill’s approach is progressive rather than staid:

"Tantivy Towers,' comes with a breath" of fresh air, and blows away the cobwebs of mediocrity

that inspired ' Rebel Maids ' and similar conventions.’>!!

Something in the City is perhaps a more conventionally structured work than Tantivy
Towers within BLO genres due to the use of spoken dialogue between numbers. Nevertheless,
it is evident from correspondence between librettist Bernard Smith and Dunhill that A. P.
Herbert’s approach to the libretto of Tantivy Towers would serve as a model at least in terms
of style.?!> The BLO scene in the late 1930s was, as has been demonstrated, a complex mixture
of threads of development which had their origins in the late nineteenth century and would,
within a few years, undergo radical change through political upheaval in Europe and the rapidly

developing influence of American culture.

209 Alec Rowley, "Tantivy Towers' and the Music Critics’, The Musical Times, 72.1057 (1931), 253

<www jstor.org/stable/914864> [ Accessed 4 August 2020].

210 Rowley, "Tantivy Towers' and the Music Critics’, p. 252.

21 Rowley, "Tantivy Towers' and the Music Critics’, p. 252. The Rebel Maid (1921) was Montague Phillips’
only Romantic light opera.

212 London: Royal College of Music Library, Letter from B.W. Smith to Dunhill (16 July 1937) 9051.58a.
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Chapter Two

Towards an Understanding of Current Perspectives
on British Light Opera Performing Practices

1870-1945

2.1. Performing Practices in Light Opera Genres

In order to understand and codify the distinctive characteristics of vocal performing
practices in BLO, it is necessary to ascertain whether the performance style of light opera can
really be considered as a homogeneous entity or whether it really is an umbrella term born of
a collaboration of varying styles, experiences and techniques. It is also useful to contextualise
the genre in relation to other vocal genres. The recorded evidence of some performers
associated with BLO includes examples from such related but distinct genres such as European
light opera or operetta; musical comedy, grand opera, solo song covering the spectra of
European Art Song forms such as lieder, melodi¢ and English/American song to popular forms
of ballad, Burlesque and Music Hall songs. In addition to enriching the discographies of these
performers, these recordings covering multiple vocal genres also afford the opportunity of
comparing and contrasting approaches to performance which may enable specific BLO

performing practices to be more clearly identified.’

Although BLO is the primary focus of this study, many sources deal with a broader
definition of light opera which may include the German Singspiel, French opéra bouffe,

Viennese, English and American operetta and Spanish Zarzuela. Lister (2018) typifies an

!'See Appendix 2.
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approach to understanding light opera which prioritises an appreciation of the social context
and message embodied in the plot, the historical significance of the genre in terms of music
history and a more general understanding of the conventions of stagecraft over historical vocal
performance characteristics.

Inhabiting the realm between opera and music theatre, light opera is both progeny and
progenitor but stands alone in terms of its distinctive style...Light opera essentially
encompasses a particular historical era, from the middle of the nineteenth century to the
middle of the twentieth century. From Hervé to Leonard Bernstein, composers of light
opera were commenting on the times in which they lived[... ]Thus, to sing light opera
successfully, one should explore the relevant historical context and any antediluvian
references and its performance tradition on stage and screen.?

Whilst these matters are of undeniable importance in understanding and performing
light opera and by extension BLO, it is manifestly important to understand historical vocal
practices within the context of a truly historically-informed performance.

A common perception of the vocal performance style of light opera is that there have
been few significant changes from the earliest recordings to the present day. Any notable

changes tend to be attributed to the use of Received Pronunciation and early recording sound

characteristics.?

Some commentators have, however, alluded to significant stylistic differences as
evidenced on early recordings. In discussing early recordings of the Gilbert and Sullivan

repertoire, Wolfson states:

More than a hundred years passed between the formation of the D’Oyly Carte Opera
Company and its dissolution. During this time the performing traditions of the Gilbert
and Sullivan opera were supposed to have been sacrosanct, with little change being
intentionally introduced into their presentation. Nevertheless, during the course of a
century, changes in taste, style, personnel, training and attitude will invariably result in
differences of interpretation.*

2 Linda Lister, So you want to sing Light Opera: A Guide for Performers (Lanham; Boulder; New York;
London, Rowman and Littlefield, 2018), p. 65.

3Cast members of Something in the City (Chapter 5) expressed surprise at the number of differences between
their own practice and the historical techniques required when these were pointed out to them and developed
during rehearsals.

4 John Wolfson, The Savoyards on Record (Chichester: Headlion, 1985). Despite an occasional comment on
particularly notable performing characteristics (such as Rutland Barrington’s ‘laconic’ singing which ‘employs
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2.2. Theatrical Origins of the Gilbert & Sullivan Tradition

‘Above all it should be understood that their [Gilbert & Sullivan’s] ancestry does not
lie in ‘opera’ as the term is generally used, but in the popular London alternatives to it.”> The
‘popular London alternatives’ were the Burlesques and Extravaganzas of the ‘illegitimate’®
theatres. Gilbert and Sullivan’s first collaboration, Thespis was modelled along Burlesque
lines, as was Princess Ida. Burlesque underwent a process of gentrification in an effort to
attract the suburban middle classes who were increasingly afforded ‘access [to the London

theatres] provided by omnibus and railway services’.’
Mackinlay (1927) usefully defines Burlesque:

It is a joke or banter, a ludicrous representation, or contrast. This is to say, it is a
composition in which the contrast between the subject and the manner of considering
it renders it ludicrous, as when trifling matters are treated seriously, and serious matters
(or rather mock-serious) with levity...Burlesque distorts and caricatures, and its final
aim is to bring incongruities into stronger relief]... ]It aims at turning to ridicule the
false greatness, the sham nobility, the pretended goodness.?

This was achieved through word play and punning, often in rhymed couplets.
Mackinlay’s definition of Burlesque could, however, equally apply to the plot of many of the

Gilbert and Sullivan’s operas. Whilst eighteenth century comic opera such as those by Thomas

much parlando’ (p.7)), there is little analysis here of the distinctive elements of the performance style as
evidenced in the recordings.

5 David Eden, ‘Savoy Opera and its Discontents: The Theatrical Background to a Quarrel’ in The Cambridge
Companion to Gilbert and Sullivan ed. by David Eden and Meinhard Saremba (Cambridge: Cambridge
University Press, 2009), p. 3.

% The term ‘illegitimate’ theatre has its origins in the granting of patents to a small number of ‘legitimate’
theatres whose favoured repertoire included ‘Shakespearean drama and tragedy, spoken comedy, and opera,
normally Italian opera.” (See Eden, ‘Savoy Opera and its Discontents’, p. 4.). Therefore, ‘illegitimate’ theatre or
‘minor’ theatres tended to concentrate on parodies, or Burlesques of the legitimate theatre.

" Eden, ‘Savoy Opera and its Discontents’, p. 5.

8 Malcolm Sterling Mackinlay, Origin and Development of Light Opera (London: Hutchinson & Co, 1927), p.
202. It should be noted that the term ‘Burlesque’, as defined above did not include striptease and other risqué
elements. These were a later development, particularly in America.
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Arne were indeed ‘composed’, this practice of the ‘legitimate’ theatre was an innovation when
combined with Burletta’ and Burlesque elements which traditionally used existing popular
songs and music. It is perhaps useful here to contrast Comic Opera with Ballad operas such as
The Beggar’s Opera (1728) which belonged to the Burletta form, with its use of popular and

familiar (to contemporary audiences) musical numbers.
Opera itself was often the subject of parody:

...for its convoluted plots, for the way in which characters sing different things
simultaneously, and for the way in which trains of private thought are expressed in
extravagant public fashion. A prime example of this ridiculing — which reveals long-
standing British suspicion of the art form as a faintly preposterous cultural import- was

the genre of the Victorian Burlesque, which combined humorous texts with well-

known operatic arias’.!°

Sullivan, whilst refraining from mocking opera and its traditions in a ‘pantomimic’ way
nevertheless frequently requisitions operatic clichés in order to sharpen characterisation. Pooh-

Bah’s pomposity in the finale to Act 1 of The Mikado is demonstrated to the audience by the

words ‘long life to you’ through the increasingly elaborate cadential decorations which recall

generic operatic practice of the eighteenth and nineteenth century (Figure 2.2):

% “Burletta,” that is to say, “a little Burla,” was a label frequently employed in the earlier “palmy” days in place
of “Burlesque.”” (Mackinlay, Origin and Development of Light Opera, p. 202.)

10 Alexandra Wilson, Opera in the Jazz Age: Cultural Politics in 1920s Britain. (Oxford: Oxford University
Press, 2019), p. 100.
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Figure 2.2: Sullivan, The Mikado, Extract from the Act 1 Finale!'!:
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It may be that the eclecticism of cast within light opera finds its origins in the Burlesque
tradition, whereas the need for trained, ‘operatic’ voices to fulfil the musical requirements is a
development by Sullivan of previous comic opera practice. The development of a native

English Comic Opera genre by Gilbert and Sullivan was partly a response to the popularity

(and perhaps to the perceived improprieties) of imported comic opera genres.

speech given in 1906 stated:

When Sullivan and I began to collaborate English Comic Opera had practically ceased
to exist. Such musical entertainments as held the stage were adaptations of the plots of
the Operas of Offenbach, Audran, and Lecoq. The plots had generally been so
‘Bowdlerised’ as to be almost unintelligible. When they had not been subjected to this
treatment, they were frankly improper[... ]We resolved that our plots, however
ridiculous, should be coherent; that the dialogue should be void of offence: that on
artistic principles no man should play a woman’s part, and no woman a man’s. '

11 Arthur Sullivan, The Mikado (London: Chappell and Company, [n.d.]) [vocal score].
12 Mackinlay, Origin and Development of Light Opera, p. 227.
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French operetta in its various forms had been increasingly popular in London: ‘With
such witty librettists as Burnand, Albery, and Gilbert: with such masters of melody as Sullivan,
Frederick Clay, and Alfred Cellier, surely the time had come to take up arms against the sea of
French writers, and by opposing end them.”!® The vogue for Opéra Bouffe, and particularly
Offenbach’s works in London began in earnest in 1867 when Offenbach’s La Grande Duchesse
de Gerolstein was produced at Covent Garden.!* This followed the retirement of one of
Burlesque’s leading librettists James Planché and a subsequent change in taste and direction. '
Sullivan alludes to direct competition from Offenbach and others: ‘We are doing tremendous
business at the Op. Comique I’m glad to say...another nail in the coffin of Opéra Bouffe from

the French’.'® (My italics).

The developing successful portfolio of work from Gilbert and Sullivan and the desire
from the public and D’Oyly Carte to develop the English Comic Opera genre, led to the
formation of the ‘Comedy Opera Company’ in 1876 and The Sorcerer was the first work to be
performed. Rutland Barrington, '’ in recalling the development of The Sorcerer states that:

The great initial idea was that every soul and everything connected with the Venture

should be English. It was to be a home of English talent, and so strong was this feeling

that two choristers, whose names were never likely to appear on the programme,

renounced their Italian titles and became Englishmen for the express purpose of being
associated with such an enterprise.

13 Mackinlay, Origin and Development of Light Opera, p. 230.

14 Mackinlay, Origin and Development of Light Opera, p. 202.

15 Planché is credited with introducing stage revues and extravaganzas into England which ‘to define the subject
matter of the Victorian light musical stage, and looked forward to the Savoy operas of Gilbert and Sullivan.’
Jane Stedman, ‘Planché, James Robinson’ Grove Music Online, 2002
<https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-5000009761> [Accessed 12 August 2020].

16 Leslie Baily, Gilbert & Sullivan and their world (London: Thames and Hudson, 1973), p. 47. The ‘Op.
Comique’ referred to is the theatre, demolished in 1902 in Westminster, London where The Sorcerer was
produced in 1877. Dunhill’s earlier reference was to the genre with its origins in the early eighteenth century.
17 Rutland Barrington (1853 — 1922) created the leading baritone G & S roles of Dr Daly (The Sorcerer, 1877),
Captain Corcoran (H.M.S. Pinafore, 1878) and Pooh-Bar (The Mikado, 1885).
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Whether such attitudes translated into a substantive requirement for performers to
renounce or avoid vocal performance characteristics of French or Italian operetta/opera in this
and subsequent productions is open to question. Carolyn Williams states that ‘The singing
style of Savoy opera was decidedly not-Italian.”'® The veracity of such a claim is perhaps
tested most effectively through an analysis of recordings by performers associated with the
original Gilbert and Sullivan productions. Certainly, Barrington’s only recording (admittedly
of anon-G & S comedy song)'” suggests a vocal technique and style far removed from Italian

Bel canto ideals, though this is perhaps to be expected as his metier was acting and comedy.?°

The Sorcerer was pivotal in the development and consolidation of Gilbert and

Sullivan’s requirements for performance:

The work was quite out of the metier of the ordinary operatic singers who belonged
either to the melodramatic or to the Coloratura class. “That these were clever and
accomplished actors and singers of their kind none will deny, but they had become too

saturated with the obsolescent spirit of Victorian Burlesque and extravaganza ever to

become capable exponents of a Gilbert and Sullivan opera”’.%!

This desire for change did not relate to singers alone but also to comedians, whose style
of dressing in ‘absurd costumes’ and ‘doing absurd things’?*> was not what Gilbert wanted for
his characters. In order to obtain the performers and performing styles that they required,

Gilbert, Sullivan and Carte ‘[ ...]founded a new school of acting by casting to their own unusual

18 Carolyn Williams, ‘Comic Opera: English Society in Gilbert and Sullivan’ in The Oxford Handbook of the
British Musical, ed. by Robert Gordon and Olaf Jubin, (New York; Oxford: Oxford University Press, 2019), p.
93.

19 Rutland Barrington, ‘The Moody Mariner’, The Art of the Savoyard (Pearl, GEMM CD 9991, 1993),
<https://www.youtube.com/watch?v=xstTJOSYH3I> [ Accessed 5 February 2020] (see also Appendix 3).

20 Rutland Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage
(London: Grant Richards, 1908). Barrington is rather self-effacing regarding his own vocal accomplishments.
In recalling his initial audition for The Sorcerer in 1877, he recalls only Gilbert being in attendance: ‘To the best
of my recollection, I was not called upon to display my vocal acquirements to Sullivan, which perhaps was as
well.” p. 23.

2 Frangois Cellier and Cunningham Bridgeman, Gilbert and Sullivan and their Operas: with Recollections and
Anecdotes of D’Oyly Carte & other famous Savoyards (Boston: Little, Brown and Company, 1914), p. 35 in
Mackinlay, Origin and Development of Light Opera, p. 231.

22 Mackinlay, Origin and Development of Light Opera, p. 231.
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perceptions, disregarding the merits of West End stardom; in due course their own recruits
became the distinctive stars of Savoy Opera’2® This was to have a direct impact on the creative
process of later collaborations: ‘Having obtained a company and trained it to their standard,
they were eventually able to build a part to the model already possessed by them, instead of
having to search high and low as they did in the case of “The Sorcerer” to discover the right
artist to embody the part designed.’?* It is likely that the distinctive stock characters of the
Savoy Operas and the performing traditions associated with them were established during this
period, based on the performing personas of the original casts. A long standing practice in the
D’Oyly Carte Company was to engage principal cast members for ‘blocks of parts’? such as
‘The ‘patter’ parts, The ‘Mikado’ roles and ‘Pooh-Bah’ roles, as well as the ‘dame’ character

contralto parts’2

This production model, in the form of successive D’Oyly Carte Opera
productions with relatively stable casts, provided the opportunity to hear in the earliest extant

recordings of the Savoy operas individual performers associated with the triumvirate’s own

productions.?’

2.2.1 Performing Practices and the Concept of Tradition in the D’Oyly Carte Company

The Savoy operas therefore offer an attractive prospect for the study of such

performing practices due to an apparently continuous and unbroken tradition as exemplified by

2 Baily, Gilbert & Sullivan and their world, p. 46.

24 Mackinlay, Origin and Development of Light Opera, p. 231.

23 Roberta Morrell, D’Oyly Carte: The Inside Story (Kibworth Beauchamp: Matador, 2016), p. 34.

26 Morrell, D’ Oyly Carte: The Inside Story, pp. 34-35. The grouping of roles could, according to Morrell,
‘[lead] to occasions of unsuitable casting, but that was the way it had always been and the principals had to
accept it as part of the job.” This was often, in Morrell’s experience of performing with the D’Oyly Carte
company between 1972 and it closure in 1982, a vocal issue of varying tessitura between roles. The ‘Sergeant
of Police’ (Pirates of Penzance) was one of the ‘Pooh-Bah’ roles and the range of the vocal line was often found
to be too low. Morrell recalls long-standing principal Kenneth Sandford (1924-2004) experiencing such
difficulties.

27 An example is the 1907 Odeon Mikado recording, which includes the Savoyard Walter Passmore amongst a
cast of studio singers not associated with the D’Oyly Carte Company. See Marc Shepherd, ‘“The 1907 Odeon
Mikado’, Gilbert and Sullivan Discography, 2001 <http://gasdisc.oakapplepress.com/mik19070.htm> [Accessed
5 September 2019].
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the D’Oyly Carte Opera Company. A comprehensive series of recordings (and re-recordings)
by the company of the core canon of Savoy Operas, from the early years of the twentieth
century until the demise of the original D’Oyly Carte company in 1982, provide the prospect
of solid evidence of the development of vocal performing practices from Gilbert and Sullivan‘s
own time to within living memory. Caution needs to be exercised, however, when considering
the concept of ‘tradition’, especially in matters of vocal style and technique. Wolfson, quoted
earlier,?® draws attention to the changes in vocal performing practices on record which sit
uneasily with a concept of an unbroken tradition in vocal performing practices. In general,
references to the ‘D’Oyly Carte tradition’ appear to have favoured matters pertaining to the
production process of their comic operas, such as costumes, stage business and dialogue. It
may be argued that the whole notion of a meaningful continuity of tradition which is often
attributed to the D’Oyly Carte Opera Company has much less to do with vocal or, indeed,
musical practices than stage business and other production matters. One of the very few texts
specifically dealing with the performance of Gilbert and Sullivan states the following on the

dust jacket:

Apart from the merit of the operas there must be something in the performances which
captivate the audiences. It is well known that the D’Oyly Carte Opera Company is
famous for sticking to tradition. What is this “tradition?” It surely means a reasonably
strict adherence to the pattern of production as laid down by Gilbert himself.” [my
italics]®’

The strictness of Gilbert’s directorial methods and his ‘passion for control over every
aspect of production’ have been attributed to ‘the condition of the Victorian stage as Gilbert
found it’.>® This prompted an innovative approach to acting in which Gilbert aimed to replace

‘[... ]Jthe English theatre’s slap-stick Burlesque [with] subtler methods of acting and

28 Wolfson, The Savoyards on Record, p. viii.

2 William Cox-Ife, How to Sing both Gilbert and Sullivan (London: Chappell & Company, 1961).

30 Jane W. Stedman, W.S.Gilbert: A Classic Victorian and His Theatre (Oxford: Oxford University Press, 1996),
p.217.
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' The ‘parade-ground methods’ which Gilbert employed to achieve this change,

wording’.?
founded on ‘Gilbert’s fixed opinion that acting can be taught by repetitive drill, like soldiering’
would, as David Eden suggests, have been unacceptable to established artists and therefore
further necessitating the recruitment of ‘obedient novices’ for The Sorcerer as mentioned
above.3? Gilbert’s strong personality and rather punctilious attitude towards the process of
writing and producing the Savoy Operas (in contrast to Sullivan’s approach: ‘His every
suggestion came with such grace and courtesy’*?) set the tone for the D’Oyly Carte Company
throughout its existence and may explain why ‘tradition’ in the D’Oyly Carte Company is more

particularly stamped with Gilbert’s production aims and ideals than Sullivan’s interpretative

1deas.

The D’Oyly Carte Company had a monopoly on public performances of Gilbert and
Sullivan from its formation in 1875 to the expiry of copyright on Gilbert’s works in 1961.
Towards the end of the copyright monopoly, a small number of analytical and pedagogical
texts appeared which offer valuable insights into the prevailing attitudes towards this repertoire.
Gervase Hughes offers an analytical view of Sullivan’s music, though it is not exclusively
devoted to the comic operas. Of particular interest here are Hughes’ analysis of Sullivan’s
vocal writing,>* where the impact of Sullivan’s compositional technique (the principal concern
in Hughes’ study) impacts on practical issues of performance. An example is the criticism of
the often unorthodox tessitura of many of the roles in the Savoy operas, such as that of Pish-

Tush’s Act 1 song in the Mikado and soprano roles such a Mabel in Pirates of Penzance.>’

Perhaps the passage which reveals most clearly Hughes’ perspective on performance

matters concerns the soubrette parts, in which he states that: ‘A wide range of two octaves or

31 Baily, Gilbert and Sullivan and Their World, p. 88.

32 Eden, ‘Savoy Opera and its Discontents’ p. 11.

33 Cellier and Bridgeman, Gilbert and Sullivan and their Operas, p. 150.

34 Gervase Hughes, The Music of Arthur Sullivan (London: Macmillan, 1959), p. 84f.
35 Hughes, The Music of Arthur Sullivan, pp. 92-93.
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so is of less consequence; an actress with a pleasant music-comedy voice can get away with
them if she has an attractive appearance and personality.”*® This comment may be seen as
indicative, perhaps, of changing attitudes towards voice types in post-war Britain, and
particularly the soubrette,>” which appears to have fallen out of favour somewhat. John Amis,
in areview of a Sadler’s Wells performance of 7The Seraglio in 1958, described June Bronhill’s
performance as Blonde as ‘like a parody of a soubrette with a voice like a squeaking mouse.’>®
Bronhill, a noted performer of light opera, appeared concurrently in The Merry Widow at
Sadler’s Wells in 1958.%° Bronhill’s recording of the Merry Widow from this production
reveals a timbre and stylistic approach not dissimilar to Rita Streich’s 1954 recording of
Blonde’s aria ‘Durch zertlichkeit und Schmeicheln’ from Die Entfiihrung aus dem Serail *°
Cox-Ife (1961) also outlines his opinion regarding the casting of light opera: ‘It is probably
more difficult to cast a light opera satisfactorily than any other form of stage production, for
the requirements that go to make the ideal performer in this type of work are so many.” In
addition to vocal requirements there is the need to “...have an equal degree of achievement as
an actor, which includes a controlled body and some ability as a dancer.” Echoing Hughes,
Cox-Ife also identifies the need, ‘...especially in the case of the juvenile parts,[for] age and

appearance, looks and height [to be considered].*!

Audrey Williamson*? discusses D’Oyly Carte traditions not only from the production

perspective but is also, to a certain extent, willing to address the musical and vocal performative

36 Hughes, The Music of Arthur Sullivan, p. 93.

37 ¢ A Young soprano with a bright, flexible voice who appears energetic and youthful on stage’ Pearl Yeadon
McGinnis, The Opera Singer’s Career Guide: Understanding the European Fach System (Maryland: Scarecrow
Press, 2010), p. 20.

38 John Amis, My Music in London 1945-2000 (London: Amiscellany Books, 2006), p. 98.

39 “The Merry Widow - BBC Television - 7 April 1958 - BBC Genome’, BBC Genome Project, 2020
<https://genome.ch.bbe.co.uk/thb090c62003946bcacbfl lac2a7c7693> [Accessed 2 May 2020].

40 Wolfgang Amadeus Mozart, ‘Durch zertlichkeit und Schmeicheln’ from Die Entfiihrung aus dem Serail, Rita
Streich, Berlin Radio Symphony Orchestra, cond. by Ferenc Fricsay (Deutsche Grammophon, 457730, 1954).
41 Cox-Ife, How to Sing both Gilbert and Sullivan, p. 2.

42 Audrey Williamson, Gilbert and Sullivan Opera: An Assessment (London: Marion Boyers, 1982).
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aspects of these works. Writing in 1953, Williamson surveys both historical and contemporary
vocal performing practices in the Savoy operas, providing some insights into the manner of
vocal performance prevalent during the early to mid-twentieth century.  These include
criticisms of vocal standards within the D’Oyly Carte Opera Company. Whilst praising the
performances by Winifred Lawson® in the 1920s for her ‘voice of flute-like limpidity’** in

roles such as Phyllis, Williamson observes that:

Unfortunately voices of this nature, perfectly trained, are very rare in the D’Oyly
Company, and too often the parts are sung, prettily but without polish, by very young
and incompletely trained singers who are closer in style to romantic operetta of the Ivor
Novello type.*’

Cox-Ife (1961) identifies the vocal requirements for this repertoire as: ‘[A] voice, both
for singing and speaking]... of, at least, good quality and strength, and the owner must have a

6

sound technique.’#® It is perhaps necessary to understand, or at least surmise the varied

perspectives taken by these writers. Williamson’s stated aim is ‘to re-evaluate the operas from
a modern critical standpoint’,*’ whilst Cox-Ife (1961) is more focused on giving practical
advice to performers. Although not explicitly stated, Cox-Ife appears to be addressing the
inexperienced performer, perhaps the amateur young singer and/or musical director of G&S.
Williamson, despite the criticism of vocal standards quoted earlier, acknowledges the particular

importance attached to diction in the D’Oyly Carte Company and offers an opinion as to how

this is achieved:

43 The soprano Winifred Lawson (1892- 1961) played Phyllis in Iolanthe in the 1925 D’Oyly Carte tour and
subsequently recorded the role in 1929-30.

4 Williamson, Gilbert and Sullivan Opera: An Assessment, p. 116. Gerald Moore described the singing of
Lawson’s almost exact contemporary Isobel Baillie (1895 -1983) with the epithet ‘flute-like’ (Gerald Moore,
Am I Too Loud? (London: Hamish Hamilton, 1962), p.119). A comparison of Baillie’s 1928 recording of Hear
Ye Israel (Mendelssohn) and Lawson’s performances in the 1929-30 lolanthe recording show marked
similarities of vocal timbre and phrasing.

4 Williamson, Gilbert and Sullivan Opera: An Assessment, p. 116.

46 Cox-Ife, How to Sing both Gilbert and Sullivan.

47 Williamson, Gilbert and Sullivan Opera: An Assessment, p. Xi.
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Generally speaking, it must be admitted that the D’Oyly Carte Company exhibits a
standard of diction unequalled in other branches of opera to-day. A certain sharpening
of consonants, especially at the end of words, helps chorus and principals to achieve
this. There is no need, however, for distorted vowel-sounds to make the words clear,
like the over-refined ‘neam’ and ‘cleam’ (for ‘name’ and ‘claim’) indulged in by one
popular tenor.*®

2.2.2 Observations of Vocal Characteristics in D’Oyly Carte Performances

Williamson’s observation of the ‘sharpening of [end] consonants’ aligns with Cox-Ife
(1955), who observes that final consonants are likely to be missed, leading to unintelligible
words, although he does not extend this caveat to words where the final consonant is an ‘r’.
Here, Cox-Ife is definite in his opinion that ‘Final “r’s are always mute.”** Whether he is
referring only to the chorus, or to all singers is debateable.>® There are many instances of final
rolled or flipped ‘r’s in historical recordings, including some from Cox-Ife’s period with the
D’Oyly Carte Company. This seems to be the case for example in the 1955 recording of

51 a fleeting example of a flipped (single) ‘r’ on the word ‘are’ in No. 5 Trio™?

Princess Ida,
with Donald Adams in the role of A4rac. More prominent are those in the Finale to Act I (No.
7), where Fisher Morgan (in the role of Hildebrand) flips ‘r’s on ‘here’, ‘disappear’ and rolls
the ‘r’ on ‘fear’. This may be in part attributable to a generational difference of approach

between Adams (born 1928) and Morgan (born 1908). A comparison between the 1955 and

1924 D’Oyly Carte recordings show, in the earlier recording, a much more prominent use of

4 Williamson, Gilbert and Sullivan Opera: An Assessment, p. 282.

4 William Cox-Ife, Training the Gilbert and Sullivan Chorus (London: Chappell & Company, 1955), pp. 2-3.
Cox-Ife was the chorus master and assistant musical director of the D’Oyly Carte Opera Company between
1950 and 1961.

0 Cox-Ife, Training the Gilbert and Sullivan Chorus. Here, Cox-Ife is specifically concerned with matters
pertaining to the chorus.

3! Arthur Sullivan, Princess Ida, D’Oyly Carte Opera Company, cond. by Isadore Godfrey (Decca, LK 4092/3,
1955) <https://www.youtube.com/watch?v=aaMaj3IvsEA> [Accessed 19 September 2019].

52 Appendix 4.
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final rolled ‘r’s in this passage, when Leo Sheffield even rolls both final ‘r’s in the linguistically

challenging phrase ‘never fear’.>

Surprisingly, Cox-Ife (1961), dealing more specifically with solo singing in the Savoy
operas>* rarely mentions diction per se, and never comments on pronunciation although here
accentuation and phrasing, in both verbal and musical senses, is frequently scrutinised. This,
together with a concern for the accurate reproduction of Sullivan’s notated rhythms; musical
phrasing derived from ‘the verbal sense’,” with appropriate textual accentuations and an
avoidance of an oversentimental or histrionic approach, forms the basis of Cox-Ife’s advice.
Between 1950 and 1961, Cox-Ife worked as Assistant Musical Director and Chorus Master
with the D’Oyly Carte Opera Company>® and, presumably, was responsible for much of the
coaching of singers, both principals and chorus in preparation for performances and recordings
during this time. It is therefore reasonable to assume that his 1961 book reflects to some degree
his concerns and working practices during his time with the company, whilst acknowledging
that his didacticism in the text may be aimed principally at the reader who is inexperienced in
performance. It is therefore unsurprising that, in common with many didactic and pedagogical
sources, advice concerning the need for precision, application and an intelligent approach is
offered. Nevertheless, accounts of Sullivan’s own compositional processes and characteristics
in performance testify to the fundamental importance of thythm in Sullivan’s creative process.
Henry A. Lytton, in reporting Francois Cellier’s account of Sullivan’s compositional process,

thereby perhaps validates Cox-Ife’s views:

With Gilbert’s words before him, he set out first to decide, not what should be the tune,
but the rhythm. It was this method of finding exactly what metre best suited the
sentiment of the lyric that gave his music such originality. Later, having decided what
the rhythm should be, he went on to sketch out the melody [...]%’

33 Appendix 5.

4 Cox-Ife, How to sing both Gilbert and Sullivan.

35 Cox-Ife, How to sing both Gilbert and Sullivan, p. 7.

56 Morrell, D’Oyly Carte: The Inside Story, p. 36.

ST Henry A. Lytton, The Secrets of a Savoyard (London: Jarrolds Ltd, 1922), p.61.
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Many of Cox-Ife’s utterances do appear, however, to perpetuate a general mid
twentieth-century attitude favouring textual fidelity over wilful individualism in interpretation.
As an example of this, Cox-Ife’s commentary on a short extract from the recitative No. 4a in
The Mikado may be considered within the context of recorded performances by the D’Oyly
Carte Company 1926-1992. All annotations are Cox-Ife’s; the vocal score lacks any
indications of phrasing, articulation and dynamics (except for an initial p marking in the piano
reduction). The dotted crescendo and decrescendo marks ‘do not imply a change of dynamics

but an increase and decrease of intensity’:>®

Example 2.2.2a: Sullivan, The Mikado No. 4a, annotated by William Cox-Ife.

legaro
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And have I jour-ney'd for a month, or near - ly, To learn that Yum- Yum,
P mf —_— mew=zzzIIIIIIICI IIIIzzze-
(despairingly)
9 — non legato — N —

]
vyt T y v

whom I love so dear-ly, This dayto Ko-ko 1is to be u - ni- ted!
— E——— (with resentment)

In addition to his annotations, Cox-Ife comments that: ‘It is with despair that Nanki-
Poo sings this recitative, and if Sullivan’s note-values are observed and there is also intelligent
syllabic stress in the singing, this emotion will be apparent to the listener’ > (my italics). A

further note to this passage states that: ‘If the notes are given their exact value and the recitative

58 Cox-Ife, How to Sing both Gilbert and Sullivan, p. 7.
59 Cox-Ife, How to Sing both Gilbert and Sullivan, p. 11.
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carefully phrased the music will flow. Any alterations in note-values will result in a jerky
performance.’® This approach is certainly borne out in the 1957 D’Oyly Carte recording with

Thomas Round as Nanki-Poo:°!

Example 2.2.2b: Thomas Round, 1957.6

)
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And have I jour-ney'd for a month bar 1-2

As can be seen, the rhythms are indeed fairly accurately reproduced, with only a brief,
localised hurrying (as indicated by a dotted arrow) and marked textual accentuations on the
words (or syllables) ‘and’, ‘jour...’, and ‘month’. This certainly follows Cox-Ife’s precepts for
good performance in this passage but proves to be an exception to the general practice in the
other recordings under scrutiny. A rival recording, also from 1957, issued by EMI and

conducted by Sir Malcolm Sargent, illustrates a different approach. Here, Richard Lewis

introduces much more rhythmic variety into this passage, but offers less textual accentuation:

Example 2.2.2c: Richard Lewis, 1957.6

e , i
) —
S — —

And__ have I jour-ney'd for amonth

60 Cox-Ife, How to Sing both Gilbert and Sullivan, p. 11.

61 Arthur Sullivan ‘And Have I Journeyed...’ from The Mikado, Thomas Round, D’Oyly Carte Opera Company,
cond. by Isadore Godfrey (London (Decca), OSA 1201, 1958)
<https://www.youtube.com/watch?v=0Y 1q8Vn44bs> [ Accessed 2 October 2019].

62 The musical examples which follow are intended as a guide to understanding rhythmic characteristics.
Therefore, note values should be taken as indications of note duration only and not generally as part of particular
rhythmic groupings.

63 Sullivan ‘And Have I Journeyed...’, Richard Lewis, Pro Arte Orchestra, cond. by Malcolm Sargent (EMI,
ASD 256/7, 1958) <https://www.youtube.com/watch?v=v39XjHsBid8&list7> [Accessed 2 October 2019].
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A comparison of the following D’Oyly Carte performances demonstrates a broadly
similar approach to that by Lewis/Sargent over the period 1926-1992, with Round’s 1957

D’Oyly Carte performance emerging as anomalous to a broadly common practice:

Example 2.2.2d: Derek Oldham - D’Oyly Carte recording, 1926.%4

0 —
A ——D W—r—
A?—/—H—FV—V i

And have I jour-ney'd for a month

Example 2.2.2e: Leonard Osborn — D’Oyly Carte recording, 1950.%

And have I jour-ney'd for a month

Example 2.2.2f- Phillip Potter - D’Oyly Carte film, 1966.%°

g
_'_

And have I jour-ney'd for a  month

Y

% Sullivan ‘And Have I Journeyed...’, Derek Oldham, D’Oyly Carte Opera Company, cond. by Harry Norris
(Pearl, GEMM CDS 9025, 1993) <https://www.youtube.com/watch?v=7uVoWGmuoHc> [Accessed 2 October
2019].

%5 Sullivan ‘And Have I Journeyed...’, Leonard Osborn, D’Oyly Carte Opera Company, cond. by Isadore
Godfrey (Naxos, 8.110176-77, 2001) <https://www.youtube.com/watch?v=SV2dknBCdXg> [Accessed 3
October 2019].

% Sullivan ‘And Have I Journeyed...’, Phillip Potter, D’Oyly Carte Opera Company, cond. by Isadore Godfrey
<https://www.youtube.com/watch?v=6AtEIuagK-k&t> [Accessed 3 October 2019].
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Example 2.2.2g: Colin Wright — D’Oyly Carte recording, 1973.%7
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And have I jour-ney'd for a  month

Example 2.2.2h: Julian Jensen — The New D’Oyly Carte recording, 1992.68
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5) And have I jour-ney'd for a  month

If the smooth evenness of rhythm in Round (1957) and the over-dotting of Phillip Potter
(1966) are at the extremes of practice in this small survey, the other performances occupy a
position generally closer to Phillip Potter than to Round. Whilst acknowledging that a
recitative passage by its nature may invite a certain freedom of approach, it is instructive to
acknowledge the performative choices made. It is also interesting to speculate whether the
over-dotting of Potter (1966) and the triplet, almost notes inégales inflection in the 1973 and
1992 performances, may owe something to changing approaches to vocal recitative performing

practices in Baroque music during this period. %

67 Sullivan ‘And Have I Journeyed...’, Colin Wright, D’Oyly Carte Opera Company, cond. by Royston Nash
(London (Decca), OSA-12103, 1973) <https://www.youtube.com/watch?v=YOEr PdVLsM> [Accessed 3
October 2019].

% Sullivan ‘And Have I Journeyed...’, Julian Jensen, D’Oyly Carte Opera Company, cond. by John Owen
Edwards <https://www.youtube.com/watch?v=2TW90OEU-U> [Accessed 3 October 2019].

% The early influence of texts such as Robert Donington, The Interpretation of Early Music (London: Faber and
Faber, 1963) may be a factor here.
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2.2.3 The ‘Irresponsibilities’ of Musical Comedy

A change of emphasis in production philosophy is evident from the D’Oyly Carte
productions when considering the emerging musical comedy genre in the 1890s. George
Edwardes, an impresario who had earlier in his career managed theatres for Richard D’Oyly
Carte,”® succeeded John Hollingshead at the Gaiety Theatre, where from 1885 he developed
the ‘New Burlesque’: a form of entertainment which developed previous Burlesque forms into
a more substantial and unified theatrical experience, which significantly often included an
original musical score as opposed to the previous common practice of using existing popular
songs. Within a decade the New Burlesque format had morphed into a slightly different form,
the musical comedy. ‘[...]the cheerful, topical comedy, the bright songs and dances, the lively
display, the popular performers|...]instead of being set in an incongruous fairytale story decked
out in fantastical costumes, were used to decorate a straightforward wisp of an up-to-date,

London tale.””!

Whilst many of the elements of Gilbert and Sullivan’s operas appear to be
present in the emerging musical comedy - such as an eclectic cast of comedians and singers
which are characteristic of Burlesque performing traditions - there is a fundamental change of
tone and working methods. Some D’Oyly Carte performers such as Rutland Barrington and
Amy Augarde transitioned to musical comedy with the demise of Gilbert and Sullivan’s
partnership. Barrington refers to his transition from his last role in The Grand Duke at the
Savoy Theatre into the ‘troubled waters of Musical Comedy’”?

Interest in BLO which predates the ‘American Invasion’ has generally been maintained

by enthusiasts, both as audience and amateur performers, but particularly the latter, and there

70" Arthur Jacobs, ‘Carte, Richard D'Oyly (1844-1901), theatre impresario.” Oxford Dictionary of National
Biography, 2008 <https://doi.org/10.1093/ref:0dnb/32311> [Accessed 19 October 2019].

" Kurt Ginzl, ‘Edwardes [formerly Edwards], George Joseph (1855-1915), musical theatre producer.” Oxford
Dictionary of National Biography, 2016 <https://doi.org/10.1093/ref:0dnb/38669> [Accessed 19 October
2019].

2 Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage, p. 105.
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is evidence to suggest that the Gilbert and Sullivan canon, particularly, continues to find such
willing performers and audiences.”® This is, however, a relatively isolated phenomenon and
the broader BLO genres are often totally ignored. This is particularly true of musical comedy,
which began to flourish towards the end of Gilbert and Sullivan’s partnership and shared many
of the same performers in their later careers, carrying forwards certain performance
characteristics. Consequently, there is a certain unity of development within the BLO genres
which encourages their performing practices to be considered together. This is not to say that
subtle distinctions cannot be drawn between these genres and many commentators highlight
differences of approach, aesthetic and performative practices. Some of the performers who
moved from the Savoy Operas to Musical Comedies (and in some cases back again) describe
musical comedy unfavourably in comparison with the Savoy Operas, with different priorities
and working methods for the performers. Rutland Barrington* describes his initial reaction to
his involvement in the ‘irresponsibilities’ of musical comedy as involving a ‘certain sense of
insecurity, owing to the absence of boundary marks in the shape of lines written by the
author.”” This he credits to his ‘Savoy training’,’® with an almost improvisatory approach to
productions, encouraged by producer George Edwardes. The inclusion of ‘gags’’” and ‘topical
songs’’® was a significant change from the more structured D’Oyly Carte productions. Derek
Oldham remembered a criticism levelled at his own performance as Marco in Gondoliers in

the D’Oyly Carte Company following a period of seven years appearing in musical comedy

3 See Bradley, Oh Joy! Oh Rapture!, Chapter 6, pp. 115ff. Len Platt also acknowledges the work of
‘enthusiasts’ in musical comedy scholarship and appreciation, although the use of the term here relates to
individuals such as theatre historians Kurt Ganzl and J.P. Wearing who have provided comprehensive works of
reference for the genre. (Len Platt, Musical Comedy on the West End Stage, 1890-1939 (London: Palgrave
Macmillan, 2004), pp. 17-18).

74 Rutland Barrington (1853-1922) created the role of Pooh-Bah in The Mikado (1885) and other roles in the
Savoy Operas before appearing in Musical Comedies and eventually reappearing with the D’Oyly Carte Opera
Company in 1908.

5 Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage, p. 109.

76 Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage, p. 109.

"7 Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage, p. 109.

8 Barrington, Rutland Barrington, A Record of Thirty-Five Years’ Experience on the English Stage, p. 116.
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where the chief producer of the time, J.M Gordon’ observed that it was ‘thoroughly
common’.®® It appears from Oldham’s recollection that this was a response to an ‘easy and

free’d!

approach to the part which had been informed by his musical comedy experience.
Oldham also credits Gordon with giving him ‘diction, much solid stage technique and nursed
the passion and sincerity for my job’,%? which, by implication, may be taken as a manifesto for

the virtues of the D’Oyly Carte approach in contrast to those pertaining in musical comedy of

the time.

Mackinlay observed a change in the demands made on performers during the early
Twentieth Century and particularly during the heyday of musical comedy. The increasing
spectacle of the post-Savoy Musical Comedies demanded versatile performing skills, as did
the emerging film industry in which many star performers from the stage would also be
employed. Established performers such as Marie Tempest and Ruth Vincent had diverse
performance outlets in their later careers. Tempest, in addition to her established singing
prowess was considered by Playfair to be one of the ‘twol...]greatest actresses of this
century’.®? This perhaps accounts for her long career which encompassed the eponymous role
of Dorothy in Cellier’s Comic Opera, through the musical comedies of Sidney Jones, such The
Geisha and San Toy, to acting roles in Noel Coward’s Hay Fever.®* Mary Ellis, a generation

younger than Tempest, also benefited from possessing an acting ability which lengthened her

7 Gordon had been stage manager for Gilbert and had continued during Rupert D’Oyly Carte’s management of
the company, which began in 1913. See Baily, The Gilbert and Sullivan Book pp. 431-432.

80 ‘Derek Oldham Remembers’, Memories of The D'Oyly Carte Opera Company, 2020
<http://pinafore.www3.50megs.com/remembers.html> [Accessed 30 March 2020]. Oldham was the principal
tenor in the D’Oyly Carte Opera Company from 1919-20; 1929-30 and 1934-37. This chronology makes it
likely that Oldham’s recollection recounted here dates from 1929.

81 ‘Derek Oldham Remembers’

82 ‘Derek Oldham Remembers’

8 Nigel Playfair, The Story of the Lyric Theatre Hammersmith. (London: Chatto and Windus, 1925), p.171.
8 Kurt Ginzl, ‘Tempest [née Etherington], Marie’, Grove Music Online, 2002
<https://doi.org/10.1093/gmo/9781561592630.article.0004707> [Accessed 9 August 2020].
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performing career after retiring from singing.®> Ruth Vincent had a similarly wide-ranging
career, spanning the Savoy Operas, grand opera, musical comedy (including Edward German’s
Tom Jones) and, from 1912, until her retirement in 1930 appearances at the Palladium and

variety theatres. ¢

Occasionally, singers began their careers in light opera genres before serious vocal
study. One such singer was the American Mary Lewis who, having performed in cabaret,
musical shows, operetta and the Ziegfeld Follies in New York underwent training with Jean de
Reszke®” for a career in grand opera. ¥ Lewis’ 1924 recording of Vaughan Williams’ Hugh
the Drover provides a useful comparison with her fellow Jean de Reszke pupil Maggie Teyte.
Gertrude Lawrence, a contemporary of Lewis and Ellis, was a child actress in pantomime and
musicals and later, revues in London including those by Noél Coward. Whilst several musicals
were written especially for Lawrence, such as George and Ira Gerswhin’s Oh Kay! and Weill’s
Lady in the Dark, the technical quality of her voice was questioned, including an observation
by Richard Rodgers that she had ‘an unfortunate tendency to sing flat’.*® Nevertheless, her
recordings demonstrate aspects of style and technique in common with Lewis, Ellis and other

contemporaries. For her work in both London and New York, her versatility was described as

85Paul Webb, ‘Ellis [Elsas], Mary’, Grove Music Online, 2009
<https://doi.org/10.1093/gmo/9781561592630.article.48351> [Accessed 31 July 2020].

8 Fredric Woodbridge Wilson, ‘Vincent, Ruth’, Grove Music Online, 2001
<https://doi.org/10.1093/gmo/9781561592630.article.46776> [Accessed 9 Aug. 2020].

87 Students of Jean De Reske (e.g. Maggie Teyte, Bidu Sayao)’, Classical Music and Musicians, 2020
<https://classicalmusicandmusicians.com/2018/09/23/students-of-jean-de-reske-maggie-teyte-bidu-sayao/>
[Accessed 9 August 2020].

8 See John Steane, ‘Lewis, Mary’. Grove Music Online, 2002
<https://doi.org/10.1093/gmo/9781561592630.article.0002667> [Accessed 9 August 2020] and ‘Opera Today:
Who Was Mary Lewis?’, Operatoday.Com, 2020
<http://www.operatoday.com/content/2009/01/who_was_mary_le.php#:~:text=Mary%20Lewis> [Accessed 26
October 2020].

8 Deane L. Root, ‘Lawrence, Gertrude’ Grove Music Online, 2001
<https://doi.org/10.1093/gmo/9781561592630.article.45730> [Accessed 9 August 2020].
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‘a unique phenomenon — a superb performer in any medium, exuberant, supple, and animated,

a formidable craftsman in the arts of the stage’.”’

2.3 Pedagogy, BLO and the concept of bel canto

The characteristic sound of light opera performances heard in early recordings has
hitherto been found to be seldom discussed. There is, however, significant literature related to
concepts of vocal technique and training. Whilst this thesis is not primarily concerned with the
mechanics of vocal production but rather questions of vocal style and performance issues, it is
nevertheless useful to understand something of the pedagogical methods which may have

influenced (directly or indirectly) some of the singers of light opera under discussion.

As the performances heard on BLO recordings of the first decades of the twentieth-
century owe their origin and training to the late nineteenth century, accounts of pedagogical
methodologies from this period will be investigated in the thesis. Information regarding
Manuel Garcia II’s teaching and his impact on vocal performance of the nineteenth century
onwards can be found in John Potter and Neil Sorrell’s A History of Singing.®' There are also
useful accounts of style and technique in ‘Historical Voices’®? and more specific discussion of
singing in the recording age in ‘Classical singing in the twentieth-century: recording and
retrenchment’.”>  Further discussion on many aspects of vocal technique of this period is

discussed by Sarah Potter within Changing Vocal Style and Technique in Britain during the

Long Nineteenth Century.®* The Garcia influence is addressed in detail in ‘The Rise and Fall

%0 B. Atkinson in Root, ‘Lawrence, Gertrude’.

o1 John Potter and Neil Sorrell, N, 4 History of Singing (Cambridge: Cambridge University Press, 2012).
%2 John Potter and Sorrell, 4 History of Singing, Part 11, pp. 35ff.

%3 John Potter and Sorrell, 4 History of Singing, Part 111, p. 1931f.

% Sarah Potter, ‘Changing Vocal Style and Technique in Britain during the Long Nineteenth Century’.
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of the Larynx: Trends in Voice Production’.®® This is an important aspect of vocal technique
in this period as the nature of the sound produced is significantly influenced by Larynx position.
Sarah Potter suggests that the low larynx produces the characteristic operatic timbre of
contemporary classical singers and is a relatively recent development in vocal technique and
pedagogy. She equates the characteristic high larynx sound (weakening in the upper registers
and lacking ‘ring’) to the untrained amateur choral singer of today and argues that this is
perhaps closer to the vocal production of the early nineteenth century. Sarah Potter discusses
the changing ideals from the eighteenth to nineteenth centuries with reference to Garcia’s own

Traité complet de I’Art du Chant (1841).

Sterling Mackinlay brings to his writings the experience of training with Manuel Garcia
II; a subsequent professional performing career which included experience on the light opera
stage and a later career as a vocal pedagogue in which Garcia’s methods feature prominently.
Light Opera® (1926) discusses in detail the elements of staging and performing in light opera.
Contemporary attitudes to Acting (chapter 3), Emotion and Expression (chapter 4), and
approaches to Musical Numbers (chapter 6) are all covered in some detail. Voice (chapter 5)
is of particular interest in forming an understanding of vocal technique in relation to light opera
and Garcia’s influence in terms of Laryngeal position is evident. More detailed consideration
of these and other matters of vocal technique is found in The Singing Voice and its training®’

and will be discussed in more detail in chapter 3.

James Stark provides an overview of pedagogies which aims to ‘reconcile historical
and scientific descriptions of good singing’®® and in the process offer a definition of bel canto,

a term he identifies as coming into general use only in the late nineteenth century, as a label to
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