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Edited by Michael Walters

CARRIE TUBB

Carrie Tubb the soprano celebrated her 100th birthday on 17 May. In her day she was one of Britain's leading concert singers, but her only connection with G&S was that she recorded a song from the operas in 1907. She made few records but these include 7 sides for the Gramophone Company (HMV) which it seems of some interest to list here: 

Single-sided No                               Title                                                   Year                                         Double-sided No

3668                                       The Sandow Girl                                         1906

3669                                       Hello Little Stranger                                    1906

                                                  (2 songs from "Dairymaids" by L. Williams)

3701                                       When Maiden Loves (YEOMEN)               1907                                                           B404

03278                                      The Valley of Laughter                              1912                                                           C447

4417                                       Quartette: Lift thine Eyes (Elijah)               1906                                                           B385

04003                                      O Lord thou hast Overthrown (Elijah) [duet with Peter DAWSON ]                          C484

04024                                     I waited for the Lord [duet with Perceval Allen] 1908                                                  C458

The only record I possess (or have heard) is C 447 The Valley of Laughter, which is coupled with Spring's Awakening sung by Evelyn Harding (who is on at least one of the acoustic G & S sets). Both songs are by Sanderson. Beneath the crackles the lovely voice of Carrie Tubb can still be heard.

CLIVE BARNES, New York Notebook, in The Times, May 15 1976, writes: "One particularly interesting bicentennial event has been the visit to New York of the D’Oyly Carte Opera's appearances in Gilbert & Sullivan. Now, it just so happens that I would only be found dead, rather than willing, at a performance by the D'Oyly Carte Opera, and few people are willing to accept me in that condition. So I decided, with some foresight, neither to review or even see, these terribly terribly, and quite terrible operettas. They are an acquired taste I have never acquired - they are to Britain what General Patton is to the United States. However, they have a following." No doubt Katisha would have retorted that Mr. Barnes has not yet got an educated palate.

BLOWING YOUR OWN TRUMPET. On 13th April, David Gribben addressed the Japan Society of London on "Advertising in Japan". I did not attend, but the Society Bulletin in its preamble, said :- “For sheer self-confidence and the kind of activity recommended by Robin Oakapple (alias Sir Ruthven Murgatroyd) it would be very hard to beat the notice to be read outside a carpenter's establishment on the Keihin Kokudo during the 1950s. This read 'Number One Furniture Maker in the World'.”

"ENGAGED" AT THE NATIONAL THEATRE

As comments which have reached me about this production have been pretty consistently in favour of play and production, it was of great interest to receive the following comment from Mr. L. S. Streatfield in a letter dated 26 November 1975:  “Done to death at the Old Vic and only relieved in the last few minutes by the appearance of a stage orchestra! It was beautifully dressed, excellent scenery, well acted except it was largely unintelligible being apparently spoken in imitation Scotch blank verse. No farce could withstand such a treatment and it was exceedingly difficult to understand why anyone could see any merit in so approaching it, and more particularly why the accents were not dropped in the interests of audience comprehension after the first few performances.”

REPORTS ON AMATEUR PRODUCTIONS

There are quite a number in this number, so I shall get going at once: Not necessarily in chronological order.

WIMBLEDON L.O.S. The Mikado, Wimbledon Theatre.  12  May 1976

I had never seen this Society before; they apparently have a pretty high reputation, though this production did nothing to explain why. It was truly the dreariest experience I have had for a long time. I had gone quite prepared not to want to stay for the second act, and deliberated on whether to go to the Gods at 35p or splash out on a back stall at 90p. In the end I went to the stalls and started to regret it as soon as the Overture started. By Pish Tush’s song I was beginning to wonder if it was even worth staying till the end of Act 1. In the end I did. The Conductor (Christopher Slater) had a delicate style of waving his arms (rather like a butterfly) and twiddling his fingers, but the only sound he managed to get out of the Orchestra was dull, pedantic, and punctuated by a series of dull thuds which I think were meant to be drumbeats. The costumes were gaudy, the set for Act 1 was a chocolate-boxy adaptation of the 1920s D’Oyly Carte set with an elaborate arch at the back and a quantity of drooping lilac. It had been around for some time and was shewing its age. I can't think why the third capacity audience applauded it. The production was by Leonard Osborn - an object lesson in demonstrating that a successful stage performer does not necessarily make a good producer. The cast & chorus went lethargically through a series of stereotyped meaningless gestures (which D’Oyly Carte had dropped years ago, including the "goat-bleating" preceding the "little-list" song - was this ever funny?) with an air of total non-comprehension as to why they were doing them. The Act ran for an hour and a quarter, without encores. The male chorus was the seediest, most unlikely, job-lot of second hand nobles I have ever seen, the female chorus the oldest and most decrepit collection of schoolgirls - one expects a few old ladies in an amateur company and the libretto does specify a chorus of both ladies and schoolgirls, so why companies insist on trying to make them all young is beyond me. But there was hardly a young one among them, and I am afraid I find the sight of a line of withered old ladies singing "schoolgirls we eighteen and under" rather pathetic. Nanki-Poo (Christopher Evans) had a pleasant voice and made some attempt to act, but he was hampered by a tinny-voiced Yum-Yum (Theresa Booth). The Ko-Ko was Peter Evans, who is also Chairman of the Society (!) He was about 60 years old, with a long pointed nose and receding forehead and chin, and he looked rather like a cross between Roy Hudd and Charles Hawtrey without the personality of either. He had neither voice nor any clear conception of the part. Pooh-Bah was played by Jeremy Page, who was a young man very badly made up to look old with tramlines on his face. He had a good bass-baritone voice and an intelligent approach to the part. With sensitive and sensible production he could be capable of better things. Peter Harrison was an elderly Pish-Tush with a pleasing voice and a bored Etonian air. He forgot his lines twice and managed to make the fact excessively obvious. Pitti-Sing (Ann Tugwell) had a rather common voice and unpleasant open vowels. Katisha (Norma Evans) was dressed in shocking-pink and gold lamé with a superb wig and make-up. She really did look an old harridan and sang the part with richness and feeling though she missed the pathos of “the hour of gladness”. This is the sort of production which could put a novice off G&S for ever. 

After writing this I read the report by the Surrey Comet's music critic, Hilton Timms, who had a rather different impression. “Leonard Osborn .... had poured every last milligram of energy, his own and the company's, into making this Mikado a crackling, full-blooded, thoroughly efficient affair. It was noticeable in the smallest detail, like the way the chorus was kept sprightly with a never-still sequence of gesture and physical comment on the action. He was served by an all-round excellent cast not the least of whose distinctions was an exemplary clarity of diction and rapport with Gilbert’s words. I have seldom seen an amateur G&S production in which the wit and nuances were so readily accessible. Jeremy Page’s Pooh-Bah was marginally the pace-setter in this respect – a finely delivered performance. Christopher Evans & Theresa Booth were a stylish pair of lovers and Peter Evans’ Ko-Ko and Norma Evans’ Katisha extracted maximum relish from their characterisations without straying into excess. Christopher Slater conducted a well-founded and alert orchestra.” No mention of the title role, so perhaps he didn’t stay for Act 2 either! 

MICHAEL WALTERS

GROSVENOR LIGHT OPERA COMPANY - The Pirates of Penzance, St Pancras Town Hall  7 May 1976.

I had not been to a production of this Society since 1972 (Ruddigore) when in sheer boredom I left after the end of Act 1. I decided it was time I paid a return visit. The performance was as bad, but no worse, than I had expected. The Orchestra was good in that I did not consciously hear any wrong notes in the Overture (an unusual event anywhere outside Imperial College). The costumes and sets (both hired) were very pretty. The cast had mostly competent voices but went through a humdrum series of old-fashioned, stock, meaningless theatrical gestures, making all the characters flat and cardboard - with the glorious exception of Kate (Pauline Wright), a horsey woman, who, among other things, marched across the stage with three heavy footsteps on the three chords just before "Her case may anyday" and lifted the pirate who was chasing her bodily off the ground. Ann Pooley sang Mabel's Waltz Song with delicacy and charm - I suspected that she might have been listening to Isabel Jay's record for her rendering had a similar lilt. Christopher Roberts sang the Major-General's song dead pan with excellent diction. Richard Rayment's Frederic was (if possible) duller and more vibrant than it had been for Geoids, and his sallow middle-aged looking face did not betray a "boyish heart". The programme note said “It is not easy to take The Pirates of Penzance seriously or to treat its vigorous humour with a sense of delicacy or restraint. Drama and pathos are hardly evident.” Unfortunately this was only too true.  I didn't stay for the second act. There was a slip enclosed in the programme which I reproduce as a mark of respect to an obvious G & S enthusiast, whom, regrettably, I never met: “It is with sadness that we note the death of one of our staunchest members John Kennedy, who died rather suddenly.... John was a great champion of the lesser known Savoy Operas and never failed to propose Utopia or Thespis for our next production. Although we are not performing either of these operas tonight we trust that his enthusiasm for all the Gilbert and Sullivan operas will live on in Grosvenor." MICHAEL WALTERS

BARNES AND RICHMOND OPERATIC SOCIETY - The Mikado, Richmond Theatre, March 20th 1976.

[It is with relief that I turn now to a production which was memorable for a different reason. I attended the Saturday matinee (it was a busy week for me) and sat in the Gods. Unfortunately, I did not get my report finished at the time and when I came back to it after an interval, discovered, as often happens, that many of the details had faded a bit in my  mind. However, there is still a goodly bit of report there!] Surprisingly enough this was the first time I had seen this Society, though their reputation is high, and on this shewing, well-justified. It was a magnificent production of The Mikado, carefully and intelligently thought out. The Overture boded well: there were a few wrong notes, but the Conductor obviously knew exactly what he wanted even if he did not always get the players to do it exactly. The  music had a lilt and variety of tempi which was very refreshing after being used to Royston Nash's matter-of-fact conducting. For me, the performance of the afternoon was Alan Titchmarsh's Ko-Ko. It was so refreshing to see a Ko-Ko who played the role as a real flesh-and-blood human being, something I have not seen for a long time, not since Ian Ellis in Exeter six years ago. Alan has a very good (though, perhaps, not outstanding) singing voice, but his acting had a depth rarely seen in G&S - an understanding of the mind of the character he was portraying. His Ko-Ko really was a common little working-class nobody suddenly elevated to the peerage and totally out of his depth in the etiquette of high society. It teemed with innuendoes and subtleties which were never overdone or ostentatious. True, there were a few moments when he became theatrical, as in the encores to “Here’s a how-de-do” and “There is beauty in the bellow of the blast", but they never once struck me as being out of character. There were quite a lot of “new readings” to lines such as the suppressed glee of “How shall I break it to her?” or the sarcasm of "Oh certainly nothing easier, Pooh Bah, I appoint you Lord High Substitute" said as if knowing before he began that it was a waste of time. (Incidentally it was marvellous to hear the bassoon encore to “The Flowers that Bloom”, which I have not heard for a long time). Alan transposed two lines in the Act 1 trio thus: “Now every man should plot and plan, to aid his clan, as best he can.”

I did not like Mike Palette as the Mikado. I could not understand the purpose of his "buck-leaps" or peculiar walk. He lacked any sort of dignity necessary to an Emperor and the contortions into which he twisted his mouth became irritating after a while; it was overacted. He has a good voice, and sang his song well, but the exaggerated Mikado-laugh was not funny. Ron Sellers did not look quite right [too old] for Nanki-Poo, but sang and acted with charm and intelligence. David Armstrong as Pooh-Bah gave a performance in the traditional style. He has a good voice, but his dialogue, though well and authoritatively delivered, tended to be over-stylised and lacking in spontaneity. Nevertheless, his performance was suitably pompous. Richard Manuel was a young Pish-Tush who sang the part beautifully. The costumes were very pretty, though not all Japanese - the ladies’ appeared to be Chinese, and some of the men's (particularly the Mikado’s) appeared to have been left over from The King and I. But as The Mikado is Japanoiserie rather than Japanese, this is not an important point. The set was simple but elegant: a dovetailing jigsaw of rostra (some borrowed from the Richmond Shakespeare Society!) which gave scope for lots of variation in positionings of the chorus. In spite of the fact that the make-up department had worked hard, none of the men, with the possible exception of Pooh-Bah, managed to look really Japanese. The Society was founded in 1908, and Rutland Barrington was a Vice-President.   MICHAEL WALTERS

KINGSBURY OPERATIC SOCIETY, The Sorcerer, 1 May 1976.

This was an exceedingly interesting production, brainchild of Victor Golding who had done some revisions to the text so as to incorporate both the original and revised openings to Act 2, and Lady Sangazure's Song, for which special music had been composed by Peter Ward & John Coombs. The amendments were as follows:

1. The Minuet which accompanies Dr. Daly's "May fortune bless you" was omitted and transferred to Act 2.

2. Lady Sangazure's song was restored and immediately followed by "Welcome Joy" with the two alone on stage.

3. Then followed "With heart & with voice" and then "All is prepared"

4. Act 2 was split into two scenes, the first one being at night, and beginning with the usual Act 2 opening. This then proceeded as written till Aline's recit with the phial of love philtre. There was then a break, to get over the time error in Gilbert's lib. that the potion takes 12 hours to work on the rest of the village but about 10 seconds to work on Aline.

5. Act 2 Scene 2, was the following morning and began with "Happy are we in our loving frivolity" followed by the omitted Minuet from Act l, during which Dr. Daly appealed silently to each of the girls. This was followed by "Though my voice is sad and low".  

The production by Victor Golding (who also sneaked himself into the chorus) was very good and he worked visual wonders on that rather grotty little school hall stage, making full use of the sizeable apron. The Invocation was great fun, with hags and fiends cavorting round the stage in brave array - including three witches flinging all sorts of horrible items into the teapot. There were good lighting effects, spot-lighting and (? magnesium) flashes for "No.1, No.2, No.3". Regrettably the performance did not measure up to the excellence of the conception. One missed Victor's presence on stage in a leading role. Geoffrey Hewlett (Marmaduke) had a rather dry voice and a tendency to overact and to throw his hands around too much. Malcolm Hadfield (Alexis) had a good voice but was a bit strident. He was very stiff and watched the conductor incessantly while singing. He delivered most of his dialogue straight out to the front. He also had a annoying habit of bobbing his head like one of those nodding china figurines. John Coombs (Dr. Daly) sang his opening song very well, but was less happy in the faster sections of the Act 1 finale, where he tended to grab at his notes. Michael Stevens made a very good Mr. Wells though even he tended sometimes to lapse into unnecessary gestures. His diction was excellent. Wendy Williams sang and acted beautifully as Aline. MICHAEL WALTERS

VALE GILBERT & SULLIVAN SOCIETY, The Yeomen of the Guard, 5 May 1976 Victoria Hall, Tring.

This Society performs a G & S opera annually, and a few years ago made history by singing G & S for 24 hours without a break. The President of the Society, Thomas Round, attended the same performance as I did, but I did not hear what he thought of it.

OVERTURE tempi acceptable, woodwind frequently out of key or off the note, some glaring wrong notes. Nevertheless the louder parts of the score produced a good beefy sound. Brass good. Phoebe's Song - played before half-tabs. -pleasantly sung. Her dialogue with Shadbolt was V.G. Phoebe (Rosemary Southworth) and Shadbolt (Brian Rose) gave the best histrionic performances of the evening. Shadbolt was a really accomplished actor though he was no great shakes as a singer, and didn't seem to know the score very well. Yeomen's first Chorus thin & raucous as usual and painfully slow. 2Y- dull. Dame Carruthers (Hilda Pratt) Good voice. Song well sung but unexciting. Leonard (Malcolm Rose, ?son of Brian) Good. A powerful and good voice - though a bit undisciplined. He had a raucous moment at the end of the trio. A trifle young, but with more experience should make a good performer. Fairfax (John Rotheroe) Is Life a Boon: not very good, basically OK voice but went off key. Age difference between Fairfax and Leonard too great to be convincing. Make-up could have helped. SGT. MERYLL (Michael Foley) Weak. POINT  (Stewart Collins) was acting a "fool" rather than a "jester" - amateurishly overacted. He did not appear to understand the character. However, he sang well, and played with obvious enthusiasm and enjoyment. His moves were too casual, fidgety and floppy - he needed more tightness and discipline. LIEUT (Paul Bridle) Elderly. He couldn't keep in time with the orchestra in the trio, and had the "traditional" crack on the D - "most bridegrooms ere they marry..." The trio was sluggish and never got off the ground. It was very laboured. Lieut's dialogue was lethargic. I've jibe & joke was a disaster. The Orchestra didn't know it, and wern't with the singer. He sang it without any feeling or subtlety. The dialogue with Lieut fore and aft of the song was simply boring. T'is done - good, but a bit laboured. Elsie (Patricia Rose) has a good voice but phrased badly and sang a bit pedantically. YEOMEN SOLI IN ACT 1 FINALE: 1Y had a wobble. 2Y - quite good, it was a different 2Y from the one who sang "This the autumn of our life". Later in the finale 2Y became the original one again - very complicated, especially as none of them were credited in the programme. (The Headsman, on the other hand was:- he was Clive Godden, the local butcher). The set was excellent, using only two flats, and the rest was on a superbly painted backcloth which gave depth and perspective. (Nigel Stevens ought to have seen it.) By Act 2 POINT'S unvarying goony style had begun to irritate me. Conductor was late on cue for "Free from his fetters Grim" – unpardonable! FAIRFAX ("Free from") had trouble reaching the top notes - and his phrasing was horrible - pauses in all the wrong places. Off key. MADRIGAL good, Kate (Kate Collins) has a lovely voice. Orchestra nearly mucked it up. DAME C was on too late to overhear the plot properly, and her line "3 heads as well as his.  . . " made no sense therefore. Both Acts lacked pace and dragged. Tempi too sluggish. It was quite an enjoyable evening! MICHAEL WALTERS

CAMBRIDGE UNIVERSITY G & S SOCIETY The Yeomen of the Guard March 1 1976,  by Selwyn Tillett

For the umpteenth time, the posters advertised this opera as "The YeomAn of the Guard". To those of a fanciful turn of mind, this might have been symbolic of the production as a whole - it was so nearly right, but! It was, in fact only nearly a Cambridge production; Dame Carruthers, Elsie, Phoebe and Fairfax were all soloists brought in from outside (Fairfax from the London Opera Centre, the others from the Guildhall School of Music & Drama), while the Producer was an ex Cambridge man invited back specially from Kent Opera. The resulting relationships between undergraduates and semi-professionals were not on the whole successful, with one notable exception that between Phoebe (Clare Rimmer) and Wilfred (Richard Wistreich, a Choral scholar at King's College, with perhaps significantly, the widest experience of stage singing of any of the Cambridge people, ranging from Mozart to Britten & Kurt Weill.) Regrettably, the other three imports had, in the apt but unkind words of the Assistant Musical Director, "more voice than brain". Dame Carruthers, indeed (Judith Buckle) rising from her bed of 'flu, was deprived of even that. Gillian Clench (Elsie) proved to possess a voice of some sweetness and considerable range and flexibility (she has sung Zerbinetta for the Guildhall, and it may have been this knowledge of her own capabilities that prompted her to introduce a florid and totally unsuitable cadenza of her own devising at the end of her final appeal to Fairfax.) Her acting betrayed a certain degree of charm, if no very great conviction. Fairfax (Harold Sharples) is not Radames or Don José and ought not to be treated as such. A better memory would have helped his dialogue, and greater sensibility his singing. The Lieutenant (Dr. Richard Bainbridge, an elderly Mathematics don and senior Treasurer of the Society) was a walking disaster. A fine comedy actor - I remember him with great affection as Sir Harcourt in Boucicault's London Assurance [So do I. MPW.] - his singing is notorious both inside and outside the G & S Society. Three years ago he played the Judge in Trial by Jury and threatened to wreck the proceedings each night. This year he had marginally improved, but only some sympathetic assistance from the M.D., well above & beyond the call of duty, papered over the cracks. He is, I am told, desperately upset if not given a part - thus the producer's pity results in severe audience discomfort. He might profitably be persuaded to resign.  Meryll (Anthony Little) suffered from the very common failing of young actors, not appearing  convincingly old even though heavily made-up; indeed he looked more like an elder brother than a father. His performance was surprisingly dull and uncommitted for one who seemed to be awake all evening. Phoebe and Wilfred I have already mentioned. These were by far the best of the cast, she with a gentle caressing voice, impeccable and quite unaffected diction, and a splendid sense of comedy timing; he with just the right clumsiness of manner and "hooded" vocal tone - even Ken Sandford could scarcely do better. Their scenes together were the only ones where there was really any communication between stage and audience, with great laughter and applause afterwards. There was in fact no audience reaction of any kind otherwise till after "I have a song to sing O" rather cleverly done with Point and Elsie operating puppets whose actions they imitated at the end of Act 2. Point himself (Jeremy Thomas) seemed to believe that "an accepted wit has but to say...." and that what had worked as Bunthorne would do just as well here. Well it didn't, he was only intelligible when he dropped his extraordinary vocal affectation (not a frequent occurrence) and achieved the remarkable feat of inducing in one spectator at least a sense of delight and relief at the final curtain. Stephen Harrison (Musical Director) produced some surprising tempi. "Free from his fetters" was impossibly fast, while all the difficult choral music was very cautious. Sometimes it picked up when everybody had come in and sometimes it didn't; and sometimes they didn't come in! Thanks to Alison Kennedy (Kate) the Madrigal was amusingly flat. Andrew Wickes (Producer) had obviously thought very carefully, usually with intelligent and satisfying results, particularly the Act 1 finale which was always visually very interesting and exciting, involving a multitude of entrances and platforms and a good deal of bustle from the well-trained chorus. For the rest of the evening however, the set was intensely annoying consisting of flats whisked on and off with great speed in full light, often while the action was still in progress. The designer (Alan Powers) claimed to have been influenced by Ben Nicholson, John Golding and David Hockney - personally I would prefer "the White Tower flapping on the backcloth". The Company's motto seemed to have been to "gloriously succeed or nobly fail". They achieved the latter, and are expected to be several hundred pounds in the red because of it.

"Opera" April 1976 reports that Brian Parsons sang in Weber's The Three Pintos at Oxford Playhouse, in February of this year. 

On the subject (still) of UTOPIA OVERTURES, John Wolfson writes: 1891 IVANHOE-no overture; 1892 HADDON HALL - no overture; 1893 UTOPIA LTD no overture. Sullivan was going through a "no overture" period - no overture was "chic". Does THE CHIEFTAIN have an overture ? If not it would be four in a row."

Any comments, readers? In the V.S. CHIEFTAIN  has a short prelude as undistinguished as the UTOPIA prelude.

Roger Thompson tells me that he, too, has written a UTOPIA Overture (unperformed) which he likes better than any he has heard. The mind begins to boggle with UTOPIA Overtures .

ITALIAN STRAW HAT (i.e. HASTE TO THE WEDDING)

[The Northcott Theatre, Exeter, performed what they billed as Gilbert's version of "Italian Straw Hat" in January 1976. It was briefly mentioned in "The Times" but after noting it, and noting that I was also very busy, it slipped my mind again till Ian Bond wrote and urged me to come down to see it, which I did, passing the news on the Victor Golding also. Ian Bond attended two performances, I a third, and Victor a fourth. At my request Victor and Ian both sent longish reports on the production for inclusion, regrettably I have had to shorten both these considerably, while, I hope, retaining the important points.] 

VICTOR GOLDING: Before this adaptation with music [Haste to the Wedding] Gilbert had made an earlier one, without music, entitled The Wedding March. It was an amalgam of these two pieces which was performed, with additional music by Offenbach arranged by the Musical Director, Martin Waddington. This version is in five acts, each a different scene, and the sets were absolutely splendid. The proscenium was dressed to look like a Victorian toy theatre, and a gentleman greatly added to the fun of the evening by appearing before the curtains to light and extinguish each footlight. The attractively costumed performance was bright, tuneful and sparkling throughout, with the three piece orchestra very much in the 1857 atmosphere of the piece. Outstanding in a generally excellent cast were Clifford Mollison's portrayal of the old and deaf wedding-guest Great-Uncle Bopaddy, and Judith Paris in a double role as Leonora and the aesthetic Marchioness of Market Harborough. Her scene where she mistakes Woodpecker for a celebrated Italian falsettist was a comic gem. Another double role was splendidly played by Basil Lord, first as Cripps the book-keeper and then as the peppery Major General Bunthunder. The irascible Maguire, always seen carrying a wilting myrtle in a plant pot, was well taken by Malcolm Mudie. The "wedding party", two bridesmaids and two young men, who acted as chorus, were highly amusing. Their constant popping up all over the place singing "Ring ye joybells  long and loudly" was reminiscent of the Ruddigore bridesmaids. 

The naming of the characters and much of the dialogue owed something to The Wedding March, while Haste to the Wedding music was used. The only numbers cut were Woodpecker's solos in the 1st and 4th Acts, but this may have been because Jeremy Arnold, who very competently took the part, had only just recovered from 'flu on the night I went. The opening duet, "Today at eleven", sung by Woodpecker's valet, Jackson (played by John Bickerstaff) and Patty, the next door maid (pertly taken by Lynda Rooke) had the original music replaced by the trio sung by the cousins in La Perichole. Some of the ensemble music was treated in a similar manner, but a few new numbers were added. These were a trio for Bapp, Woodpecker & Leonora, sung in the opening scene in Woodpecker's house, which was to the tune of General Boum's opening solo in The Grand Duchess, and a wedding party ensemble at the close of this scene; a solo for Maria and ensemble ending the next scene set in a milliner’s shop; an excellent cross-purposes duet sung in the 3rd Act, the Marchioness’ salon, between Woodpecker & the Marchioness; another solo in Act 4 from Maria in which she is joined by the Wedding Guests in night attire in Major-General Bunthunder's bedroom entitled "We're all at Sea". This scene ended with some knockabout farce, accompanied by the music from La Vie Parisienne associated with the Brazilian planter. A short solo and chorus was also added by a policeman with a cold in the head, sung in the last act. [Victor Golding played Woodpecker Tapping in a private performance of "Haste to the Wedding" given some years ago, before the Gilbert & Sullivan Society.]

IAN BOND: I made my first visit on 31st January and was delighted with the whole production. In the absence of a copy of The Wedding March, I have to assume that the passages of dialogue and the lyrics not shown in my copy of Haste to the Wedding were taken from the earlier script. The music has been admirably adapted by Martin Waddington from the works of Offenbach, and from Grossmith's score for Haste to the Wedding. Most of the musical numbers from the later work retain their original Grossmith settings while a couple, notably, "Today at eleven", the recit "Ah heavens, t'is Woodpecker", and part of the Act 3 finale (Act 5 in this production) use Offenbach music. I presume that these pieces like the additional lyrics throughout the work are from The Wedding March. Probably Gilbert specified certain melodies in the earlier work, as he did in The Princess, for instance. Full marks for an excellent production. John Bickerstaff was a patient and long-suffering Jackson, also a superb Duke of Deal. An excellent rendering of "O Butcher, O Baker". Lynda Rooke was excellent as Patty; she really threw herself into this part as she does into all her parts at the Northcott. Clifford Mollison was Uncle Bopaddy; and what a great performance this was. He managed to extract the maximum of humour from some of the slightest of situations; and oh that little dance in Act 3 and “Three- Blind Mice", on the piano with the right hand. “I'm learning the left hand next week." Jeremy Arnold was Woodpecker; well what can one say except that it was a performance of the highest order. Obviously Jeremy understands the Gilbertian style of acting very well. He managed to strike just the right balance between his frequent monologues and asides to the audience and his conversations with the other characters. His singing voice too, is very pleasant. Judith Paris; well, again, excellent. A beautiful portrayal of the agitated, swooning Leonora and later on a very earnest Marchioness of Market Harborough. Alan Gill gave a good fire and thunder performance as the enraged military admirer Captain Bapp. He turned up again as Basil, Bishop of Bayswater. A clownlike wig and purple nose in this scene made him look like one of the original illustrations for the "Bab Ballads". Malcolm Mudie was Mr. Maguire: congratulations on the Welsh accent which he managed to sustain throughout the evening. Maria was played by Helena Breck; another Welsh accent held throughout the whole evening.[Is this really so remarkable? MPW] Excellently played; Miss Breck managed to portray this Gilbertian bride as a rather sweet sickly stupid Welsh provincial; but not as stupid as you might think. Who was it that pointed out that if she was to be divorced from Woodpecker, she'd better "Take back all my presents, Pa-pa?”. The incident with the pin was beautifully managed. In this version Foodle does not remove it, instead it is allowed to remain and Maria is told to "Jump around a bit and it will drop down." The rest of the Welsh party were all excellently played. …  Last of the Welsh party was Poodle's school friend Lythin played by Jonathan Kiley. This was a marvellous characterisation. Lythin blinked stupidly through his glasses, twiddled the end of his coat tails [In fact he screwed the end up into a sort of tube and stroked it. I am convinced this was intended to be phallic. MPW.], and did some impossible things with a camera on a tripod that seemed to have a life of its own. But the real gem from Jonathan came in the third Act with his portrayal of Algenon Sopwith, an Oxford poet. This was a superb take off of Reginald Bunthorne: a blue rinsed wig, remarkable red lips, beauty spot and fixed smile. And the attitudes; "O art, we thank thee for this boon." Cripps the book-keeper, played by Basil Lord, caused much amusement in his constant references to his flannel undershirt, an article of clothing that he never managed to don as he spent most of the scene trying to evade the wedding party who followed him everywhere under the impression that he is the registrar! Mr. Lord also played the jealous husband Major-General Bunthunder and again managed to extract a great deal of humour from such things as a foot bath and some exceptionally tight boots. He also had an excellent duet with Woodpecker, "Ha ha, sly dog, ho ho”. The production was excellently directed by Geoffrey Reeves and designed by Kit Surrey. The settings seemed to suit the piece very well indeed. These used very bold colours such as Crimson with Violet, Orange with Yellow and so on. They were some of the most effective sets I have seen. The beautiful costumes were designed by Meg Grealey, and the excellent and, at times, energetic choreography was by Lillian Arnold. All credit to Mr. Waddington and his mini-orchestra consisting of himself at the piano and also managing to play a tambourine and a xylophone, Miss Nicki Evans, clarinet and also triangle, Mr. Neil Harris, cello and cymbals. Despite all the doubling and tripling they gave a most polished performance. There is little one can say about the music except that it was eminently enjoyable. The styles of Offenbach and Grossmith seemed to mingle very well. Grossmith's music, while not possessing the magic of Sullivan did possess a magic all of its own. "Ring ye joybells", which pops up at intervals throughout the evening, was as enjoyable the fifth time as it was the first. Other particularly good numbers were, “By dreams of ample profit lured", "You offered to take me", "Bow to the Registrar", "Why were all making merry", and of course the excellent “Ha ha, sly dog, ho ho" which I have already mentioned.

FOGGERTY’S FAIRY

Rose Bruford College of Drama recently performed Foggerty's Fairy as reported in The Stage on May 27th 1976. I only regret that I knew nothing about it till this report appeared. S.C. reported: "Littered with Shakespearean ("so, for the nonce, farewell” et.al.) and cues for non-existent songs, Foggerty's Fairy does, nevertheless have its flashes (though infrequent) of familiar Gilbertian wit. Its overall zany logic is well served by a mock serious style of acting, of which in this production James Clarke, Lawrence Wade & Claudia Leaf proved masters .......” The companion piece was A.W. Pinero's The Times.
"OPERA " MAGAZINE ON G & S.

The Feb. 1976 edition of Opera carried a caustic review by Harold Rosenthal on the opening night of the D’Oyly Carte's winter season, December 15, 1975. I reproduce the relevant paragraph of Mr. Rosenthal's report:

"I never cease to be amazed at the G & S mystique, and wondered, as I looked round at the audience who were on hand to greet their favourite numbers, mouth the words, and demand those inevitable encores, just how many of them had seen the English National Opera's "Iolanthe" or "Patience" the Kent Opera's "Pinafore" or "Ruddigore", or those wonderful Tyrone Guthrie productions of some few years ago. If they had, I am sure they would not tolerate the unchanged bad traditions (it was Mahler after all who said that "tradition is slovenliness"), and stage business that seem to me exactly what I remember from my schoolday visits to see the Company at the old Streatham Hill Theatre in the early 1930s. More important, they would certainly not accept the often poor musical standards." Irritated by the destructive cattiness of this criticism (criticism should be constructive) I wrote to Harold Rosenthal as follows:

Dear Mr. Rosenthal, I was interested to see your review of the opening night of the D'Oyly Carte's winter season. I did not attend the performance in question but nevertheless I feel that there are one or two things which require to be said about the more general points you make in your notice. It appears to be fashionable these days for music critics to throw mud at the D'Oyly Carte Opera Company; it is unfortunately true that most of the criticism is, at least at face value, justifiable, but there are other things which ought to be taken into consideration to put the picture into  perspective. I will not dwell on the fact that the D’Oyly Carte is, of course, without grants of any kind, and therefore, presumably, cannot afford to engage the same standard of musician that the E.N.O. is in a position to do; nor on the question as to whether, in this day and age, the D’Oyly Carte should be expected to carry on without funds. These points have already been made by others. The most important point, as I see it, is that (although it appears to have escaped the notice of erudite music critics) the vast majority of those who attend Gilbert & Sullivan, performances by the D'Oyly Carte are neither musically critical, nor even, in a good many cases, musically aware. [NOTE. I am not of course referring to readers of this Journal in that statement MPW] I have spoken with D'Oyly Carte fans who have been blissfully unaware that a singer was singing out of time and/or out of tune. It may also surprise you to know that there are people who have attended the E.N.O. productions and who do not like them, considering them to be vile travesties of Gilbert & Sullivan's original intentions. I do not agree with this view, I consider them to be very fine productions indeed, though the Iolanthe production is now becoming very frayed and tired and is surely shewing its age. As it is still younger (after 15 years) than the majority of D’Oyly Carte productions, this begs the question as to whether it is financially practical for a Company on a shoestring to attempt to put on an adventurous production which runs the risk of dating very quickly, and when it can see no likelihood of dropping or replacing this production for a very long time to come, should it prove to be unsuccessful. The E.N.O. after all, can afford to experiment, and some of its productions are dropped after a very short space of time. I regret very much that I have been unable to see the Kent Opera productions, nor did I see Tyrone Guthrie’s productions on stage but I saw a television transmission of H.M.S. Pinafore and regarded it as the epitome of bad taste, Sullivan may have had justice done him, but the same could not be said for Gilbert.

I will not attempt to deny that the musical standards of the D’Oyly Carte frequently leave a great deal to be desired, but the question is whether one is justified in demanding this. During the Centenary Celebrations last year I spoke to a gentleman from Canada [Charles Hayter] who is studying Gilbert as an English Literary figure, and who expressed amazement and horror that in London Gilbert & Sullivan productions were reviewed by music critics when they should so obviously be reviewed by drama critics. (The fact that drama critics would probably find as much fault with them as music critics currently do is beside the point). In the early 1930s Lady Gilbert remarked to the press that the musical standards then were infinitely superior to what they were in Gilbert' s day. May it not be that Gilbert & Sullivan regarded their operas as sophisticated plays with music and would be appalled to know the way in which their plays are being criticised today. After all, you do not feel obliged to comment on the musical standards of (say) Showboat. May it not be that the musical standards which you demand are a luxury not required, or even expected, by the majority of those who habitually attend D'Oyly Carte performances. What they ask is tradition, which, incidentally, is not entirely unchanged, and is not necessarily bad, as the traditional performances of the Japanese Noh Theatre would demonstrate. As the Fairy Queen in Iolanthe might have said " I see no objection to tradition, in moderation."

Mr. Rosenthal replied briefly, thanking me for my letter, and adding "I am not so sure that drama critics, nearly all of whom are now regular attenders of opera performances, would be any less critical of G & S's present musical  standards." As I had already made this point, Mr. Rosenthal obviously cannot have read my letter very carefully, at any rate he did not print it, and evidently replied in haste, as he even managed to mis-type the spelling of his own name!

JOHN LE HAY.  [As a result of a query about this performer (in whom no-one ever really seems to have expressed much interest), I consulted a few sources and came  up with some facts about him, which I reproduce here as they may be of some interest to readers. Sources:- Rollins & Witts: "The D'Oyly Carte O. C. in G & S Operas."  W.Macqueen Pope: "Gaiety, Theatre of Enchantment."]

The first mention I can find of him is with the "2nd PINAFORE COMPANY" in 1879 (touring) and he played James in the Paignton production of Pirates. In 1881 he was promoted (the Company had by now become the "A" Company) and he played  Mr. Wells, Sir Joseph & Major General Stanley in the three operas which were being toured. For one month he dropped Sir. Joseph and played Ralph Rackstraw instead. In 1882 & 1883 the Company were touring only Pinafore & Pirates with Le Hay as Sir J. and Maj. Gen. The Company was then disbanded and we hear no more of Le Hay till 1886 when he created the small role of Tom Strutt in Dorothy at the Gaiety (this opened 25 Sept. 1886, but I have no information as to how long Le Hay stayed in the cast). In 1891 he was back with D'Oyly Carte touring in The Nautch Girl but it is not stated if he had a role. He then took part in Messager's La Basoche at the Royal English Opera (this was the second, and last production there, following Ivanhoe). It ran from 3 November 1891 to 16 Jan but Le Hay apparently left, or was removed, halfway through the run, since from December he was singing in the chorus of the "B" touring company which was then doing Yeomen & Gondoliers. He continued touring till March 1892 with these operas. After that he next appears at the Savoy, creating the role of Phantis in Utopia Ltd. in October 1893. On 13 July 1896 he was back at the Gaiety playing the role of Amexander McGregor (yes, that is how Macqueen Pope spells the name!) in My Girl by J. T. Tanner, Adrian Ross & Osmond Carr. This piece was apparently a flop, but Le Hay made "a big hit". The last reference I have found so far to him is that he did a ventriloquist act at the Nellie Farren benefit at the Gaiety on 17 March 1898. All in all a curious career.

