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Thespis was the first Gilbert & Sullivan opera.  It was premiered at the Gaiety Theatre, London, on 26 December, 1871, possibly to the biggest audience of any G&S first night - the Gaiety Theatre, with a capacity of 1500, was filled to standing room.  Sullivan told his mother "I have rarely seen anything more beautiful put upon the stage".  But the public wasn't yet ready for Gilbert and Sullivan, the piece was badly rehearsed, and it closed after about 80 performances.

Most of the music from Thespis has been lost, although:

· The chorus “Climbing over Rocky Mountain” was recycled into The Pirates of Penzance,

· The aria “Little Maid of Arcadee” survived as a drawing room ballad, and

· Ballet music from the opera has recently been unearthed and recorded.

The following discussion is a compilation of individual opinions on the opera made by thirty-five subscribers to the SavoyNet mailing list.  Most, but not all, of their Internet postings were made during the SavoyNet OOTW (Opera of the Week) series which concentrated on Thespis over the period 5-25 September, 1997. 

Highlights of the discussion include:

· Comments on the discovery of ballet music from Thespis.

· Performances of Thespis, and attempts to fit other pieces of Sullivan’s music to the text.

· A humorous, whimsical Thespis discography.
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1 Preamble


1.1 Introduction


1.2 Overview

1.3 Rees

1.1 Introduction
Paul McShane set the ball rolling:  Many Savoynetters, like me, have not heard a bar of Thespis music (Sullivan's or otherwise) apart from "Climbing over Rocky Mountain" - or at least, in my case, until I heard the recently found ballet music.  So we'll be relying more than usual on the connoisseur element of our SavoyNet band to help the discussion along, and I fully expect that most of us will come out of the experience learning a few things about the opera that we hadn't known before.

Most of the music is lost, but:

a. "Climbing over Rocky Mountain" was transferred into The Pirates of Penzance, albeit with some changes in the lyrics necessitated by a change in venue from a mountain to the seashore.

[Ronald Orenstein added: Plus the replacement of a four-part mixed chorus with a unison female chorus, involving some musical recasting.  The manuscript score up to the first solo entry is Thespis music with the vocal lines crossed out and rewritten - the biggest difference is at the words "Threading long and leafy mazes / dotted with unnumbered daisies" in which the Thespis original had the chorus singing a chordal accompaniment to the orchestral tune - obviously not a satisfactory procedure when the chorus is reduced to a unison line, so Sullivan has the girls in Pirates singing along with the orchestra at this point instead.  The big question is why the score was entirely rewritten from the point of the first solo entry.  Was it a matter of registers, or did Sullivan recompose the rest of the piece too extensively for simple alterations of the ms to work?  In other words, did the Thespis cast really sing "Fill the cup and tread the measure" to the same tune as the one now used for "Let us gaily tread the measure"?]
b. Sparkeion's Act II song "Little Maid of Arcadee" survived in print as a Victorian drawing-room ballad, and

c. Recently, some pieces of ballet music from Thespis came to light in circumstances which were discussed earlier this year.

Some questions for discussion:

A. How does the libretto of Thespis compare to those of the other operas?

[Arthur Robinson opined: It's not one of the great libretti, but I find much of it funny, though it's uneven, like some of Gilbert's other early plays.  In fact, Gilbert's early musical pieces (e.g. Sensation Novel, Gentlemen in Black) generally have better (or at least funnier) dialogue than lyrics; I think Thespis may have been a turning point in his lyric-writing career (well, if not a turning point, certainly the best lyrics he'd written to date).] 
B. Does Thespis have any of the "stock" characters that appear in later operas?

[Arthur Robinson responded: The later operas were written for an existing company; Thespis was not (at least not for Barrington-Grossmith-Bond etc.; I believe Terence Rees--whose book “Thespis:  A Gilbert and Sullivan Enigma” I highly recommend--discussed whether they were matched to the Gaiety performers).  Rees theorises that Venus (a part that doesn't exist in extant libretti) was the predecessor of the Katisha types; he quotes some relevant reviews, but without Gilbert's dialogue for this character, it's hard to be sure.  (I have wondered whether Gilbert even wrote this part; could John Hollingshead or someone have added the part?  Probably not; I doubt Gilbert would have allowed it!)]
C. There is an interesting stage direction at the opening of Act II, viz. "gods and goddesses....are discovered....about the stage, eating, drinking and smoking, and singing the following verses:"   Smoking???  In between lines of song???  Any comments?

[Ronald Orenstein puffed: Not in either of the productions I was in!
Arthur Robinson commented: Most songs (patter songs excepted) have spaces for breathing.  In this case, it would be spaces for coughing:



"Of all symposia (cough)



   The best by half (hack, hack, gasp)..."

Sarah Mankowski ventured: Well, Hermes, excuse me, Mercury, could always fly across the Atlantic and steal some tobacco from the New World.  Or some god or goddess may have turned one of those unfortunate nymphs into a tobacco plant.  (Turning nymphs into plants seems to have been a common occurrence.)]
D. Are there any pieces of dialogue that should be altered today - e.g. the "don't know yah!" bits seem blah in print, and the antipodean-baiting reference to preserved Australian beef could be replaced by reference to mad cows (UK) or hamburgers (US).

[Arthur Robinson proudly submitted: When I first read it I thought "TV dinners" would be a good updating (at least in America).  Later, I actually heard that used in a U.S. production. (Mediocre minds think alike.)

Ronald Orenstein revealed: "Tins of Spam" (1972, Comic Opera Guild); "Edible oil products" (St. Pat's)!]
E. How does the running time of Thespis compare to that of the other operas?

[Arthur Robinson answered helpfully: "I wasn't there."]
1.2 Overview
Andrew Crowther (who had been waiting over six months to make this posting): Well, I suppose this is journey's end, barring the special case of Cox and Box.  God knows how many weeks ago, we started off with an opera about a group of actors who become temporary rulers, clad in Ancient Greek dress, and... well, here we are again! A strange symmetry.

(Editor’s note: The OOTW series began early in 1997 with The Grand Duke, and in true topsy-turvydom tradition worked its way backwards through the G&S canon, finishing with the first opera, Thespis.)
Thespis  stands apart from the other G&S operas - much slighter in structure than the later pieces, and also rather broader.  The tone is less certain, though of course there are plenty of good Gilbertian touches.  But the scene near the beginning of Act 1 between Sparkeion and Nicemis seems to me too obviously the obligatory romantic scene (the kind of thing Zeppo and some milk-and-water heroine bored everyone to death with in the Marx Bros. films).

The piece is clearly tailored to fit the original performers, e.g. the brothers Payne, pantomimists whom Gilbert had already celebrated in his Bab Ballad The Bishop of Rum-ti-foo, and who played Preposteros and Stupidas.  All cast members seem to be given scope to do their "turn".

It's clear that the script we have is simply a kind of working script, which was probably much embellished in performance, e.g. the direction "Business of introduction" implies an extended comic routine.  Terence Rees has unearthed allusions in reviews to several scenes (and, if I remember, at least one song) that the script simply doesn't mention.  I imagine that was a good deal of ad-libbing, despite Gilbert's efforts.  The loose construction of the plot is suggested by the fact that the celebrated ballet music, now rediscovered, seems to have had difficulties finding a permanent home, being sometimes performed in the first act, sometimes in the second.

If the opera had ever been revived by D'Oyly Carte, there's no doubt G&S would have extensively revised it, to make it more consistent, to re-tailor it for the D'OC gang, to update topical allusions, to make it more sophisticated generally.  But the time passed for that....

No doubt, if we had all the performing materials for Thespis we would find a rather ramshackle piece, rough-and-ready perhaps but also, I'm convinced, full of raw life.  It would have little to do with the G&S conventions we are so familiar with, but it would be fun to do, and more amenable to larking-about than its more tightly constructed companions – an opportunity for a G&S Society to let its hair down a little.

Now all we have to do is find the score.

Neil Ellenoff explained: The whole thing began during the period when for a long time Gilbert used to go to bed early.  Before retiring, he would smoke a lozenge.  The whole cycle of G and S came to him as in a dream.  The clue to this is that The Grand Duke was originally called Thespis Recaptured.  For this reason I have always believed that G and S operas should be done as one long opera.  Preferably, in Beyreuth.  And at least partly in German.  I also don’t believe that any Thespis music is lost.  It is simply Sullivan’s experiment with minimalism.

Michael Walters put in: May I start by squashing the oft-repeated story that Thespis was a failure because it had a shorter run than other G&S collaborations.  This is to misunderstand the nature of the Gaiety Theatre and Hollingshead's policy there.  The Gaiety was the Victorian equivalent of a TV channel, and the shows put on the Victorian equivalent of soaps and sitcoms.  Many patrons would go to the theatre once a week, and of course the very last thing they wanted was to see the same show week after week, month after month.  Thus, it was Hollingshead's policy that, however well a show was doing, it would be taken off after no more than two or three weeks, and replaced with something new.  Since an evening's programme typically consisted of about three different plays, one of these would be changed each week (or oftener if not a success) so that patrons could see something new each time they came to the theatre.  Given this situation, Thespis could not possibly have run any longer than it did.  Moreover, Gaiety shows were not expected to be of literary or musical quality; I think it is true to say that not a single show from the Old Gaiety has ever entered the general repertoire.  Forgive me, those readers who know all this already!

Arthur Robinson replied: Thanks for the information!  Also, if the Gaiety Theatre were so large, wouldn't this also tend to limit runs?  Presumably a lot more people would attend a single performance than at the Savoy.

I think Terence Rees also commented that after the original run of Thespis, one of the actors was allowed to choose a piece to present one day for a benefit matinee (I probably have the terms wrong) and chose Thespis--and as Rees points out, the whole point of choosing a piece for such a performance would be to choose the one that would be expected to make the most money.

1.3 Rees

Ian Bond observed: Dr. Rees had of course, well and truly researched Thespis.  He proved that Thespis had not been a failure (as it was written especially as a seasonal entertainment), and discovered evidence of dialogue and musical numbers which were missing from the printed text.  He also gave us back that first Gilbert and Sullivan elderly, ugly lady - Venus.  He also revealed that, had D'Oyly Carte had his way, the new Comedy Opera Company would have commenced its performance history with a revised Thespis in 1876, had not his fellow directors insisted on something new for their money.  The results of his studies were published in his book - "Thespis - A Gilbert and Sullivan Enigma" - alas, no longer in print.

Arthur Robinson (the culprit): 


"Who is the wretch who hath contrived this?


Let him stand forth!"





"'Twas I!"

Back around 1977 or 1978, I ordered Dr. Rees's book, and received it with a note that I had obtained the last copy and it was now out of print.

But all may not be lost.  C.D. Paramor, a book dealer in England, was for some years selling copies of this book (paperback, presumably remaindered) for 1 pound each (I got one for a friend--a bargain).  The last I recall, this book was still listed in his catalog, though for a higher price; I'll try to remember to search for his latest catalog and see if it's still available (if I forget and some Savoynetter is interested, please remind me).  I highly recommend the book--the best book on Thespis ever written. 

(P.S. I just checked Whitaker's (the British BOOKS IN PRINT) and found that it is listed as being in print in the paperback edition for 6 pounds.  Of course, BOOKS IN PRINT in America is notorious for including books that have been out of print for ten years, and Whitaker's may be the same.  I'll try to check whether C.D. Paramor still has copies available for 1 pound (I doubt it), so Thespis fans may not want to order this yet.)

Jeff DeMarco noted: The book is apparently available from the Internet Bookshop (I think it is 

http://www.bookshop.co.uk ).  I ordered it yesterday and got back the confirmation.  The price is 6 pounds (unfortunately, the shipping to the US is 7 pounds!)  I look forward to reading it.

2 The Lost Music


2.1 Rocky Mountain


2.2 Ballet Music


2.3 Value of a Thespis score

2.1 Rocky Mountain
Ian Hollamby lifted Pandora’s Box: It is my understanding that, when G & S were putting Pirates together in the U.S., Sullivan, having left behind the music he had already composed, could not remember what he had written for the opening female chorus.  It was then suggested (by Gilbert?) that instead of composing a new chorus, the “Climbing over Rocky Mountain” chorus from Thespis, be substituted - which it was (it seems).

Now.  Why should Sullivan be more able to utilise or remember the music from Thespis written in 1871, than the music which he had written for Pirates (and left behind) in 1879, only a few weeks/months before sailing for America?  There is an EIGHT-YEAR difference!!

Was the Thespis chorus music THAT impressive?  (I don't think so.)

Was the Pirates original SO bad?  (Seems unlikely.)

Was Sullivan's memory THAT selective?

I can see only one explanation - Sullivan took the score of Thespis with him to the U.S.A.


We know that G & S were having trouble with copyright in the U.S. at this time. Is it beyond the bounds of possibility that they may have taken Thespis with them in the hope of producing it in the U.S. after Pirates thus establishing another copyright, but were not (eventually) able to use it because they had to incorporate "Climbing over Rocky Mountain" into the new work?


If we can accept the foregoing flights of fancy, then there is a possibility that a score of Thespis may exist in Her Majesty's North American Colonies!!!!!!

Bruce Miller ventured: Ian - what a can of worms you've just opened.  We had a rather heated series of messages on this subject some time ago, and I'm sure it's archived.

(Editor’s Note:  See the SavoyNet discussion on The Pirates of Penzance.)
The subject is indeed controversial and many-faceted.  A few basic points:

The number "Climbing over Rocky Mountain" as it exists today in Sullivan's autograph full score begins with pages removed from a copyist's score of Thespis (not in Sullivan's hand, and with revisions to the part writing to convert it from soprano/alto/tenor/bass to Women's chorus - and with the word revisions necessary to change the locale).  The concluding pages are contemporaneous with other ms pages in the score and are in Sullivan's hand.


It is thus highly likely that Sullivan had this Thespis score with him in America while finishing the first act of Pirates.

The questions raised include, of course, *why* he had the score with him.

I haven't the time or energy right now to rehash all this, except to note that Sullivan wrote a letter to his mother explaining how he had left behind his Act I sketches in London and what a nuisance it was to have to recall everything he had written, especially as he couldn't remember all of it;  and that Gilbert's memory of the what happened (written to a correspondent in about 1904) backs up Sullivan's version of what happened.

Their American "season" which was to begin with their (the authentic original) version of Pinafore seems to have been an open-ended affair, with revivals of their earlier works contemplated among the options.  These would have included Sorcerer, Trial by Jury and --- Thespis.  However, Pinafore didn't do the business they hoped, and they seem to have made a hurried decision to rush along the composition of Pirates so it would open as soon as possible.

If they brought with them their earlier works with the intention of possibly producing them, it might explain why they had the Thespis ms with them.  Now, before others rush to jump in, let me also say there are other theories going around, and perhaps those who have them will further enlighten you.  The basic argument with them is that G & S made the decision to transplant "Climbing over" into Pirates prior to leaving London; therefore both Gilbert and Sullivan were lying - one to a correspondent, the other to his mother.  How's that for a pre-spin?

Gilbert's letter, as mentioned by Marc Shepherd, does specifically mention that Sullivan had trouble recalling everything he had written, and that the use of  “Climbing  over Rocky Mountain” was a convenient expedient.  We have no reason to believe that Gilbert knew the contents of Sullivan's letter to his mother, which had been sent almost 15 years previously.  Thus we have some independent corroboration, by one of the principals, of a key element in the chain of events.

Although no one said directly Sullivan was lying to his mother, the implication made by some was that deliberate deception by one or both of the authors had taken place.  My response to that is, in light of this correspondence, any suggestion of that kind of chicanery is at best, speculative and probably unlikely.

From-bias-free-of-every-kindly yours,

Ian Bond postulated: The lyrics do appear in Gilbert's earliest sketch books for the opera.  There is also correspondence from Sullivan to his secretary  (Spring 1879) requesting him to obtain all the 'performing material' for Thespis from the Gaiety and The Sapphire Necklace from Metzler.

I have always suspected that a large amount of the Thespis music was used at Paignton as it would have been impossible for all the material to have been sent from America in time.  I also suspect that Gilbert and Sullivan may have been involved in a cover-up.  In other words they intended to use the Thespis piece from the outset.

2.2 Ballet Music
Sandy Rovner asked: Our local classical radio station recently played the "ballet music from Thespis".  It was lovely---I thought the whole score was gone-- what titbits do remain?  Seems like the ballet itself has music enough for four or five separate numbers at least in the hands of someone as knowledgeable about Thespis as Ron Orenstein?????? 

Marc Shepherd advised: A few years ago, Roderick Spencer and Selwyn Tillett were preparing a concert performance of Sullivan's 1897 ballet, Victoria and Merrie England.

In reviewing the manuscript, they found several numbers written in a different hand, and on a different kind of paper, than the rest of the score.  The logical inference was that the numbers had been "lifted" from some other work.  What work could it be?  Internal evidence suggested it was an opera, and since all of Sullivan's other operas are an open book, so-to-speak, Thespis seemed to be the only possibility.

This supposition alone would not have been sufficient to prove the music came from Thespis.  However, as has been mentioned recently, the first part of "Climbing over Rocky Mountain" in the Pirates score is actually taken from a Thespis copyist score, with Thespis words crossed out and Pirates written in.  Comparison with the Victoria and Merrie England  material in question showed that the latter was in the same handwriting, on the same kind of paper, and had consistent pagination as the Pirates "Climbing Over" material.  Examination of the autograph materials for Sullivan's other major ballet, L’Ile Enchantee revealed two or three additional numbers that were clearly from this same source.

This, in brief, is how the Thespis ballet music came to be rediscovered.  Exactly where it fits in the opera is not 100% certain, but it probably came in Act I, after the Thespians arrive on Mt. Olympus.

Philip Sternenberg chipped in: Marc Shepherd gave a good summary of this, but I'd like to do a little correction and elaboration.  The ballet Spencer and Tillett were preparing was L’Ile Enchantee, produced in 1864, 33 years before Victoria and Merrie England, Sullivan's only other ballet.  Nevertheless, similar work had already begun on Victoria, as reported in the Sir Arthur Sullivan Society Magazine No. 30, which gives the full details of the Thespis discovery.  Since a lot of L’Ile was recycled into Victoria, to a certain extent the research on both ballets may be considered a single task, hence Marc is partially right in his first sentence above.


The ballet, as recorded and "accepted," consists of five parts.  The manuscript fragments (actually part of the L’Ile papers in the Pierpont Morgan collection) comprise Parts 1, 3, and 5.  Part 1 is the May Day scene from Victoria and not found in L’Ile.  Part 3 is a waltz unknown in any Sullivan composition besides Thespis.  Part 5 is a galop found in L’Ile but not Victoria.  The numbering of these parts was determined from the headings and pagination of the manuscript, including gaps.


The remaining two parts were determined from the length of the missing manuscript pages and a contemporary illustration of a Thespis rehearsal that includes a harp and an actor in a dragon head.  Part 2 is the Pas de Chales, with harp, from L’Ile that was recycled into Macbeth and Victoria.  Part 4 is a Victoria dragon scene that had been recycled from L’Ile.


I'm willing to accept Parts 1, 3, and 5 as being from Thespis, but Parts 2 and 4 are Spencer's and Tillett's pure speculation with no more basis than I've already given aside from the general structure of comic opera ballets of the time and the belief that if Sullivan was recycling other ballet music, why not here as well.  It makes for a complete recording, it's as good a guess as any, and it's by Sullivan, but that's all.


In case anyone hopes that the ballet discovery reveals how some lyrics were set, I'm afraid it doesn't.  The St. Pat's Thespis did a good job in fitting lyrics to some of the ballet's melodies, but there's no obvious match anywhere.


I believe the ballet belongs in Act 2, not Act 1.  The manuscript of the waltz says "Act 2.  Ballet No 3," and the Thespis libretto, however inaccurate it might be, indicates a ballet in the Act 2 Finale.

Arthur Robinson concurred: Others have answered this better than I can, but a brief recap:


Until recently it was believed that all the Thespis music was lost except for "Climbing over rock mountain" (which originally referred to Mt. Olympus before the mountain came to Penzance) and "Little maid of Arcadee," published separately.  But in 1990 (I believe) two members of the Sullivan Society, in studying Sullivan's scores for his 1864 L’Ile Enchantee and Victoria and Merrie England, especially some music Sullivan had recycled from earlier works for the latter, deduced that parts were from Thespis, and confirmed this by comparing the music manuscripts with "Climbing over Rocky Mountain" (with the Thespis words altered to those for Pirates).  Of the five parts of the Thespis ballet as reconstructed by the two, Parts 1, 3, and 5 are pretty definitely from Thespis (same copyist's hand, paper, etc. as the Thespis "Climbing over Rocky Mountain" manuscript); Parts 2 and 4, as I recall, are hypotheses--the arguments for attributing these parts to Thespis are, as I recall, ingenious but, like the supernumeraries, "not entirely convincing."  On the other hand, they may be right. 

2.3 Value of a Thespis score

David Craven posed the interesting hypothetical question: What would the value of a Thespis full Score be if it were ever found?

While certainly, to those of us on the net it would be of unbelievable value, but in actual financial value, I would think that it would be small, less than Michael Jordan earns for one quarter of basketball... Of course I suspect that the full score of Thespis is actually sitting in the Private Collection of someone on the SavoyNet who is loving all of the speculation as to what is in the score that is in his or her very possession....   

If it were to fall in my hands, I suspect it would cost me money, as I would want to take it from city to city to allow others to see the score and hear the music played and sung. 

Marc Shepherd was unimpressed: In a short time, copies would get out, and the score would no longer be needed for THAT purpose.  (After Terence Rees discovered The Zoo autograph, the vocal score was published within a few years.)

It is difficult to describe the mentality of a collector.  The Thespis manuscript, unlike gold or silver, has no intrinsic value.  Unlike a Rembrandt, you can't hang it out for display.  It is irreplaceable, so there is no replacement value.  It's just something that people own for the sake of owning it.

By my calculations, Michael Jordan was paid about $100,000 per quarter last season, not counting money he makes off the court, and not counting playoffs.  My guess is that there's someone who would pay more than $100,000 for the Thespis score, but not a whole lot more.

There is some anecdotal evidence of collectors who deliberately conceal what they have.  The Thespis and Utopia autographs, particularly the latter, could well be in such hands.

David Craven (wryly): Sounds like a confession to me... Hand it over... or at least make a photocopy of it to share with the rest of us.... 

Or maybe it is living up in Boston... right Richard??

Ernie Fosse (hope springs eternal): Is it known whether it was ever actually published or duplicated?  Or was it truly the one and only, original manuscript that supposedly burned in Chappell's fire?

If it was ever loaned, rented, whatever - especially after the advent of generally available photocopiers (circa 1964) - then one might hope that a "bootleg" copy exists in the personal library of some operetta lover, or in a steamer trunk along with other memorabilia of some lucky soul who performed it in high school or college.  Perhaps several copies exist in the hands of people who are totally oblivious to the fact that others are frantically searching for even a hint, a clue, a hope that it might still survive.

Well, "we live in hope", don't we?

Marc Shepherd rejoined: It definitely never was published, aside from one number -- "Little maid of Arcadee," which was published as a detached number.

It definitely *was* duplicated, because the section of "Climbing over Rocky Mountain" that appears in the Pirates autograph is a copyist score not in Sullivan's hand.

The score that allegedly burned in the Chappell's fire was, according to some versions of that story, a piano reduction, which had been prepared for publication that never happened.  However, it must be emphasized that this "legend" is not substantiated.  Terrence Rees, who wrote a book on Thespis, told me he heard this directly from a former Chappell employee who claimed he had seen the manuscript.

Rees found the man credible, but of course, at that point, the putative manuscript was no longer in existence.

Besides borrowing from a copyist score when Pirates was written, Sullivan also borrowed from the same score in 1897, when his ballet Victoria and Merrie England was written.  So, that score seems to have survived as late as three years preceding the composer's death.  Many other seemingly less useful artifacts from far earlier in his career survive to this day, so why shouldn't that copyist score

be around somewhere?

Different interpretations have been placed on the fact that he borrowed from a copyist score, not the original.  One interpretation is that the original was no longer in existence.  Another is that he was saving that for a "rainy day."

In his will, Sullivan specifically bequeathed most of his autograph scores; Thespis was not explicitly mentioned.  So, if it survived at that point, it probably would have been in a stack of miscellaneous papers that Herbert Sullivan inherited.

I think it is highly doubtful that someone who “knew what they had”  loaned a photocopy, and yet the story has never gotten out.  This is the sort of thing that, once you tell ONE person, no matter how trusted, word gets out.  It is beyond all believability that it has ever been used for an actual “production” in this century.

Either someone knows what they have and is keeping quiet about it, or the owner does NOT know what they have.  Or, it is gone forever.

Ernie Fosse responded: Thanks, Marc.  I really appreciate the extra background.  Your closing sentence pretty much capsulizes all the options.  Personally, I hope that if it's number two, they  “find out”

what they have before it becomes number three.

Marc Shepherd added a travel note: This is a bit of a tangent, but I think y'all will find it amusing.

While I was in England last month, I arranged to do some research in the G&S collection at the Theatre Museum in London.  The collection came to the museum from Dame Bridget D'Oyly Carte and

contains scores, libretti, prompt books, costume & set designs, correspondence, and other memorabilia.

While there, I saw a large box labeled "Thespis".  The box was clearly more than large enough to contain a score.  I thought to myself, "Why would Dame Bridget's collection have contained any Thespis material?.....Naw, couldn't be...."

Anyway, I decided that I *had* to ask to see what was in the box (even though it's not what I had come for), because otherwise I would never be able to get any sleep.  The curator opened the box, and all that was in there were a couple of printed libretti.

Oh well, let no one say I didn't try.

3 The Setting


3.1 Character names


3.2 Anachronisms


3.3 Costumes

3.1 Character Names

Sarah Mankowski raised the question: I would like to know why Gilbert used Latin names, instead of the Greek.  The only reason that I can think of is that since he was going with the pseudo-Latin names for the thespians, he decided to go with the Latin names for the gods.  I realize that it's common for students of Latin to invent pseudo-Latin phrases and names.  Perhaps students of Greek don't do that.

Michael Walters suggested: I think it was because these names were more familiar to audiences. You'll find that Offenbach's librettists did the same thing.

Arthur Robinson opined learnedly: Gilbert knew Greek as well as Latin, but I suspect most Victorians would have been more familiar with the Roman names of the Gods--as indeed most people are today.  (Note the Disney movie is "Hercules," not "Heracles.")

[Philip Sternenberg concurred: I agree with those people who say that Latin names are more familiar nowadays than Greek ones, and that the Thespians' names are more pseudo-Greek than pseudo-Latin.]

Actually the Thespians' names are more pseudo-Greek (except Thespis, which is a real name) than pseudo-Latin.  "Preposteros" is Greek (the Latin would end in -us, e.g., Aeschylus' name ended in -os in Greek); so is Stupidas (some Greek masculine names ended in -as, one of my favorite being someone named Bias*);  -on is a common Greek masculine ending (Sillimon, Timidon, Tipseion, Sparkeion, Cymon).  Most Greek women had names ending in either -a, -e, or -is (Pretteia, Daphne, Nicemis).


By the way (I mentioned this in a mini-article that has found its way into the G&S Archive), the correct pronunciation of the names Sparkeion and Nicemis is Spar-KEI-on and Ni-KAY-miss, each with the stress on the second syllable.  This is clear not only from the rules of Greek pronunciation, but from the lyrics in which these name appear; all the recordings I have heard have pronounced these names differently, and have had to distort the metre of the lyrics.

[Philip Sternenberg added: I've agreed completely with the second-syllable stresses for a long time.  All of the lyrics containing these names scan properly only when the accents are on the second syllables.  The only difference in my own choice of pronunciation is to say an Anglicized "nye-SEE-miss," but you're correct from a classical viewpoint.]

*Among my other favorite classical names (these are Latin):  Nympho (Mel Brooks uses it in History of the World Part I for the lustful empress played by Madeleine Kahn, but there WERE real Romans named Nympho—though it was actually a man's name); and (though this was fictional--in an epic poem) a prophet named Bogus.  Some of our modern names apparently come from the ancient world as well; for example, Lena is the Latin word for "procuress" (I hope there aren't any Lenas on  Savoynet whom I have offended).  Jay Leno's last name, by the way, is the masculine equivalent, i.e., "pimp”.

Ronald Orenstein put in: Of course, let's not forget A Funny Thing Happened on the Way to the Forum, with a procurer named Lycas, a nervous slave named Hysterium, and other inventions mixed with real names from the Roman theatre (the show is based on Plautus)  like Senex and Miles Gloriosus.

Mitchell Scott Gillett remarked: Actually, since the show is riddled with pun names, and general low comedy,  I believe her name would in performance be pronounced "Nice Miss".

Arthur Robinson mused: I think you're right about the pun; and this has puzzled me, since it seems to be a visual pun (for those who see the name written), and thus wasted on those who hear the name spoken on stage. I don't think Gilbert would have hesitated to mispronounce a name, but if you pronounce the name as two syllables, it ruins the metre in two songs:


The lamp of night--the lamp of night,


Nicemis plays, to her delight.

[Ronald Orenstein pointed out: Which only works if "Nicemis" has three syllables, though I prefer the less Greek "Ni-SEE-mis" (which is closer to the pun) to the more pedantic "Nee-KAY-mis. 

Mitchell Scott Gillett concluded: Well, I suppose it should be something more like "nice-a-miss",  and would work better in the rhyme scheme of the finale.  :-)]

and the "identity" song in Act II.

Any solutions?  Or other examples of Gilbert using names that were puns to those who read them but not to those who heard them (in his theatre pieces; his Bab Ballads, of course, were written to be read, not heard)?

Ted Rice provided this list: 

Tipseion, of course:  
Tipsy one

Sillimon:

Silly Man

Timidon:

Timid one

Stupidas


Stupid Ass

Preposteros

Preposterous

Pretteia


just "Pretty"

Sparkeion 

as I see it, could be taken two ways:  Sparky One (i.e., a bright spark), or as Spark Ye On.  I favor the former, since it seems to follow the others, though Gilbert used humor similar to the latter in Sorcerer (“Why, where be Oi...”)

John Satki noted: It wouldn't be surprising if WSG had intended a play on Nicemis-Nice Miss.  Brits fighting wars abroad and building an empire made it almost a point of honour to mispronounce non-English names and place names.  For instance, Dick Dauntless gets Cape Finisterre to rhyme with Mounseer and if you know the Hornblower books, the quietly cultured Hornblower ponders the delight his faithful friend Bush takes in mispronouncing 'Les Deux Freres' as 'Dukeses Freers' whilst they blockade the darned mounseers.

Morgan O’Day entered the cultural debate:  Surely Stupidas was an eyebrow-raiser in its day!

Peter Zavon demurred: I disagree.  I think it would have been received as a Greek (or Latin) ending tacked onto the word "Stupid."  Only modern readers would receive it as "stupid ass."

In performance, I would expect it to be pronounced with the accent on the first syllable, with the last syllable being almost a schwa (that nondescript vowel which the dictionaries indicate as an upside-down lower case letter "e".


Now, if someone wanted to use a Greco-Latin second syllable accent, the modern slur would be detected by many.  But why bother with a less natural pronunciation (for a modern performer) when it only provides the same information about the character but in a somewhat more refined fashion?

[What IS the name for the process of having a character's name reflect an aspect of the character?  I can't remember.] 

Marc Shepherd sided with Morgan: No, I think Morgan O’Day has it right.  In Princess Ida, Gilbert writes:

        A man is but an ass

        Who fights in a cuirass

So, that meaning of the word did exist in Gilbert's time.  It is no great stretch to assume that the audience would have figured out the double entendre resulting from the addition of a single letter.

Ronald Orenstein concurred: And don't forget Dickens' "The law is an ass" - or to go back further, the following exchange from Shakespeare's Much Ado about Nothing:

Dogberry: 
God’s my life, where’s the Sexton? Let him write down the Prince’s officer coxcomb. Come, bind them. Thou naughty varlet!

Conrad:

Away, you are an ass, you are an ass.

Dogberry:
Dost thou not suspect my place? Dost thou not suspect my years? O that he were here to write me
down an ass! But masters, remember that I am an ass.  Though it be not written down, yet forget not that I
am an ass. No, thou villain, thou art full of piety, as shall be proved upon thee by good witness. I am a wise fellow, and which is more, an officer, and which is
more, a householder, and which is more, as pretty a piece of flesh as any is in Messina, and one that knows the law, go to, and a rich fellow enough, go to, and a

fellow that hath had losses, and one that hath two gowns, and everything handsome about him. Bring him away. O that I had been writ down an ass!



(Exeunt)

David Duffey played it safe: I must steer the middle course: I think in performance the accent would be on the middle syllable, but the whole audience would appreciate it as a ‘sight joke’.

My father used the following Latin tag very frequently: “Foras se Sto Pondero ver”.

Bruce Miller contributed an aside on asses: Sullivan, when he began his career, signed his works "Arthur S. Sullivan,"  but by the time he wrote Trial by Jury he had dropped the middle initial S. due to the resulting ancronym "A.S.S.".    (One of his student chums in Leipzig actual drew some donkeys for him as a "souvenir", indicating his initials inspired it.)

Philip Sternenberg summed up: First of all, the only place the audience could find any double entendre would be in the program, as Stupidas's name is (unless I've overlooked something) never spoken or sung.


Now, my UK friends are welcome to correct me on the following, as they know their own level of acceptance of slang far better than I do.  (My American friends may chime in as well.)

The word "ass" has two slang meanings that provide for two levels of vulgarity.  These meanings are "idiot" and "buttocks."  It is only the first meaning that Gilbert ever used in print.  I don't even know whether or not the second meaning existed before this century.

"Ass" = "idiot" should, in itself, not be considered profane at any level, unless one is overly sensitive to being called "stupid."  It's equivalent to calling someone "jackass" or "donkey," the latter of which Lady Psyche equates to Man.  To this extent, even if a Victorian heard "stupid ass," I don't see how he should have found it offensive.  Would "stupid donkey" have bothered him?

The problem, it appears to me, is the "buttocks" definition.  Since it does exist nowadays, people who hear "ass" may also "hear" the "buttocks" definition whether or not it really applies.  Hence any use of "ass" may, deservedly or not, send up a red flag.

Incidentally, if US TV is a good measure of acceptance, it has only been within the last few years that "ass" in the "buttocks" sense has become acceptable on free TV (but never with "hole").  It's a little (but not much) easier to find it used in the "idiot" sense further back.  "Jackass" is a lot safer to use, though.

John Satki plunged headlong into things: Right, in England Stupidas, if thus pronounced ,would have been very easily understood.  In England:

Ass =[Donkey, Mule] Fool, Idiot, Clod, Oaf etc...  At the risk of starting another 'pecker' debate,

(Editor’s note: See the Trial by Jury archive) for the US, the Amerispeak -Ass[hole] translates into the Britspeak-Arse[hole],Bum[hole], Bottom, Backside, Jacksy, Gunga, Ring, Bottle [as in bottle and glass-arse, rhyming slang] etc.  Happy hunting for such bawdy references; remember WSG could swear for 10 minutes without repeating himself, was brought up near Covent Garden Market and defended the locals at Clerkenwell.

Clive Woods pointed out: In England (today, anyway), the ONLY meaning that "Ass" has is "Donkey", or by extension, someone stupid.  Other meanings given by our North American cousins are distinguishable by different spelling and pronunciation here.

Peter Zavon persisted: Agreed, but that is a use of the single word "ass" alone.  It is a reference to the animal, not the part of the human anatomy, and in this context goes back to the ancient Romans, if not earlier.  However, the two word phrase "stupid ass" seems to me to have a more modern ring, and it is THAT which causes me to question its relevance to the humor of Gilbert's use of the name "Stupidas." 

Andrew Crowther stated: P.G. Wodehouse, that most clean of writers, populated his world with dazed innocents who called themselves and each other "silly ass".  I'm positive that he used this word in the sense of "fool/donkey", rather than as the word which in Britain is spelt "arse".

3.2 Anachronisms

Sarah Mankowski told us: My favorite anachronism is Apollo's line to Mercury:  "Your Christmas boxes ought to be something considerable."   In any event, I believe that Thespis lived about 500 B.C..

Philip Sternenberg mused: I think Gilbert intended Thespis to have a contemporary setting.  In other 

words, what would the gods of ancient Greco-Roman culture have become in 1871?  "The Gods Grown Old," of course.  That would explain all of the anachronisms but introduce a new one concerning when the title character lived.  That could be explained by making the title character a descendant of the original Thespis, or someone unrelated who chose "Thespis" as a stage name.

Arthur Robinson added: I agree.  I think I've quoted this before, but it reminds me of the notes underneath the “dramatis personae” of the Burt Shevelove-Stephen Sondheim adaptation of The Frogs of Aristophanes:


"The TIME is the present.
 The PLACE is Ancient Greece."

I have just reread (well, skimmed) the Rees Thespis book I've been recommending, and found some interesting things there.  Re the discussion of when Thespis is supposed to take place, in ancient Greece or the present (i.e. 1871):  the TIMES reviewer of the first night performance records a reference (Rees p. 54) to the Tichborne trial, which was then going on (and on, and on--something like O.J. Simpson's, I gather), which would suggest a "contemporary" Thespis.  But I suspect this line, which is not in the (admittedly incomplete) libretto, may have been a gag.  (Rees later admits this possibility, on p. 98.)

3.3 Costumes
Andrew Crowther remarked: A few days ago, someone suggested that Thespis was supposed to be taking

place in the present day (or 1871), rather than in Ancient Greek times.  So I looked at the illustrations reproduced in Terence Rees's “Thespis: A Gilbert and Sullivan Enigma” - contemporary drawings of the original production – to try and see what Gilbert's original policy on this might have been.  And I confess I'm baffled.

 The best illustration of the Thespians' costumes - Plate 3, from “Illustrated London News”, 6 January 1872 - shows Thespis in a highly bizarre costume: hair in thick plaits round his shoulders, and wearing a small fez-type hat, some sort of tunic or jacket, skirts, and sandals/shoes with laces round the legs almost up to the calf.  (The upper half of this costume is confirmed in Plate 2, from the “Penny Illustrated Paper”, 30 December 1871.)


Two other Thespians are also sketched fairly clearly in Plate 3. A man with a thick mane of black hair round his shoulders and a Mephistophelean beard and moustache stands with his arms folded broodingly - I assume this is Preposteros.  He also wears a fez, and has a jacket with big spots on it,

also skirts and sandals/shoes similar to Thespis's.  Also another character dressed on broadly similar lines, but with a huge conical hat on his head. (Is this Stupidas?)

None of this looks to me as if it were intended to be Ancient Greek costume.  I suppose it is more like the Greeks of 1871, though I don't know about these things.  What it does not look like is the typical burlesque costume of the day.  (Rees prints a wonderful photograph of J.L. Toole in a costume from another production, as "Paw Claudian" - Ancient Greek costume, but crowned with a white top hat worn at a rakish angle).  I suspect that Gilbert insisted on these strange costumes as being "authentic" in some way.

But all this is guesswork.  Can any shed light on what the heck might have been going on in this  production?

Ronald Orenstein suggested:  I believe that this is, in fact, an approximation of modern Greek "traditional" costume; you can see somewhat similar outfits worn by Greek folk-dancing troupes today.  Our St Pat's production tried for an approximation of this, though the men had trouble getting used to the skirts!  Thespis, though, wore a 19th-century-style business suit.

Paul McShane agreed: Greece was annexed into the Ottoman Empire in the sixteenth century, and remained under Turkish control until the 1820-1830's, only about 40 years prior to the premiere of Thespis.  So, supporting Andrew's conclusion, it is reasonable to assume that the fez-type hat was still part of the standard costume of 1870's Greece.

4 Libretto


4.1 Substitutes


4.2 Textual weaknesses
4.1 Substitutes


Andrew Crowther contributed: Just in case anyone thinks Thespis has nothing of Gilbert's wit in it, here's a line I've just stumbled on that makes me laugh.  Apollo, the sun god, doesn't want to go out today, so he says: "I shall send them this fine, thick wholesome fog and they won't miss me.  It's the best substitute for a blazing sun - and like most substitutes, nothing at all like the real thing."

Ronald Orenstein wondered: I think (mind, I say I THINK) that this is a reference to an advertising slogan of the time.  Does anyone know for sure?

Diana Burleigh weighed in: Andrew Crowther may like to know that I spotted the Thespis line about substitutes being nothing like the real thing quite a few years ago and have quoted it on several appropriate occasions (usually acknowledging its origin) the last only a couple of months ago when asked to replace someone who was ill at an awards ceremony.

4.2 Textual weaknesses
Arthur Robinson had done some research: About four years ago I submitted some proposed "textual emendations" for Gilbert's plays to the W.S. Gilbert Society Journal; they were never printed (as far as I know),

[Michael Walters assured him: I think you'll find them in the next issue, when it reaches you.]

but two were from Thespis, so I'll provide a summary (not a quotation--I don't have my article with me).

In Act II Thespis reads aloud from Lempriere's Classical Dictionary:

"Apollo was several times married, among others to Issa, Bolina, Coronis, Chymene, Cyrene, Chione, Acacallis, and Calliope."  The fourth name puzzled me; one year I got Lempriere's Classical Dictionary for Christmas and looked up Apollo, and found this exact list (I had always assumed Gilbert had invented it), but the fourth name was Clymene, not Chymene (she appears as a lover of the sun god in Greek mythology; I think she's named near the end of Book I of Ovid's Metamorphoses, unbowdlerised

edition).  As I recall, however, Lempriere did not use the word "married" (I guess I didn't get the Family Edition).  I don't know whether Gilbert, who we know had to write Thespis in a hurry, made a mistake or the printer did; I have meant to check photographs of Gilbert's manuscripts to see whether his "Cl" might have looked like "Ch."


My other proposed emendation is only hypothetical.  In Mercury's Act II song, one quatrain reads:

For Thespis as Jove is a terrible blunder,

   Too nervous and timid--too easy and weak--

Whenever he's called on to lighten or thunder,

   The thought of it keeps him awake for a week!

To rhyme "weak" with "week" -- an identity, not a true rhyme -- seems pretty weak (sorry) for Gilbert.  My theory is that Gilbert may have written "meek," and the printer changed it to "weak," possibly because of the word "weak" in a similar place in the next stanza.  (I consulted someone who was an expert on textual criticism -- which I am not! -- and he told me not only was this common, there was a technical term for it.  I've forgotten the term, of course.)  Of course, it's also possible that Gilbert was in such a hurry that he did write "weak"; but I find it hard to believe that he would not have noticed this in rehearsal and changed it.

If anyone is interested in my other emendations (from The Grand Duke and The Mountebanks), please let me know.

Philip Sternenberg chimed in: I agree that "meek" is better than "weak."  It's a substitution I've considered long before you posted it.

I have my own emendation for the same song.  The line "Will only shoot at pretty young ladies" is, in very un-Gilbertian fashion, two syllables short of scanning properly, whereas the rest of the song is perfect.  It has long been my belief that "arrows" belongs after "shoot."  I believe the Fulham recording added "arrows," although I had considered this before hearing Fulham.

Arthur Robinson commented: Rees says (p.46) that the following line in the Act I finale "makes no sense":


MERCURY.  Here come your people!


THESPIS.


  People better now!

I always thought this was clumsy but made sense--the Thespians are now going to become deputy gods, which makes them "better" than they were before. Am I straining?  Do other SavoyNetters have better suggestions for interpreting this line, or think (as Rees seems to) that it's corrupt?

Ronald Orenstein noted: Any discussion of the Thespis libretto must include the finding by Terence Rees that the libretto as we now have it is incomplete (omitting the character of Venus, for example).  Even with this, though, the libretto is a much more haphazard thing than the later ones, though I still find it very funny.  It has, BTW, the most obvious sexual reference in the operas ("Sir! This is the Family Edition").

Arthur Robinson (horrified): Haven't we had enough obscenity on SavoyNet recently without your repeating this filthy line?

Ronald Orenstein (cowered): I apologize for having brought the blush of shame to the cheek of modesty.

5 Music


5.1 Voices

5.2 Matching the music to other Sullivan pieces


5.3 Individual songs



6.2.1 Little Maid of Arcadee



6.2.2 Diddlesex Junction

5.1 Voices 

Sarah Mankowski listed the original cast: Without the music, Paul McShane wondered if we could match the characters to voice type.  Perhaps this could be accomplished by examining the original cast.  I'll list the cast, as I have it, and leave it to those of you with knowledge of these cast members to fill in the rest.

Jupiter

Mr. John Maclean

Apollo

Mr. F. Sullivan

Mars

Mr. Wood

Diana

Mrs. H. Leigh

Mercury

Miss E. Farren

Thespis

Mr. J. L. Toole

Sillimon

Mr. J. G. Taylor

Timidon

Mr. Marshall

Tipsicon 
Mr. Robert Soutar

Preposteros
Mr. H. Payne

Stupidas 
Mr. F. Payne

Sparkeion 
Mlle. Clary

Nicemis

Miss Constance Loseby

Pretteia

Miss Berend

Daphne

Miss Annie Tremaine

Cymon

Miss L. Wilson

P.S.  After typing out the names of the Thespians, I can clearly see they are Greek..  WHAT WAS I THINKING?

Ronald Orenstein pointed out: Sparkeion, Mercury, and Cymon were all played by women, for one thing.  All this is discussed in detail in Terence Rees' book .  Of course Apollo must have had the same register as the judge in Trial by Jury as Fred Sullivan played them both.

Michael Walters summarised the voices:

Jupiter 
Mr. John Maclean - uncertain. His other recorded appearances were in plays or in musical pieces now forgotten. 

Apollo

Mr. F. Sullivan - patter-baritone, presumably.

Mars

Mr. Wood [Frank Motley Wood] - tenor, played Box.

Diana 

Mrs. H. Leigh - probably alto (was Mrs. Peachum in Beggar's Opera).

Mercury

Miss E. Farren - soprano.

Thespis
Mr. J. L. Toole - one presumes he was a patter baritone, but I cannot confirm this, as he doesn't appear to have sung much, and his various musical appearances are in pretty obscure and uncheckable.

Sillimon

Mr. J. G. Taylor – baritone; played Judge in Trial & Bouncer.

Timidon

Mr. Marshall - nothing is known about him.

Tipsicon

Mr. Robert Soutar - voice not known. Same remarks apply as to Maclean.

Preposteros
Mr. H. Payne - don't know.

Stupidas

Mr. F. Payne - don't know.

Sparkeion 
Mlle. Clary - probably alto; played Paris in La Belle Helene! 

Nicemis

Miss Constance Loseby - also played Paris in La Belle Helene.

Pretteia

Miss Berend [Rose] - nothing known.

Daphne
Miss Annie Tremaine - probably soprano; played in Offenbach's Rose of Auvergne - a three hander, in which the only woman is a soprano.

Cymon 

Miss L. Wilson  [Lizzie] - not known.

5.2 Matching the music to other Sullivan pieces


5.2.1 General
Paul McShane enquired: Are there any pieces of Sullivan's music from other sources that seem especially well matched to any of the Thespis lyrics?

Ronald Orenstein led the charge with: I think that "If you ask me to advise you" from Rose of Persia fits "you're Diana - I'm Apollo" better than it does the lyric in Rose.  It even changes key at an appropriate point.
Neil Ellenoff cautioned: I think we should be careful, however, in ascribing  Sullivan's music from other operas to Thespis (Agreed, no one has).  Before the music to The Zoo was found there were many people who assumed it had been destroyed because the music was used elsewhere.

Bruce Miller remarked: In fact, some of the music in The Zoo was used elsewhere - in the first part of Wandering Minstrel in Mikado, no less.  What makes speculation more difficult is that when Sullivan made such borrowings, we can assume that he made adjustments (judging from the few examples, which have been identified).  As Ron Orenstein has pointed out, “Climbing Over Rocky Mountain” was altered significantly for Pirates (especially the last half of it), although the primary tune and orchestration were retained virtually intact.

The Wandering Minstrel transfer is especially illuminating, for while the basic orchestration (the imitation of the strumming guitar in the orchestral introduction was reproduced almost exactly) and the melodic and rhythmic outline of the tenor solo was used as a model, Sullivan's art had grown in ten years.  This resulted in a more telling vocal line, and the revision changed what had been rather ordinary into one of his most brilliant melodic inspirations which seemed tailor-made to Gilbert's words.

And partially due to the fact that Gilbert was a finer and more creative versifier than Bolton Rowe, he came up with a more inventive metrical pattern, which caused Sullivan to come up with a more inventive melodic line for the revision.

It is probably a safe assumption to make that after Sullivan borrowed in this manner from The Zoo, he was not anxious for the older work to have further performances.  He was already on record as saying that The Zoo, if it were to be revived, would need alterations anyway; and his association with Gilbert precluded, at least until the 1890's, any thought of that.  The failure of The Chieftain no doubt put any thoughts he may have entertained in that direction on a very far back burner.

Back to Thespis:  It would not surprise me at all to learn someday that a good percentage of Thespis was recycled in later operas and other works.

Marc Shepherd dissented: Actually, it would surprise me greatly.  Surely, Neil Ellenoff's point is that, before The Zoo was found, people assumed that *boatloads* of music from it were used elsewhere.  In fact, we find that only ONE number was re-used (and, even in that case, not without substantial alteration).

as did Tom Shepard: I think you may be making too much of this.  Sullivan thrived on 6/8 ballads, and he may in fact have taken a jot from The Zoo for The Mikado.  But it's only a jot because, as you have said, A Wandering Minstrel is a very well worked out lyric whereas The Zoo aria is really pretty pedestrian.  Isn't it

possible that Sullivan came up with A Wandering Minstrel without any conscious recall of The Zoo?

Marc Shepherd continued: Most of the time, Sullivan composed quickly and easily; he had no need to self-borrow relentlessly.  Yes, we do know of at least two bits of Thespis that were re-used, and there could well have been more.  But, were we lucky enough to discover the score, I don't doubt at all that the vast majority of it would be entirely unfamiliar to us.

Tom Shepard concurred: Intuitively I think you are right.  It may be fun to connect later Savoy music to Thespis, but perhaps it's just an act of desperation on our parts because we want so much to solve the mystery.

It has been a dash of cold water to listen to the various ballet music ascribed to Thespis.  On the whole it is rather insignificant and terribly corny and trite.  I am sure that Sullivan did much better when he was setting WSG's lyrics.

Jeff DeMarco asked: How about "He yields his life if I'll Yum-Yum surrender?"  The melody is straight out of Pirates ("Let us gaily tread the measure").  I suspect this was unintentional - after all, he only had 8 (or is it 12) notes to work with.

Arthur Robinson added: I mentioned my inability to trace some scraps of the music in the RRE recording of Thespis, such as "When mighty Jove" in the Act I finale.  Ian Bond e-mailed me privately that Rees told him some unpublished Sullivan music was used, and I now see in Rees p. vii a comment that this

reconstructed Thespis score included "a piece of Sullivan's unpublished music ... in the finale to the first act."

5.2.2 Opening Chorus
Bruce I. Miller added a new twist: However, would you say this if "Throughout the night/The constellations..." turned out to have been set to the tune Sullivan later used for "Oh, goddess wise" in Princess Ida?

Ronald Orenstein demurred: Highly unlikely - the prosody is way off.  It would have to be:

THROUGH-out the NIGHT

THE constell-A-tions

and I doubt that Sullivan would have done that.

In 1972 we set it to "Oh love, true love"; in 1993 to "On the heights of Glentoun" from Emerald Isle.

Bruce Miller went on: You're right; Sullivan would not have set it that way.  But he *could* have done it like this:

Through-OUT the NIGHT  (Add a pickup note in the measure before the first downbeat)

The [on an existing pickup] CON-stel-LA-tions [marvellous tone painting  on the word "Constellations"].

I don't see a huge problem with putting "THROUGH-out" on a downbeat.  THE certainly would never go on a downbeat in that phrase in any case. 


"Climbing over Rocky Mountain" is certainly among the finest choruses Sullivan ever wrote.  I would not be so quick to assume that there wasn't some extremely fine music in Thespis, which we now can't identify, whether it was lost or reused.

The other day I was reminded that Sullivan did much the same thing in the final chorus of The Golden Legend.  Although he begins the last section with a fugue subject beginning thus (The first measure has three 1/8th note pick-ups in 3/4 time):

The deed di - | VINE is written in | CHAR -acters of | GOLD....

And after the fugue concludes, he then goes on slowly, homophonically:

The | DEED  di - | VINE  is | WRIT- | TEN...

BUT, the final, closing statement "Maestoso" in 3/4, is written:

THE deed di - | VINE,  |  THE deed di- |VINE shall |THROUGH all |AG -  es| BURN  and | SHINE...

The word "THE" is rather blantantly stated on a heavy downbeat, in a manner similarly broad and majestic as would befit the opening of Thespis.

Note the ascending leap of a perfect fourth in both circumstances; "Throughout" goes from G to C, "The deed" from B flat to E flat, and also that both movements are in the same key - E flat.

Ronald Orenstein remarked: OK, so the guy wasn't perfect.  However, I note that he strays from proper

prosody only after the piece has gotten going for a while.  Gervase Hughes points out a similar slip in Contrabandista, in the Jose/Inez duet in which the first verse goes

Let hi DAL-goes be PROUD of their BREED and STRUT.... On the streets of Mad-RID

which is dandy, but the repeat of the melody fits the second verse less well:

Let sen-O-ras flash BRIL-liant EYES on the BOLD... matador in the RING...

Bruce Miller countered: You're not really referring to a similar circumstance. Sullivan set the same words differently in The Golden Legend; he wasn't dealing with a second verse.  It was simply another, and in his mind perfectly acceptable, way of setting "The deed divine".  And observe also that the "clunky" version is at the climax of the movement, and the entire work.

Ronald Orenstein elaborated: My point is that I would expect this sort of error to be far less likely at the opening of a number, at which point the composer has not yet committed himself to a musical structure - so I am still unconvinced about "Oh goddess wise" [aside from the fact that it seems altogether too earnest

and heartfelt for the chorus of stars].

Bruce Miller replied: That would all depend on how Gilbert staged it; the earnest quality might have been intended.  It certainly was not unknown for Sullivan to write earnestly when humor, irony or whatever was the goal.

Ronald Orenstein observed: Anyway, Sullivan wasn't Stravinsky, who began The Rake’s Progress with:

THE woods are GREEN, AND bird AND beast AT PLAY

COM-bine to cele-BRATE this sol-EMN fest-I-val OF May...

Bruce Miller noted: Stravinsky was doing this deliberately, just as he mauled French in Persephone.

Ronald Orenstein agreed: Of course!  It's quite perverse, though (PS - I love The Rake's Progress!).

Tom Shepard entered the discussion:  I missed your suggestion some weeks ago, but it is identical to my own thoughts that “O Goddess Wise” might easily have been a transmogrified version of the Thespis opening chorus.  Obviously there are scansion problems to be adjusted, but I still think it's very possible, especially if the ostinato accompaniment were above the voices rather than below.

Bruce Miller said: I hadn't thought of THAT, which to my mind strengthens the possibility.  As to scansion, there are parts of Thespis which seem to fit the melody better than in Princess Ida:

"The constellations" seems to work better than "lovest light", for example.
He added later: Having just conducted a performance of Sullivan's The Long Day Closes, it struck me forcibly that this particular part-song is filled with examples of Sullivan ignoring the normal metrical rules and putting weak syllables on downbeats in 3/4 time.  Examples:

-- The opening measures on the words "No star is o'er the lake" are set thusly:     | NO star is o'er the | LAKE,  Its | PALE  watch | KEEP-ing (in the first measure, "NO" is on a quarter note and the rest of the

measure has each syllable on 1/8th notes).  If Sullivan was to be scrupulously correct, he would have set it: No STAR is O'ER the LAKE, but for musical reasons he altered the first bar.

The next line, by the way, is set "correctly":

     The | MOON is half a- | WAKE through | GREY mist | CREEP-ing

--Verse 2 is similar:  | SIT by the silent | HEARTH in | CALM en- | DEAV-or

-- Later,   | NOW dumb for- | EV-er.   |  HEED not how hope be- | LIEVES and fate dis- | PO - ses;

--Later,  | ARE fad-ing | slow-ly.

--Later,  | GO to the dream-less | BED  where | GRIEF re- | PO-ses

The point is that in this famous work Sullivan accents a weak first syllable numerous times, just as he did in The Golden Legend and probably in a number of other examples.  In fact,  | O God-dess | WISE is a similar to  | THROUGH - out the | night...

Ron Orenstein retorted: In spite of this I still feel that (scansion aside) the melody of "O Goddess Wise" is simply too heartfelt and intense for the opening of what was, basically, a glorified burlesque. 

[Tom Shepard waxed lyrical: Glorified burlesque or not, I have little doubt that the opening number of Thespis was serious and lyrical, and I have thought for years that with some changes of orchestral registers (like putting the repeated chords high in the woodwinds) “O Goddess Wise” was uncannily appropriate as a setting for "Throughout the Night".  I still think so, for what it's worth.]
 I'll concede that Bruce has provided a good argument against my suggestion that the Princess Ida melody would be a poor fit to the words - but this is a long way from saying that it is a likely setting for them.  You could say the same about a number of other tunes.  

In the two Thespis versions I have been involved with we used "Oh love true love" (The Sorcerer) and, in the later version, "On the heights of Glantoun" (The Emerald Isle).  Jonathan Strong used the The Gondoliers gavotte (an even less likely choice than "O goddess wise", in my humble opinion); at one point I suggested (as our version was compiling) "Quaff the nectar" (Utopia Limited) as a possible setting.

Philip Sternenberg put in: I think Jonathan made revisions to his version, much as you did to yours.  In the performance I saw, the opening chorus used a theme from the opening of Victoria and Merrie England.  It's the 3/4 melody in D major that begins (downbeats capitalized):

do-re-MI

(1/8 1/8 1/2)

(Through-who-OUT)

re-mi-FA

(1/8 1/8 1/2)

(the-huh NIGHT)

mi-fa-SO-la-so-MI-re-do-re-MI

(1/8 1/8 1/4 1/4 1/4 1/4 1/4 1/8 1/8 1/2)

(the-huh KAH-hahn-stuh-LAY-shuns ha-have GIVE-)

+

Can you recognize which melody I'm trying to convey, Ron?  Since there aren't any lyrics in the original, this is about the best I can do.

Bruce Miller persisted: Tom just replied with his view, with which I concur, and would like to add that the words "Throughout the night The constellations" is in my opinion an admirable fit to the soaring melody of "O Goddess wise".  There is a felicitous bit of tone painting on the word "constellations" if one assumes they were sung on the melisma now used by "lovest light".  In this particular instance the word "constellations" seems like an even better fit than the Princess Ida words, which are certainly acceptable but don't really sound as if Sullivan had written the tune for them.

The idea of using the gavotte from The Gondoliers for this passage seems like a real mismatch.  Sullivan was never quite that vulgar in any other situation of which I'm aware.

The "Oh love, true love" duet from The Sorcerer seems awfully intimate (if not slight) considering the fact that we're dealing with gods and a great heavenly expanse, and there is the fact that separating “Throughout" from "the night" in the melody works less well (by far) than the phrase "Oh love, true love".

Ron Orenstein concluded: Of course we cannot go on mere likelihood if we are seriously claiming, not that a tune fits, but that it WAS the original tune.  Barring physical evidence, there must be very strong similarities at key points (as I believe there are between "If you ask me to advise you" (The Rose of Persia) and "You're Diana - I'm Apollo", where the tune even changes mood at the right point to stress a rise in tension in the lyric).  To give an example of the pitfalls of doing this: John Huston and I were so struck by the "fit" between the slow movement of the cello concerto and "Here, far away" that we thought we had made a real discovery - until we checked and found that the concerto had been written first!  Of course, we still used it for our version..….

Steve Lichtenstein announced: Yesterday I was pondering the question of possible tunes to which Sullivan might have set the Thespis opening chorus, taking it chronologically from Trial By Jury onwards.  Though I came up with nothing conclusive (and I don't suppose anyone ever will), I thought of a few possibilities including "Oh love, true love!"):

Constance's opening number ("When he is here, I sigh with pleasure"/"Throughout the night, the constellations" works pretty well, I think, at least for the opening line!)

Mabel/Frederic's interchange:  "Did ever maiden wake."   For this one you have to alter the rhythm a bit (particularly on "Throughout the night"),  but it does work quite well --  especially on the line "When midnight gloom falls on all nations," which with that melody is sung in a singular minor key!

Jeff DeMarco mused: Without going in to the question of the "fit" of the music to the text (regarding which I humbly defer to Bruce), I wonder if Sullivan would have really emphasized a "borrowed" tune to the extent he does in the overture to Princess Ida.

Bruce Miller rejoined: Why not?  If Sullivan thought enough of it to recycle it, he would have placed it among his better efforts - and it is, after all, Ida's big moment.  Most people evidently didn't remember that "Climbing over Rocky Mountain" had been “borrowed” from Thespis when The Pirates of Penzance opened.  By 1880 the authors had evidently decided that Thespis was to be retired permanently.  Sullivan is known to have recycled a number of musical movements in his career - why not this one? 

5.3 Individual Songs
5.3.1 Little Maid of Arcadee 

Andrew Crowther requested:  Is there a currently available recording of "Little Maid of Arcadee"?  I heard it in a G&S concert broadcast on radio ten or more years ago, so I know how it goes; but the recording I made of it seems to have disappeared somewhere along the way.

BTW, I know and am convinced by the arguments saying that "Climbing over Rocky Mountain" was largely rewritten for Pirates.  But all the same I can't help a shiver passing down my spine when I listen to it, because it is a genuine, if fragile, link to this first, lost work.... Particularly at the strangely appropriate words, "Though the moments quickly die,/Greet them gaily as they fly!"

Bruce Miller answered: The full piano-vocal score of "Little Maid of Arcadee" is reproduced in GILBERT AND SULLIVAN PRODUCTION (Revised Edition) by Peter Kline (New York: Richards Rosen Press, Inc.. 1972), pp. 263-267.  The book is now out of print, but can surely be obtained through Inter-Library loan. 

This book is well worth studying  if you can find it.  Kline's observations throughout are astute, particularly in his analyses of the dramatic values in the operas.  It's also helpful to community theater personnel and directors who haven't had extensive experience in G & S.  Even those who have had such experience will find nuggets of useful information and insight. 

Philip Sternenberg concurred: I agree completely with Bruce's description of this book.

Another source for "Arcadee" is SING WITH SULLIVAN (J. B. Cramer, 1977).  This is the book that also contains Strephon's and Meryll's cut songs.

5.3.2 Diddlesex Junction
Paul McShane wondered: I thought I read somewhere or other (ages ago) that the precursor to all G&S patter-songs (Thespis's "I once knew a chap who discharged a function on the North South East West Diddlesex Junction") also survived.

Bruce Miller rejoined: What you may be remembering is that Sullivan was supposed to have been asked by a friend for a copy of this musical number (he was interested in how Sullivan orchestrated the railroad train effects)  and he is supposed to have given him, or lent to him, a full score of it.  Where that ended up, nobody seems to know.   Where this reference is, I have forgotten.

Paul McShane added: Thanks - this is probably what I had in mind.  I scoured my library this morning for further evidence, and all I could come up with was the reference in the contemporary "Pall Mall Gazette" to Sullivan's extended orchestration of the piece, which included the use of a railway bell, a railway whistle and "some new instrument of music" imitating the agreeable sound of a train in motion.


Would that we could hear it, eh!  And what would that "new instrument" have been, I wonder?

Bruce Miller postulated: A sandpaper block, possibly.

Chris Papa mused: When Bruce Montgomery presented his recollections on his restructuring of Thespis, at the 1995 Philly Festival, I had commented from the audience, having seen the show, that the "Diddlesex Junction" song was the show stopper, and asked to know more about its origins, including the staging.  As I recall, he said it was a show stopper in the original production [it is reprised in the finale, as well], and that, because of this, there was copious material in the reviews, to give him a very good idea of exactly how it was carried off.  On listening to his version, it would be hard to believe that a young Sullivan could have done better.  Perhaps people who attended that 1995 session thus came away with the notion that the music had somehow survived.  The song, at least, was given a new life.

Ted Rice put in: I think I heard it sung, years ago, but have no idea what the melody was, or who composed it.  No reason to suppose it was Sullivan's.

Ronald Orenstein declared: At St Pat's Players we set this to "From rock to rock" from The Contrabandista.

6. Performances


6.1 Recollections


6.2 Reinventing Sullivan

6.1 Recollections

Paul McShane asked: Can we hear from SavoyNetters who have directed, appeared in or seen productions of Thespis?  What memories do you have of the performance(s)?  (I'm jealous of you all.)

John Satki (who wasn’t aware of any productions): Methinks you have to have a pretty broad green streak to be jealous of someone who is at least 136 years old, which is what you would have to be to have made any sense of Thespis when it was a goer.  A psychic medium could help perhaps.  With apologies, etc.

Marc Shepherd (rallying to the call of the favoured ones): I have seen two live Thespi, and one on tape, and one on record.  The two live Thespi were:

- Bruce Montgomery's version, given at the Basingstoke! conference at West Chester, PA.

· Dr. T. Michael Stone's version, given at NYU, as part of the requirement for his doctoral thesis.  The video was of the Jonathan Strong version, including the then-recently-discovered ballet music, conducted by Savoynet's founder, Bill Venman.  The tape was the 1970ish Rees/Morton version published on the Rare Recorded Editions label.

The two live versions were clearly one-off affairs, and neither one was particularly well rehearsed.  The Strong version probably had the best *production* of the three.  The RRE tape is practically unlistenable.

Dr. Stone probably had the best cast, if only they'd been properly rehearsed.  Bruce Montgomery has the best score, because it is original -- he's not force fitting re-purposed material.

All of these productions had broad, "pie-in-the-face" humor, which is appropriate given the type of opera Thespis is and was meant to be.

Michael Walters revealed: I was in the chorus of the 1969 production by Glebe Opera of the Rees/Morton setting, saw the Fulham production (and heard the disc) and the Cotswold Savoyards centenary production in 1971.  I also heard private discs of the original London University production.  These were the property of Christopher Redwood - Sparkeion for Glebe, who had been in the L.U. chorus.  A friend of mine* who saw both the Glebe and the Fulham said that the latter compared unfavourably with the former - he was not the sort of person to say that just to please me! I think the only other performance I've heard is a tape of Jonathan Strong's setting. 

Incidentally, according to Rees' book, one of the cast of the London University production was a man called Michael Chaplin, and I have often wondered if this could be the same person as the controversial son of Charlie Chaplin.  In his autobiography "I couldn't smoke the grass on my father's lawn" Michael makes no mention of Thespis or of being in London at the time, but he would have been the right age to be an undergraduate at the time of this production.  Has anyone got any information on this? 

* (P.S.  The person I was referring to was not Ian Bond, I'd forgotten he was there too!) 

Ian Bond contributed a wonderful posting: I well remember seeing a production of the opera by the Glebe Operatic Society in London on the 1st March 1969.  I shall in fact never forget it.  I understand that all the performances had been as good as this one, but this particular Saturday Evening performance seemed to take wing and fly.  The version used was that by Terence Rees and Garth Morton and had first been presented by the University of London Opera Group in 1962.  This version, which uses music from lesser-known Sullivan operas, was the most performed version of the work in the UK and certainly held the stage at least until 1982 when I myself produced it for Topsham Light Opera in Devon.

Sadly, the only 'commercial' recording of this version to be made was that issued by Rare Recorded Editions in 1972.  This was of the centenary revival by Fulham Light Opera in 1971, and although many of the Glebe cast were in the production, the magic seemed to be missing.  Added to this, the recording quality is appalling and gives no real idea of the charm of the piece.  I myself have a copy of the tape made of the Glebe production and I can assure all that there is no comparison.

Garth Morton arranged a terrific score which (had one not known different) appeared to have belonged to the text forever.

A terrific overture based on the principal themes (“Here's a pretty tale”, “Little Maid”, “Well that's arranged”) got the show off to a cracking start.

The opening chorus, set to 'All is darksome' (Grand Duke) led to the first of many hilarious scenes as an elderly Diana divested herself of hot water bottles etc. and a very foppish and effeminate Apollo minced limply across the stage.

The undoubted stars of this particular production were Carole Beynon as Mercury, Eddie Lewis as Thespis and David Paramor as Sillimon.  Bernard Feinstein also displayed some very comic talents in Act One as an incredibly old Jupiter - he also possessed the most amazingly deep bass voice.  Savoynetter, Michael Walters was also in the company.  The orchestra, under the baton of Roderick Spencer, was one of the best I have ever heard at an amateur production of anything.

The music used came from a number of operas.  The most familiar was 'I rejoice that it's decided' from Sorcerer, used to set 'You're Diana, I'm Apollo'.  The two Thespis numbers were of course left in tact, although it is Gilbertian that the only orchestration that Garth Morton was unable to refer too (by kind permission of Bridget D'Oyly Carte) was that for 'Little Maid of Arcadee', as, of course, it does not exist as far as we are aware.  All the other music in the piece used Sullivan's original orchestrations.

Dr. Rees and Mr. Morton added several numbers where there was evidence that pieces were missing from the printed text.  These additions were: -

'Yes, Yes - I am that miserable beauty' for Venus and the gods.  Words from Gilbert's 'Eyes and No Eyes' and music from Haddon Hall  'Queen of the garden'.

'Were I a King in very truth' for Thespis and the gods.  Taken straight from Grand Duke with a minor alteration to the words in the final chorus.

Madrigal 'Banish Sorrow'.  Words from Gilbert's Princess Toto, music 'When the budding blooms of May', HADDON HALL, sung in Act Two by Sparkeion, Nicemis, Sillimon and Preposteros.

Entrance of the Thespians in Act Two. 'As before you we defile' taken straight from Grand Duke with a very minor change of words. (Not used by Glebe).

Song for Thespis, 'At the outset I may mention' taken directly from Grand Duke.  (Not used by Glebe.)

Garth Morton did not balk at the thought of setting two opposing melodies against each other either, just as Sullivan had done:  in 'Here far away from all the world', Sparkeion is given the melody of  'When yester'eve I knelt to pray' from Haddon Hall, against Nicemis' 'There's no one by' from the same opera.

[Arthur Robinson commented: This is one of the places it worked.  The counterpoint is terrific—it sounds very Sullivanesque.]
Incidentally, in this version of the opera, Sparkeion could be played by a tenor or a mezzo, Nicemis being an alto and Daphne and Prettia the soprani.   Mercury was also written for either a mezzo or high baritone, although I think in most productions a mezzo was used.

The following is a breakdown of the music used in this production.  Only the principal melodies are indicated.

Overture.
'From morning prayer'


Rose of Persia
'Little maid'



Thespis
                  
Melody used to set 'So that's arranged'     (1)
The Chieftain (I think) 

Opening Chorus   'All is darksome'



Grand Duke
Mercury's Song  
'I once gave an evening party'

Grand Duke
Quintet

'I such honour undeserving'

The Chieftain
Duet

'Here, far away' 



Haddon Hall, as noted above.

Chorus






Thespis original reworked from Pirates
Pic-Nic Scene 





Drawing Room Music Utopia
Diddlesex Junction 




'Not Long Ago'  Cox and Box
Extra Number (Venus)




noted above

Extra Number (Thespis) 




noted above

Finale Act 1  
'So that's arranged' 


The Chieftain ?

'Here's a pretty tale' / 'With martial gait'
Rose of Persia
Soli for Sparkeion, Nicemis and Daphne 
'What these may be' Utopia
 

Solo for Timidon



'A laughing boy' Yeomen
'Here's a pretty tale'


as above.

Opening Act 2  





'The Good Grand Duke' Grand Duke
Madrigal 





noted above

'Little Maid'



Original

Mercury's Song 
'Happy are we in our loving frivolity'       (2)
Sorcerer 

Quartet 






noted above

Entrance of gods  (3)
Storm music Haddon Hall into 'There's nothing I'm certain' The Chieftain 

Entrance of Thespians 




noted above

Thespis' song 





noted above

Finale Act Two 
'We can't stand this' 


I haven’t identified (4)

‘Jupiter, Mars and Apollo' 


'Our heads we bow' Haddon Hall
'Let us remain' 



'From morning prayer' Rose of Persia
'Now here you see' 


'Not long ago' Cox and Box
This is just a very brief list of the principal pieces used.  The entire piece was excellent entertainment and when I produced it in 1982 we found that we were able to fill a 250 seat hall for three nights with absolutely no problem.  Partly because this was the only chance people in our area had ever had to see the work in any form, and partly because the cast and all connected with the show were so bowled over by the jollity, zest, freshness and general enjoyability of the piece that they went out and 'sold' it to everyone they came into contact with.

Sadly, although my local society would like to present this version in 2000, I understand that all the vocal score and band part material has deteriorated to such an extent, (through being stored in damp conditions) that it is unusable.

Arthur Robinson supplemented: 

(1) Yes--the "French song" from The Chieftain ("Ah oui, j'etais une pensionnaire" or something of the sort).

(2) I'd always wondered where this music came from!

[Editor’s Note:  This was the original Act II opening chorus of  The Sorcerer, but was dropped in Sorcerer’s 1884 revival and in all subsequent D’Oyly Carte Co. performances.]
(3) Is the title "There's nothing I'm certain" from the David Eden revision of The Chieftain, or was it in Burnand's original?

(4) I believe this is the song that begins The Chieftain and/or The Contrabandista ("Hush!  Hush!")

I have seen Thespis twice--both times Bruce Montgomery's version, once in 1971 (the centennial) and once in 1989, at the Basingstoke conference (previously mentioned).  It was fun--Mr. Montgomery is not Sullivan but the style seemed right to me, and one number in particular, "You're Diana," was wonderful.

I too have heard the RRE recording (incidentally, the above-mentioned Mr. Paramor plays Sillimon on it).  I have reservations about trying to fit music to words with which it doesn't scan (some excellent music and clever words just don't go together), but in places it works extremely well.

By the way, can anyone tell me the source of the music for Thespis's solo in the Act I finale, "When might Jove goes down below," come from?  (It sounds familiar but I can't place it.)

Peter Parker noted: I attended the Fulham Light Opera performance at Fulham Town Hall of which the RRE recording was made.  All I can say about that is that the recording does not do justice to the performance as I  remember it.  I agree the recording is awful; I have it on LP rather than tape.  The performance also included The Zoo and it was that ''unveiling'' which prompted the BBC to make a radio broadcast of The Zoo using professional performers on 31st Dec. 1972 which is in my opinion by far the best performance of The Zoo that has ever been done.  Its only defect is the somewhat occasional intrusive zoo animal noises.  All I can now remember of Thespis was that I liked it but it was the first time I had seen it.  I thought the musical arrangements by taking other Sullivan music was clever and appropriate.  The recording recalls that but unfortunately is badly done.

Larry Garvin put in: Besides the Montgomery, Strong, Stone, and Rees/Morton versions that others have spoken of, I've heard or at least played through two others, both original scores.  One was written by Jerry Bilik for the University of Michigan Gilbert & Sullivan Society in the 1950s.  Though I wasn't there, not yet having become a tax deduction for my doting parents, I do have the piano-vocal and a recording.  The score is first-rate, up there, I think, with the Montgomery.  Bilik doesn't use Sullivan's  "Little Maid of Arcadee," interestingly, though he does use "Climbing over Rocky Mountain."  The score feels a little more like period musical comedy than like operetta, but there is some fine ensemble writing.  The other is by Robert Brandzel (himself a former UMGASS musical director).  This was never performed by UMGASS.  The score is in the Library of Congress, if anyone's interested.  I do have a copy; it's rather bland.

I should add that Roger Wertenberger and colleagues put together a version in the -- what, Ron?  1970s? -- that's quite good, especially as pastiches go.  Parts of it were incorporated in the Toronto production of a few years back, which seems like a must-have in the Thespis world.

By the way, I don't recall any comments on Frank Miller's score for the Savoy-Aires.  Is anyone familiar with it?

Ronald Orenstein responded: Roger, Gersh Morningstar and I put this together in 1971.  Five numbers "survived" in the St Pat's version, whose details are given on the archive site.

I've played Jupiter twice, in two different all-Sullivan versions, and enjoy doing the show and the part - though I think (unlike other G&S works) that it requires a much broader style - there should be, as there was at the Gaiety, increased scope for gags.  I'm afraid I added, for St Pat's, the following bit of dialogue after Tipseion's revelation that the grapes of - not Mytilene in our production, but Niagara-on-the-Lake - give ginger beer:

Jupiter (horrified): But that would make Canada dry!

(Do I have to explain this to anyone?)

The biggest regret I have about the St Pat's version (which I still think is pretty good, and Selwyn Tillett told me he thought it was the best all-Sullivan version he had heard, so the heck with false modesty) is that it was never orchestrated.  If anyone wants the job (no pay, no benefits)....

Arthur Robinson posted:  I gather from Rees's research of the reviews that at least five numbers were encored on opening night:  "Oh I'm the celestial drudge," "I once knew a chap," "Little maid of Arcadee," "Olympus is now in a terrible muddle," and a "waltz" for Nicemis whose identification is uncertain (see Rees p. 67).

Tim Devlin said: A comment, on the first London runs, from Vinia de Loitte in Gilbert and Sullivan Opera in Australia (16th ed. 1936): Though Thespis, Trial by Jury and The Sorcerer had been fairly successful..(!)

6.2 Reinventing Sullivan
Philip Sternenberg made this informative posting:  I'd like to use this as a springboard to discussing attempts to present Thespis today despite the disappearance of most of its music.  I have been exposed to six different Thespis scores (no, not including the original!), and I know that's far from all of them.  The six I've heard fall into two categories, and I've never heard of another score that isn't one of the following two types:

Type A:  Music freshly composed in an attempt to simulate Sullivan:

-     Composition by Bruce Montgomery

-     Composition by Eugene Minor

Type B:  Genuine Sullivan music from other sources:

-     Early 1970s British LP set (Fulham Light Opera?)

-     Arrangement by Michael Stone

-     Arrangement by Jonathan Strong

-     St. Pat's Players

All six of these use whatever genuine Thespis music was known at the time of construction, meaning that only the last two include any part of the ballet.


Now which type is better?  In Type A, we have music written to fit lyrics provided, just as Sullivan did.  Assuming the composer is competent, it will be a good fit.  But will it really sound like Sullivan, or is a composer's style as individual as his fingerprints and incapable of being reproduced? 

 
I'm not in a position to judge Montgomery as I've heard his version only once after Minor's version, in which I performed, was firmly ensconced in my head.  As a result, Montgomery's work sounded odd to me, but by that time I imagine Sullivan's original would have, too.  People without my prejudice have reported favorably about Montgomery, and I'll admit that with the aid of a few excerpts he provided in his lecture at "Basingstoke!" shortly before I saw the full show, I left the theater humming his catchy "You're Diana" melody.  As for Minor, his melodies usually come to mind when I see the lyrics.  I like them, but in a few places I'll say to myself, "Sullivan would never have done that."  I'm not enough of a music student to dissect a composition sufficiently to say for sure; it's just a feeling I have.   Anyone who knows Montgomery's score is welcome to comment on it in this area.

One other Type A score of which I've heard is the Frank Miller version mentioned by Leslie Baily that may have been the first reconstruction ever produced.  I know someone who was in it, but she never saved a score, and it was over 40 years ago.  Only a piano accompaniment was written, and Miller wrote his own music for "Climbing over Rocky Mountain" and "Little Maid of Arcadee."  That last fact makes me feel it was more of an attempt for Miller to put his own stamp onto Thespis rather than an effort to re-create Sullivan's score.

So what about Type B?  We avoid the biggest flaw of Type A and have music that sounds like Sullivan because it IS by Sullivan.  Unfortunately, each score has places in which the lyrics are shoehorned into the music in an awkward fit.  Either a few words are repeated to provide the proper number of syllables, or single notes are turned into multiple notes.  Maybe worse, the mood of the music is sometimes totally inappropriate.

Within Type B there seem to be two overall approaches, whether to use familiar (Strong's version) or unfamiliar (the others) Sullivan music.  Strong deliberately made sure that each extant G&S opera was represented at least twice except for only one use of a Trial song.  He didn't want the audience to spend their time playing "Name That Tune" instead of listening; i. e., they'd recognise the melody right away, sit back, and enjoy it.  I presume the other arrangers wanted music that most of the audience wouldn't recognise and would therefore accept to a certain extent as fresh.  I enjoy the latter approach better because I AM pretty familiar with the obscure Sullivan operas and enjoy hearing music rarely performed elsewhere, plus I LIKE playing "Name That Tune" and find it more challenging with uncommon 

music.

I'd like to praise the St. Pat's production (take whatever bows you deserve, Ron Orenstein) for its successful attempt in consistently providing the appropriate mood throughout, a difficult feat for a Type B version.

[Ronald Orenstein blushed: Thanks - and I'm sharing the bows (for the St. Pat's production) with John Huston, Ron Cahute, Gersh Morningstar and the late Roger Wertenberger - the last two of whom were involved in my first Thespis, the 1971 University of Michigan Gilbert and Sullivan Society Small Company version, some of which appears in the St. Pat's score.  Geez, I've been through this process twice...]

One section that deserves particular praise is that which begins "Phoebus am I" in the Act 1 Finale.  The lyrics provide four stanzas in identical meter for different soloists and a chorus refrain for each.  Supposedly Sullivan could have set them all to a common melody.  My guess is that he treated it like "Then one of us will be a Queen" (Gondoliers), giving a single melody to the first two verses and varying the other two, only to have them conclude as the first two did.  This is close to Minor's approach.  St. Pat's turned each verse into a major production with about as different music as possible from the other three (the pleasantly smooth Thespis ballet waltz for Sparkeion turned Apollo, the haunting "Hassan!  Thy pity I entreat" from Rose of Persia for Nicemis turned Diana, the fierce "Who'd to be Robber-Chief aspire" from Contrabandista for Timidon turned Mars, and the hymn-like "The Lost Chord" for Daphne turned Calliope).  Although I doubt this was Sullivan's approach, the mood of each verse was perfectly captured in its setting, and I'm certain the audience enjoyed it.

[Ronald Orenstein modestly revealed: One spectator described the Act I finale as "spectacular".  Here's how collaborators fit in: My original idea was to use the waltz for both Sparkeion and Nicemis, with the other two tunes as described.  John Huston came up with the idea of using "Hassan" - and remarkably effective it was, too.]


Occasionally someone feels, as Ron did in the comments I quoted at the top, that he might have hit upon the original Thespis music for a particular number.  Unfortunately, Ron's example is of music that was part of L’Ile Enchantee and composed seven years before Thespis.

[Ronald Orenstein admitted: Yes, well, true... In fact John and I were so startled by how well the slow movement of the cello concerto fit "Here far away" that we had to check to be sure the concerto came first.  I'll still argue, as I have in the past,  for "If you ask me to advise you" from Rose of Persia as a better fit for "You're Diana" than for the Rose tune and a possibly genuine Thespis original.]

To believe it's the real Thespis setting is to believe either that Gilbert wrote words to an existing melody or that Sullivan recycled a melody to fit around lyrics not written for it, and either way would have been an extreme exception for G&S.   Nevertheless, who can completely rule it out?

In summary, any attempt at reconstructing Thespis seems to present difficulties that may never be completely overcome; it's just a question of WHICH difficulties to tackle.  I'd like to make a proposition, though, at least a theoretical one much easier to propose than to execute:  Let's see if we can put together an "All Star" Thespis.  A production panel could be presented with as many different Thespis versions as possible, both Type A and Type B, and asked to pick the best setting possible FOR EACH INDIVIDUAL NUMBER.  The selections would be put together into one complete Thespis score that could be presented as, say, a Festival Production.  Some numbers might have to be altered, most likely by transposition, to guarantee consistency for each role; e. g., picking one voice description apiece for Sparkeion and Mercury, whom I've seen played by both men and women.

Any volunteers?

[Ronald Orenstein gushed: With so many collaborators, I would have thought that the St Pat's version was!!!  All it needs is an orchestration....  I'd love to see it as the Festival Production, and I know John would love to resurrect it for a festival - alas, he's in Saskatoon...]

7 Miscellaneous


7.1 Background to the premiere of Thespis


7.2 A Thespian puzzle


7.3 Web-sites

7.1 Background to the Premiere of Thespis
David Duffey (continuing his sequences of postings to the Net concerning background events to the various G&S opera premieres): Difficult one this, being produced so late in the year and having such a short run.  In consequence I'm sticking with all of 1871 and overlooking 1872.

Real worries just over the Channel, with the formation of the German Empire (the Second Reich) and the Franco-Prussian War.  Paris was besieged for four months and France defeated.  The Paris Commune was formed, 'ruling' for two months and leading to the "bloody week" with the massacre of 20 000 citizens and the murder of hostages, including the Archbishop of Paris.  Princess Eugenie takes refuge in England.  Germany demands and receives five billion francs reparation and France cedes Alsace-Lorraine; thus is stored up resentment over reparations and territory which will have cataclysmic repercussions throughout the twentieth century.

The Alabama Claims Tribunal met in Geneva: the role of the British Government allowing the sale of arms to the Confederacy and providing them with mercenaries, shipping and the safe harbouring of shipping, is not one which normally receives a great deal of attention from British historians.  The Treaty of Washington supposedly heals all breaches between UK and US.

The invention of the half-tone process allowed newspapers to print pictures for the first time.

Charles Babbage, indirectly responsible for the foundation of Savoynet, died.

Louisa May Alcott published Little Men and Horatio Alger, Tattered Tom.  A mathematician, who today would be regarded with the utmost suspicion - and in his lifetime had certain reservations expressed about his photography - published Through the Looking Glass and What Alice Found There.

Alexander Graham Bell emigrated to US (from Canada).

British Columbia becomes part of the Canadian Confederation and Emily Carr is born there.

The town of Alice Springs is founded.

Usage of the Chisholm Trail begins to decline with the opening of the Dodge City railhead.

Rama V (Chulalongkom) of Thailand pays a state visit to India.

B T Barnham launches The Greatest Show on Earth.

[Ronald Orenstein corrected: Phineas Taylor (PT) Barnum.]

Charles Darwin publishes The Descent of Man.  The Jehovah's Witnesses founded.

The Albert Hall is opened.

John Pierpont Morgan enters the firm of Drexel, Morgan & Co.

Dante Gabriel Rossetti publishes his rebuttal of 'The Fleshy School of Poetry' entitled, The Stealthy School of Criticism.

Johann Dollinger organises a meeting of theologians at Nuremburg which publicly repudiates the doctrine of Papal infallibility.  Dollinger is excommunicated and his writings placed on The Index.

General Grant's administration proves to be corrupt, although Grant probably was not.

Meetings are held to formulate plans for the FA Cup to be played for.  The first competition is in 1872.  William Gilbert scores 2000 runs in the season, including 10 centuries.  Dr William Gilbert Grace, that is.


Wild Bill Hickok marshal of Abilene, Kansas.  The Force Bill, implementing the 14th Amendment, is passed.  Brigham Young is indicted on a bigamy charge, but gets off!

Walt Whitman publishes Passage to India (verse) and Democratic Visits (prose).  Edward Lear publishes Nonsense Songs.  H C Frick organises the H C Frick Coke Company.

Henry Irving makes his first appearance at The Lyceum.  Mary Ann Evans - George Elliot - serialises Middlemarch.  Bank Holidays introduced in England and Wales.

Basutoland becomes part of Cape Colony; Britain annexes the Kimberley diamond fields.

National Association of Professional Baseball Players founded in New York.  SS "Oceanic", of the White Star Line, launched, the first of the large modern luxury liners.

Mount Cenis Tunnel opened in Switzerland Alps, being constructed without the benefit of Simon Ingersoll's pneumatic rock drill.

Central Administration established in Japan.

Rasputin was born.

Trivia question, what famous words, legend has it, were spoken at Ujiji by an American to a lost Englishman?

[Donald Smith was first to reply: "Dr. Livingstone, I presume?" (by H. M. Stanley)
Ted Rice added whimsically: "Captain Spaulding, I presume ?"]

..and talking of legends, apparently quite a number surround the Great Fire of Chicago.

7.2 A Thespian Puzzle
David Duffey, (continuing his sequence of cryptic puzzles relating to the Opera Of The Week): I have tried to make them so that a very detailed knowledge of the libretto is not necessary.

 1.  Take sulphur from range to make an entrance. (5,8)

 2.  Light troupe shouts for cars awkwardly. (6,2,5)

 3.  A god about the same as one Italian hen, we hear. (6)

 4.  Gilbert used good length words for a change. (3,4,5,3)

 5.  The location where the gods initially only let young men play until sunset. (7)

 6.  Grossmith could have thought, "'Flu ends rival."  Eccentric, but he played a part. (4,8)

 7.  Actor-manager, who can be found inside, loathes Piscians. (7)

 8.  Maid played a red ace. (7)

 9.  It sounds as though that god belongs to mother. (4)

10. Fix me curry: that will show whether I have a temperature. (7)

[Editor’s Note: For answers, see Appendix II.]

7.3 Websites

Steve Sullivan (adding to his Website documentation for all the G&S operas): The Web Sites that I know of for Thespis are:

http://diamond.idbsu.edu/gas/thespis/html/thespis_home.html

http://www.cris.com/~oakapple/gasdisc/thes.htm
8 A Thespis discography

8.1  Discography

8.2 Critiques

8.3 Arthur Flowers saga

8.1 Discography

Charles Schlotter produced this wonderful, tongue-in-cheek posting:

THE THESPIS DISCOGRAPHY

Second Edition

Copyright 1997, Charles J. Schlotter

Member, Royal Society of Prevarication

Introduction to the First Edition

The recent, ever-to-be-regretted passing of Albert Flowers reminds me that the otherwise invaluable discography in the G&S Archive does not have a comparative study of the many commercial recordings of Thespis.  Here is a case unprecedented, considering that Thespis is (with Pinafore and Mikado) one of the Big Three operettas.  Indeed, Americans were often disappointed that the D’Oyly Carte company insisted upon bringing  Thespis year after year, when a rarity, such as Pirates could have been tried.

Some recordings have proven elusive and I’m sure I have missed a few versions.  I would like to thank the Tarzana Friends of Thespis for their help as well as the Pocatello Foundation for Pencil Pushing for its generous research grant.  I should also acknowledge the almost limitless patience of my wife, Gretel, who said, just before she slammed the door behind her and drove away, “I never want to hear that goddam Thespis again as long as I live.”  Though my efforts may be only a point of departure for further study, I hope I have provided corroborative detail etc.

Preface to the Second Edition

In the months that have passed since the First Edition of this invaluable discography, I have benefited from the invaluable suggestions of fellow Savoynetters as well as my own further invaluable researches.  As a result, this Second Edition contains many more errors, misleading insinuations and outright lies than the original.

I should be remiss should I fail to pay tribute here to the late Albert Flowers, to whose lifework my own work is but an invaluable extension.  Though his lifespan was regrettably short (April 1, 1997 - 1 April, 1997), he is still remembered fondly by his friends, whoever they may be.  Without him, the original manuscript of Thespis should have been irretrievably lost, and the piece should have been subject to relentless speculation instead of becoming the tiresome commonplace that it, in fact, is.

I therefore desire to be remiss and NOT pay tribute to the late Albert Flowers.

I do, however, wish to acknowledge the efforts of Messrs. Douglas Whaley and Jerry Bunge, who were touchingly devoted to Albert Flowers in his old age as well as at his birth.  Practically, they ARE Albert Flowers and if they ARE Albert Flowers, why not say so?

Preface to the Third Edition

There is no Third Edition.  Be gone with you!

1898 Zonophoney Thespis

Cast

Jupiter 

Mr. [?] Pepper  (1)

Apollo

W. S. Denny

Mars

Durward Lely

Diana 

Rosina Brandram

Mercury

Jessie Bond

Venus

Nancy Macintosh

Thespis

George Grossmith

Sillimon

Frank Wyatt

Timidon 
W. R. Shirley

Tipseion

Fred Billington

Preposteros
Frederick Bovill

Stupidas

Furneaux Cook

Sparkeion
George Bentham

Nicemis

Blanche Roosevelt

Prettiea

Decima Moore

Daphne

Geraldine Ulmar

Cymon

Scott Fishe

Conductor 
Sir Arthur Sullivan

The only known copy of this extremely rare set on 47 wax cylinders was reported to be in the collection of the late Mr. Flowers.  Sound technicians are attempting a 20-bit digital super-dithered, Tri-Ambiosonic (TM reg) reconstruction utilizing a surviving puddle of wax found at the fire scene but results have been, to date, inconclusive.  (2)

(1) Some sources suggest that the gentleman’s forename was Salton.

(2) The digital reconstruction continues apace.  The latest experiments have resulted in something like a continuous  “Whumpa-whumpa-whumpa” sound.  Commercial issue appears to depend upon the location of a press agent who can make this appear to be a good thing.

1906 Grodeon Thespis

Cast

Jupiter

Harry Dearth

Apollo

Walter Hyde

Mars

Harry Dearth/Harry Thornton

Diana

Maude Perry

Mercury

Maude Perry

Venus

Maude Perry/Harry Dearth

Thespis

Walter Passmore

Sillimon 
Walter Hyde/Harry Thornton

Timidon 
Harry Hyde/Thornton Dearth

Tipseion 
Walter Maude

Preposteros
Maude Walter/Harry Harry

Stupidas

Walter Hyde

Sparkeion
Hyde Harry/Passmore Dearth

Nicemis

Ada Florence

Prettiea 

Maude Perry

Daphne

Maude Perry

Cymon

Harry Dearth/Walter Hyde/Harry Thornton/Ada Florence

Conductors
Too numerous to mention

Passmore’s contribution is the highlight of this set, which is otherwise performed by singers with no particular Savoyard credentials or even birth certificates.  Parts are shuffled aimlessly among the singers, resulting in confusion and occasional impromptu duets.  The orchestration for banjo and harmonium ensemble does not sound authentically Sullivanian to my admittedly inexpert ears.

1908 HMN Thespis

The His Master’s Nose recording is principally of historical interest, in that it is the first to boast a degree of consistency in the casting, perhaps even a degree too much of consistency in the casting.

Cast

Jupiter

Peter Dawson

Apollo

Peter Dawson

Mars

Peter Dawson

Diana

Amy Augarde

Mercury

Amy Augarde

Venus

Amy Augarde

Thespis

Peter Dawson

Sillimon

Peter Dawson

Timidon

Peter Dawson

Tipseion 
Peter Dawson

Preposteros
Peter Dawson

Stupidas

Peter Dawson

Sparkeion
Peter Dawson

Nicemis

Amy Augarde

Prettiea 

Amy Augarde

Daphne 

Amy Augarde

Cymon

Peter Dawson

Conductors
P[?] Dawson, A[?] Augarde

1918 Acoustical HMN Thespis

Cast

Jupiter

Robert Radford

Apollo

George Baker/Sydney Granville/John Harrison/Henry Millidge

Mars

Frederick Ranalow/Henry Millidge

Diana

Violet Essex

Mercury

Bessie Jones/Violet Essex

Venus

Edna Thornton/Violet Oppenshaw

Thespis

George Baker/Frederick Hobbs

Sillimon

Edward Halland/Henry Millidge

Timidon

Frederick Ranalow/Frederick Ranalow

Tipseion

Walter Glynn

Preposteros
Ernest Pike/James Hay

Stupidas

Henry Millidge/Henry Millidge

Sparkeion
Henry Millidge/Henry Millidge/Henry Millidge

Nicemis

Violet Essex

Prettiea

Pamela Baselow

Daphne

Bessie Jones

Cymon 

Robert Radford/Frederick Ranalow/unknown

Conductor
Arthur Wood

In the First Edition of this Discography, I regrettably conflated two different HMN acoustical sets.  This, the earlier one, features few actual members of the D’Oyly Carte Company and continues the old tradition of splitting parts.  (A notation in the HMN files reads, “Radford and Ranalow both absent today.  Stopped a chap in the street and forced him to sing the part of Cymon at gunpoint.”  This accounts for the cries of  “Help, I am being held against my will” on side 17.)  Baker’s Thespis is most reliable, though one must wonder what Hobbs would have made of the part, given the opportunity.  (Frustratingly, Hobbs’ sole vocal contribution is confined to making train sounds.)

1925 Acoustical HMN Thespis

Cast

Jupiter

Darrell Fancourt

Apollo

Derek Oldham

Mars

Robert Radford

Diana

Violet Essex

Mercury

Pamela Baselow

Venus

Bertha Lewis

Thespis

George Baker

Sillimon

Edward Halland

Timidon

Henry Millidge

Tipseion

James Hay

Preposteros
Frederick Ranalow

Stupidas

Walter Glynn

Sparkeion
Sydney Granville

Nicemis

Edna Thornton

Prettiea

Bessie Jones

Daphne

Nellie Walker

Cymon 

Leo Sheffield

Conductor
George W. Byng

Though many of the roles were sung by HMN studio singers, there is a strong D’Oyly Carte contingent in this January, 1925 recording.  None of the parts is doubled and no singer takes two roles.  Bertha Lewis surpasses all other recorded Venuses and Sheffield is a very droll Cymon.  Baker improves on his earlier effort and the orchestration, though still altered for the acoustical horn, seems closer to Sullivan’s original.  However, the set had a very short life in the catalogue, as will be seen by the emergence of the...

1925 electrical HMN Thespis

Cast

Jupiter

Darrell Fancourt

Apollo

Derek Oldham

Mars

Leslie Rands          

Diana

Nellie Briefcliffe

Mercury

Elsie Griffin

Venus 

Nellie Walker

Thespis 

Henry Lytton

Sillimon

Leo Sheffield

Timidon

Leslie Rands

Tipseion

Sydney Granville

Preposteros
George Baker

Stupidas

Charles Goulding

Sparkeion
Stuart Robertson

Nicemis

Winifred Lawson

Prettiea 

Aileen Davis

Daphne

Beatrice Elburn

Cymon

Arthur Hosking

Conductor
Harry Norris

The new electrical process doomed HMN’s acoustical set to obsolescence almost instantaneously and a new set was recorded in December, 1925 “beneath the notice of Rupert D’Oyly Carte” as the labels state.  The experienced Baker is the only non-D’Oyly Carte singer in the splendid cast and many consider it to be the Thespis of choice to this day.  It is not known why Bertha Lewis was unavailable for the sessions and Walker, while good, is no threat to Lewis (or Ella Halman, for that matter.)  Avoid the Pro Bono CD transfer which is noisy, incomplete and an octave and a half sharp.

1930 HMN Thespis (Excerpts)

Cast

Jupiter

Peter Dawson

Apollo

Derek Oldham

Mars

Leo Sheffield

Diana

Nellie Briefcliffe

Venus

Gwladys Gowrie

Thespis

George Baker

Sillimon

Stuart Robertson

Sparkeion
Charles Goulding

Daphne

Mavis Bennett

Cymon

T. Penry Hughes

Conductor
Dr. Malcolm Sargent

The public demand for Thespis recordings was scarcely satisfied even in the grim Depression days, hence this series of excerpts under the direction of Sargent, apparently a surgeon or dentist or possibly a veterinarian of some sort.  He may be a cousin or other relative of the better-known “Sir” Malcolm Sargent—information on this obscure point would be appreciated.  As the Company was on tour, the cast is filled out with former members and HMN contract artists.  Once again, a chance was missed to record Bertha Lewis.  Unfortunately, nobody takes the role of Nicemis and therefore the thrice-familiar “I am the Moon, the lamp of night” number is missing!  What the point may be of recording highlights from Thespis and leaving out “I Am the Moon” is beyond my comprehension.

193? FPO Loser Thespis (Excerpts)

Cast: Unknown

Conductor:
Al Goodman

This selection, entitled “Gems from Thespis” had a short life in the American catalogue, first as a “Puce Seal” 78 rpm set, then on red vinyl ‘45’s.  The orchestrations would be very well suited to a burlesque show on some of the seedier circuits.

1949 Docka/Southhampton Thespis

Cast

Jupiter

Darrell Fancourt

Apollo

Leonard Osborn

Mars

Leslie Rands

Diana 

Ann Drummond-Grant

Mercury

Margaret Mitchell

Venus

Ella Halman

Thespis

Martyn Green

Sillimon 
Richard Watson

Timidon

Richard Walker

Tipseion 
Alan Styler

Preposteros
Stanley Youngman    

Stupidas

Thomas Hancock

Sparkeion
Henry Goodier

Nicemis

Muriel Harding

Prettiea

Joan Gillingham

Daphne

Joyce Wright

Cymon

L. Radley Flynn

Conductor   
Isidore Godfrey

This monophonic version is generally considered inferior to the second 1925 recording, though it has several attractions.  Green is the best Thespis on records; his articulation and musical accuracy both surpass Lytton, though old-timers claim Lytton has more personality and even older-timers maintain that Toole knocked them both into a cocked hat.  Halman is almost a match for Bertha Lewis.  However Osborn has his familiar foible, an attractive mid-range matched to a precarious top.  Godfrey’s pacing is forward-moving, much like Norris, in fact.  On the downside, it must be acknowledged that, through the entire length of “Oh I’m a Celestial Drudge” the second violin section is playing “Poor Wandering One.”  Surely, this should have been corrected.

195?  The Be-Bop Thespis

I have never heard this set, which may have appeared on the Savoy label.

1957 Martyn Green [sic] Sings Excerpts from Thespis

Cast: ????

This set appeared on a variety of cheap labels with confusing and contradictory cast listings.  Whoever may sing Thespis, it can’t be Green.  For starters, the fellow is a basso profundo.  Furthermore, he sings with a thick Hungarian accent and, most telling of all,  he collapses noisily to the floor (and dies?) during the First Act Finale.  None of this conforms to the known facts about Martyn Green.  The Venus is rumored to be Friedhilde Garstig-Ottoman but she will not confirm it, claiming to have been in an alcoholic blackout at the time.  Finally, half the tracks seem to come from an instructional record for hula dancers.  All in all, not an adequate representation of the score.

1959 ENI Thespis

Cast
Jupiter

Owen Brannigan

Apollo

Richard Lewis

Mars

George Baker          

Diana

April Cantelo

Mercury

Elsie Morison

Venus 

Monica Sinclair

Thespis

Geraint Evans

Sillimon

Ian Wallace

Timidon

John Amis  (1)

Tipseion

Frank Muir

Preposteros
Dennis Norden

Stupidas 
John Cameron

Sparkeion
John Carol Case

Nicemis

Heather Harper

Prettiea

Marjorie Thomas

Daphne

Helen Watts

Cymon

Denis Dowling

Conductor
Sir Malcolm Sargent

The first stereo recording was made by Electo-Nosical Industries, successor company to His Master’s Nose.  THIS Malcolm Sargent obtains an accurate performance from the Pro Party Orchestra but he is a much more stately conductor than the other fellow.  A good deal of the fun of the score is missing, particularly since Evans, a splendid opera singer, is miscast in the title role.  For sheer quality of voices, this set stands above the others.  Muir, most notably, has a voice straight out of the Golden Age.  Despite its lukewarm spirit, it IS well-engineered and still competes strongly with the other stereo recording.

(1) Correspondent David Duffey suggests that the cast list is inaccurate and that David Franklyn played this role.  A careful search of ENI records indicates that Franklyn did not, in fact, participate in this recording, having retired from singing some years earlier.  However, he would have been invited to record the role of Thespis in a projected Thespis Society recording in 1937, had the work been performed at Glyndebourne.  That project having fallen through, ENI producer Walter Arme scheduled a 1939 German-language recording under Sir Thomas Beecham with Wilhelm Strienz as Thespis, Helge Roswaenge as Apollo, Tiana Lemnitz as Nicemis and Margarete Klose as Venus.  It appears that some sort of diplomatic dust-up or other intervened, though what, exactly, was so important as to have precluded any new “Thespis” recording from 1939 to 1945, I have been unable to ascertain.  Further information on this point would be appreciated.

1967 Docka/Southhampton Thespis

Cast
Jupiter

Donald Adams

Apollo

Thomas Round

Mars

Kenneth Sandford

Diana

Jennifer Toye

Mercury

Valerie Masterson

Venus

Gillian Knight

Thespis

Elizabeth Harwood

Sillimon

John Reed

Timidon

Alan Styler

Tipseion

Jeffrey Skitch

Preposteros
Joseph Riordan

Stupidas

Anthony Raffell

Sparkeion
Philip Potter

Nicemis

Mary Sansom

Prettiea

Ceinwen Jones

Daphne

Joyce Wright

Cymon 

George Cook

Conductor 
Sir Malcolm Sargent

I at first assumed that the previously-mentioned “Sir” Malcolm Sargent was the same chap who undertook this recording but this point has not been confirmed.  Thus I am obliged to assume that a third, and different Sargent was involved.  Upon mature reflection, I realize that they could hardly be the same men, as this recording features a Sargent yet more prone to slow tempi than his predecessor.  Even taking into account the addition of all the spoken dialogue, the performance should not have required 6 LP’s.  Furthermore, in an odd casting choice, Elizabeth Harwood replaces John Reed, thereby bumping him down to Sillimon, which bumps Alan Styler down to Timidon and so forth until the poor chap playing Cymon, yes it was the unlucky Fred Hobbs, wound up sobbing in the green room.  As a souvenir of the old D’Oyly Carte company, it has its moments.

The 1972 Fulham performance (the only one currently covered in the G&S Discography) regrettably did not utilize the Flowers manuscript and is therefore not truly competitive with the other recordings.  Note, however, that a “Malcolm Sargent” sings on that set.  Whether it is the medical man or the knight or the other knight or yet another Malcolm Sargent is not specified.

Just before the demise of the old D’Oyly Carte company, a new recording of Thespis was mooted.  The recording would have been in the “Out-of-Phase4” series and tapes of authentic Greek mountain birds were completed for this purpose.  (“This will be the first recording of Thespis in which the dialogue is entirely drowned out by caws and plopping noises,” boasted a Docka executive.)  Unfortunately, the project was cancelled when it was discovered that nobody could locate a fifth Malcolm Sargent to conduct it.

Mr. Philip Sternenberg alerted me to the following two Thespis parodies:

1)Allan Sherman’s explanation of his obesity:  “Oh, I love celestial fudge!/From morning to night I eat lots of it!”

2)”The Capitals,” in which Tom Lehrer sings to the melody of “I once knew a chap who discharged a function” all of the national capitals in the world  (but only for countries that existed in 1959).  [Not to be confused with “The Capitol Steps.” - CJS]

I am seeking details on the following:

(a) Nelson Eddy’s 78 rpm record of “I Once Knew a Chap Who Discharged a Function.”

(b) Excerpts by the “Gilbert and Sullivan for None” organization

(c) The rumored Peter Pratt broadcast recording.  Ms. Sara Kane, in particular, voiced dismay at:

“...the inexcusable (and, I may add, inexplicable) absence from your Thespis Discography of that greatly 

underappreciated and unjustly uncelebrated Titan (if I may so term him) of the D’Oyly Carte—the late, 

lamented Peter Pratt.”

So far as I know, there are no official tapes of Peter Pratt in what was his signature role, more’s the pity.  I am ever on the lookout for any private tapings that might have taken place during American or Australian tours but none has, to date, surfaced.  However I do have tantalizing news: Rumors persist of a broadcast, perhaps in the mid-sixties, by the JOEBC (Jolly Old English Broadcasting Corporation) in which Pratt reprised his celebrated Thespis.

The obscurity of this production is owing (again according to rumor) to the fact that it was broadcast at two or three in the morning between “Knitting News” and “Calling All Sheep Shearers.”  I am attempting to locate a tape in hopes of verifying Pratt’s participation and also to determine which of several dozen Malcolm Sargents may have been involved.

(d) A television broadcast with all the roles performed by American soap opera celebrities.

(e) A Peter Sellers production which makes the piece relevant to modern audiences by moving the action from Mount Olympus to a rendering plant.

(f) Any news on the rumored Mackerras recording.

8.2 Critiques
Gordon Pascoe, overwhelmed by all of this, responded: 

Dear me, 

Mr. Schlotter,

Let’s see.

Mrs Schlotter

Was subjected to

Thespis old and Thespis new?

No wonder that poor lady

Slammed the door as off she went

Such torture worse than shady

Shows a mind that’s badly bent.

The remedy for the long suffering Mrs. Schlotter’s overdose of Thespis is, of course, to obtain the highly regarded SavoyNet recording.  This is not easy, however, because it was never posted to the list

since most of the singers were professional lurkers who wished, with considerable justification, to remain that way. 

Those members of the SavoyNet who did take part in the recording have been reluctant to admit to their participation.  It is my understanding that some of the lyrics and dialogue were altered to fit the sensibilities of modern audiences and the participants have feared that they would be consigned to a fiery flaming pit.

It may also noted that one of the notes of the overture was changed and, more scandalous yet, an entire chord in the Act One Finale was changed from the minor to the Major.  An abiding fear of the perpetrators of this crime is that Bruce Miller might discover which note (and even which chord) was thus altered. 

However, even the die-hards of purity among the Inner Brotherhood will be astonished at the quality of the orchestral playing. This has been faithfully captured on MIDI files and with brilliantly recorded vocals using the latest digital techniques.  You can just imagine the sonic feast that results.

Despite the enormous drawbacks of the two musical changes I urge you, on Mrs. Schlotter’s return, to allow her the rare honour of hearing this fine SavoyNet effort.  I understand that Albert Flowers had a pristine copy kept safely in a fire-proof vault hidden in his cellar. 

Tom Shepard enthused: Once again, a remarkable piece of scholarship from Mr. Schlotter. Although he omits the foreign versions: The Spanish Thespis (Thespith), the Yiddish (Chespich) and the German (Das Sullivanisch-Unbekannte Scheisswerke.)

But let us praise him for what he did.  Speaking seriously, I found it hilarious.

Bruce Miller exclaimed: Caught you in an error, Tom.  Don’t you realize it was Thethpith?  Did you check the G & S Archive to see what their “definitive” version is (FWIW)?  And what did they do in Argentina - did they adopt the Spanish or the German version?  Really, you have to sweat the details in matters of this significance.

David Duffey complained to the media:

To the editor

Sir

While applauding the assiduity of Professor Schlotter’s research on recordings of Gilbert and Sullivan’s great masterpiece, and congratulating him on an otherwise excellent example of scholarship, I must once again take issue with him on the identity of the person representing Timidon on the ENI 1959 recording.

As Professor Schlotter rightly points out, David Franklyn had retired from active operatic singing some years before 1959, in fact in 1951. It is of course well known that Miss D’Oyly Carte asked Franklyn to assume the ‘Fancourt’ roles at that time, and Franklyn refused.  There is, however, compelling evidence to suggest that he undertook some vocal work in collaboration with Messrs Wallace, Muir and Norden during the late fifties and all through the sixties.  What is beyond dispute is that John Amis, whom Schlotter credits as Timidon, had not begun the singing phase of his career in 1959, and in fact did not do so until after Franklyn‘s death in 1973. 

Professor Schlotter may have become understandably confused as John Amis was in fact very influential in the 1959 recording, as can be deduced from Amis’ biography.   On the practical level, he set out all the music stands and made sure all the pencils were maintained at concert pitch sharpness.  In the pursuit of his goal of authenticity, he even polished up the handles of the silver shovels.

Amis was most useful, however, in his role of go-between to Sir Malcolm and Ben English, who had been commissioned to re-realise the score from the only existing authentic source, a Ms band part for trombone.  English’s orchestration of �Tacit 389 bars‘ was masterly.  English’s only other Sullivan work being of course his arrangement of The Pears Chorus for boy soprano, cor anglais and glass harmonica.

I remain, sir

Your humble servant

8.3 Albert Flowers saga
Douglas Whaley put things in perspective: Charles Schlotter’s wonderful Thespis Discography makes mention of the saga of Albert Flowers.  For those who missed the original thread on this, perhaps the archives of Thespis should include these two posts by way of explanation:-

[Ronald Orenstein wrote: “Try not to make any major discoveries till I return, and if I can find the score of Thespis in Hatchard’s I’ll let you know.”]

This posting followed:-

“I am only recently subscribed to SavoyNet, and I really know very little about Gilbert and Sullivan, but Arthur Sullivan was my great, great uncle, and on my father’s death I inherited many of his papers.  One of these is a musical score labeled Thespis.  Is this the one Mr. Orenstein is talking about?  The copy I have is all hand-written, and not professionally published.  Does this make it less valuable?  I have a whole suitcase full of old music that belonged to my great, great uncle.  

Albert Flowers

Tarzana, CA”

[This produced a minor sensation, though almost everyone understood it to be a joke (“Hand-written manuscripts have no value---go ahead and burn it,” for example).  Three days later I sent the following:]

Sadly, The Tarzana Daily Grapevine reports the tragic death of Mr. Albert Flowers, who perished in a fire at his home brought on by smoking a cigar while exploring 100 year old musical manuscripts.  On a brighter note, the suitcase in which they were kept survives untouched.

O.K.  We’re sorry for dashing your hopes (but wasn’t it fun for a moment to think it was true?).  Last month, I said to Jerry that we ought to post an April Fools’ Day message to SavoyNet, and he replied that we had to have someone find the score for Thespis.  We talked through the message and dummied up the post you saw, and Jerry figured out how to send it to Savoynet using a phoney name (we cleared all of this with Rafe, who said, “Sure.  Why not?”).

The responses were great fun to read.  We had a ball.

But we somehow envy you the momentary thrill of thinking that Thespis HAD been found.  We all believe (in our heart of hearts) that someday that post will be real.  Surely this treasure has not been lost forever.
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Appendix II 
Solution to Thespian Puzzle
(1) Rocky Mountain

(2) Chorus of Stars

(3) Apollo

(4) The Gods Grown Old

(5) Olympus

(6) Fred Sullivan

(7) Thespis

(8) Arcadee

(9) Mars

(10) Mercury

