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THE PLOT 



ANDREW CROWTHER:  After Utopia Limited, D’Oyly Carte said, “There is no doubt in my mind that what the public want now is simply ‘fun’ and little else.”  It seems clear to me that Gilbert made a deliberate effort to provide exactly that in The Grand Duke — the full Gilbertian bag of tricks.  But he was tiring of the old style now, and it all sounds a little jaded and second�hand.



The troupe of actors is from Thespis.  The idea of legal death is from Tom Cobb.  (One of Rudolph’s speeches is suspiciously close to one of Tom Cobb’s.)  The idea of arranged marriage in the nobility (with money problems involved) is from The Brigands.



Gilbert was 60 in 1896, the year of The Grand Duke.  In 1897 he “retired” to Grim’s Dyke, and though he continued to write sporadically, his career was effectively over.  He had, I think, more or less written himself out.



Of course, he could still write effectively, and there are many good things in The Grand Duke.  But the spark of brilliance, the indefinable note of genius . . .  Is it there?  I can’t see it.



DOUGLAS WHALEY:  I think it is interesting that both Gilbert and Sullivan realized that the libretto was the major problem with The Grand Duke.  Sullivan wrote a friend five days after the premiere “Why reproach me?  I didn’t write the book.  Another week’s rehearsal with W.S.G. and I should have gone raving mad.  I had already ordered some straw for my hair.”  Two days after the opening, Gilbert wrote to a friend:  “I am not a proud Mother, and I never want to see the ugly misshapen little brat again.”



Gilbert’s librettos get worse as he gets older and recycles more and more material.  Sullivan, on the other hand, was good until the end, with no obvious lessening of his wonderful ability to express a lyric in perfectly matching music.



ROBERT JONES:  I like the plot very much, but I do think it’s far too complicated.  How much does an audience understand after witnessing a performance?



JUDITH S. WEIS:  I think that most of the audience doesn’t realize that two statutory duels have taken place, rather than one, and are confused as to how Ludwig has managed to become the Grand Duke.



ROBERT JONES:  Not least because Ernest vanishes so early in the piece and doesn’t reappear until much later.  Many people, having totally forgotten him, must be very confused by his duet with Julia.  At least Rudolph is well established before his disappearance.  I never had a problem with this.  But you do have to listen carefully during the finale.



KELSEY THORNTON:  I saw this show for the first time in Buxton last year, along with three friends.  None of us had any difficulty in following the plot, whether there were one or two duels, just how many people were promised in marriage to Rudolph, and when, etc.  . . .I just found some parts of the show dragged immensely.



ROBERT JONES:  I actually enjoy the idiocy of the plot, though it could come out puerile if not handled well.  As for the duel . . . yes, it is rather lame, but perhaps it would work if the entire cast plays total morons.  Come to think of it, Ernest is the only one who shows signs of intellect, and he’s the first one to be caught out.  The Baroness doesn’t seem too stupid, but she must be to marry Rudolph (or the Prince, or any of them, really).  Julia may appear intelligent, but that’s just a language barrier.



PAUL McSHANE:  In my view, only three characters really come to life — Rudolph, Ludwig and Julia. Rudolph has a lot in common with King Gama, but is more snobbish, less assertive and less misanthropic.  His niggardliness gives him a unique place in the list of Gilbertian characters.



Ludwig is over�exposed in the opera (like Frederick in Pirates), but is a cheerful, likable and personable individual, with plenty of ideas and views of his own.



Julia has more passion and fire than any other Gilbertian female apart from Katisha, and is possibly the best dramatic soprano creation in the G&S repertoire.



That makes three first�class characters, but I feel that the rest are relatively uninspiring, and fail to sparkle in the libretto.



Ernest is a fairly average tenor part (although he has some good moments in the First Act, and is not nearly as insipid as Alexis, for instance).  The Baroness puffs and blows like a typical Gilbertian contralto, but her character is forgettable.  Lisa is the most miserable leading lady in G&S.  Others, led by the Notary, have some good dialogue, but their personalities do not impress themselves on us.



Compare this with other operas in the canon, and you’ll see that one of Gilbert’s (relative) failings in The Grand Duke is the lack of memorable Dramatis Personae.



BRUCE WALTON:  I think of the book of The Grand Duke as a good idea, poorly executed.  The potential humour of Ludwig’s multiple wives problem is considerable and Statutory duels are a very funny idea, but I have never seen or performed in any production where this good material has really worked.  Here are three reasons why (related to Gilbert’s material, not to performance practice).



Firstly, as others have mentioned, the Monte Carlos’ are not properly explained — one easily�missed reference in lib in Act I and then nothing till they suddenly show up near the end, throwing the audience into confusion.  Other similar “time bomb” plot devices in other Savoy operas are much more clearly introduced (eg “Long years ago” when Patience sets up the Grosvenor love interest, ‘“I stole the prince” when Don Alhambra sets up for Inez).  Was WSG getting a bit sloppy in his old age?



Also, the “According to professional position” excuse for why Ludwig’s got to marry Julia seems pretty unconvincing to me.  Maybe this rang more true to a Victorian audience, when this kind of “pecking order” thing was more common practice in theatrical companies.



Lastly, the fact that the company are doing Troilus And Cressida, and then Ludwig’s decree that everybody’s going to wear the costumes from it, are both thrown away rather by WSG, and consequently are easily missed.  The average audience member could be forgiven for being completely bemused by the opening of Act II, unless they’ve read the programme notes carefully.  Besides which, I don’t think it’s funny.



DR. CLIVE WOODS:  My contact with The Grand Duke is limited to reading the script once, playing through the score once or twice only, hearing one or two of the famous numbers in concerts, and attending one complete performance (at Otley, near Bradford, last year).  I think the sausage rolls device is plausible — it’s no sillier than some of the “identification” routines that secret agents set up in the more humorous spy novels, and of course it is meant to be ridiculous.  The Statutory Duels I find harder to accept, both because of the concept itself (which as far as I know is unique) and because I think it’s unlikely anyone would get as far as actually taking part in one without finding out the precise regulations beforehand.



The plot I understood at first reading.  I’m not saying I spotted every little nuance, nor am I saying it is worth a Nobel Prize, but it was no harder than an average short story.  Of course, in reading a script, one has the luxury of going back to check things that happened earlier, which one doesn’t have in a live performance, but I didn’t have to do that much.  The plot was also clear in the Otley production, but they had done an intelligent editing job, adding a “music�hall” type MC to summarise at crucial points.



ANDREW CROWTHER:  Max Keith Sutton noted in his article “The Significance of The Grand Duke” that its plot has strange similarities with ancient “fertility ritual”: “The decrepit Rudolph has the role of the Old King whose death signifies the end of the year, the defeat of Winter in the ceremonial contest with Spring . . . Rudolph undergoes legal death in the mock duel — the moment of ritual sacrifice — and the plump, sausage�devouring comedian takes over as duke for a day and Lord of Misrule.”



I usually find these anthropological/mythological interpretations pretty unconvincing, but in this case the similarity seems surprisingly clear.  Rudolph is the Old King — ill, worn�out, universally despised — and he is replaced by Ludwig, a figure of comic extravagance — suspiciously like the Fool’s Bishop of the medieval Feast of Fools, who is given the trappings of power for the duration of the feast.  The Feast of Fools is usually described in terms of the normal rules of society being turned upside�down — a very Gilbertian concept.  But when the Feast is over, the old authorities return, and, the licensed rebellion having released everyone’s aggression, they remain nicely docile for the rest of the year.  So in The Grand Duke, Rudolph is restored to his position of power, and we hear nothing more about revolution or nasty things of that sort.



I wonder if Gilbert could possibly have been dipping a little into Sir James Frazer’s The Golden Bough, the first volumes of which appeared in 1890?  Fertility rituals like the above were the meat and drink of The Golden Bough.



THEODORE C. RICE:  I hadn’t thought about a connection between Rudolph and the Fool’s Bishop tradition, but once pointed out, it seems entirely clear.  It could, of course be the old rite, in which the now useless king is killed by the incoming king, but the killing would be anathema to Gilbert.



I went over the book and D’OC CD together a couple of days ago, and I can’t say anything bad about The Grand Duke.  The music is new, fresh, bouncy, and sparkling.  The dialogue, if not all the above, is certainly no worse than any of the others; the plot is certainly no more inane than, say, Princess Ida.



ARTHUR ROBINSON:  The plot of The Grand Duke seems straight�forward to me (and I’ve had trouble figuring out other authors’ plots). My theory (which some of you may disprove) is that anyone who pays attention in reading or watching The Grand Duke will find the plot simple, but that because much of the dialogue is dull, readers will skip ahead and miss important plot points (if they miss the brief reference to the Princess of Monte Carlo in Act I, the last half of the second act will make no sense), then claim the plot is too complicated.  (I have known readers of tightly�plotted detective stories to skip to the end, not understand the solution because they missed the set�up, and complain that the plot makes no sense.)  On the 1994 Savoy Company tape of The Grand Duke, I believe the adjudicator said he had read the play three times and not understood the plot, but it came across clearly in the production.  I wonder how carefully he read it.  (The production made some judicious cuts, which helped — though they also left out a few of my favorite lines.)



My opinion, the libretto is uneven, with a lot of terrible dialogue and a few bad lyrics (I voted “The die is cast” as the worst in G&S; also the forced rhyme “diskiver” is atrocious — at least “ghoest,” though desperate, is amusing).  But there are a lot of excellent lyrics and plenty of funny lines, and though the plot takes a while to get going, I like the four�wives payoff; so if the libretto is carefully pruned, the show will hold modern audiences.

�

GRANDLY DUCAL



DIANA BURLEIGH:  When I was about 10 years old, I saw a production of Iolanthe which had a mighty impression on me.  In fact it was done by a secondary school with an all-girls cast, but it is still possible that it was as wonderful as I thought at the time.  It encouraged me to take the libretti out of the library and read straight through them.  I thought Mikado sounded rather a bore, but was very taken with The Grand Duke for some reason now forgotten.



I had the chance to see Grand Duke at the higher end of my teens, by which time I had become a regular aficionado.  I again loved the work, though I was able to see some weaknesses in it.  The D’Oyly Carte concert version was also wonderful as others have recorded.  It wasn’t until 1981 when the Victorian G&S Society decided to do the work and invited me to direct that I became closely involved.



Finding a way to put over a production is very different from appreciating the work and after some debate internal I decided the opera was about people being other than what they seem.  (This worked for me, I don’t claim it as the only way to do the piece or even the best way).  Obviously actors are people who take on roles professionally and in their plans to overthrow The Grand Duke, they intend to continue with their company’s structure (according to professional position).  The Grand Duke himself appears a tyrant and an iron-willed ruler but in fact is a scared little man, and so on.  I set this up by placing the theatre in a corner of the town square with the stage door evident and a skip on the portico.  This was used as a prop and the Troilus costumes pulled out of it at the end of the act.



We based the Duke on Kaiser Wilhelm.  He had certain physical problems dating from his birth which he was always at pains to hide.  We decided that Rudolph was a timid and ineffectual man who had been told by his mother “be a king, be a ruler” and tried to hide his natural demeanor.  He was dressed in Germanic military uniform with a by helmet surmounted by a golden eagle (dubbed by the company “the pregnant chicken”).  A convention was established that when he wore the helmet he was on duty as the absolute monarch and could bully his servants and everyone else unmercifully.  When he took it off, he was the little man scared of assassination and every strange noise.  From this a lot of business was developed which was extremely funny (I was lucky to have an excellent cast).



All this was carried through to the second act which took place on what was an obvious theatrical set resembling a Greek temple, and the props were also obviously stage props.  Julia had indicated when the Troilus costumes were produced that she didn’t like them and in defiance of Ludwig’s decree made a grand entry dressed as Madame Pompadour.  The chorus dropped their assumed courtier role to show they thought this was just the sort of thing Julia would do!  Lisa stormed off and returned later in her own favourite and totally anachronistic costume.  



The Monte Carlos added to this.  They had attired themselves with the help of the costumer in the whatever the last work performed by the theatre Monaco had done.  (OK it matched the rest of the theme but our Prince of MC was rather large and difficult to costume and had just done some Russian musical, so he and his retinue were attired like Cossacks). 



It was not necessary for the audience to follow exactly what was in our minds, but this gave us the basis for coherent action and allowed us to develop a great deal of humour which was in keeping with the work as a whole.  It also helped the cast develop strong characterisations in a work none had ever done before.  For us and our audience it worked, which is the bottom line.



PHILIP STERNENBERG:  Some pre-production versions of Grand Duke give the title character the name “Wilhelm.”



RONALD ORENSTEIN:  I understood that Rudolph was based on quite another Wilhelm, the genuinely penny-pinching Grand Duke Wilhelm of Hesse-Cassel (who was apparently nicknamed “halbpfennig” for his stingy ways — the original draft even calls the Duchy “Hesse-Halbpfennig”).



J. DERRICK McCLURE:  I really enjoyed Diana’s on The Grand Duke: her identification of the central theme of the opera, that people are not what they seem to be, hits the nail on the head; and her account of the way this idea was built into the production makes for a description of what must have been a brilliant performance!  Interesting analogy of Rudolph with Kaiser William, whose complex and fascinating character was certainly shaped to quite an extent by his birth-damaged arm — remember that Gilbert’s original idea was to call the Duke Wilhelm!  Could there also be something of Nicholas II in him, exhorted by his wife to “Be Peter the Great, Ivan the Terrible”, as if you could tell a pussy-cat to be a sabre-toothed tiger?



DIANA BURLEIGH:  Incidentally, we couldn’t find any evidence of a previous production and claimed ours as an Australian premiere.



PAUL McSHANE:  Sorry (but not very) to scotch this claim, but I played Ludwig in a Sydney performance by Proscenia Theatre in 1965.  Interestingly enough, the Notary was played by Richard Divall (a gentleman well known to Diana), who went on to become an Australian Musical Personage as conductor of the Victorian State Opera.



RONALD ORENSTEIN:  In 1973 or thereabouts a group in Sydney, whose name escapes me, performed a truly unique (though not terribly successful) program consisting of a double bill of one-act condensations of Sorcerer and Grand Duke!



DAVID CRAVEN:  I played the title role in a production in 1984, and at this time, we thought it was the Australian premier, but had no evidence for this.



The production was unfortunate in that the MD/Director omitted the Roulette Song, which I think is the highlight of the show.



DIANA BURLEIGH:  Thanks to Paul and Ronald for giving me details of earlier GD’s in Oz.  



(Bummer!)



ANDREW CROWTHER:  Just some things which occurred to me, listening to the DOC recording of The Grand Duke this evening.  Gilbert’s often accused of being “cynical”, most of the time unjustly I think — there’s usually a saving affection for the people he mocks.  But there are parts of The Grand Duke which do seem to me cynical in the worst sense.  The Ernest/Julia relationship, with Julia’s insistence that all her displays of love to Ernest are simply testimony to her tremendous acting skills, and Ernest’s enthusiastic willingness to accept this arrangement (“I’m the happiest fellow alive!”) without bothering his head about ensuring her happiness — this is very distasteful.  Julia’s song “How would I play this part”, elaborating this, is frankly a non-love song — it all boils down to “I don’t love you” — and in at least the following stanza I think Gilbert steps over the line separating the amusing from the disturbing:



	“And should there come to me,

 	   Some summers hence,

	In all the childish glee

	    Of innocence,

	Fair babes, aglow with beauty vernal,

	My heart would bound with joy diurnal!

	  This sweet display of sympathy maternal,

	Well, that would also be

	    A mere pretense!”



Sullivan’s setting of this verse, with its lapse into a bitter minor key at the start, seems to pick up on this atmosphere. (Something I’m not sure about: are we supposed to believe Julia’s insistence that all this is acting?  Perhaps she really does love Ernest, but is perversely unable to say so straight out?  Gilbert doesn’t make this clear, and I don’t know what answer we’re supposed to reach about that.)



The Ludwig/Lisa marriage seems equally doomed to failure.  We are consistently told throughout that Ludwig is an arrogant, selfish man with no conception of life beyond the satisfying of his own appetites (“He’s one of those exalted natures which/Will only yield to kindness!”).  Will Lisa really be happy loving him blindly, dumbly, deafly (as opposed to madly, truly, deeply)?  I must doubt that.  The only couple clearly destined for each other are Rudolph and the Baroness — but in the libretto as Gilbert wrote it Rudolph seems to end up at the final curtain with the Princess of Monte Carlo.  One might make a strong case for saying that there are no “happy endings” at the final curtain at all.



I think the main problem with the libretto, over and above the flabbiness of the writing and the over-complexity of the plot, is that it’s an attempt to return to the old topsy-turvy style which Gilbert now seems frankly tired with.  It’s an attempt at rollicking entertainment, which has gone somehow sour in the barrel.



In fact, I was reminded of a review of It’s a Mad, Mad, Mad, Mad World written by J.B. Priestley, and which I read recently.  Noting that the film was “not really funny at all, but violent and cruel”, Priestley suggests that the film-makers, attempting to emulate the innocent old silent comedies, were unable to revive the old style, but in the attempt to do so “began dredging up out of the dark of their minds more and more disgust and contempt and hatred”.  They tried to make “an explosive celluloid of belly laughs”, but because their hearts were not really in the attainment of such an innocent goal, they ended up with “a savage satire of the kind of society, really a sort of Hell, we are striving so hard to maintain”.



It occurred to me that perhaps something like this happened with The Grand Duke.  Gilbert was clearly trying to write a purely entertaining opera, in the old style, but there was a lot of bitterness trying to find an outlet, and he was no longer comfortable with the old style.  My evidence for saying this is the libretto itself.  If he was not bitter, why is there so much bitterness in the libretto?  I don’t think he put it there deliberately: he didn’t sit down to write a savage indictment of selfish, immoral, unfeeling behaviour — he didn’t set out to write a flop.  It just worked its way out of Gilbert’s mind and onto the page.  In its own way, the comedy is much more cruel even than his great satire on selfishness, Engaged.  It portrays a cold, brutal world where no one seems inclined even to pretend to like each other any more.



There are good things in The Grand Duke — chiefly, I must admit, the music.  But I am not at all surprised that it failed.  The technical weaknesses of the libretto don’t matter so much — there have been worse librettos in that sense which have succeeded brilliantly in the theatre.  But the opera leaves the audience feeling slightly sour and not at all happy with itself.  A Sondheim audience might be able to cope with that, but not, I suggest, the usual G&S audience.



MICHAEL WALTERS:  In The Grand Duke, Gilbert is holding up to ridicule the 19th century prima donna actress who sees everything in life in terms of theatrical convention, and who must, by reason of the fact that she is the leading actress, play the leading part in every production, however unsuited she may be to it.  I don’t think one is meant to look at the personal relationships realistically.  The point is that in a stage production one may be required to make passionate and convincing love to someone whom off-stage, you can’t bear.  That you succeed is a tribute to your acting skills.  Gilbert’s joke is the absurdity of applying this to “real” life. 



DIANA BURLEIGH:  I don’t agree that it is not a good work but I think there is something in the theory that Gilbert was trying to return to his old style (having deliberately broken the mold with Utopia) and some of the over complexity is a result of trying to force his humour.  I also think he omitted to go through his usual polishing stage and what we have is rather raw.  All the stuff about the binoculars and drains can be cut without any loss.



Michael Walters, with whom I have disagreed in letters for at least 20 years, may be surprised to know that I absolutely agree with his comments about Julia and love.  But then it fits with my previously posted notion of the whole opera being about acting and seeming.



SAM L. CLAPP:  Always one for putting in my oar, I must bring up my own notion of The Grand Duke, now somewhat influenced by some of your recent enlightening posts . . .



What if The Grand Duke is Gilbert’s commentary on the personal constructs around him?  It can scarcely be denied that Ludwig’s unending sicknesses (if you will) and the Roulette Song could refer to Sullivan . . . the company which has certain people play certain parts because those actors demanded it could refer to the D’Oyly Carte!  Gilbert — ever the c.y.a. expert — buries this satire among others, just as he has done in all the other Savoy Operas. . .  Or is this overly topsy-turvy opera a parody of topsyturveydom itself?



My thesis is that in Grand Duke, it gets personal . . . . 



ANDREW CROWTHER:  Diana’s view of The Grand Duke is, in my opinion. Role-playing in one form or another is surely the big uniting theme of the opera.  In fact, I think this is one of the reasons why I don’t like the opera very much.  It all seems rather self-regarding and self-indulgent — in keeping with the “decadent” mood of the 1890s, perhaps, but as far as I’m concerned not very interesting of itself.



Looking at the song “Were I a king in very truth”, with its allusions to actors who won’t rehearse properly and actresses who insist on wearing revealing tights, it occurred to me — could Gilbert have been thinking all the way back to Thespis in 1871?  The cast was certainly under-rehearsed, and Nellie Farren played Mercury in a costume which drew great attention to her legs, in accordance with the preoccupations of the day.

 

�

STAGECRAFT 



AARON HUNT:  Rudolph has been one of my favorite of the patter�roles to play.  There are many opportunities for fun and a full�fledged characterization, and the few places that have afforded me difficulty are balanced by both the libretto and the score.



While the opening patter-song is terribly difficult to get across to the audience with it’s unreliable rhyming scheme, from the standpoint of introducing the character, the piece is a real treat.  The following monologue is a real bugger to memorize, with all of those reoccurring lackeys to remember in precise order, but when it all comes to mind, the ability to build an accelerando throughout the monologue gives the patter�boy that chance that the previous patter�song does not.



The scene with the mezzo is one of my favorites in the canon.  It is a fine example of Gilbert showing a genuine affection between two people based on mutual interest and familiarity, clouded covertly in a fog of forced acceptance.  The duet is a real hoot, my favorite place being Rudolph’s “Go on!” in answer to the Baroness’ claim to have indulged in “table beer”.



Rudolph is gifted by G & S with his own “nightmare” song, and, if used to really outline the character, this can be a fine moment.  If the verses are given in different tempo and feel, there is really no reason to cut this piece.



The Act I Finale with it’s nauseating recit that begins with that nasty rolled “r” is not at all fun, I only hope that it is funny for the audience.  Also, the tessitura in the finale is strange after the music that has come before it, and the little “cannon” with Ludwig about the faux “insult” was difficult for me to negotiate.  I prefer this little bit at a fast pace, rather than making it a sudden largo.



The finale E major patter is another shift in tessitura, but is rewarding after the nice rest that Rudolph has been given.  Whether Rudolph ends up with the Baroness or the Princess of Monte Carlo, I always feel properly sated and ready for some “table beer” of my own.



HARRIET MEYER:  At the risk of embarrassing this nice gentleman further, we thought his Rudolph absolutely outstanding, and now we know why!  You made it look easy!



TOM SHEPARD:  NYGASP last season was quite excellent.  NYGASP made up Rudolph to look like WSG.  Very clever.



RONALD I. ORENSTEIN:  When I played the Prince, back in the Upper Pleistocene, my biggest laugh came on “This is a charming specimen — an antique, I should say . . .”



BILL SNYDER:  The end of #20 has the chorus enter, then #21 is the Baroness’ Drinking Song, admittedly with only five measures of 4�part harmony.  Without break come #22 with chorus and #23 with chorus.  Then in come the Prince of Monte Car�lo and his Be�eu�tiful daughter, Ben Hashbaz and the Six Supernumeraries.  That’s 8 men offstage (9, if you count the Herald) during all the preceding chorus music.  How big a men’s chorus did Sullivan have?  With amateur G&S it’s always a crap shoot on how many men you’ll have.  As I see it, you’ve got 9 of your best men singing from offstage.



NEAL MADRAS:  The 1980 Cornell production cut Ben Hashbaz entirely, and made due with four supernumeraries, of which two were women.  (I don’t recall if the music for the supernumeraries was cut or not.)



BRUCE WALTON:  I once played the Prince in a society which barely had 9 men in the whole cast, never mind in the chorus.  To solve it, the director (a certain Mrs Watson) drafted in her two children and two cousins, all aged 7 to 10.  They came on in a line behind us and mimed, while the real chorus (who hide behind the drapery to catch the newcomers by surprise, you’ll recall) did the singing.  The only adults onstage were me, the Princess whose name was Lindsay, a tubby Scottish guy playing Viscount Mentone, and a very short chap called Richard as Ben Hashbaz.  The following alternative lyrics for ‘We’re rigged out in magnificent array’ were composed:



	Now here come Bruce and Lindsay passing by —

	With Little Richard and a fat old Scotsman, 

	And just to make all the grannies sigh — 

	Four very cute young Watsons!

	(We’re the very cute young Watsons!)

	We are there when all else fails 

	And you can’t get no�one else 

	Four very cute young Watsons, 

	Four very cute young Watsons!



�



CUTS & ADDITIONS



NEIL ELLENOFF:  What would you cut in The Grand Duke?  I think it is unrealistic to suggest an uncut version.  Some of us would be fascinated (including me) but the point would be to make it a viable play.



MARC SHEPHERD:  My feeling is that The Grand Duke has only one absolute loser number, “At the outset I may mention” (Ludwig’s song near the beginning of Act II).  I cannot imagine that number working, no matter who performs it or how it is performed.



I would also make the same cuts in the Act I finale that the D’Oyly Carte recording makes.  I believe, but am not positive, that these cuts date from the original production.



All the remaining material in the opera can work well if you have the right performers.  Ideally, the director knows her cast and can choose the cuts based on the strength of the company.  Candidates for the pruning knife are:

	

¨	One or the other Ernest/Julia duet.

	

¨	1/2 of the Rudolph/Baroness duet (as done in the recording)

	

¨	The dance at the end of the Rudolph/Baroness duet.

	

¨	A verse, or all, of  “Take care of him” (Lisa’s Act II song)

	

¨	At least one verse, if not all, of Rudolph’s Act II patter song.

	

¨	Julia’s Act II aria (a great number, but needs a great soprano)

	

¨	“A pattern to professors of monarchical autonomy”

	

¨	“When you find you’re a broken-down critter”

	

¨	A verse of “Come bumpers, aye, ever so many” (I wouldn’t cut the whole thing, as Gilbert did)

	

¨	The Roulette song (a horrible cut, but you have to list it, because Gilbert himself did)

	

¨	“We’re rigged out in magnificent array” (one verse, or all)

	

¨	Some pruning in the Herald’s song is possible.

	

¨	You can cut a verse each in “About a century since” and “Strange the views some people hold”

	

Now, I wouldn’t cut all of this material, by any stretch of the imagination.  However, this is the “cuttable” material, and the director needs to decide what to retain.



Then, there is the dialogue.  At a bare minimum, I would cut all references to Julia’s “English” (i.e. German) accent.  



MIKE STORIE:  An interesting discussion of ways to salvage The Grand Duke.  Just to show how backward we are in the North Woods, we added an entire scene with a page and a half of dialog and one entire song.  The audience loved the show and we intend to repeat it season after next.



In general, we did trim: 



¨	The second verse of “Strange the views some people hold,” by Julia, Lisa, Ernest, the Notary and Ludwig.

	

¨	A verse of “Diamonds, Hearts, and Spades, and Clubs.”

	

¨	The second verse and chorus of “Big bombs, small bombs.”

	

¨	The second verse of Ludwigs song “At the outset I may mention,” leaving the first and third.

	

¨	The second verse of Lisa’s song “Take care of him.”

	

¨	Plus a few minor tweaks in the dialogue.

	

Then we added:



After Julia and Ernest’s song “A voice from the tomb,” Julia exits and Rudolf wanders in.  He and Ernest lament their “defunct” status and Ernest breaks the news to Rudolf that the law has been extended till 1996.  They conclude that the only course is to defy the law come back to life.  Neither has the stomach for doing something so unthinkable as defying the law!



Fortunately, the Notary enters at that point and offers to find them a loophole (for a small fee).  Rudolf has problems with the fee but finally relents and so they plan a coup d’etat between them.  



In discussing their plan, they sing “With wily brain upon the spot a private plot we’ll plan,” from Utopia.



It fits very well with no change in lyrics.  At the end of the song the women’s chorus enters and sings “Now bridegroom and bride let us toast in a magnum of merry champagne,” just prior to the Herald’s song.



The roulette song was not only retained but we had a fully operating roulette table and a game was played during the song.



The roulette song, the supernumeraries, the welcome ceremony for the Duke of Monte Carlo, and the scenery chewing of Julia Jellicoe (with a very German accent) stopped the show.



The added material came to just over six minutes of running time.  The entire show, with 20 minute intermission came to 2 hrs and 40 min.



ARTHUR ROBINSON:  I take it this is (or is based on) the revision published in Peter Kline’s book on G&S production?  (Did you also include the “Now step lightly, hold me tightly” bit from Haddon Hall?)



MITCHELL SCOTT GILLETT:  This scene can be found in Peter Klien’s G&S production book, along with the lyric theater’s additional 15 min of extra plot complications.  Like this show needs to find that there are really “2” hereditary Grand Dukedoms and Dukes, and a kidnapping, and a potential war, . . . etc.  Sheesh!



J. DERRICK McCLURE:  I think the practice of adding a bit to the second act has been tried a few times.  In the old recording by the Lyric company of (was it?  I’ve been wrong about this before) Washington DC, Rudolph, Ernest and the Notary had a scene in Act II, in which they plotted Ludwig’s deposition: the musical number was, as in Mike’s version, “With Wily Brain”.  More recently, Glasgow Orpheus Club, a G’n’S company older than The Grand Duke, added a scene where Rudolph and Ernest met in the town cemetery and lamented the lot of defunct dukes and managers, singing the “Stroller’s Song” to a very attractive setting (I don’t know by whom, sorry).  Following this, the Notary entered and, under dire threats, agreed to think of a way to bring them back to life.



This Glasgow production also had some trimmings of the music (but the Brindisi, the Roulette Song and Rudolph’s final patter-song were all left in) and extensive trimming of the dialogue: a brief interpolation in Act I, too, where a messenger appeared and announced to Rudolph the imminent arrival of the Prince of Monte Carlo — not a bad idea, as an audience seeing it for the first time could well lose the connection between Rudolph’s explanation of the Monte Carlo business to the Baroness in Act I and the arrival of the Prince and Princess in Act II.



It may need some editing, but if judiciously done, experience always seems to show that there’s the makings of a very good opera here.



BILL SNYDER:  Hmmm.  Sounds like Wolfson at work.  When I did a summer at College Light Opera Wolfson supervised the cuts, removing most of Julia’s more demanding music and some other things which, if pressed, I could remember.  Added was that same scene with Wolfson’s own setting of the song.  It was not a bad setting, but I wouldn’t call it particularly attractive.  Then again it may be someone working from Wolfson’s same sources.  Does anyone know the history of that specific scene?

�

NOT EXACTLY PC?



DAVID CRAVEN:  I also agree that Ludwig’s and Lisa’s waltz at the end of the opening chorus is the first item to be cut.  The lyrics are definitely not PC.  (Politically Correct)



ANDREW CROWTHER:  Aren’t they?  Surely the point of them is to show how unfair it is to expect Lisa to bear the brunt of Ludwig’s insults blindly, dumbly, deafly.  And it occurs to me, looking at the lines, that there’s a typical Gilbertian paradox in saying that Lisa should be so utterly passive and then concluding with the lines: “Thus and thus and thus alone/Ludwig’s wife may hold her own!”  In reality she could only “hold her own” by giving as good as she got.  Gilbert wasn’t quite the unthinking male chauvinist he’s often made out to be.



(Not to say this Chorus is a great masterpiece from Gilbert’s point of view: I always wince at the rhyme “leftly/deafly”.)



J. DERRICK McCLURE:  The notion that the Ludwig-Lisa duet should be cut because it’s not “PC” is bunk — one of the daftest examples I’ve seen on the Savoynet of the crazy things folk can say and do when they let perverse modern ideas of propriety eclipse their historical sense, their artistic sense, and even their common sense.  That said, I must acknowledge that the treatment of Lisa makes me just a bit uneasy: surely Ludwig, to whom she’s patently devoted, could show some consideration for her feelings?  As she sings in one of the “lost” songs:

        

	Alas, poor Ludwig’s fate!       

	Although I was his flame,

	He put me by

	With scarce a sigh,

	To yield to Julia’s claim.



And note — she’s sorry for Ludwig, who has treated her quite callously, and has not a word of reproach for him!  (Gilbert restores the balance at least partially by making Ludwig sing, in the same number,

        

	I’m not, mayhap,

	As clever a chap

	As I supposed I was!

	

If only that had been kept in!



BRUCE I. MILLER:  If the criterion for cutting G&S lyrics is that they are “not PC”, how much would be left of Princess Ida — or for that matter, of passages in any of the operas which touch on PC-sensitive topics?  



This particular passage happens to be one of the defining moments in Grand Duke, as it announces the stylistic departure taken by the authors from their previous work (aside from being fun and attractive).  It is one of those musical moments which ought to be retained in any reworking of Grand Duke.



NEIL ELLENOFF:  This sounds very interesting, Bruce, if you have the patience I love to hear more.



MARC SHEPHERD:  I’m sure Bruce’ll pipe in, but I suspect he’s referring to the number’s Viennese Operetta style.



�



WHO WEDS WHOM?

 

LISA BERGLUND:  I don’t know if the following is “standard” — I’ve seen versions of it in the two GRAND DUKES I’ve attended.  After Rudolph pairs off with the Princess, the Prince asks the Baroness out to dinner (he’s been eyeing her approving ever since requesting the catalog of the museum).  The Baroness at first demures, exhibiting some lingering affection for Rudolph, but the latter stage�whispers, “Caroline, he’s offering to buy you a meal!”  And of course she flings herself into the Prince’s arms.  Makes sense to me.



RONALD ORENSTEIN:  In the Canadian premiere of The Grand Duke in the late sixties, the Prince (me) paired off with the Baroness.  I believe this may have been what Gilbert intended, though I have no evidence for saying so.



KEN KRANTZ:  This brings up the issue of re�arranging the couples at the end.  I first saw this idea mentioned years ago in Peter Kline’s book Gilbert & Sullivan Production.  He noted that Rudolph and the Baroness are well suited and contrives to arrange things so they remain an item.  However, a change in the final pairing requires substantial changes to the dialogue.



Kline wrote new dialogue for the final scene.  In his revision the Notary reveals that Ernest is actually the long lost heir to a neighboring grand duchy and, for legal reasons beyond the grasp of laymen, the marriage contract with the Princess actually applies to Ernest rather than Rudolph.  Ernest marries the Princess, and he and Rudolph will rule jointly over a united grand duchy.  The Prince will be the power behind the throne and Julia decides that being the wife of such a political wheeler�dealer is a sufficiently dramatic role so she agrees to marry the Prince.



I admire the ingenuity of all this but — Well let me put it this way: when I try to think of the things that might improve The Grand Duke’s chances of success, “more dialogue and additional plot complexities, preferably right at the end” is not among the ideas that strongly suggest themselves.  Also, large stretches of interpolated dialogue never seem to blend well with Gilbert’s original.



The only staged Grand Duke I have ever seen (the Washington Savoyards production last spring) kept the final pairings as originally written.  I agree that Rudolph and the Baroness deserve each other, but I think tampering with the ending to achieve that end is more trouble than it is worth.  However, I am open to conviction.



MARC SHEPHERD:  I’ve always felt that Kline was onto something, but his cure was worse than the disease.  Kline is right — Rudolph and the Baroness seem genuinely to deserve each other.  And, granted, Gilbert’s dialogue in the final scene is awful.  Unfortunately, the last thing the opera needs is a lot of complicated dialogue at the end, and that’s exactly what Kline gives us.  So, I prefer to just leave the ending as Gilbert gave it to us, warts and all.  However, I’ve never seen Kline’s ending performed, so this opinion is derived just from reading it.



Should everybody pair off at the end?  I happen to believe that, in general, they should.  At any rate, if you buy this theory, then the pairings you typically see are:



¨	Rudolph/Princess

¨	Ernest/Julia

¨	Ludwig/Lisa

¨	Prince/Baroness



Gilbert doesn’t give us the last of these, but as they’re of similar ages, it makes sense.



I’ve probably seen five or six productions, but I’ve never heard the interpolated lines Lisa quotes above.  However, I think they’re hilarious and in perfect spirit with the story.  They don’t require anything like the total rewrite that Kline proposes, so I’m all for ‘em.



ARTHUR ROBINSON:  Actually, in the original libretto (as published in Reginald Allen’s First Night Gilbert And Sullivan), the stage directions have the Prince of Monte Carlo flirting with the Baroness.  This stage direction apparently was cut when the line accompanying it was cut.



I’ve always found Gilbert’s cuts to The Grand Duke bizarre — maybe he was so exhausted by the ordeal of putting it on (as suggested by his calling it an “ugly misshapen little brat” in a letter shortly after the opening) that his usually acute judgment was impaired.  It’s always seemed to me that in the original (first night) version, much of the Act I dialogue is unnecessary and/or terrible, but the dialogue improves in Act II.  Yet when Gilbert revised it after the opening, he left Act I practically untouched, cut three songs from Act II (the Prince’s song is the best, but I enjoy the other two as well), and butchered the dialogue at the end. Not only did he cut some good lines (the exchange in which Julia makes Ernest promise to provide her with “strong scenes of justifiable jealousy” strikes me as one of the funniest in the show, and as I recall there was also an amusing exchange between Ludwig and the Notary — “lawyer jokes” in 1896), there’s been discussion about whether the plot of The Grand Duke is confusing.  Maybe these cuts have contributed to this feeling.



MICHAEL NASH:  I’ve seen The Grand Duke twice so far, once by Manchester University G&S at the Rowntree Theatre, York, in 1991, and once by an American society (I quite forget their name) at the Buxton Festival in 1994.  I thought it was a terrific show on both occasions.



As far as the final pairings are concerned, Manchester University’s production had Rudolph pair off with the Baroness, without any change of the final dialogue.  He says, “Well, you’re an attractive little girl, you know, but you’re as poor as a rat!” and spurns her, retiring upstage with the Baroness.  The Princess of Monte�Carlo then bursts into tears.  Ludwig marries Lisa and Ernest marries Julia, leaving the Prince and Princess alone bereft, and thoroughly cheesed off, to say the least.



DAN KRAVETZ:  This is an unfortunate result of using libretti with post�first�night cuts.  In the complete original version, Rudolph does tell the Princess she is “as poor as a rat,” but her father interrupts to begin telling Rudolph about his new fortune from roulette.  When the dialog was trimmed, the Prince’s roulette song had also been eliminated, so we are left with the false impression that Rudolph doesn’t want his daughter.



PHILIP STERNENBERG:  Actually, Gilbert does give us the last of these — but only in the First Night libretto.  The stage directions state that the Prince “flirts with Baroness.”  This was cut with the bit where the Princess gives Rudolph a small Roulette wheel.



Where does it say, though, that the Prince isn’t already married, with a wife (Grace Kelly?) waiting back in Monte Carlo?  Considering the haste with which the Prince had to take his daughter to Pfennig Halbpfennig, and the extra cost that taking her mother along would entail, it’s entirely reasonable.



TOM SHEPARD:  But here is the Gilbertian rub: In virtually all of their prior works, there is a sense of justice in the way people pair off at the end.  They may love each other, or they may, sometimes in a negative sense, deserve each other — like Merrill and Carruthers.



But Rudolph and Caroline were ostensibly in love whereas the Princess of M.C. and her father are just visiting upstarts.  There is no legal or emotional satisfaction for us if we see Rudolph and the Princess pair off, leaving Caroline and the Prince dangling together.  I feel that if Gilbert had had a chance to react to the problems, he would quite possibly have repaired the “happy couples” at the end.



J DONALD SMITH:  But remember that there is a valid contract between Rudolph and the Princess, since she turns up before it expires.



Besides which, there is the “Age Problem” — remember that he was “betrothed in infancy to the Princess of Monte Carlo.”  I would assume that it refers to both of them.  So a twenty�one year old Rudolph (“I am very young, but not as young as that . . .”) is going to marry the elderly Baroness for her money, and is perfectly happy to dump her for the now immeasurably wealthy young Princess.  In this case, at least, Gilbert is perfectly consistent in having Rudolph paired up with the Princess.

�

THE SCORE 



TODD B. SOLLIS:  Before automatically dismissing all of The Grand Duke as “bottom of the heap”, do yourself a favor and listen to Sullivan’s score.  Once you get past the admitted idiocy of sausage rolls and the statutory duel, I promise you, you’re in for some special musical pleasure.



TOM SHEPARD:  The orchestration is among Sullivan’s finest.



NEIL ELLENOFF:  Pretty close to first rate.  I think it is the best score Sullivan wrote with anyone in the 90’s with the possible exception of Ivanhoe, if that is indeed 90’s.



ROBERT JONES:  If our lists of best/worst were based solely on Sullivan, I’d put The Grand Duke in the top three or four.  Even given the problems of the book.



MARC SHEPARD:  Incidentally, I think The Grand Duke has the third�best Savoy overture (after Yeomen and Iolanthe).  It is a marvelous piece of work, with Sullivan integrating the tunes into a coherent framework.  It isn’t just a potpourri.



TOM SHEPARD:  I fully agree.  The Overture is wonderful.  Actually, on a number�by�number basis, there is a tremendous amount of worth music in The Grand Duke, and there is no question in my mind that Sullivan really gave this piece his best shot.



BILL SNYDER:  Although all the shows have their tricky spots, The Grand Duke seems to have more than its share, specifically every time the chorus sings.  But the Choral parts are pretty rewarding to sing and very nicely set.  I particularly like “My goodness me” with its fugato entrances as the chorus hurls insults at Ludwig.  Finally the only thing they can agree on is their fear of being hanged.  Now I know you’re thinking that in the Finale I they express their fear of being “hung”.  Many of our chorus could not sing that with straight faces; some had grammatical reasons, some had filthy minds.  But “My goodness me” asks the question, if they couldn’t eat three sausage rolls with relish, why not try mustard?  Another favorite spot is “Your Highness, there’s a party at the door” with the wonderful unison setting of pretty funny words: “She’s as sulky as a super/ And she’s swearing like a trooper,/O, you never heard such language in your life!  YOU never heard such language in your life!”  It also has my favorite setting of vocables.



Which brings me to a question:  What opinions does anyone have on what “Krakenfeldt, Six” means?  Wolfson says it’s a laundry mark.



ROBERT JONES:  “Krakenfeldt, Six.” I’ve always assumed that her handkerchieves are embroidered with her name, and that she is the sixth Baroness.  Thus, she’s showing one to Ludwig as proof of identity.



TODD B. SOLLIS:  I think I recall reading one opening night review of our beloved “Duke” in which the reviewer wrote something like “The rich vein, which Messrs Gilbert and Sullivan have so profitably mined for so many years, now seems dangerously near to exhaustion.”  You can read Wolfson’s The Final Curtain and draw your own conclusions as to why this was so.  The Grand Duke is certainly no Mikado.  And yet, having performed The Grand Duke with my organization, The Blue Hill Troupe, I have a particularly soft spot in my heart for some of Sullivan’s fresh contributions to this very uneven work, which I find vastly superior to Gilbert’s tired book.



It seems to me that if not at the very top of his game, Sullivan still produced music evidencing much talent, such as “Take My Advice — When Deep In Debt”  (a delightful tune with a French Riviera feel) and the grand pageantry�infused opening of the Second Act — “As Before You We Defile, Eloia, Eloia”.  “The Prince of Monte Carlo” can be a mirthful showstopper, if done with sufficient abandon.



But I confess to being absolutely haunted by the beauty of approximately one half of Julia’s Second Act aria, “All is Darksome — All Is Weary.”  So much so, that two years ago when we performed an Introduction to Gilbert & Sullivan Concert as part of The New York City Metropolitan Museum’s Childrens’ Concert Series, I asked one of our truly talented members, Beth Roberts (a Metropolitan Opera Regional Winner), to sing the aria, which we decided to conclude right after the phrase “Sad and sorry — weak and weary”, which appears just about exactly one�half way through the piece.  Admittedly, this truly changes the character of the song, which then turns chromatically into a much more upbeat, kick�the�blues sort of number.  Offense to purists aside, with such editing, Beth’s extraordinary vocal talent and Sullivan’s sad, Leharesque tune, the audience literally was brought to its feet.



SANDY ROVNER:  The veteran G&S director, John Burrows, who was the musical director for the Washington Savoyards (extraordinarily wonderful) production of The Grand Duke last year, condensed plot and score making them both much more comprehensible and emphasizing charm and melody — probably available — anyone interested, e�mail me and I’ll check on availability.



BRUCE WALTON:  To a large extent, The Grand Duke is rescued by Sullivan’s score.  I think the best item is “Light of Love’s lingering Embers”, my favourite Tenor/Sop duet of them all with the possible exception of “Refrain, audacious tar”. Sullivan also sets excellent lyrics very successfully in “Your Highness, there’s a party at the door” and “When you find you’re a broken�down critter”.



Unlike other contributors, I don’t like ‘Take care of him.”  I can’t give a coherent reason, it just grates on me.  This song narrowly beats “At the outset” and the dreadful “So you’re a pretty kind of fellow” for my vote for weakest item in the opera.

�

LOST SONGS 



J. DERRICK McCLURE:  I’m sure a lot of us know John Wolfson’s book Final Curtain, a study of the writing, production and disappearance of Utopia Limited and The Grand Duke.  Has anybody ever tried to do anything with several songs which were written but never set?  To me one of the most puzzling things about this opera is that at least three complete numbers, all from Act 2 and all relating to the theme of Ludwig’s conjugal complications, were jettisoned entirely, though Sullivan could have done marvels with them and they’d have added a lot to the comic development of the plot and characters.  A quartet for Ludwig and his first three brides, ending with a verse in which he admits “I’m not, perhaps, as clever a chap — As I supposed I was!”, a duet for the Prince and Princess, giving those under�developed characters an opportunity, and a quarrelsome quartet for the four brides: what possessed Gilbert to abandon those splendid ideas?



ROBERT JONES:  This cut is unfortunate, because Rudolph needs as much exposure as he can get in the second act.  What a shame the scene between him and Ernest never came about.  I don’t envy producers who strive to achieve the narrative balance that Gilbert was unable to achieve.  It’s interesting that “Well, you’re a pretty . . .” remained in the overture even after the song was cut.



On a relevant note, I didn’t realise that Gilbert continued to edit the piece in Sullivan’s absence.  Was that a liberty, or had Sullivan already washed his hands of it?



MARC SHEPARD:  It makes sense when you look at the chronology.  Shortly after The Grand Duke premiered, Sullivan left the country for Monte Carlo.  All of the post�premiere cuts were Gilbert’s doing alone.  Gilbert, of course, could not redo an overture on his own, so no changes were made there.  By the time Sullivan got back, it would have been clear that the opera was a failure, so there could have been no possible point in altering the overture.



My understanding is that Sullivan was sick of the whole mess and essentially left it in Gilbert’s hands to do whatever he pleased.  It is significant, however, that none of Gilbert’s musical changes were reflected in the vocal score.

�

THE ORIGINAL CAST 



J DERRICK McCLURE:  According to Wolfson’s book, Final Curtain, Gilbert originally intended the parts of Rudolph, the Prince and the Princess to be played by George Grossmith, Jessie Bond and Richard Temple; and when none of these could appear and the parts had to be given to much less experienced performers, he cut them drastically down and compensated by building up the parts of Ludwig and Julia.  That could explain the issue I raised earlier — the cutting of (among other things) a duet for the Prince and Princess and a quartet for the four brides (including the Princess).



MICHAEL WALTERS:  There is no documentary evidence that Gilbert ever asked these actors to appear or that they refused.  Wolfson’s hypothesis is based on his misreading and misinterpretation of a draft cast list in his plot books, dating from a stage when The Grand Duke was at a very early stage of planning, and the story bore very little relation to the story as we now know it. Furthermore, the actors who played the roles in question were not inexperienced, as Wolfson claims. In fact, many of the cast changes discussed by Wolfson, existed only in his own imagination.



J DERRICK McCLURE:  If there’s no documentary evidence for this, are we to understand that Wolfson simply made it up and printed it as fact?  Surely he must have based it on some evidence?



And one thing there is certainly evidence for is this — the manager (Ernest) was originally going to be Barrington’s part — that is, Barrington would not have been the lead, still less on stage practically throughout the opera, but what he usually had been — an important secondary character.  And Rosina Brandram was going to be his fiancee — at least, so Sullivan hoped.  Presumably, in the plot as originally plotted, the comedian (Ludwig) would have been the tenor hero.  Which would have made far, far more dramatic sense than the story we now have: a lightweight tenor deposing first his imposing, dignified manager (shades of Ralph) and then his monarch!



The Grand Duke as we have it is probably very unlike The Grand Duke as it was originally conceived.  To my mind, the fact that it is as good as it is, even if that is far from as good as it might have been, is a big point in its favour under the circumstances.



THEODORE C RICE:  There is a letter, quoted in Alan James’ book, written by D’Oyly Carte to Gilbert, after the relatively short run of Utopia: “There is no doubt in my mind that what the public wants is ‘fun’ and little else.”  The text continues with a letter from ASS to WSG in August 1895, regarding the plot of the new opera (The Grand Duke):  “ . . . I have studied the plot very carefully, and like it even more than I did when I heard it first on Thursday.  It comes out as clear and bright as possible.  I shall be very pleased to set it . . . and have written to Carte to tell him so.”



Without citing any reference, James makes the statement, “It appears that Gilbert knew that The Grand Duke would be his last effort in collaboration with Sullivan.”  Later: “A great deal of rewriting occurred after rehearsals had commenced.  Once Grossmith had decided to leave the company it seems that Gilbert decided to cut down the part of Rudolph to a minor role, for it is clear that he had originally written the part specifically for Grossmith to play.”



Jessie Bond also withdrew, citing her coming marriage as the reason, and infuriated Gilbert as well as Sullivan, for she writes that, “. . . neither he nor Arthur Sullivan ever sent me a wedding present.”



Gilbert evidently looked upon this departure as, at least, a moral breach of faith, when he made Julia Jellicoe abandon her engagement to Ernest, and as a professional obligation, become the Grand Duchess, instead.  James sees a pointed and deliberate reference to the matter in the Notary’s words: “Though marriage contracts, or whate’er you call ‘em — are very solemn, Dramatic contracts (which you all adore so) are even more so.”



J. DERRICK McCLURE:  I know there’s a letter from Sullivan to Gilbert suggesting Brandram for “The wife of the manager.”  Now that surely proves that the manager was not originally going to be the tenor hero.  I’m not certain that the letter mentions Barrington as the manager; but he’d surely be the obvious partner for Brandram, the veteran contralto.



MARC SHEPHERD:  If you look at the timing of Grossmith’s “departure,” you’ll conclude that James’s (i.e. Wolfson’s) chronology is incorrect.  His Excellency, which was the last Gilbert play to involve Grossmith, closed in 1894.  The Grand Duke did not open till 1896.



BRUCE I. MILLER:  It appears Grossmith was approached by Richard D’Oyly Carte to rejoin the Savoy Theatre company at about the time James suggests he “left” the company.  He may be mixing up the facts here.

�

THE GOOD AND THE FORGETTABLE 



Here is a list by PAUL McSHANE, with comments by ROBERT JONES and RONALD I ORENSTEIN.



PAUL McSHANE:  I divide The Grand Duke numbers up into three:



Section A (Good)



No. 1 — “Won’t it be a pretty wedding?”  Sparkling, great Sullivan — this can take its place with the best opening choruses in G&S (Trial, Sorcerer).  RONALD ORENSTEIN: Agreed — and it contains one of Gilbert’s best jokes, “Till divorce or death shall part them”



No. 2 — “By the mystic regulation.”  The sausage roll song is fun — great to sing, and gets the plot going.  RONALD ORENSTEIN: But it’s middling as music — and was one of the things critics of the first production found tiresome.



No. 3 — “Were I a king in very truth.”  Great lyrics, and terrific choral accompaniment. RONALD ORENSTEIN: Agreed on the lyrics, but I think this is one of Sullivan’s clumsiest tunes — he doesn’t seem to know how to end the phrases, and the melodic contours seem very awkward to me.



No. 4 — “How would I play this part�“ Good, reminiscent of Mad Margaret’s song, but perhaps a touch long.  RONALD ORENSTEIN: Fun to watch, but negligible as music until the final duet (Oh, joy, when to glowing young hearts)



No. 7 — “Strange the views some people hold”  I am a fan of G&S madrigals, and I think this under�rated piece can hold its place with the best of them.  RONALD ORENSTEIN: Agreed!  ROBERT JONES: I don’t think it’s under�rated; I find it dull.



No. 8 — “Now take a card and gaily sing”  Well written, and a swinging tune.  RONALD ORENSTEIN: A favourite of mine, too.  ROBERT JONES: This song almost bores me.



No. 12 — “Come hither, all you people�“ . . . “Give thanks, give thanks.”  The opening of the Act I Finale has great chorus numbers and some good recitative.  RONALD ORENSTEIN: I find the finale very patchy, with some good bits (Big bombs, and especially “Now listen to me, dear” with its very quaint accompaniment) mixed in with a lot of poor stuff — and I think the opening “Come hither” is rather dreadful.



No. 12e — “For this will be a jolly court.”  A typical rollicking Act I Finale conclusion. Particularly good, coming immediately after the vapid piece that precedes it.  RONALD ORENSTEIN: One of the hits of the first night, too.



No. 13 — “As before you we defile.”  Very interesting to compare this with the quasi�virginal Act II opening of Patience — they are similar in style, but I think that The Grand Duke number is better.  RONALD ORENSTEIN: One of the outstanding numbers in the piece, and very original — I think the resemblance to Patience is more to the opening of the Act I Finale, with all the flutterings in the orchestra in Patience resembling the “Opoponax”es in The Grand Duke.



No. 14 — “At the outset I may mention.”  As David Duffey has observed, this would have made a great Bab Ballad, but is flawed as an opera number.  I agree — but the lyrics are masterpiece material in the right context.  RONALD ORENSTEIN: Great lyrics, dreadful setting.



No. 16 — “Now, Julia, come.”  Better, and shorter than No. 4, and can be a show�stopper for the right singer.  ROBERT JONES: I think this song would pass by without notice one way or the other, except for Julia’s histrionics.  And Julia would have to be very good to make it work.  RONALD ORENSTEIN: But it’s hardly a musical number at all — it is the recitation that stops the show.



No. 19 — “So ends my dream — so fades my vision fair” . . . “Broken every promise plighted.”  Again, Julia gets the best of writer and composer.  As others have pointed out — this is a great number.  RONALD ORENSTEIN: Well, I beg to differ — this is my least favourite number in the piece, and comes close to being the worst song G&S ever wrote.  I always enjoy the show more when it is cut, and I am no fan of cuts!  I think it is downright ugly — not a patch on the great soprano songs in (say) Pinafore, Mikado or Ida.  Compare it to Elsie’s song in Yeomen, a much better exercise in a somewhat similar vain.  And the lyric is “Come mighty must” all over again . . . .



No. 21 — “Come bumpers — aye, ever so many”  The Baroness best number; the phrase “Pommery seventy�four” is great, and keeps popping into my mind whenever I think of champagne (which is often).  RONALD ORENSTEIN: I really agree about this, and do not understand why it is often cut — audiences respond very well to it in my experience.



No. 23 — “The Prince of Monte Carlo.”  It was a show�stopper on opening night, and (having played the Herald) I can attest to its impact.  RONALD ORENSTEIN: Yes.



No. 27 — “Take my advice — when deep in debt”  The best song in The Grand Duke. Gilbert and Sullivan met as Old Masters.  RONALD ORENSTEIN: Yes, Yes!  Gosh, I enjoyed trotting that one out in Philly . . .



Section B (Forgettable):



No. 1a — “Pretty Lisa, fair and tasty.”  I reckon that no soprano (possibly, no character) gets a worse part in G&S than Lisa — her musical moments are most forgettable.  The lyrics in this number are poor, and the waltz tempo seems wrong.  RONALD ORENSTEIN: Actually, I rather like the waltz — one of Sullivan’s few attempts a la viennoise, and I think it works (besides giving the score its first taste of a continental style).  ROBERT JONES: I like the lyrics, I like the music, and I like the waltz tempo!  Ludwig is playfully fishing for compliments and Lisa playfully insults him.  I wouldn’t class it as a favourite, but it works for me.



No. 10 — “As oer our penny roll we sing.”  A very stodgy piece (compare with “Small Titles and Orders”, set in similar circs).  RONALD ORENSTEIN: Yes, but it is saved by the delightful habanera that concludes it.



No. 11 — “When you find youre a broken down critter.”  My least favourite patter song, despite the clever sewing machine orchestration.  ROBERT JONES: Far from forgettable! Clever orchestration throughout and clever lyrics (though a few lines make me wince).  Once again, it does need a very good performer to pull it off.  RONALD ORENSTEIN: I’m of two minds about this number.  It’s very clever and unusual, but I agree that it doesn’t quite work for some reason — I think it is because the actual tune is not very good.  And it certainly is not a patter song!



No. 12c — “Oh listen to me, dear�.”  Cloying, holds up the action, cuttable.  RONALD ORENSTEIN: See above — I strongly disagree.  So, as I recall, did Gervase Hughes, who hated The Grand Duke but liked this bit (and “If the light of love’s lingering ember”).



No. 12d — “The die is cast�.”  Arthur Robinson agrees with me that this is the worst number in the canon — mainly Gilbert’s fault.  ROBERT JONES: Total disagreement here!  This is a lovely song.  It probably drags the action a bit, but that’s all I’ll say against it.  RONALD ORENSTEIN: A poor lyric, but I’d rather listen to it than to “Broken ev’ry promise plighted” any day.



No. 15 — “Yes, Ludwig and his Julia are mated!” . . . “Take care of him�“  Nothing of consequence in words or music.  RONALD ORENSTEIN: A poor recit but I rather like the half�humorous tone of this piece.



No. 25 — “Were rigged out in magnificent array.”  Dreadful Gilbert (“ . . . accordingly, as sich”), and the music isn’t much, either.  ROBERT JONES: Not quite, perhaps, forgettable, but not really up to scratch.  I can’t for the life of me work out why Gilbert came up with “sich”.  RONALD ORENSTEIN: Actually I love the music to this, especially the little chorus cadenza at the end — one of the most distinctive entrance pieces in the canon (name another like it!)



Section C (the rest of the pieces): 



Perhaps I think them only so�so.  ROBERT JONES: And my effort has exhausted me beyond looking for what you left out, so I won’t comment on the rest.  RONALD ORENSTEIN: “The light of love’s lingering ember”?  A really superb number, with its clever counter�mixing of the two tunes at the end.  One of the show’s highlights.

�



AT THE OUTSET, OR IT’S GREEK TO ME

 

PHILIP STERNENBERG:  The rhymes and classical allusions are very cleverly worked out, in my opinion, but only from a literary viewpoint.  The lyrics are bound to go over most people’s heads, and the subservient melody might actually exacerbate the problem.



Nevertheless, what I could imagine working would be pantomimes from the chorus that illustrate the lyrics, maybe cautiously overdoing some bits.  Not that I’m suggesting a literal interpretation of “something like the altogether,” although the prospect is Elysian!



I wonder whether the audiences of 1896 were so more thoroughly trained in ancient history that this number worked a lot better back then.



MARC SHEPHERD:  In the last Grand Duke that I saw, this is exactly what the director did.  I think she got as much out of the song as one humanly could.  (She did cut the second verse.)  However, it’s still inherently third-rate material.

 

Also, there’s a lot of G&S that assumes more knowledge of ancient history than the typical audience member has today.  Even “You’re Diana, I’m Apollo” from Thespis is reasonably sophisticated in that regard (though a much better lyric than “At the outset I may mention”).



EUGENIA HORN:  “Victorians” were kind of fond (especially in the early and mid�part of the era) about classical allusions (it probably slopped over from the Napoleonic/Regency era which practically tried to “recreate” classical Greek art and culture).  In the lyrics of this song it appears that Gilbert is satirizing the mania for the Greek references thrown about all over the place in art and theatre and elsewhere.  Really, there are lines in there about Bacchus/Dionysus, revels and dancing.  It’s quite likely more than one person connected it with Orpheus In The Underworld by Offenbach which ends with “The Infernal Gallop” better known as the “Can�Can”.



It makes more sense if one realizes how many kings (Louis XIV “the Sun King”, Napoleon I, etc.) were really into comparing themselves with Greek Gods.  And lots of operas, ballets, and plays were based on classical mythology which sometimes overlapped with the royalties “hobby”.  (Leopold I of Belgium appeared as “Apollo” in the Congress of Vienna “horse ballet”; this was before Belgium, and he was just an unknown, really cute German prince from a small duchy who “fit the part”, but he following in the “footsteps” of Louis XIV who appeared in ballets with one very famous picture recording his appearance as “Apollo”.)



If there’s one thing this particular opera appears to suffer from, it’s that it appears to rely on some conventions peculiar to that era which have been largely forgotten.  (And the rather “rambling” plotline/libretto which could have been more “streamlined”, but that was noticed already.)



I don’t think it’s totally irrelevant, but it would be fun to set in a time period that was obviously into the Greek fad like the Napoleonic era with the ladies already wearing “Grecian drapery” and toss in overtones of the “theatrical” courts of the time (Napoleon I, George IV (actually “Regency”), the Congress of Vienna, etc.)  Jane Austen’s “in” right now anyway.



Actually, Duke Ernst III’s (of Saxe�Coburg Saalfeld (aka Ernst I of Saxe�Coburg Gotha)) court would be fun . . .

 

DAVID DUFFEY:  It is a very clever verse.  Would have been good as a Bab Ballad.  In performance it is dreary beyond all expressing.



PAUL McSHANE:  Well, I agree with David completely about it making a great Bab Ballad, and mostly about its place in the opera.  Trouble is, the classical allusions are irrelevant to the plot, and hearing them in the theatre (as distinct from reading them, perhaps with an encyclopedia at one’s side) for the first, second or umpteenth time, is no way to understand exactly what Ludwig is saying.



Additionally, the “steady ‘cram’“ bit is (just) OK the first time, but boring when reprised after each verse.  And finally, as I may have mentioned before, this is another of those numbers where Sullivan — perhaps to his credit — said, in effect “this is Gilbert being clever, so I’ll just sit back and give him an umpity�pom tune in the background, so the audience can concentrate on his words”.



ROBERT JONES:  Yes, I don’t believe that the 1890’s audience was so erudite that anyone understood every reference in the song.  But how wonderful to diskiver that, after thoroughly enjoying a song, you can go and read it and be entertained anew.



I disagree that the classical references are irrelevant.  The Greek theme may not advance the plot, but the premise is delightfully absurd and I don’t think its continuation belabours the point.  After all, they look ridiculous: they may as well sound ridiculous.



GERRY HOWE:  Kenneth Sandford, talking at his “coffee and conversation” at Buxton, 1996. “I had to get my son to tell me how to pronounce the Greek words”.  According to a friend of mine, who is a G&S enthusiast and a classical scholar, he got it 100% right.

�

WAS THE GRAND DUKE A FAILURE? 



IAN BOND:  I well remember a series of correspondence I had with Frederic Lloyd in 1966 regarding both Utopia and Grand Duke in which he maintained that the former would never be revived because it was too expensive, and the latter because “it was an outright failure, and no one in their proper mind would ever bother to revive it!”



I well remember watching his face as he sat in the “royal” box at the Savoy on the 5th April 1975.  He was completely unprepared for the audience reaction to The Grand Duke and I really think this was probably the first nail in his coffin.  Bridgit sat there with a face like thunder — almost an expression of “how dare you like this work!”  Isn’t it amazing therefore that at almost every D’Oyly Carte London Last Night from then on, excerpts from The Grand Duke were given prominence (with the inevitable John Ayldon version of the Roulette song at the top of the list.  It just goes to show how out of touch the management really were towards the end.



ASHLEY FRAMPTON:  I loved reading this paragraph.  The Grand Duke might have been a failure, but with some astute cutting of both music and dialogue I think it could work well, I feel that it is about 30 mins. too long, but what would you cut?  if anything.  Shame to ditch these two for the reasons that Lloyd mentions.



NEIL ELLENOFF:  I quite agree.  There is so much good in The Grand Duke that a play doctor could fix it.  Better that D’Oyly Carte got ditched



BILL SNYDER:  I guess I’ll have to actually listen to this one.  I only got as far as the ghastly “Pretty Lisa, fair and tasty” lyric and swore off it.  But I did hear (and enjoy) the roulette song, and I use Julia Jellicoe as my alias on National Football League chat rooms.



ARTHUR ROBINSON:  Give it another chance.  There are a few more ghastly lyrics in it (mostly assigned to the unfortunate Lisa), and it may be an acquired taste (I didn’t care much for it the first time I heard it, now it’s one of my favorite G&S scores), but there’s a lot of terrific music and some funny lyrics.



MARC SHEPARD:  As far as its initial run, here is a list of operas that, according to Kurt Ganzl’s The British Musical Theatre, premiered in 1896 and had longer initial runs than The Grand Duke’s 123 performances:



¨	The French Maid  (lib: Basil Hood; music: Walter Slaughter): 480 perfs

	

¨	My Girl  (lib: Adrian Ross; music: F. Osmond Carr): 183 perfs. 

	

¨	The Geisha  (lib. Harry Greenbank; music: Sidney Jones): 760 perfs.

	

¨	The White Silk Dress  (lib: Henry Dam; music: Alick McLean et al): 132 perfs.

	

¨	The Circus Girl  (lib: James Tanner et al; music: Ivan Caryll): 494 perfs.

	

So, obviously, the three hits of 1896 were The French Maid, The Geisha, and The Circus Girl.  The Grand Duke did not come close to these.  And, it’s worth noting that all five of the above�listed operas are now almost totally forgotten, with the possible exception of The Geisha, which had a longer initial run than even The Mikado.



Can anyone doubt that the reason we talk about The Grand Duke today is because it was written by the authors of The Mikado, Pinafore, etc.?  Almost every composer/author wrote things that would be of no interest whatsoever had they come from anybody else.



SAM L. CLAPP:  Early on, someone mentioned that Richard D’Oyly Carte told G&S to make this Opera “fun,” to cut out the social commentary upon which Utopia is based.  If this is true, I can conceive that WSG felt so shackled by this restrication that he simply did not care about The Grand Duke.  He just sort of churned it out, lifting business and gags from earlier plays.  It really is the heaviest plot by far; perhaps that’s because WSG decided to take “Gilbertianism” to its limit . . . just a thought . . .



I’ve always very clearly seen a lot of commentary on Sullivan in The Grand Duke.  Sullivan was a broken down critter; he always did have something wrong with him “in there.”  He blew tons of money in Monte Carlo . . . .



The first time I heard The Grand Duke, I laughed and laughed.  Here, WSG gave Sullivan these extremely hard�to�set lyrics (ugh, especially Act I finale, n’est ce pas?), and Sullivan set them in such a way that one cannot understand them (ie, Won’t it be a pretty wedding . . .  nearly unintelligible w/o a libretto).  I’ve called it a war in progress . . . and it is, Blanche, it is.



ROBERT JONES:  I can’t believe that Gilbert lost his perfectionism.  He seems to have had his usual enthusiasm toward mounting the production.  He’d lost something, but certainly not interest.



And wasn’t Gilbert a broken�down critter at the time?  I see a lot of WSG’s complaints in Rudolph.



MARC SHEPARD:  Even if Gilbert was operating with “restrictions” (a characterization I’ve never heard before in connection with this opera), it does not account for all the sloppy workmanship that marred The Grand Duke.



My own theory for why it turned out so badly is three�fold:



.	Throughout the late 1880s and the 1890s, Gilbert’s plot got progressively more complicated, with The Grand Duke being the apotheosis of this.

	

.	Because the carpet quarrel had skewered their working relationship, Gilbert and Sullivan no longer gave each other the honest constructive criticism that, in earlier years, helped make both men produce better work.

	

.	 Gilbert was getting lazy in his old age and didn’t follow the ABC’s of his own craft.

	

TOM SHEPARD adds:

	

.	G&S were looking over their shoulders at the popularity of Viennese, French and other Continental operettas and/or musical comedies.  They were determined to be as symphonic and as sophisticated as their competition from a new generation.  They were trying to appeal to the new audience, having more or less played out their old one.  HMS Pinafore might be acceptable for an historic revival, but it would not do as an example of 1890’s theatre.  This is a common symptom that befalls theater writers as they become chronologically older than the core of their audience.



J DERRICK McCLURE:  An ageing author and an ailing composer, whose personal and professional relationship had never recovered from the carpet quarrel, had come together, in spite of the failure of their previous effort: was any comic opera ever written under worse omens?  And then, in spite of real efforts on both their parts to try some new and adventurous variations on their old style, the result proved a failure with the public: is it any wonder that they were disappointed?  No — I don’t think we can use G and S’s expressed opinions on The Grand Duke as evidence of its actual quality.  Remember that Virgil’s dying wish was that the Aeneid should be burnt!



ANDREW CROWTHER:  I agree that The Grand Duke is well down on the list of operas. Gilbert was certainly getting prolix at this stage: he still has good ideas, but he doesn’t have the old sharp edge in transforming them into art.



MARC SHEPARD:  I’m also doubtful about the “what they both knew would be the last time” part.  Sullivan still had three more operas in him (Beauty Stone, Rose Of Persia and Emerald Isle).  If The Grand Duke had been another Mikado — or even another Yeomen or Gondoliers — I feel quite certain they’d have found a way to continue the series.  It was the failure of The Grand Duke that sealed the partnership’s fate.



J DERRICK McCLURE:  I don’t think either of them approached The Grand Duke in a spirit of optimism.  (I’m sure, though, that if Sullivan had set His Excellency it would have been a brilliant success, and that might have saved the partnership — we’ll never know.)

�



SAUSAGE ROLLS 



Some in the United States may not be familiar with Sausage�Rolls.  However, they sound quite similar to “Pig�in�a�blanket.”  DAVID DUFFEY offers this recipe.



1 lb sausage.



For the pastry: 1/4 lb dripping; 1 teaspoon baking powder, 3/4 lb flour.  Cold water to mix.



Remove sausage skins, cut pastry into squares; put a sausage on each piece, wet three edges, fold over, nip together.  Bake for 20 to 30 minutes in the middle of the oven.



However: the sausage must be made from the substance known as “sausage meat”, which is a pinkish mixture of ground�up pig meat, bread, cereal and “other substances”.  This mixture bears nothing in comparison with wurst varieties of Germanic origin.  Sausage meat is also used to encase a hard�boiled egg to make what we call a “scotch egg.”



ROBERT JONES:  They’re greasy in Australia, and usually smothered with tomato sauce.



JAMES TAPPIN:  Sausage rolls are a veritable minefield gastronomique, and can vary widely from greasy, tasteless lumps to tasty morsels.  There is a baker in Cheadle, Staffs, whose sausage rolls are a legend in the neighbourhood and elsewhere.  He regularly sends parcels out to various destinations UK and world�wide.



BILL SNYDER:  In our semi�staged Grand Duke we had a few props here and there and I thought it might be interesting to have Ludwig gulp down a few as the chorus watches in nauseous amazement.  Our props mistress, also a fine mezzo in the chorus, was a vegetarian with a particular aversion to pork.  Her faux sausage rolls were a perfectly acceptable stage version.  But her face onstage, contemplating the actual ingesting of the sausage roll was priceless!
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ALLUSIONS 



SARAH MANKOWSKI:  The only allusion to The Grand Duke that I can find is in The West End Horror, by Nicholas Meyer.



ANDREW CROWTHER:  There’s an early short story by P.G. Wodehouse, “The Tom Brown Question”, published in Tales of St. Austins (1903).  One character says, “I am young, says one of Gilbert’s characters, the Grand Duke, I think, but, he adds, I am not so young as that.”



ARTHUR ROBINSON:  Wodehouse’s second reference to The Grand Duke comes in an essay reprinted in the 1976 anthology The Uncollected Wodehouse (in a section of essays headed “1914�1919”), apparently an article from Vanity Fair entitled “On the Writing of Lyrics.”  I quote from p. 35, where PGW laments that modern lyricists must keep their vocabulary simple so that modern [pre�1920!] audiences can understand their lyrics:



“That is one of the thousand reasons why new Gilberts do not arise.  Gilbert had the advantage of being a genius, but he had the additional advantage of writing for a public which permitted him to use his full vocabulary, and even to drop into foreign languages, even Latin and a little Greek when he felt like it.  (I allude to that song in The Grand Duke.)”

�

ALSO OCCURRED IN 1896 



DAVID DUFFEY:  Other things were occurring in 1896:



¨	Richard Strauss wrote “Also Sprach Zarathustra”

¨	Puccini wrote “La Boheme”

¨	Chekhov wrote “The Seagull”

¨	The first modern Olympic Games were held

¨	William McKinley was elected President of the USA

¨	Utah became a state of the US

¨	Anton Bruckner died

¨	The Nobel Prize was instituted

¨	Rutherford achieved the magnetic detection of electrical waves

¨	Becquerel discovered radioactivity

¨	The Klondike gold rush began.

¨	The Niagra Falls hydroelectric plant opened

¨	The Dreyfus affair was at its height

¨	Kaiser Bill sent the Kruger Telegram

¨	Harriet Beecher Stowe died

¨	The 52�year�old Sarah Bernhardt was playing Juliet in London.



ROBERT JONES:  Rontgen discovers X�rays



ANDREW CROWTHER:  The premiere of Jarry’s Ubu Roi, the first real Absurdist drama.  Strange to think that in the same year as The Grand Duke the French were rioting over the shocking first word of Ubu (“Merdre!”)
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GRAND DUKE LINKS

 

STEVE SULLIVAN:  The Gilbert & Sullivan Very Light Opera Company has done an editing of The Grand Duke of which we are quite proud.  The editing includes information on where to get scores and orchestration, errata, general notes and some very careful cuts.  (And a complete rewriting of the ending.)



I think that this material would be quite valuable to anyone performing The Grand Duke.  I have copies of the material in two postscript files.  The postscript files are located at

http://members.aol.com/gsvloc/grand_i.ps

http://members.aol.com/gsvloc/grand.ps.



These files can be printed from UNIX using the lpr command.

Also, three excellent sites are at:



http://math.idbsu.edu/gas/grand_duke/html/duke_home.html

http://members.aol.com/gsvloc/gd_glo1.html

http://members.aol.com/guron/gd/index.html
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