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ABSTRACT

This dissertation explores the place of musicals at the Stratford Festival of Canada—with
specific attention focused on the function, and the value of an American art form in a classical
theatre company devoted to the works of Shakespeare. | trace the history of music theatre at the
Festival, including opera and operetta, and argue that the Festival’s commitment to music in its
early history led to the organic inclusion of musicals in its seasons. | also give a more nuanced
reading of the place of musicals at the Stratford Festival in analyzing the physical places where
they are produced, and how they are valued within the company.

Theatre critics commonly view musicals as money makers for the Festival to finance its
real goal of producing Shakespeare and the classics. The economic value of musicals is
undoubtedly important, and | examine it in detail, but it is only one facet of their purpose at
Stratford. | problematize the role of musicals at Stratford, arguing that reducing the value of
musicals to economic value alone is rooted in a historical construction of highbrow/lowbrow
taste hierarchies that align musicals to bourgeois aesthetics and commercial theatre. | unpack the
history of the way musicals have been trivialized as middlebrow entertainment within theatre
communities and academia. | contend that their role cannot be fully understood by examining
their economic value alone, but must be understood by analyzing their aesthetic value and
entertainment value.

Assessing the entertainment value of musicals means analyzing and valuing the pleasures
that audience members derive from theatre that entertains them, even when its aesthetic value
might be questionable. Musicals should also be assessed aesthetically, and that allows for the
values—the tastes—of the critics to be heard. Studying the economic/commercial, aesthetic,
entertainment value and socio-political factors present in musicals allows for a well-rounded



analysis of the musicals and the many roles they fulfill at Stratford. It is an approach that
attempts to balance text and context(s) by acknowledging the hierarchies of genre within the
musical and theatrical worlds and highbrow/lowbrow considerations within the canon of musical

theatre.
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INTRODUCTION
A show that is really a show
Sends you out with a kind of a glow
And you say as you go on your way
That’s entertainment!*

In 1986, classically trained actors Colm Feore, Geraint Wyn Davies and Goldie Semple
strode out onto the boards of the Stratford Shakespeare Festival’s iconic thrust stage and... burst
into song and dance. Rodgers and Hart’s The Boys From Syracuse, based on Shakespeare’s A
Comedy of Errors opened the 1986 Festival season with the musical’s 98 year old book writer
George Abbott in attendance along with the usual crowd of opening night dignitaries, sponsors
and press. It was the first time in the history of the Festival that a musical had opened the season
instead of a work by Shakespeare—the age of the Stratford musical had begun.

The press greeted The Boys from Syracuse with mixed reviews. Robert Crew from the
Toronto Star gave it a positive review,? Mel Gussow of The New York Times thought it was an
enjoyable evening, but could have been strengthened by stronger singing,* and Ray Conlogue of
The Globe and Mail thought it was manifestly substandard, and that the unsatisfactory
production hurt the cause of musicals at Stratford. Conlogue argued, “Musicals are a welcome
addition to the Stratford season, and a Shakespeare-related curiosity like this, with a score by
Rodgers and Hart, is an appropriate contender. But the musicals must be done as well as the

classical productions. They cannot be second-class citizens in the Festival; which this one,

lamentably, is.”

! Lyrics to “That’s Entertainment!” by Arthur Schwartz and Howard Dietz for the 1953 MGM film The Band
Wagon, directed by Vincente Minnelli.

2 Robert Crew, “Boys From Syracuse a highly enjoyable romp,” Toronto Star (May 20, 1986), B1.

¥ Mel Gussow, “Shakespearean potpourri in Canada,” The New York Times (June 8, 1986), H5.

* Ray Conlogue, “Musty musical not fully revived,” The Globe and Mail (May 20, 1986), D7.
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In response to Conlogue’s review, The Globe and Mail published a letter to the editor in a
special section of feedback about the Stratford and Shaw Festival seasons that year. Neil R. H.
Burgess of Campbellford, Ontario, remarked that he was glad he had booked his ticket for The
Boys From Syracuse before reading the Globe and Mail review, or he may have opted not to buy
tickets and thus missed an enjoyable evening of theatre. Burgess wrote, “Mr. Conlogue seems to
have an inability to appreciate an evening of light, entertaining theatre. Your readers are not well
served by this inability.”5 While Burgess obviously took issue with Conlogue’s review, the two
men are not as far apart in their opinions as it may at first appear. Both had a desire to be
entertained by the musicals they attended. Both went to the Stratford Festival hoping to enjoy
The Boys From Syracuse, but where Burgess was satisfied with the performance, Conlogue
found it lacking. Their expectations and standards for judging musicals differed, and so they each
evaluated the production differently.

This dissertation explores the place of musicals at the Stratford Festival of Canada—with
specific attention focused on the function, and the value of an American art form in a classical
theatre company. In so examining the role of musicals at Stratford, | argue for including both Mr.
Burgess’s and Mr. Conlogue’s perspectives. The entertainment value of musicals as well as their
aesthetic worth should be taken into account when scholars evaluate how they are produced and
received in the Stratford context. Assessing the entertainment value of musicals means analyzing
and valuing the pleasures that audience members like Burgess derive from “an evening of light,
entertaining theatre.” Musicals should also be assessed aesthetically, and that allows for the
views—the tastes—of the critics to be heard. Both entertainment and aesthetic analyses exist in

value-laden fields that I will unpack in this dissertation. Conlogue’s call for musicals at Stratford

® “Shaw, Stratford plays enjoyable,” The Globe and Mail (June 21, 1986), A7.
2



to be more than second-class citizens is a call to re-evaluate the musical genre as worthy of
serious treatment, and that too is one of my aims in this work.

Since musicals first appeared on the Stratford playbill three decades ago, the press has
placed considerable emphasis on the economic value of musicals. Writers commonly view
musicals as money makers for the Festival to finance its real goal of producing Shakespeare and
the classics. The economic value of musicals is undoubtedly important, and | examine it in detail,
but it is only one facet of their purpose at Stratford. A typical example of the press’s reductionist
view can be seen in Richard Ouzounian’s 2006 Toronto Star article summarizing the history of
musicals at Stratford wherein he stated unequivocally, “money, of course, drives it all.”®
Ouzounian also tied the economics of ticket sales to the conceptualization of the mass audience
as undiscerning when he wrote, “It’s clear that a big Broadway musical will attract an audience,
but is it the right audience? Do they come back for weightier plays?”’ In addition to investigating
the value judgments made by critics like Ouzounian when musicals are assumed to be primarily
money makers for Stratford, | also give a more nuanced reading of the place of musicals at the
Stratford Festival in analyzing the actual physical places where they are produced, and how they
are valued within the company. The aesthetic and entertainment value lenses through which |
examine musicals at Stratford are necessary counterweights to the dominant economic narrative

that has been perpetuated by theatre critics and journalists.

® Richard Ouzounian, “All’s well that ends well sung,” The Toronto Star (May 7, 2006), C5.
7 -
Ibid.
3



BACKGROUND AND TERMINOLOGY, ACT |: THE STRATFORD FESTIVAL

The Stratford Festival, founded in 1953 by Stratford, Ontario native Tom Patterson, is a
repertory theatre company with a mandate to produce works of Shakespeare and classical theatre.
British directors (Tyrone Guthrie, and later Cecil Clarke and Michael Langham), designers
(Tanya Moiseiwitsch, and later Desmond Heeley) and stars (Alec Guinness, Irene Worth)
descended on the small Ontario city to join an eager company of Canadians performing
Shakespearean plays under a gigantic tent by the Avon River. The Festival eventually evolved
into North America’s largest repertory company and one of the most respected classical
companies of the English-speaking world.® The Stratford Festival has gone through several name
changes in its history, most often with the removal or re-addition of the word Shakespearean, and
sometimes with the tag “of Canada.” These changes in title and image most often occurred
during a change in leadership. For the purpose of this dissertation | will refer to the Festival with
its contemporaneous title when discussing specific historic moments, but will mainly use the
current (as of 2014) title the Stratford Festival and a shortened handle—the Festival.

In addition to works by Shakespeare, the Festival also mounts works of musical theatre.
Musicals have not always been a part of the Stratford Festival; yet while the focus in the first
years was exclusively on Shakespeare and the classics, music still played an important role in the
incidental music of the plays, the fanfares that heralded each performance, and the formation of a
music festival that brought the likes of Duke Ellington, Oscar Peterson, and Glenn Gould to the
former railway town. The first fully staged music drama was an opera, The Rape of Lucretia by
Benjamin Britten, produced at the Festival in its fourth season. Thereafter, operas and a string of

extremely successful operettas by Gilbert and Sullivan were incorporated into the Festival

& For more details see Appendix A: A Brief History of the Stratford Festival.
4



repertory at differing points in the Festival’s history. Staged music at the Festival continued to
comprise mostly operas, operettas and a few new Canadian works until 1986, when The Boys
From Syracuse was staged at Stratford and ushered in a new era of musicals as a part of each
season. Since the mid-1980s, the Festival has come to rely on musicals as an integral element of
their seasons, often musicals will run longer than the plays—beginning previews in May and
closing in October—and usually at least one musical is given pride of place on the main Festival
Stage.

My dissertation fills a large gap in the literature about the Stratford Festival by addressing
a topic that has become immensely important to the functioning of the Festival in the last twenty-
five years—music and musicals. | argue that there is great value in thinking about musicals in the
broader history of the Stratford Festival, and that histories that have downplayed the role of
musicals have done a disservice to the genre of musicals and to the Stratford Festival. In making
this argument, | am interceding in the historiography of the Festival to ensure that musicals are
given the attention and analysis they deserve. The majority of books written about the Stratford
Festival have been popular histories about the founding of the Festival or specific moments in its
history. My dissertation reexamines these histories in order to forefront the role of music and
musicals at the Stratford Festival, thus redressing the oversights in histories that neglect to
analyze Stratford’s relationship with music. What follows is a brief literature review on the
Stratford Festival, highlighting the central sources used in this study, but also pointing out the
lack of engagement in the literature with the vital musical aspects of the Festival.

From its inception to the present, the history of the Stratford Festival has been well
documented by scholars and writers of popular histories. People intimately involved in the

creation of the Festival have written books that give readers an insider’s perspective on the
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running of the Festival, and these narratives have become the official history of the Festival.
Tyrone Guthrie, the original Artistic Director, recounts the first three years at Stratford along
with Grant MacDonald and Robertson Davies in three anecdote-laden books.? The impresario
behind the Festival, Tom Patterson, also penned a history to share his memories about the first
years of the Festival.’® A 1954 documentary by the National Film Board of Canada entitled The
Stratford Adventure about the creation of the Festival was widely disseminated after it was
nominated for an Academy Award.** The Stratford Festival also published a yearly pamphlet
entitled The Stratford Festival Story that annually reaffirmed the official story of how the
Festival came to be.*? Current official publications from the Stratford Festival that contribute to
its impressive publicity machine include the season brochures, house programs for each of the
productions, a yearly souvenir program, an e-newsletter entitled SceneNotes, study guides for
students and teachers, and promotional videos uploaded to the Stratford Festival YouTube

|.13

channel.™ The official publications are supplemented by behind-the-scenes tell-alls,** memoirs

|115

and biographies of directors and stars associated with the Festival,”™ and commemorative

® Tyrone Guthrie, Robertson Davies, and Grant Macdonald, Renown at Stratford; a record of the Shakespeare
Festival in Canada, 1953, (Toronto: Clarke, Irwin, 1953); Tyrone Guthrie, Roberston Davies, Twice have the
trumpets sounded; a record of the Stratford Shakespearean Festival in Canada, 1954, (Toronto: Clarke, Irwin,
1954); Tyrone Gurthrie, Robertson Davies, Boyd Neel and Tanya Moiseiwitsch, Thrice the brindled cat hath mew'd:
a record of the Stratford Shakespearean Festival in Canada, 1955, (Toronto: Clarke, Irwin, 1955).

1% Tom Patterson and Allan Gould, First stage: the making of the Stratford Festival, (Toronto: McClelland and
Stewart, 1987),

1 National Film Board of Canada, The Stratford Adventure, Directed by Morten Parker, Music by Louis
Applebaum, 1954. Accessed August 11, 2013, http://www.nfb.ca/film/stratford_adventure

12 The Stratford Festival Story, published by the Stratford Festival foundation on a yearly basis between 1959 and
1984 was widely distributed to Festival members and in press Kits, Stratford Festival archives.

3| accessed many of these resources in the Stratford Festival archives. Recent materials are also available on the
Stratford Festival website: www.stratfordfestival.ca

14 Joan Ganong, Backstage at Stratford, (Toronto: Longmans, 1962); Grace Lydiatt Shaw, Stratford under cover:
memories on tape, (Toronto: NC Press, 1977).

1> James Forsyth, Tyrone Guthrie: a biography, (London: Hamilton, 1976); Tyrone Guthrie, A life in the theatre,
(New York: McGraw-Hill, 1959); Tyrone Guthrie, A new theatre, (New York: McGraw-Hill, 1964); Richard
Monette and David John Prosser, This rough magic: the making of an artistic director: a memoir, (Stratford, Ont:
Stratford Festival of Canada, 2007); Walter G. Pitman, Louis Applebaum: a passion for culture, (Toronto: Dundurn
Group, 2002); Christopher Plummer, In spite of myself: a memoir, (New York: Alfred A. Knopf, 2008).
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retrospectives celebrating anniversaries of the Festival.'® Information about specific productions
can most often be found in newspaper articles and the near-yearly reviews of the Stratford season
in The Shakespeare Quarterly. There are also some articles and books that analyze changes in
artistic direction and financial decisions made at the Festival."’

Most of the sources listed above are not scholarly analyses, but are publications intended
for the general public commonly available for sale in the Stratford Festival gift shops. The few
academic works about the Stratford Festival are limited to journal articles,*® case studies in
books about theatre,*® and unpublished PhD dissertations, all but one of which were written more
than twenty-five years ago.2’ No scholarly monograph about the Stratford Festival has been
published, and there is little analysis of music and musicals at the Festival beyond newspaper

|.22

articles?* and small sections in the retrospectives of the Festival.?> My dissertation not only fills a

gap in the literature about Stratford by addressing the importance of music and musicals there,

16 Robert Cushman, Fifty seasons at Stratford, (Toronto: McClelland & Stewart, 2002); Martin Hunter, Romancing
the bard: Stratford at fifty, (Toronto: Dundurn Press, 2001); Richard Ouzounian, Stratford gold: 50 years, 50 stars,
50 conversations, (Toronto: McArthur & Co., 2002); John Pettigrew and Jamie Portman, Stratford: the first thirty
years. Volume I: 1953-1967, Volume I1: 1968-1982, (Toronto: MacMillan of Canada, 1985).

" Robert A. Gaines, John Neville takes command: the story of the Stratford Shakespearean Festival in production,
(Stratford, Ont: William Street Press, 1987); Martin Knelman, A Stratford tempest, (Toronto: McClelland and
Stewart, 1982); Peter Parolin, What revels are in hand?: A change of direction at the Stratford Shakespeare Festival
of Canada, Shakespeare Quarterly 60, no. 2 (2009): 197-224.

18 j.e. Kim Solga, “Realism and the Ethics of Risk at the Stratford Shakespeare Festival,” Shakespeare Bulletin 28
no. 4 (Winter 2010): 417-42.

9 Richard Paul Knowles, Reading the material theatre, (Cambridge: Cambridge University Press, 2004).

2 Dennis L. Behl, “Tanya Moiseiwitsch: her contribution to theatre arts from 1935-1980,” PhD diss., (Kent State
University, 1981); Nora René Campbell, “The Stratford Shakespeare Festival of Canada: Revolution of an artistic
policy (1953-1980) as a basis for its success,” PhD diss., (University of Wisconsin-Madison, 1982); David Percy
Edgecombe, “Educational programs of four North American Shakespeare festivals: Stratford Shakespeare festival,
the New Jersey Shakespeare festival, the Folger theatre and the Oregon Shakespearean festival (Ontario,
Washington, D.C.),” PhD diss., (Kent State University, 1986); Margaret Estelle Groome, “Canada’s Stratford
festival, 1953-1967: Hegemony, commodity, institution.” PhD diss., (McGill University, 1988); Robert Emmett
McGill, “Stratford '55: the establishment of convention,” PhD diss., (University of Michigan, 1972); Anna Racette,
“Shakespeare in the body: An exploration of student audiences at the Stratford festival.” PhD diss., (University of
Toronto, 2007); Euan Ross Stuart, “An analysis of productions on the open stage at Stratford, Ontario,” PhD diss.,
(University of Toronto, 1974).

2! Graham George, “Music.” Saturday Night Vol. 79, No. 10 (Oct. 1964), pp. 37-39; Jamie Portman, “Stratford’s in
trouble; musicals outdrawing Shakespeare.” Montreal Gazette Feb. 2, 1991.

22 patterson and Gould, First Stage; Cushman, Fifty Seasons at Stratford.
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but also intervenes in the current literature about musicals through my analytical framework of
entertainment value and in providing a Canadian reading of the musical genre. My project will
be of interest to both musicologists and theatre scholars, to those studying the genre of musical
theatre and to those interested in Canadian theatre companies, repertory theatre companies, and

the Stratford Festival specifically.

BACKGROUND AND TERMINOLOGY, ACT Il: MUSICALS

For the purpose of this dissertation, | use the term music theatre (as distinct from musical
theatre) as an umbrella term to refer to all types of theatre where music plays more than an
incidental part. Music theatre in this sense therefore encompasses opera, operetta, and
musicals—all genres that rely on sung music, and as such are distinct from other staged arts like
ballet and mime that use music but rely on movement and dance rather than sung words to tell
the story. In order to avoid confusion, | have tried to avoid using the term musical theatre in this
work, but where | do use it, it is as a synonym for the musical comedy or musical play and not as
a synonym for the umbrella category music theatre.

My dissertation examines a specific genre of music theatre—the musical. The core of the
genre is made up of Golden Age musicals from approximately the 1930s to the 1960s, “from
Showboat to Sondheim” according to musicologist Geoffrey Block.?® This historically specific
core repertory is reinforced through revivals on Broadway, the West End, and at theatres like

Stratford, as well as in the musical theatre literature.? It is largely from this central Golden Age

% Geoffrey Block, Enchanted evenings: The Broadway musical from Show Boat to Sondheim, (New York: Oxford
University Press, 1997). David Hirst used the exact same phrase, in his article, “The American musical and the
American dream: From Show Boat to Sondheim,” New Theatre Quarterly 1, no. 1 (February 1985): 24-38.

2 See: Geoffrey Block, “The Broadway canon from Show Boat to West Side Story and the European operatic ideal,”
Journal of Musicology 1 (1993): 525-44; William A. Everett and Paul R. Laird, eds. The Cambridge companion to
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canon of musicals that Stratford has drawn its musical theatre repertoire.®> Musicals at Stratford
are also understandably tied to Shakespearean themes whenever possible, and the musicals that
are explicitly based on Shakespeare’s plays have been produced more than once since the
Festival began mounting musicals.?®

Musicals hold an uneasy place in the academy because they are an interdisciplinary
genre. Musicals have an unsettled home in theatre departments, music departments and dance
departments alike, in part because the interdisciplinary nature of musicals calls for
interdisciplinarity in their study and few are equipped to talk with equal authority about
dramaturgy, music and dance. The challenge of interdisciplinarity also exists with opera, but
musicologists staked a claim on opera long ago, declaring, with the method of study, that music
is the most important thing about opera. The same sort of claim has not been staked for musicals,
although, like opera, music is what makes a musical different from other forms of theatre.

In addition to the challenge of interdisciplinarity, musicals are middlebrow, which 1
believe is the larger reason they are marginalized within the academy. Theatre scholar David
Savran notes that musicals are a middleclass genre, and as such, have neither the revolutionary
appeal of working and lower class art, nor the highbrow appeal of “legitimate” art.2” Musicals

are easily dismissed as “only entertainment” or “guilty pleasures” because they are a middlebrow

the musical, 2nd ed. (Cambridge: Cambridge University Press, 2008); Denny Martin Flinn, Musical! A grand tour:
The rise, glory, and fall of an American institution, (New York: Schirmer Books, 1997); Mark N. Grant, The rise
and fall of the Broadway musical, (Boston, MA: Northeastern Univestity Press, 2004); David Hirst, “The American
musical and the American dream: From Show Boat to Sondheim,” New Theatre Quarterly 1, no. 1 (February 1985):
24-38; Raymond Knapp, The American musical and the formation of national identity, (Princeton, N.J.: Princeton
University Press, 2005); Kim H. Kowalke, “Theorizing the Golden Age Musical: Genre, Structure, Syntax,” in A
Music- Theoretical Matrix: Essays in Honor of Allen Forte (Part V), ed. David Carson Berry, Gamut 6/2 (2013):
133-184; Ethan Mordden, The Golden Age of the Broadway musical. New York: Palgrave Macmillan, 2004; Larry
Stempel, Showtime: A History of the Broadway Musical Theater, (New York: W. W. Norton, 2010); Joseph P.
Swain, The Broadway musical: A critical and musical survey. 2d ed. (Lanham, MD: Scarecrow Press, 2002).

% See Chapter Two.

% For a good summary of musicals based on Shakespearean plays, see Irene Dash, Shakespeare and the American
musical, (Bloomington: Indiana University Press, 2010).

%" David Savran, “Toward a historiography of the popular,” Theatre Survey 45, 2 (November 2004), 215-216.
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genre, belonging to a culture and class that Savran calls “the most loathed category for those
with the leisure and ambition to map American cultural production.”?® Popular music scholar
Simon Frith writes that the academy has been politically selective in choosing which parts of
popular culture to reclaim for study, and “those consumers who aren’t approved are still
dismissed as ‘dupes’ in conventional Marxist terms. This is the fate of the middlebrow: the easy
listener and light reader and Andrew Lloyd Webber fan.”* To talk about musicals as
middlebrow is clearly to make assumptions about the class, education and income of the
audience.”® Frith notes “it would be quite easy to produce a canon of popular texts excluded from
cultural studies, such exclusion reflecting a contempt for their consumers which derives, in turn,
from assumptions about their class position and/or social passivity.”3 ! The term middlebrow, as a
referential term, places other types of entertainment above (opera, classical theatre) and below
(movies, pop songs) musicals. In recent years, it has become unfashionable to talk about
highbrow, lowbrow, and middlebrow, and so the art/entertainment divide has assumed some of
its place in the discourse. Although I am primarily interested in the framework of entertainment
value and how it is contrasted with art (see the section below), I still find useful the terms that
Lawrence Levine articulated so thoughtfully in his seminal Highbrow/Lowbrow: The Emergence
of Cultural Hierarchy in America.* Other terms like “music of the middle” or “mass culture
music” are not quite accurate to describe musicals, nor do those terms evoke class and taste so

vividly as does the term middlebrow.

%% 1bid., 216.

% Simon Frith, “The good, the bad, and the indifferent: defending popular culture from the populists,” Diacritics 21,
no. 4 (Winter 1991): 104.

% | explore some of these distinctions and the specific audience demographics at Stratford in Chapter Three.

#! Frith, “The good, the bad, and the indifferent,” (Winter 1991): 104.

%2 Lawrence W. Levine, Highbrow lowbrow: The emergence of cultural hierarchy in America, (Cambridge, MA:
Harvard University Press, 1988).
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In the past twenty years or so, there has been a notable number of scholarly works on
musicals, which have helped move the genre from a marginalized area of study within academe
to a more respected one. It took established musicologists like Geoffrey Block (who wrote two
books about Charles Ives before writing Enchanted Evenings™) and Raymond Knapp (who
published books about Brahms and Mahler before publishing his two American Musical and...
Identity books™"), and theatre scholars like Scott McMillin (who mainly wrote books about
Elizabethan drama before writing The Musical as Drama™) to help legitimize musicals as
worthy of serious scholarly study. McMillin posthumously won the George Jean Nathan Award
for Dramatic criticism in 2006, and Princeton theatre professor Michael Cadden, who nominated
The Musical as Drama, remarked that the book “makes us not so embarrassed to love
musicals.”*® Cadden’s choice of words is telling, that we are not so embarrassed as we were
before scholarly books like McMillin’s indicates that some embarrassment about loving musicals
still lingers within the academy. However, when senior scholars were able to unashamedly
engage with the study of musicals (likely because they already had “serious” credentials in
musicology or theatre studies), they helped smooth the path for other scholars to write academic
works about musicals.

In the goal of carving a place for musicals in the academy, some of the more
embarrassing aspects of musicals were downplayed in order to make the genre more palatable to
the uninitiated. Thus, musicologists were more likely to focus on composers who had art music

training like Gershwin, Bernstein and Sondheim and not devote as much time to “tunesmiths”

% Block, Enchanted Evenings, 1997.

¥ Raymond Knapp, The American musical and the formation of national identity, (Princeton, N.J.: Princeton
University Press, 2005) and The American musical and the performance of personal identity, (Princeton, N.J.:
Princeton University Press, 2006).

% Scott McMillin, The musical as drama, (Princeton, N.J.: Princeton University Press, 2006).

% See “Late CU English Professor receives 2007 Nathan Award” Cornell Chronicle (January 4, 2008),
http://news.cornell.edu/stories/2008/01/late-cornell-professor-receives-drama-criticism-award
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like Irving Berlin or overly popular works by Andrew Lloyd Webber. Many scholars put forth
their own core repertories of musicals in books that reinforced the Golden Age as the epicentre
of the musical genre.

Musical scholarship in the past twenty years has moved beyond the biographies, and
anecdote-laden, image-heavy histories that dominated the musical theatre section of library
shelves in days past. In the mid-nineties, texts by Denny Flinn, Richard Kislan, Mark Steyn and
Ethan Mordden re-examined the history of musicals, analyzing the component parts of musicals
and how they worked together to form the genre.”” These works often ended by discussing the
“decline” of the American musical, historicizing the genre, and focusing largely on works before
the “fall.” Mark Grant echoed this “decline” narrative in 2004, while Bruce Kirle argued in 2005

2

that musicals themselves and the genre as a whole were “works in progress.”** Musicologists
such as Geoffrey Block and Joseph Swain wrote books that analyzed the music of musicals,

while presenting a “core repertory” of the genre.”” Esteemed presses like Oxford and Routledge

released “companions” to the American Broadway musical—reference books of musicals on

%" Denny Martin Flinn, Musical! A grand tour: The rise, glory, and fall of an American institution, (New York:
Schirmer Books, 1997); Richard Kislan, The musical: A look at the American musical theatre, rev. ed. (New York:
Applause Books, 1995); Mark Steyn, Broadway babies say goodnight: Musicals then and now, (London: Faber and
Faber, 1997). Between 1997 and 2005, Ethan Mordden published a series of books about the Broadway musical,
organized by decade, including: Make believe: The Broadway musical in the 1920s, (New York: Oxford University
Press, 1997); Coming up roses: the Broadway musical in the 1950s, (New York: Oxford University Press, 1998);
Beautiful mornin': the Broadway musical in the 1940s, (New York: Oxford University Press, 1999); Open a new
window: the Broadway musical in the 1960s, (New York: Palgrave for St. Martin's Press, 2001); One more kiss: the
Broadway musical in the 1970s, (New York: Palgrave MacMillan, 2003); The happiest corpse I've ever seen: the
last twenty-five years of the Broadway musical, )New York: Palgrave Macmillan, 2004); Sing for your supper: the
Broadway musical in the 1930s, (New York: Palgrave Macmillan, 2005).

% Mark N. Grant, The rise and fall of the Broadway musical, (Boston, MA: Northeastern Univestity Press, 2004);
Bruce Kirle, Unfinished show business: Broadway musicals as works-in-process, (Carbondale: Southern Illinois
University Press, 2005).

% Joseph P. Swain, The Broadway musical: A critical and musical survey, 2d ed. (Lanham, MD: Scarecrow Press,
2002), Block, Enchanted Evenings, 1997.
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stage and film—that expanded on earlier work done by Stanley Green.* Cambridge’s
“companion” was a volume of essays from multiple contributors that explored many aspects of
musicals (on Broadway and beyond), edited by Paul R. Laird and William A. Everett.*' In the
2000s, how different musicals expressed identity became a central focus in the field; books by
Raymond Knapp and John Bush Jones studying American and personal identity* were joined by
Andrea Most’s book about Jews and musicals,43 and books by Susan Smith, John Clum, David
Savran, and Stacy Wolf that variously explored race, gender, and sexuality in musicals.**

Many of the books in the brief literature review above, and articles in journals such as
Studies in Musical Theatre, paid attention to the art of musicals, bypassing some of the purely
pleasurable, entertaining aspects, and an emphasis on the “integrated” musical emerged.
Orchestrations that worked to foreshadow events, music that revealed more than lyrics could do
alone, books that held up on their own as texts for literary analysis, and dance that exposed
internal character struggles (as in Oklahoma!’s dream ballet) were examined with the same tools
academics used to analyze more highbrow forms of music, theatre or dance in their respective

fields. As scholars worked to take musicals seriously, the Golden Age musicals—many of them

“0 Ken Bloom, The Routledge guide to Broadway, (New York: Routledge, 2007); Thomas S. Hischak, The Oxford
Companion to the American Musical: Theatre, Film, and Television (New York: Oxford University Press, 2008);
Stanley Green, Broadway musicals show by show, (London: Faber and Faber, 1985) and Hollywood musicals year
by year, (Milwaukee, WI: Hal Leonard, 1990).

*-William A. Everett and Paul R. Laird, eds., The Cambridge companion to the musical, 2nd ed. (Cambridge:
Cambridge University Press, 2008).

2 Raymond Knapp, The American musical and the formation of national identity, (Princeton, N.J.: Princeton
University Press, 2005) and The American musical and the performance of personal identity, (Princeton, N.J.:
Princeton University Press, 2006); John Bush Jones, Our musicals, ourselves: A social history of the American
musical theatre, (London: Brandeis University Press, 2003).

** Andrea Most, Making Americans: Jews and the Broadway musical, (Cambridge, MA: Harvard University Press,
2004).

* Susan Smith, The musical: Race, gender and performance, (New York: Wallflower, 2005); John M. Clum,
Something for the boys: Musical theatre and gay culture, (St. Martin’s Press, 2001); David Savran, A queer sort of
materialism: Recontextualizing American theatre (Ann Arbor: University of Michigan Press, 2003); Stacy Ellen
Wolf, A problem like Maria: Gender and sexuality in the American musical, (Ann Arbor: University of Michigan
Press, 2002) and Changed for good: a feminist history of the Broadway musical, (New York: Oxford University
Press, 2010).
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musical plays instead of musical comedies—were held up as exemplars of the genre, and some
of the more spectacular, topical, or revue-style musicals were excluded from the canon. The
emphasis on the Golden Age of the Broadway musical (which some scholars argue started with
Show Boat in 1927, and others argue started with Oklahoma! in 1943, but all agree ended in the
late 1960s, usually after Cabaret in 1966 and before Hair in 1968) in much of the literature led
some scholars and critics to view musicals as a historical genre whose heyday was past. Larry
Stempel argues in his book Showtime: A History of the Broadway Musical Theater, “belief in a
historical Golden Age inevitably invites unflattering comparisons with the current one.”* The
overriding focus on canonical Golden Age musicals in scholarly texts on the genre not only
allows for the current age to be unfavourably assessed, it also means the core repertory of “Show
Boat to Sondheim™*® fails to include many of the musicals that interrogated contemporary issues
and that continued to be immensely popular with audiences in the decades after Hair.

In the past decade, scholarly books have emerged to redress this gap. Elizabeth
Wollman’s book Hard Times, about the largely forgotten subgenre of adult musicals in the 1970s
joins other recent scholarship like Jessica Sternfeld’s The Megamusical and Wollman’s first
book on rock musicals in allowing for a broader understanding of the musical genre.*” Wollman
argues that the focus on commercial and critical successes in the majority of Broadway histories
has left a gap in the discourse around more modest hits or outright failures (with the important

exception of Ken Mandelbaum’s book Not Since Carrie: Forty Years of Broadway Musical

** Larry Stempel, Showtime: A History of the Broadway Musical Theater (New York: W.W. Norton & Company,
Inc., 2010), 655.

“® Block, Enchanted Evenings: The Broadway Musical from Show Boat to Sondheim.

#" Jessica Sternfeld, The Megamusical, (Bloomington: Indiana University Press, 2006); Elizabeth L. Wollman, The
theater will rock: a history of the rock musical: from Hair to Hedwig, (Ann Arbor: University of Michigan Press,
2006) and Hard times: the adult musical in 1970s New York City, (New York: Oxford University Press, 2012).
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Flops*). In the push to take the genre of musical theatre seriously, the flops and embarrassments
within the genre are often disregarded or suppressed. These recent books make useful case
studies for how contemporaneous production and reception can affect later canon formation.
Books such as Hard Times, The Theatre Will Rock, The Megamusical, Not Since Carrie, and
Rebels with Applause®® broaden the scope of musical theatre scholarship to include forgotten
subgenres outside the canon, and are welcome additions to the field.

My own dissertation contributes to this growing field of study that endeavours to take
musicals seriously, carving a place for their analysis within the academy. | am also interested in
exploring the historical reasons why musicals were overlooked in music, theatre and dance
departments for so long. Literature from the fields of dance, music and theatre are all available to
the scholar of musical theatre, and | have found particularly fruitful ground in the area of
performativity, as with the recent edited volume Gestures of Music Theatre.>® The co-editors of
that volume, Millie Taylor and Dominic Symonds, write that their exploration draws on
“discipline-based scholarship from theatre studies, musicology, and cultural studies” but they
also use other approaches and methodologies.> Likewise, my dissertation draws inspiration and
approaches from beyond my primary discipline of musicology. Taylor also wrote the recent book
Musicals, realism and entertainment,> and my work on entertainment further interrogates the
important relationship between entertainment and musicals.

Musicals can be studied from a number of angles; there are fruitful areas of inquiry in

many facets of cultural studies, economics and sociology. They can be an excellent reflection of

*® Ken Mandelbaum, Not since Carrie: Forty years of Broadway musical flops (New York: St. Martin’s Press,
1991).

9 Scott Miller, Rebels with applause: Broadway’s groundbreaking musicals, (Portsmouth, NH: Heinemann, 2001).
*® Dominic Symonds and Millie Taylor, eds., Gestures of music theatre: The performativity of song and dance,
(New York: Oxford University Press, 2014).

*! bid., 5.

%2 Millie Taylor, Musical theatre, realism and entertainment, (Farnham, UK: Ashgate, 2012).
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American culture—for example, if you study the various revivals of Showboat you will get an
excellent understanding of the way racial relations have evolved since 1927.%° However,
musicals continue to be underrepresented in academia, even though some of the same sorts of
sociological approaches are used in musical theatre scholarship as in the rest of popular music
scholarship and theatre studies. I believe this is because the first, primary goal of musicals is to
entertain. Musicals are unabashedly about and for entertainment, and while popular music
scholars and cultural theorists have done a great job unpacking terms like popular and

commercial, there has by and large not been a similar discussion of the term entertainment.

BACKGROUND AND TERMINOLOGY, ACT Ill: ENTERTAINMENT VALUE

Musicologists (especially popular music scholars) have inherited the legacy of the ‘new’
musicology that emerged in the 1980s, introduced when Joseph Kerman called for a change to
musicology wherein “musicologists will become more engaged with music as experience rather
than as object, with a view to assessing (like literary critics) the value of music and

demonstrating its importance.”*

Many musicologists embraced this call wholeheartedly. Popular
music scholars pushed back hard against the dominance of Western Art Music in the academy
and created a space for popular music by applying cultural (and subcultural) theory to music.

However, in examining extrinsic values more than intrinsic ones, in arguing for rock and hip hop

to be valued for its political or social functions, they inadvertently cast doubt on popular music’s

>3 Lauren Acton, “Can’t help lovin’ dat musical: Show Boat in films and revivals,” in From Stage to Screen: Musical
Films in Europe and United States (1927-1961) edited by Massimiliano Sala, 1-17 (Lucca, Italy: Brepols, 2012).

>* See Joseph Kerman Contemplating music: Challenges to musicology, (Cambridge, MA: Harvard University Press,
1985). Kerman’s call to the field was parsed by Alastair Williams in Constructing musicology, (Aldershot: Ashgate,

2001), 3.
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aesthetic worth. The sociological approach tended to sidestep aesthetic, intrinsic questions about
the music and also tended to privilege the music of straight males—metal, punk, and rock.
Swinging the pendulum far toward social and political functionality in pop music also
had the unforeseen consequence that a large portion of pop music went unexamined, namely the
most popular pop, the music of the middle. Film scholar Richard Dyer thinks this avoidance of
very popular musics was an inheritance from Adorno’s critiques of popular music. Music that
was less tied to production and was more vocally anti-establishment was valued more because it

55 .
’>? Popular music scholars

distanced itself from corporate production and the ‘culture industry.
struggled to carve out a niche for themselves in the academy and managed to do so partly by
steering clear of the more suspect pop music that was a central part of the music corporate
establishment. Music like punk that was anti-establishment and somewhat on the fringes of
music culture achieved a firm central place in popular music discourse within the academy,
while the music that was at the top of the billboard charts from the same era—or a Disney
musical like Beauty and the Beast—tended to be pushed to the margins of academic study.

In the three decades since Joseph Kerman first made his call to the field, many studies
have emerged—notably from feminist and queer perspectives—that engage with populist pop.
Musicologists have become more inclusive not only in the genres we study but also in our

approaches and theoretical frameworks. Theories about entertainment are found in film theory™

and aesthetic philosophy®’ and are closely related to the study of pleasure in the arts, both in

% Richard Dyer, Only entertainment, 2nd ed. (New York: Routledge, 2002), 152. See also Theodor W. Adorno, The
culture industry, (London: Routledge, 1991).

*® Dyer, Only entertainment.

> Richard Shusterman, “Entertainment: A question for aesthetics,” British Journal of Aesthetics. 43, 3 (July 2003):

289- 307, and “Popular art and entertainment value,” in Philosophy and the interpretation of pop culture, edited by

William Irwin and Jorge J. E. Gracia, 131-157 (Toronto: Rowman & Littlefield Publishers, Inc., 2007).
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theatre®® and music.> I believe that scholars from many fields will find entertainment theory
another useful framework for analyzing cultural products, their creation, dissemination and
reception.

Entertainment is a ubiquitous term in our ‘Entertainment era’ and so, as someone who
studies a genre of music that is chiefly about entertainment, I have found an analysis
entertainment value to be very useful. Philosopher Richard Shusterman and film scholar Richard
Dyer have each explored the term entertainment and have argued for it to be taken seriously.
Richard Dyer imagines a conversation in which two people discuss an entertainment one has
seen; the first person asks “What did you think of it?”” and the second person responds, “Well it

wasn’t good, but it was entertaining.”60

When this type of exchange occurs, it is evident that,
even when someone does not think something has aesthetic value and is not defending its social
or political role, he or she can still feel enjoyment. There is something else s/he is valuing, and
that something is entertainment value. Simon Frith makes the important point that the social,
political, aesthetic pleasures of entertainment are intertwined: “one of the more foolish
consequences of the spurious distinctions between art and entertainment (or between high and
low culture) is the suggestion that to be entertained is to suspend all moral or aesthetic

9961

judgement.””" People make value judgments about what they see and hear, and just because

%8 Bertolt Brecht, Brecht on theatre: The development of an aesthetic, ed. John Willett. (New York: Hill and Wang,
1964); David Savran, “Toward a historiography of the popular,” Theatre Survey 45, 2 (November 2004): 211-217;
Victor Turner, From ritual to theatre: The human seriousness of play, (New York: PAJ Publications, 1982); Anne
Ubersfeld, “The pleasure of the spectator,” Modern Drama 25 (1982): 127-139.

*° Simon Frith, Music for pleasure: Essays on the sociology of pop, (Cambridge: Polity Press, 1988), Performing
rites: On the value of popular music, (Cambridge, MA: Harvard University Press, 1996), and “Entertainment” in
Mass media and society, 2" edition, James Curran and Michael Gurevitch, eds, (London: Arnold): 160-176; Eric
Gans, “Art and entertainment,” in Perspectives on musical aesthetics, edited by John Rahn, (New York: W. W.
Norton & Company, 1994); Dai Griffiths, “The high analysis of low music.” Music Analysis 18, no.3 (October
1999): 389-435; Richard Middleton, Studying popular music, (Philadelphia: Open University Press, 1990).

% Dyer, Only Entertainment, 4.

61 Frith, “Entertainment,” 170-171.
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somebody buys a ticket to a show does not mean they thought it was good, or enjoyable. To rely
on sales figures alone as a measure for popular taste and value is to discount people’s
engagement (or lack thereof) with entertainment.®

The value that entertainment provides to people is enmeshed with socio-political and
aesthetic values that people find in many forms of entertainment. Nonetheless, I believe that if all
the other values (economic, aesthetic, social, political, etc.) were stripped away, there would still
be something left—a nugget of pleasure that we call being entertained. This is entertainment
value; it is a value felt on an experiential level. Dyer believes that entertainment shows us “how

63 Entertainment works at

to be critical of the way things are by feeling how else they might be.
the level of affect, of emotions. Music is perhaps especially effective at tapping into emotions
that exist beyond the bounds of language, but are deeply felt. Dyer quotes Susanne K. Langer,

. . . 64
who argues, “Music is a tonal analogue of emotive life.”

Dyer provides a schema for how and
why entertainment works, by positing that it fulfills needs that capitalistic societies promise (but
often fail) to meet. These are not needs manufactured by marketers or advertisers, but are real
social tensions or absences that are met by entertainment, especially when the entertainment is
escapist and utopian, as is the case with many musicals. Thus, the needs of scarcity, exhaustion,
dreariness, manipulation and fragmentation are met in utopian entertainments by abundance,

energy, intensity, transparency and community.®® The temporary escape into a utopian world is

one of the many values (or pleasures) that entertainment can provide. However, when aesthetic

%2 There have been recent changes in the past few years to how analysts and entertainers measure audience’s
engagement—from changes in how Billboard tracks the popularity of alboums (multiple listens on subscription
services like Spotify are now given the same weight as one album sale), to the emergence of websites that allow
audiences to monetarily support artists whose content they access for free (like Subbable and various Kickstarter
campaigns).

% Dyer, Only Entertainment, 179.

* Ibid., 21.

% Dyer, “Entertainment and Utopia” in Only Entertainment, 19-35. See especially his chart on p. 26.
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or sociopolitical pleasures seem lacking in certain forms of entertainment, there is a tendency on
the part of cultural critics to minimize the values these entertainments do provide. In these cases,
the term entertainment is used dismissively or even pejoratively. The title of Dyer’s book, Only
Entertainment, clearly displays that, conceptually, entertainment is almost always attended by
value judgments that compare it with something else. Often, it is contrasted with art.

Shusterman, as a philosopher of art, approaches entertainment aesthetically. He writes,
“Because the concept of entertainment is deeply and complexly related to the concept of art, and
because it is also broader and older than the concept of popular art, its analysis can be instructive
not only for the question of popular art but for aesthetics as a whole.”® Shusterman does not
explicitly put forth a definition of entertainment, but instead defends its pleasures. He argues not
only for a reevaluation of pleasure as a whole (and the understanding of the complexity of
pleasures—from gaudium to jouissance to schadenfreude), but also for an understanding and
acceptance of ‘low’ pleasures. He asks us to not only look at the positive functions of
entertainment (such as providing relaxation and amusement) but to also consider entertainment
value for itself, intrinsically and aesthetically.

Entertainment’s link with pleasure is very basic on some levels; when someone is
entertained, she feels pleasure. Richard Dyer emphasizes the importance of pleasure to our
concept of entertainment, “while pleasure has surely always been intended and taken in artefacts
and performances, the idea of entertainment is distinctive in its emphasis on the primacy of
pleasure, ahead or even instead of practical, sacred, instructional or political aims and

functions.”®” Both Dyer and Shusterman consider pleasure intrinsic to the study of entertainment.

% Richard Shusterman, “Entertainment: A question for aesthetics,” British Journal of Aesthetics 43, 3 (July 2003):
289.
%7 Dyer, Only Entertainment, 1.
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Bertolt Brecht also felt strongly about the value of pleasure in entertainment; in his belief in the
nobility and dignity of pleasure, he wrote that attempting to remove the pleasure from art would
be to debase it.

From the very first it has been the theatre’s business to entertain people, as it also has

of all the other arts. It is this business which always gives it its particular dignity; it

need no other passport than fun, but this it has got to have... Thus what the ancients,

following Aristotle, demanded of tragedy is nothing higher or lower than that it

should entertain people... And the catharsis of which Aristotle writes—cleansing by

fear and pity, or from fear and pity—is a purification which is performed not only in

a pleasurable way, but precisely for the purpose of pleasure. To ask or accept more of

theatre is to set one’s mark too low.®®
He notes that there are a variety of pleasures that theatre can create, and that they are not all
equal. For Brecht, the greater and more complex the pleasures, the greater is the work of art.

The term guilty pleasure is often invoked when certain forms of mass entertainment

(reality television, genre fiction, gossip magazines, etc.) are discussed. Comedian Tim Minchin
says that these types of guilty pleasures “show an incredibly low threshold for both guilt and
pleasure.” To him, a guilty pleasure would be something like “doing cocaine while you’re
babysitting or cancelling your monthly payment to your sponsor child so you can afford to buy a
second iPad.”®® What Minchin is getting at is that in the common usage of the term, the ‘guilt’ in
a guilty pleasure is mild—or it should be. There may be some heavier guilt in liking a rap song
that is misogynistic or a country song that is racist,”® but most guilty pleasures are ‘guilty’ for

aesthetic reasons rather than political or social reasons. In guilty pleasures, the guilt is in

knowing that we are making a decision to like something that our community tells us is not good

% Brecht, Brecht on theatre, 180-181.

% Minchin told this bit on guilty pleasures at the Melbourne International Comedy Festival, All-star Show, 2011,
available online http://www.youtube.com/watch?v=rVsD-bHA70A

" See Aaron A. Fox‘s chapter on country as ‘bad’ music for a discussion of this point in Bad music: the music we
love to hate Christopher Washburn and Maiken Derno, eds., (New York: Routledge, 2004). Carl Wilson also writes
on this point, “unless you have a thing for white-power anthems, the claim now goes, there is no reason ever to feel
guilty or ashamed about what you like” Carl Wilson, Let’s talk about love: A journey to the end of taste (New York:
Continuum, 2007), 13.

21


http://www.youtube.com/watch?v=rVsD-bHA7oA

taste. When Cadden and Wollman referenced some peoples’ embarrassment about enjoying
musicals, they were acknowledging that the entire genre is sometimes seen as a guilty pleasure.
Hans-Georg Gadamer states, “taste, in its essential nature, is not private, but a social
phenomenon of the first order.””* We therefore feel guilty about enjoying something our society
labels as bad taste.

As Pierre Bourdieu writes in Distinction, “taste classifies, and it classifies the classifier.
Social subjects, classified by their classifications, distinguish themselves by the distinctions they
make, between the beautiful and the ugly, the distinguished and the vulgar, in which their
position in the objective classifications is expressed or betrayed.”’* Taste is constructed and
deconstructed in socially and historically specific ways; gatekeepers (who are often invested in
preserving the status quo) delineate the parameters of good taste. However, taste is also
personal—it is revealing to tell other people what we like or hate, and can forge or break social
bonds when others agree or disagree with us. | admit that part of my motivation in choosing to
analyze musicals in my dissertation was to defend my own pleasure in musicals to those who
have questioned it, and to analyze the taste worlds | inhabit, growing up with the Stratford
Festival close by, participating in musicals from a young age, and also receiving formal training
in art music before pursuing musicology and cultural studies.

Bourdieu states that there are three routes by which an artwork achieves legitimacy, one
route is that it conforms to the dominant ‘bourgeois’ taste, but the second route allows for avant-
garde works to emerge in art that is created for appreciation by other artists, and the final route

“is the principle of legitimacy which its advocates call ‘popular,’ i.e. the consecration bestowed

™ Hans-Georg Gadamer, Truth and method, English translation by Sheed and Ward Ltd., (New York: Crossroad,
1986), 34.

"2 pierre Bourdieu, Distinction: A social critique of the judgement of taste, translated by Richard Nice, 1984,
(Cambridge, MA: Harvard University Press, 1979), 6-7.
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by the choice of ordinary consumers, the ‘mass audience.”” Many guilty pleasures are
legitimized by their popularity but have not been legitimized by artists and/or tastemakers. Thus
if I name a musical like Legally Blonde a guilty pleasure, 1 am really setting up a binary that
opposes aesthetic judgment with enjoyment. This binary is at the heart of the distinction between
art and entertainment and is tied to cultural and class distinctions of high and low.
Entertainment and art have a great deal of overlap, and at its broadest definition,
entertainment encompasses art, yet distinctions between the two are continuously underlined in
cultural critiques, in journalism, in lines drawn in the sand between genres and styles, and in
everyday conversation. The division between art and entertainment is inevitably mapped onto
distinctions of high and low culture, art, and class. As Shusterman puts it, “underlying the
stubborn hierarchical dichotomy between high and popular art there is a far more basic contrast
at work—art versus entertainment. Yet the complex network of language games deploying these
concepts reveals that entertainment is not simply contrasted to art but often identified with art as
an allied or subsuming category.””* High/low and art/entertainment categorizations and
distinctions are subjective and happen on continuums—or in Bourdieuian ‘fields’—that are
constantly being restructured by the practitioners, critics, and audiences of the art/entertainment
world. In the world of musicals, the Golden Age musicals tend to be high and musicals based on
movies are low, but in the broader worlds of music or theatre, all musicals are usually ranked as
lower (more toward the entertainment side of the art/entertainment continuum) than opera or

classical theatre.

" Pierre Bourdieu, The field of cultural production, ed. Randal Johnson, (Columbia: Columbia University Press,
1993), 51.
™ Shusterman, “Entertainment: A question for aesthetics,” (2003), 290.

23



Shusterman historicizes the high/low duality in the Romantic era as it emerged in the
philosophy of art. He notes that while Kant used the term entertainment to refer to both high
(disinterested pleasure in beauty) and low (interested pleasure in the agreeable) in his Critique of
Judgment,” it was with Hegel that entertainment came to refer to the low in particular, when he
insisted that art should be ‘free’ from external functions and uses. In his Lectures Hegel stated,
“it is of course the case that art can be used as a fleeting play, affording recreation and
entertainment, decorating our surroundings, giving pleasantness to the externals of our life”"® but
Hegel turned his attention away from the entertaining, recreational functions of art to intrinsic
value, because only when freed of extrinsic considerations was “fine art truly art, and it only
fulfils its supreme task when it has placed itself in the same sphere as religion and philosophy.”"’
Hegel was one of the most influential Romantics in his ideas of autonomous art and functional
entertainment; Shusterman laments, “this Hegelian attitude still sadly dominates contemporary
aesthetics, whose idealist turn has privileged, in the realm of art, truth over beauty and
pleasure.”’® Shusterman points out logical inconsistencies in the utility/free argument put
forward by Hegel and endorsed by philosophers like Hannah Arendt; he writes, “Hegel does not
really leave these fine arts free. For he imperiously assigns them their highest task... servitude to

God, truth and the ideal.”” Similarly, Arendt “claims to regard art and beauty as pure ends of

delightful appearance with no functional reference to life, [but] she actually ends up insisting that

" Richard Shusterman, “Popular art and entertainment value” in Philosophy and the interpretation of pop culture,
edited by William Irwin and Jorge J. E. Gracia, (Toronto: Rowman & Littlefield Publishers, Inc., 2007), 138. See
Immanuel Kant, The critique of judgment, 1790, translated by. J. C. Meredith, (Oxford: Oxford University Press,
1952), book 1, paragraph 7.
"® Georg Wilhelm Friedrich Hegel, Hegel’s aesthetics: Lectures on fine art, 1835, translated by T. M. Knox,
%Oxford: Oxford University Press, 1975), 7.

Ibid.
"8 Shusterman, “Popular art and entertainment value” (2007), 138.
" Shusterman, “Entertainment: A question for aesthetics,” (2003), 297-298.
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they perform perhaps the greatest service to life—its justification through immortalization.”®

Because even Hegel and Arendt want art to serve a (high) function, the function/autonomy
divide collapses upon inspection into a divide between high and low (often class-based)
functions. This classist snobbery is part of what | examine in this work when so called popular,
mass and low entertainments are contrasted with elite, high arts.

Those practitioners who find themselves on the entertainment or low side of the
continuum often embrace their stature by satirizing high art. Lawrence Levine writes that several
Americans, including John Philip Sousa, expressed antagonism toward European art music. In
Hollywood films “it became common for classical musicians to be portrayed as silly, pretentious,
and archaic.”® The antagonism some American artists held toward European art music, theatre
and dance can also be seen in the rejection of European-derived operetta in favour of home-
grown musicals in the 1910s and late 1930s.% Stratford, too, has vacillated between its colonial
ties to England in its Shakespearean focus, and the frequent desire artistic directors had for
Stratford to be Canada’s national theatre, reflecting Canadian identity and independence back to
Canadian audiences.

Richard Dyer notes that the classical European art / American popular entertainment
dualism was acted out in several musical films, with entertainment and art partially reconciling
through the romantic union of the lead couple. In the Hollywood vision of events, entertainment
usually took the upper hand: “In Funny Face, the central contradiction is between art and

entertainment, and this is further worked through in the antagonism between the central couple,

% bid., 307.
& |_evine, Highbrow/Lowbrow (1988), 283.
8 Richard Traubner, Operetta: A theatrical history, rev. ed. (New York: Routledge, 2003).
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Audrey Hepburn (art) and Fred Astaire (entertainment).”®® Astaire often represented
entertainment in his movies. In The Band Wagon his character is suspicious of high art,
represented by the director of Oedipus Rex, and he and his collaborators show the director the
joys of entertainment in an anthem to the form—*“That’s Entertainment!”—quoted as the
epigraph of this chapter. In Silk Stockings Astaire’s American hedonism and taking pleasure in
music and life is contrasted with Cyd Charisse’s Soviet character looking for usefulness in music
and life. Fred and Ginger also waged battles with each other on the grounds of art versus
entertainment. This trope allowed for some great dance routines that were based on fusions and
the appropriations of once ‘low’ forms like tap to higher realms. Through the romantic
reconciliation of Astaire and his partner at the end of his films, audiences were taught that art and
entertainment could each be valued and could bring value to each other, but without
entertainment art would be stuffy and boring.

What is categorized as high or low may change over time, but the high/low binary itself
remains. Philosopher William Irwin writes, “We can’t live with or without the distinction
between high and low art.”®* Ted Cohen calls the distinction “indefensible but indispensable.”85
So too, the art/entertainment division remains a useful, if not always palatable, tool. While it is
important to acknowledge that art and entertainment are aligned and often overlap, no doubt we

will also continue to use the terms in opposition in quotidian practice and continue to draw

distinctions between what we enjoy and what we appreciate.

% Dyer, Only Entertainment (2002), 28.

8 William Irwin, “Philosophy as/and/of popular culture,” in Philosophy and the interpretation of pop culture, edited
by William Irwin and Jorge J. E. Gracia, (Toronto: Rowman & Littlefield Publishers, Inc., 2007), 46.

8 Ted Cohen, “High and low thinking about high and low art” in The Journal of aesthetics and art criticism 51
(1993): 151-152.
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The overarching theoretical framework for this dissertation is a theory of entertainment
that addresses the multifaceted nature of entertainment by examining aesthetic, economic, and
socio-political factors in addition to the entertainment value of any particular work. In the past
fifteen to twenty years, scholars such as David Deacon have presented models for holistic
approaches to media studies. Deacon is especially concerned with combining analyses of
production and consumption in order to gain a better understanding of how different media work.
He argues, “dissociation fosters a tendency among researchers to underestimate, and even deny,
the complexities of social and cultural processes beyond their immediate purview.”® In order to
avoid myopic analyses, and to access and examine the nuances of entertainment (like musicals)
that contain a complex node of values in the way they are produced, disseminated, and
consumed, | have found a holistic approach to be indispensible.

Jonathan Burston, a media studies scholar who has analyzed the effects of megamusicals
on the global theatre ecology, wrote of his holistic approach that tied together commercial,
production-based, and aesthetic practices, “if an organisational examination of the megamusical
phenomenon reiterates any theoretical lesson for media and cultural studies, it is that each of
these moments of practice is intimately connected, and none can be considered as discrete from
the others if changes under way within the live-entertainment economy are to be comprehended
profitably.”®” So too with musicals at Stratford, | have found that their role can only be fully
understood by examining the many different types of values they have for the Festival, as well as

what the Festival context brings to the genre of musicals.

® David Deacon, “Holism, communion and conversion: Integrating media consumption and production research,” in
Media, Culture and Society 25 no. 2 (2003): 215.

8 Jonathan Burston, “Spectacle, synergy and megamusicals: The global-industrialisation of live-theatrical
production,” in Media organizations in society, James Curran, ed., 69-81. (London: Arnold, 2000), 70.

27



In examining the place of musicals at Stratford, | argue that neither the economic value
nor the aesthetic worth of the musicals can be examined in isolation to justify the place of
musicals at a classical festival; therefore the aesthetics and economics of the musicals must be
taken in conjunction with the entertainment value in order to reveal the overall value of musicals
at the Festival. My use of the term entertainment value refers to the pleasure a person takes in
entertainment when he or she enjoys a work for its own sake. It is a value that can be teased out
from economic, aesthetic and social or political values. Of course, these values are often
intertwined and entertainment value does not exist in a sociological vacuum—when we feel
pleasure and enjoyment, part of our response is socially conditioned—but I distinguish
entertainment value from sociological approaches such as Marxism, feminism, subcultural
theory, etc., that have dominated cultural studies and the discourse about music in recent years.
The value of entertainment is felt not just by the entertained, but also by the entertainer, and the
desire to share art with a wider public is a desire | call the entertainment impulse.

By including entertainment value in my approach to the study of musicals at Stratford, |
give an in-depth reading of entertainment at the Festival. | maintain that entertainment value can
be assessed by comparing the critical reception of works with box office receipts. In places
where there is a discrepancy between how well a work was received critically and how well it
was attended, | looked for instances of entertainment value making up the difference by
analyzing the language used by the critics. In addition to the economic/commercial, aesthetic and
socio-political factors present in musicals, studying the entertainment value of musicals presents
a well-rounded analysis of the musicals and the many roles they fulfill at the Stratford Festival. It

is an approach that attempts to balance text and context(s) partially by acknowledging the
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hierarchies of genre within the musical and theatrical worlds and highbrow/lowbrow

considerations within the canon of musical theatre.

AIMS AND SCOPE

This dissertation examines the role of musicals at the Stratford Festival, addressing why the
artistic team included them in the first place and how their role within the Festival has evolved
over time. In particular, I consider the extent to which musicals have altered the mandate of the
Festival, changed the make-up of the company, and induced a different type of audience to make
the trip to Stratford. | argue that musicals are not solely included in the Festival to put ‘bums in
seats’ and thus to help cover the cost of riskier (and potentially less well attended) productions;
rather, |1 show that in recent years the musicals themselves have grown riskier, suggesting that
musicals at Stratford are chosen for aesthetic reasons as well as economic reasons. Stratford has
recently produced new Canadian musicals, with no guarantee that they will attract an audience,
but instead to support the creation of new musicals in Canada. | aim to show that the value of
musicals at the Festival cannot be reduced to monetary value alone. There are complex social,
political, and aesthetic reasons for the inclusion of specific musicals in specific seasons. My
dissertation explores these reasons and puts forth a nuanced reading of the place of musicals at
Stratford.

As many theatre companies and opera companies turn to more commercial and populist
works to help bring new audience members through their doors, it is worth exploring how this
unfolds. Art forms that had previously had separate venues and companies are more frequently
being juxtaposed in one single context. For example, several opera companies are including
musicals in their seasons, offering works by Verdi and Sondheim to the same subscription
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audience, but also hoping to attract new operagoers to La Traviata by bringing them into the
opera house with Sweeny Todd. These juxtapositions shed light on the cultural fracas between
so-called high and low art forms, and the ways in which the valuation of these works are re-
evaluated in new contexts by new audiences. The Stratford Festival therefore serves as a case
study for how and why a company dedicated to classical forms of theatre integrated a
commercial genre—the musical—into its mandate. | hope that my examination of the place of
musicals at Stratford will prove a useful model for others who wish to explore the value of
musicals in particular or the value of recontextualized arts more generally.

I have chosen to limit my study to a specific place—the Stratford Festival—and a specific
genre—the musical. However, in the first two chapters I consider Stratford’s Music Festival
(1955-1975), its incidental music, and other types of musical theatre because | argue that the
high value that Stratford directors placed on live music in the early years of the Festival provided
for a natural transition to musicals in the mid-eighties. Nevertheless, while I do discuss some of
the operas and operettas produced at Stratford, the main focus of this work is on the musicals that
Stratford produced after 1985. | provide context for what was going on in the worlds of theatre
and music outside the Stratford Festival at various points throughout my dissertation, but my
scope can be parsed as: “musicals at the Stratford Festival, 1986-2014,” which, at one to four
musicals per year, provides plenty of material for analysis.

My goal is to understand and explain the place of musicals and their role in the Festival
and what that reveals about musicals as a genre and the Festival as a venue. In pursuing that goal,
| have attempted to answer the following questions:

1. Why were musicals included in the repertoire of a company dedicated to classical

theatre?
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2. What is the role of musicals at the Festival and how has their role evolved since the
1980s?

3. What types of musicals are included in the repertoire, and what does the inclusion of
these musicals say about the Festival and the canon of musical theatre?

4. How has the inclusion of musicals altered the personnel and structure of the company?
5. How does an American art form (the musical) fit into a classical theatre company (with
heavy British influence) in Canada, and how have Canadian musicals fared the few times

they have been mounted?

6. Are musicals produced at the Stratford Festival different in form or nature from musicals
presented elsewhere (i.e. Toronto, West End, Broadway)?

| examine many important aspects of the production and reception of musicals at a
classical repertory festival and show how the role of the musicals was created and maintained,
and why musicals matter to the Stratford Festival. Further, | hope that this exploration of the
place of musicals in a classical repertory company continues the work of scholars such as
Raymond Knapp, Geoffrey Block, Andrea Most, David Savran, Stacy Wolf and many others
who have approached musicals seriously, as a genre worthy of scholarly attention, thus
encouraging other scholars to take musicals seriously. My research therefore contributes to the
growing field of musical theatre scholarship and the wider field of cultural theory. I combine
aspects of aesthetics, economics, socio-political and cultural factors in my analysis of the
entertainment value of musicals at the Stratford Festival. In so doing, | present a holistic
approach to works of entertainment that will be useful to scholars of both high and popular

culture.

METHODOLOGY
For this study, | conducted two main types of research: interviews and archival research. | have
also relied on secondary research in the form of books published by and about the Stratford
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Festival, contemporaneous reviews of musicals at Stratford, and the growing body of scholarly
books about musical theatre. Since I began this project in 2012, | have seen every musical
produced at Stratford, and I am also able to call upon my recollections of the musicals | have
seen there over the past 20 years, since | first attended a school performance of The Pirates of
Penzance in 1994. Whenever possible, | have also attended many of Stratford’s other offerings,
including plays, concerts, showcases, tours and “meet the company” events. All of these
experiences proved fruitful sources of material and inspiration for this project.

| conducted the majority of my interviews with informants in person between August
2012 and September 2013 in Stratford and Toronto. | also conducted phone interviews and
corresponded by email when meeting with my interview subjects in person was not feasible. I
put out a general call to actors, directors and musicians through Stratford’s internal contact list as
well as reaching out through websites and social media, and snowballing from personal
contacts.®® My informants all communicated to me that they were happy to further the cause of
musicals at the Stratford Festival by donating their time to talk with me about musicals. | thank
them all for generously sharing their experiences.

In addition to interviews, my other source of primary material was archival research that |
conducted in two large archives: the Stratford Festival archives in Stratford, Ontario and the
Louis Applebaum fonds in the Clara Thomas archives at York University. Former music director
of the Festival, Louis Applebaum, donated a wealth of materials about Stratford to the York
University archives, including photographs, correspondence, programs, audition notes, scores
and recordings. At the Stratford archives, | was able to view archival videos of productions I

could not attend in person, watch recorded interviews, see production photographs, set

8 See list of Interviewees, page 402.
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maquettes, house and souvenir programs, and internal documents such as administration records
and box office data. Some of the archival documents were not available to researchers and not all
of the data | found in the Stratford archives could be published. In particular, | was asked not to
share the raw numbers from the box office, as they do not always provide an accurate picture of
attendance figures or the financial success of certain shows or the Festival as a whole. In addition
to research in the Applebaum fonds and the Stratford archives, | conducted primary research in

the CBC archives and with holdings at the Toronto Reference Library.

CHAPTER OVERVIEW
In the first two chapters of this dissertation | examine the relationship of music to the Stratford
Festival with specific focus on the early years of the Festival before musicals became the
dominant form of staged music at the Festival. Louis Applebaum was the first Festival Music
Director and was instrumental in making music an important part of the Festival from the first
day. Chapter One focuses on Applebaum’s contribution including the composition of the Festival
fanfares, the incidental music, conducting the Festival orchestra, creating a congress of Canadian
composers at Stratford, and musically directing staged works such as operas and operettas. | also
write about Applebaum’s successors including Glenn Gould, Oscar Shumsky, Alan Laing and
Berthold Carriere. In Chapter Two, | examine the operas and operettas that Stratford produced
during its first 30 years. | interrogate some of the valuations that accompany genre distinctions
and explore issues of canon. | also examine how the works that were chosen reflected the wider
trends in theatre and Canadian national identity.

In those first two chapters, | argue that the Music Festival has had two important legacies
for the Festival. First, the separation between the musical and dramatic sides of the Festival was
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quite wide in the Music Festival years (1955-1975), and that separation continues to resonate in
the way musicals and musical actors are often segregated from the rest of the works and
company. Secondly, and more positively, the activities and successes of the Music Festival led to
a tradition of active composers, acting singers and musicians being associated with and
employed by the Festival, so that musicals arose very naturally out of this music rich
environment.

Economics are a big part of keeping a festival the size of Stratford afloat, and my third
chapter focuses on how the commercial needs of the Festival can influence the artistic
considerations at the Festival. I explore how the Festival was created to replace Stratford’s major
industry, and how it is therefore responsible for the livelihoods of many Stratfordians as a direct
employer and in the tourism trade that sprang up around it. I examine the ticket sales,
government funding, sponsorship and ancillary revenue of the Festival, and how the disparate
desires and agendas of the ticket-buying public, the government, and big business can influence
artistic decisions. In this chapter I also unpack the history of musicals as a commercial genre of
theatre, and how they have been treated as the “cash cow” at Stratford by many critics.

In my fourth chapter | examine the politics of space and place at Stratford especially as it
relates to the four different stages used by the Festival. | give a history of each theatre at
Stratford—the Festival stage, the Avon, the Tom Patterson Theatre (formerly the Third Stage),
and the Studio Theatre. | then examine where the music theatre and concerts have historically
been staged at Stratford, where the musicals are currently staged, and how the politics of place
has influenced the reception of musicals at Stratford. In this chapter I also explore the special

considerations for directors, actors and designers when mounting musicals on a thrust, or open,
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stage. In a short case study after Chapter Four, | compare different productions of the same
musical when they have been mounted at both the Avon and Festival theatres.

In my fifth chapter, I rely on interview data with the actors, musicians, and artists who
create musicals at the Stratford Festival to interrogate how musicals and the people involved in
them fit into the company as a whole. | explore the nature of repertory theatre, and how everyone
at the Festival usually participates in more than one production each season. Frequently, the way
the actors are cross-cast ensures that all the musically trained actors are in two musicals, and all
the classically trained actors are in two plays. | examine the training of the actors and how
Stratford provides further training in their own conservatory. | also investigate the “company
within a company” phenomenon—looking at seasons when the musical actors were almost
completely separate from the rest of the Stratford company, and at years where an attempt was
made to counteract this trend by casting classical actors in musicals and vice versa.

Finally, I conclude my dissertation with a chapter that summarizes my findings and pulls
together the economic, aesthetic and socio-political strands that emerged in the earlier chapters,
giving a complex and nuanced reading of the place of musicals at Stratford. The main goal of my
dissertation is to examine the role played by musicals at the Stratford Festival. | argue that
musicals cannot be reduced to their economic value alone, any more than they can be fully
encapsulated by their entertainment value or their aesthetic value. Each of these values informs
the place of musicals at a classical repertory festival. | address each of these concerns separately,
as outlined in the chapter breakdown above, before examining the ways they interrelate and
coming to some conclusions about how the Stratford Festival approaches the genre of musicals

and how musicals alter and expand the mandate of the Stratford Festival.
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CHAPTER ONE: THE STRATFORD FESTIVAL AND ITS MusIC

Here will we sit, and let the sounds of music/ Creep in our ears.
- William Shakespeare®®

When it sounds good, it is good.
- Duke Ellington®

On a warm June evening in 2013, the lobby of the Stratford Festival theatre was filled
with the strains of music composed by Louis Applebaum, the first director of music at the
Festival. The performance, part of the Festival’s “Night Music” series, was a tribute to
Applebaum’s music, performed by a group of four women known as The Festival Gems. The
concert began, appropriately, with the fanfare that Applebaum composed to greet the audience at
the very first performance of the Stratford Shakespearean Festival on July 13, 1953. The
international and glittering crowd at that first premiére was there to see Alec Guinness as
Richard III intone “Now is the winter of our discontent / Made glorious summer by this sun of
York,” but before the audience heard a word of Shakespeare, they were greeted by Applebaum’s
fanfare. The fanfare has been played before the start of every performance at the Stratford
Festival theatre since that first night. Another fanfare by Applebaum is played at every
intermission to call the audience back to their seats for the second half. Applebaum biographer
Walter Pitman asserts that apart from the national anthem, these Stratford fanfares have been
played more often than any other Canadian composition.®* For more than sixty seasons, these

fanfares have welcomed theatre goers to the iconic Festival Theatre.

8 William Shakespeare, Merchant of Venice Act 5, Scene 1.

% Duke Ellington, “Jazz at Stratford” in The 1957 Stratford Festival Souvenir Program. Stratford Festival archives.
! Walter Pitman, Louis Applebaum: A Passion for Culture, (Toronto: The Dundurn Group, 2002), 102. Pitman
reiterated this point in his talk about Applebaum that was part of the tribute concert on June 10, 2013.
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IIIrati 1.1: Fanfare musicians at th Festival Theatre.
Stratford Festival Publicity. Photo by Krista Dodson.

By 2013, the fanfares had become so well known to Festival patrons that musical
directors began taking liberties with them. At the Applebaum tribute concert, The Festival Gems
gave an a cappella rendition of the fanfare to open the concert. They imitated the sounds of
horns with their voices to knowing and appreciative chuckles from the audience. The standard
instrumentation of four brass and one drum played the fanfare before two of the four plays at the
Festival Theatre in 2013, but for the productions of Romeo and Juliet and The Merchant of
Venice the instrumentation was altered. During some scenes in Romeo and Juliet, musicians

playing a viol, lute, recorder and drum performed onstage, and this group of musicians also

played a Renaissance-style arrangement of Applebaum’s fanfare before the performance. The
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instrumentation of the fanfare thus gave the audience at Romeo and Juliet a sense of the
Elizabethan setting before they even set foot inside the auditorium. Antoni Cimolino’s
production of The Merchant of Venice was set in 1930s fascist Italy and the fanfare in this case
was played on snare drum, trombone, saxophone, clarinet and violin in a klezmer-infused
version.” The fanfare in these instances functioned as aural markers of time and place that
brought the setting of the plays outside the theatre proper, thus extending the experience of
attending these specific Stratford shows beyond the stage. On top of the fanfares’ normal
function of celebrating the playgoing experience at Stratford in general, the reorchestrated
fanfares added another layer that was about celebrating that production in particular. When an
audience member steps outside the auditorium and into the lobby space of the theatre during
intermission, they are entering a liminal space—partly still in the world of the play and partly in
the quotidian world. The new arrangements of Applebaum’s fanfares served as musical bridges
that refocused the playgoers’ attention into the world of the play before re-entering the
auditorium for the second act.

The founding artistic director of the Festival, Tyrone Guthrie, was a proponent of pomp
and pageantry. He believed that theatregoers should attend a festival like Stratford with a sense
of occasion. In the first years of the Festival, a cannon shot was sounded at the beginning of each
performance to cap off the fanfare.®® The symbolic resonance of a brass fanfare and ceremonial
cannon shots aligned the Stratford Shakespearean Festival with important royal, military and
civic events. Applebaum was hired by Guthrie to compose incidental music for the plays and to

conduct the orchestra, but it is the fanfare, more than any of Applebaum’s other compositions,

% See listing of fanfare musicians in 2013 house programs, Stratford Festival archives.
% There was also a large bell that was rung before performances as part of these welcoming rituals. The bell now
sits inside the Festival Theatre lobby.
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that has come to represent the sense of occasion at the Festival that Guthrie so prized. The
fanfares are sonic markers of the Festival, representing the pageantry and festive spirit with
which the Festival was created. Their central role in the Stratford experience points to a
significant facet of the Festival that is often overlooked by Stratford Festival historians, audience
members and even performers—the music.

Many monographs have been written about the Stratford Festival but none has been
devoted to the music of the Stratford Festival, although music has played an important role at
Stratford since its inception. In fact, from 1955 until 1965, the Festival was referred to as the
Stratford Festival of Drama and Music and this musical emphasis can easily be tracked in the
Festival’s promotional materials (see llustration 1.2).** In this chapter I explore the role of
music at the Stratford Festival, addressing an aspect vital to its history and character that has
long been neglected. I look at the history of the Music Festival and the ambitious plans of
Festival music directors such as Louis Applebaum, Oscar Shumsky and Glenn Gould for music
at the Stratford Festival. From incidental music for the plays, to the concert series, Chapter One
is devoted to an examination of the musical life at the Stratford Festival beyond music theatre. |
argue that the emphasis on developing a musical side to the Festival in its early history set the

stage for the successful inclusion of operettas and American musicals into a Shakespeare festival.

% Emphasis mine. From 1955 until 1965, the brochures for the Festival were leaflets that opened to show the drama
festival on the inner left flap and the music festival on the inner right flap. After 1966, a change was made organize
the offerings by space, rather than genre, so the brochures listed all performances at the Festival theatre together and
all performances at the Avon theatre together, whether they were plays, operettas or concerts. See brochures and
visitor’s guides at the Stratford Festival Archives.
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THE STRATFORD FESTIVAL

DRAMA

June 19 - September 23

THE STRATFORD FESTIVAL COMPANY IN
Three plays by William Shakespeare

PAUL SCOFIELD DOUGLAS CAMPBELL
BRUNO GERUSSI ELEANOR STUART

Coriolanus

directed by MICHAEL LANGHAM
designed by TANYA MOISEIWITSCH
music composed by LOUIS APPLEBAUM

DOUGLAS CAMPBELL DOUGLAS RAIN
KATE REID

Henry VIII

directed by GEORGE McCOWAN
designed by BRIAN JACKSON
misic composed by LOUIS APPLEBAUM

PAUL SCOFIELD JOHN COLICOS
JACK CRELEY ZOE CALDWELL

Love’s Labour’s Lost

directed by MICHAEL LANGHAM
designed by TANYA MOISEIWITSCH
music composed by JOHN COOK

and
The Canvas Barricade

A new Canadian Comedy
by DONALD LAMONT JACK

in the Festival Theatre

MUSIC
July 7 - August 19
Glenn Gould, Leonard Rose, Oscar Shumsky
Directors

Gilbert and Sullivan’s

The Pirates of Penzance

directed by TYRONE GUTHRIE
designed by BRIAN JACKSON
conducted by LOUIS APPLEBAUM
with
MARION STUDHOLME ANDREW DOWNIE
ERIC HOUSE HARRY MOSSFIELD
IRENE BYATT
and
The National Festival Orchestra
Daily (except Sundays and Mondays)
July 7 - August 19
in the Avon Theatre

Week-end Concerts
Sundaysat 2.30 p.m., July 16, 23, 30, August 6, 13
performing artists:

GLENN GOULD, piano
LEONARD ROSE, "cello
OSCAR SHUMSKY, violin
LOIS MARSHALL, SOPY{IHO
MAUREEN FORRESTER, contralto

The National Festival Orchestra

Saturdays at 10.30 a.m. July 22, 29, August 5, 12

Four morning concerts of
Chamber Music from the
National Festival Orchestra Workshop

Solo Artists and members of the Orchestra
in the Festival Theatre

Illustration 1.2: Stratford Visitor’s Pamphlet, 1961, productions divided by drama and music
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds, ASC 33042



MusIC AT THE STRATFORD FESTIVAL
Plays, especially Shakespearean plays, at Stratford differ from versions of the same play
produced elsewhere partly due to the fact that all the incidental music is newly composed for
each production. Music is very rarely reused from production to production; thus, at the 2013
tribute concert to Applebaum, the vocal quartet Festival Gems performed three different settings
of “Sigh No More Ladies” from Much Ado About Nothing. Applebaum worked closely with the
each of the directors for three distinct productions, and because each production of Much Ado
was different—set in a different time, highlighting different aspects of the story—each of
Applebaum’s settings of “Sigh No More Ladies™ differed.®> Applebaum published some of his
Stratford compositions, including his three versions of “Sigh No More Ladies,” in A Folio of
Shakespearean Songs that he adapted for medium voice and piano. In Applebaum’s introduction
to the folio he wrote:
Since its founding in 1953, the Stratford Festival has commissioned an original music
score for each of its Shakespearean productions. The songs which Shakespeare
introduced into his plays have therefore been set, by now several times each,
according to the style of production determined by the stage director that year. Thus a
song like Much Ado About Nothing’s “Sigh No More, Ladies”, in 1958 reflected an
Elizabethan period, in 1980 an early 19" century setting and a pompous singer while,
in 1987, another director placed his version of the play in the 1890s, suggesting a
barber-shop quartet treatment.®
Applebaum was hired in the first season to compose incidental music for the plays,

setting a precedent that new music would be composed for every Stratford production thereafter.

This unique aspect of Stratford productions helped to set them apart from other theatre

% Applebaum composed music for the following Stratford productions of Much Ado About Nothing:

1958, directed by Michael Langham, designed by Desmond Heeley, choreographed by Tom Brown;

1980, directed by Robin Phillips, set design by Daphne Dare, costume design by Robin Fraser Paye, choreographed
by Jeffrey Guyton; 1987, directed by Peter Moss, designed by Christina Poddubiuk, choreographed by John
Broome. The 1987 production was also filmed by CBC television and aired on March 20, 1988.

% ouis Applebaum, A Folio of Shakespearean Songs. For Medium Voice and Piano, (Toronto: Canadian Music
Centre, 1987), 1.
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companies that used established compositions and/or commercial recordings for incidental music
and songs. In a review of the 1980 production of Much Ado, William Littler of the Toronto Star
commented on the important role music played in the production:

[Music] is one of the hallmarks of the Stratford approach to theatre, as characteristic as

the thrust stage itself. Not many theatre companies in our day incorporate incidental

music into their productions. Most can’t afford it, some don’t want it or need it. But a

classical theatre company such as Stratford hasn’t much choice. Shakespeare without

music is Shakespeare incomplete.®’
Shakespeare’s plays are full of music, of songs and dances and clear textual references to music
being performed.®® Actors are often required to sing and musicians frequently appear onstage,
both when indicated by the text and at the director’s discretion. Although there are Elizabethan
settings of Shakespeare’s songs that have been used at Stratford on occasion, the option to use
newly composed music allows the director to work closely with the composer to develop music
that is perfectly tailored for his or her production. At Stratford, the music therefore plays as
important a role as sets and costumes in establishing the setting of each play.

The relationship of music and drama is a close one, and music plays a role beyond
establishing setting or mood. It can intensify the drama of a scene by moving beyond words and
actions to directly affect the emotions of the spectators. The power music has to affect our

emotions can be deeply felt, but difficult to articulate. In Roland Barthes famous article “The

Grain of the Voice,” he wrote of the elusive power of sung music: “something is there, manifest

¥ William Littler, “Much Ado about music at Stratford this year” The Toronto Star (August 2, 1980). Clipping in
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds, 1983-003/006
(87).

% Normally stingy with his stage directions, in Merchant of Venice Act 5, Scene 1, Shakespeare gives explicit stage
directions instructing musicians to enter and play music during Lorenzo’s speech, “How sweet the moonlight sleeps
upon this bank!/ Here will we sit, and let the sounds of music/ Creep in our ears.” The simple stage direction “sings”
occurs in many of Shakespeare’s plays to indicate a song. Twelfth Night, which is full of music, also contains
perhaps the most famous of Shakespeare’s musical references at the very beginning of the play, when Duke Orsino
sighs, “If music be the food of love, play on.”
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and stubborn. .. beyond (or before) the meaning of the words.”®® Sound cannot be seen, but it
travels in physical waves that enter not only our eardrums, but also our bodies. In Dominic
Symonds words, a song “causes us to vibrate, it impacts on our equilibrium...no matter how
objectified (distant from us) it is, the song as an ecology (sound in our presence) needs and
becomes, subjectively, a part of us.” % Music is physically felt in the body: low bass notes
thump through the floor and can affect our heart rate; high lyrical lines can make us hold our
breath until the end of the phrase or send shivers down our spines. It is worth asking why music
was incorporated into plays at Stratford (and, beyond that, why it was and is part of theatre
traditions stretching into antiquity). What can music do that theatre alone cannot? One answer is
that it can deepen the audience’s affective response to drama—tap into emotions directly in a
way that language and representational art forms cannot. How music does that is complicated,
and not fully understood.

To very briefly explore one avenue that attempts to answer how music works, we can
turn to the field of neuroscience, where music and its affect on the human brain is a growing area
of study. Several researchers have shown that more areas of the human brain are used to process

music than are used to process language.*™

Music is processed by the emotional centres of our
brains, in addition to the areas for processing language and the timekeeping areas that help us

make sense of rhythm and metre. When our brains process music and we experience an

% Roland Barthes, “The grain of the voice,” in Image, music, text, trans. Stephen Heath (London: Fontana Press,
1975), 181.
% Dominic Symonds, “The song’s the thing: Capturing the “sung” to make it “song,” in Gestures of music theatre:
The performativity of song and dance ed. Dominic Symonds and Millie Taylor (New York: Oxford University Press,
2014), 15.
10 See, for example, Evelina Fedorenko et al., “Structural integration in language and music: evidence for a shared
system,” Memory and cognition 37: 1 (2009): 1-9; Aniruddh D. Patel, Music, language and the brain (New York:
Oxford University Press, 2008); Nikolaus Steinbeis and Stefan Koelsch, “Comparing the processing of music and
language meaning using EEG and fMRI provides evidence for similar and distinct neural representations,” PloS
ONE 3: 5 (2008): 1-7.
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emotional response, areas in the frontal lobes, cerebellum and amygdala fire—the same areas of
the brain that light up when humans experience pleasure in other activities like eating or having
sex.'% Even when we feel sorrow, or the combination of music and drama on stage makes us
weep, the pleasure centres of our brains are activated and release hormones that are present in
moments of human bonding.'% This pleasure in emotions—even sad ones—is part of the reason
humans seek out entertainments like tragic plays, and music deepens and strengthens the affect
of dramatic entertainments. If you have ever had the experience of watching a film without its
soundtrack, or on mute, and been considerably less affected by the emotional drama than you
were when music was present, you know the power music has to intensify humans’ affective
response to drama.

Berthold Carriere, who took on the role of Festival Music Director in 1978, recalled one
of his first encounters with Louis Applebaum that illustrates how even simple musical gestures
can amplify the efficacy of drama: “The first week I arrived they were rehearsing King John, |
think, and the director said ‘Lou, I need something dramatic here,” and Lou said, ‘Whoever’s
closest to the bass drum hit it. You on the cymbal, roll it.” And it made all the difference.”*%* The
affects of music on audience members are being explored in such disparate fields as
neuroscience, performance studies, physics and musicology, and are just now beginning to be

understood.

192 Carlo Zuccarini, “The (un)pleasure of song: On the enjoyment of listening to opera,” in Gestures of music
theatre: The performativity of song and dance ed. Dominic Symonds and Millie Taylor (New York: Oxford
University Press, 2014), 25.

193 Ibid., 31. Zuccarini notes that tears of sorrow, like those cried over sad music, contain prolactin, “a hormone that
is associated with bonding experiences, such as breastfeeding, the mother/infant bond, or sexual intercourse. ..
Significantly, prolactin is only present in tears of sorrow, such as those that can be evoked by music.”

104 Carriére told this story at the end of the Applebaum tribute concert, June 10. 2013. It is also recounted as quoted
above in Robert Cushman, Fifty seasons at Stratford, (Toronto: McClelland & Stewart, 2002) 176.
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As Friedrich Nietzsche suggested in The Birth of Tragedy, music enables joyous,
Dionysian responses to art. When audiences are confronted with dark images about the
inevitability of tragic fates in classical drama, they can still experience uplift. Nietzsche argues
that it is music—with its ineffable power to target human emotions without recourse to language
or representation—that allows audiences to feel interconnected with their fellow humans, and
thus to feel deeply appreciative of life.’® The power of music to strengthen drama is something
that is particularly important for genres of music theatre, where music and drama are interwoven
tightly. I will return to the affects of music on audience members in later chapters—especially
with regards to how sung music is part of the special appeal of musicals—but for the sake of this
chapter, it is enough to note that music’s power to support theatre was something that was openly
acknowledged by Stratford Festival founding artistic director Tyrone Guthrie. His decision to
hire a composer for the Festival is a decision that had lasting influence on the artistic possibilities
of the Festival.

It was not only the Shakespearean works, but almost every play in Stratford’s production
history that had music newly composed for it by composers such as Applebaum—composers
associated with the Festival who composed music for multiple productions over many years. The
music was not always performed live at each performance; sometimes the composer would
record carefully timed clips and sound effects to be played from the stage manager’s booth. On
occasion the composer and sound designer would choose to use a mix live and recorded music,

but most often all the music was performed by a live orchestra at each performance. In the first

1% Friedrich Wilhelm Nietzsche, The birth of tragedy out of the spirit of music, trans. Michael Tanner, (London:
Penguin, 1993).
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season, the “pit” musicians also played the fanfare to let the audience under the tent know that
the performance was about to start.

The placement of the musicians posed a challenge for Applebaum and Guthrie in those
first years at Stratford since there was no “pit” for an orchestra in Tanya Moiseiwitsch’s thrust-
stage design (addressed in detail in Chapter Four). When Applebaum first saw the stage being
built, he marvelled at it but asked where the orchestra was going to go. Guthrie gestured to a
space off to the far corner of the stage, beside the audience. In an interview with his biographer,
Walter Pitman, Applebaum recalled how he said to Guthrie, “There is hardly room for a string
quartet!” Guthrie’s reply did little to reassure Applebaum when he said, “We can’t destroy the
sightlines and we can’t lose seats we can sell!”*% This did not seem like an auspicious omen for
music at the Festival. However, although the physical space for the orchestra seemed like an
afterthought in the stage design (unusual for Moiseiwitsch, who was the daughter of musicians),
it is clear that from very early on Guthrie planned on having live musicians playing newly
composed Canadian music for the plays. This commitment to include music in the productions
ensured that musicians and composers at Stratford had steady work during the summer months.

The small ensembles for both of the plays in the 1953 season dealt with a heat wave that
affected everyone under the tent that summer. Pitman writes, “The black gauze hung around the
orchestra to hide the players from a curious audience ensured that there was no access to any
fresh air in the blistering mid-summer temperatures of a stifling canvas tent.”**" Further,

conditions were less than ideal for Applebaum, who, “conducted every performance of the three-

19 pitman, Louis Applebaum, 101.
197 | bid.
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week season and, in the cramped quarters of the orchestra pit, did so virtually on his knees.”%®

When a permanent theatre replaced the tent for the 1957 season, the orchestra was moved to an
“acoustic” loft above the stage. Though with more room for larger ensembles, the loft provided
its own challenges in terms of sound design and communication between the conductor and the
actors; these challenges were only partly met by technology such as microphones, speakers, and
closed-circuit televisions.

Louis Applebaum ended up composing music for over seventy-five Stratford productions
during his career. He left the post of Festival Music Director after the 1960 season but continued
to compose music for the Festival up until 1999, just before his death in 2000.*% In 1991,
Applebaum told the Festival Education coordinator, Pat Quigley, “There’s no theatre in the
world, I don’t think, that offers the kind of setting for music that this one does. And the concern
for music and the attention to music—I’m talking about dramatic music—so0 that being a
composer in this context is, | think, one of the valuable experiences in anyone’s life.”**°

Applebaum composed all of the music for the first two years of the Festival, but as more
plays were added to the playbill each season, the Festival Music Director shared composition
duties with other composers. Many of these composers, such as Harry Freedman, Stanley

Silverman, Gabriel Charpentier and Raymond Pannell, formed longstanding relationships with

the Stratford Festival and composed new music for multiple productions over many years.*!

1% |bid., 102.

199 pjtman, Louis Applebaum, 402-403.

110 tratford Festival, Blake Research Project: Louis Applebaum, Interview conducted by Pat Quigley. Project
underwritten by Mervyn “Butch” Blake. Filmed August 18, 1991. Stratford Festival Archives, 2012, archival DVD.
1L A selection of compositions from many of these composers was produced for the Festival’s 40" Anniversary
season. See Stratford Festival, Sweet airs that give delight: Forty seasons of music from the Stratford Festival,
Music by Louis Applebaum, Alan Laing, Berthold Carriére, Stanley Silverman. Performed by John Devorski, Mark
Dubois, Colm Feore, Gerald Isaac, Dale Mieske, James Taylor, et al. (Toronto: Attic Records Ltd., 1993), compact
disc.
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Because of the amount of music in many of the plays, the composer also often functioned as
musical director, coaching the actors on singing. As a stable of musical talent began to be
associated with Stratford in the early sixties, artists could also specialize, so that some composers
wrote the music but another musical director and/or conductor realized the music in
performance.™? Part of the Festival Musical Director’s job was to assess the vision of a
production and match the director with an appropriate composer. Recent Festival Music Director,
Rick Fox (2008-2013) described the process as asking the director what style of music they
wanted and what they hoped to accomplish. After that, he explained, “I’1l think of two or three
names to suggest. Sometimes they’ll just take my suggestions, sometimes they’ll want to hear
some samples of their work, and sometimes they’ll just want to talk with them.”**3 Composers
therefore often joined the director and designer in crafting many details of a production months
in advance of the first table read with the actors.

Star musicians have also written new music for Festival productions. Duke Ellington
became a big supporter of the Stratford experience after appearing in concert there in the mid
fifties, and collaborated with Stanley Silverman to compose music for the 1963 production of
Timon of Athens.'** Loreena McKennitt moved to Stratford in 1981 to join the chorus of H.M.S.
Pinafore, then sang in the role of Ceres in The Tempest the following year. She composed music

and performed onstage in the 1984 production of Two Gentlemen of Verona, before her music

112 After the first season, when he conducted every performance, Applebaum tended to conduct only the first few
performances of any production before handing the baton over to another conductor.

'3 Rick Fox, interview.

4 Duke Ellington, and Stanley Silverman, Timon of Athens, (Universal City, CA: Varese Sarabande Records,
1993), compact disc. Recorded 1963. Ellington also released albums of his 1956 and 1957 concerts at Stratford, and
wrote a short essay on jazz for the 1957 Stratford Festival souvenir program, which provided an epigraph for this
chapter: Duke Ellington, et al., Live from the 1956 Stratford Festival, (Berkeley, CA: Music & Arts Programs of
America, 1989), compact disc; Duke Ellington, 1957 Stratford Festival public performance, (Berkeley, CA: Music
and Arts Programs of America, 1989), compact disc; Duke Ellington, “Jazz at Stratford” in The 1957 Stratford
Festival Souvenir Program, Stratford Festival archives.
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career took off. She then returned to the Festival in 2001 to compose music for The Merchant of
Venice. The Barenaked Ladies wrote music for a song-heavy production of As You Like It in
2005, and former front man of the band, Steven Page, returned to the Festival in 2012 to
compose music for Cymbeline. The publicity for these productions prominently displayed the
star musician’s names so that the music became as important a draw as a star actor or director.

In an interview with theatre director and critic Richard Ouzounian during the 50"
Anniversary season in 2002, long time Music Director of the Festival, Berthold Carriere,
expressed his hope that in the coming fifty years new music would continue to be commissioned
and composed for the plays.*® If the last ten years are any indication, newly composed incidental

music for each production is one of Stratford’s unique features that is here to stay.

THE CONCERT SERIES

The rich musical life of the Festival was not limited to music in the plays. Especially during the
first thirty years at Stratford, music at the Festival meant concerts (see Appendix B: Concert
History). Festival founder Tom Patterson was an admirer of the concert series, and in his book
recounts many of the big names who visited the small city:

True, most people to this day think of “Shakespeare” and “theatre” when they think of
the Stratford Festival, which is certainly fine with me. But my heart continues to thrill
when | recall the many dozens of gifted men and women who graced our little city
with concerts since the early 1950s. I must mention such giants as Anne Murray.
Gordon Lightfoot. Joni Mitchell. Ravi Shankar. Julian Bream. Duke Ellington & his
Orchestra. Jacqueline du Pre. Mel Torme. The Band. Roberta Flack. Liza Minnelli.
Sarah Vaughan. Dizzy Gillespie. Yehudi Menuhin. Van Cliburn. B.B. King. The New
York Philharmonic Orchestra. Cleo Laine and John Dankworth. Bruce Cockburn.
Oscar Peterson. Liona Boyd. Regina Resnick. John Vickers. Benjamin Britten. Jan

15 Barenaked Ladies, As you like it, (Vancouver: Desperation Records, 2005), compact disc.
116 Richard Ouzounian, Stratford gold: 50 years, 50 stars, 50 conversations, (Toronto: McArthur & Co., 2002), 242.
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Rubes. Isaac Stern. Ella Fitzgerald. The list goes on and one—and clearly will
continue to do so, in the decades and centuries ahead.'*’

In official Stratford publications, 1955 is usually given as the first year of the concert series,*®
but in fact Applebaum made an attempt in the very first season to provide afternoon concerts for
Festival guests. On short notice, and, unfortunately for ticket sales, with very little publicity,
Applebaum managed to arrange concerts by Glenn Gould, Jan Rubes and Lois Marshall. He said,
“The reasoning behind it was that if Stratford was going to be attracting an audience to see
theatre, surely this is an opportunity to show off what we can do in music in Canada.”**® The
repertoire and calibre of music was, by all accounts, impressive, but attendance was
embarrassingly poor.'?

Applebaum learned important lessons in that first season—that publicity needs to happen
far in advance of the event, and that international stars help to draw crowds. He decided not to
plan any concerts for the 1954 season, but to put a great deal of advance planning into the 1955
concert series. A large, draughty building down the road from the Festival theatre, the town
casino, was renovated as a concert hall (see Illustration 4.7: Interior of the Casino set up as the
Festival Concert Hall, in Chapter 4). The music was given a much higher profile in Festival
publications and was branded the “inaugural” season of music (see Illustration 1.3: 1955 Music
Festival Poster and Illustration 1.4: 1955 Music Festival House Program). Musically, the
concerts and recitals were all from the European art music tradition; the classical provenance of

the repertoire aligned nicely with the dramatic classics performed by the acting company.

17 patterson and Gould, First Stage, 230.

118 See The Stratford Festival Story 1959-1984, The Stratford Festival Archives, Extras Box 1.

119 Stratford Festival. Blake Research Project: Louis Applebaum, archival DVD.

120 Applebaum recounted “There was no audience. The events took place, the idea was right, but the operation was
wrong. There was no staff at all.” Ibid., See also Pitman, Louis Applebaum, 103-106.
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STRATFORD SHAKESPEAREAN FESTIVAL
OF DRAMA and MUSIC

PROGRAMMES

Inaugural Festival of Music
July 9th to August 6th, 1955
L]

BOYD NEEL, conducting . . . THE HART HOUSE ORCHESTRA
AND

Elisabeth Schwarzkopf, soprano
xander Schneider, violin
Glenn Gould, piano
Mario Bernardi, piano
Forrester, alto
Eugene Kash, violin

Ale:

Maureen

Jan Rubes, basso

THE FESTIVAL CHORUS —

Isaac Stern, violin
Zara Nelsova, cello
Suzanne Bloch, lute
Noel Brunet, violin
Evelyn Gould, soprano
Albert Pratz, violin

Aksel Schiotz, tenor

Jan Simons, baritone

Director ELMER ISELER

STRAVINSKY'S
"A SOLDIER'S TALE"
to be narrated, danced, and played

Narrator: Franchot Tone

Mime: Marcel Marceau

Musical Concerts and Performances

of Stravinsky's "A Soldier's Tale"

Producer: Douglas Campbell i i
T e e take place in the Festival Concert Hall
by Paul
July 9| 845 | HART HOUSE ORCHESTRA July 22| 845 | HART HOUSE ORCHESTRA
Sat. | pm. | Conductor: Boyd Neel Fri. | pm. | Conductor: Boyd Neel
A Tribute to St. Cecilia Introduction and Allegro . Elgar
THE FESTIVAL CHORUS Ballade for String Orch. = Benjamin
MARSHALL, FORRESTER, Divertimento . Bartok
REID and SIMONS Metamorphosen . Strauss
Music for St. Cecilia’s Day by Canadian work to be announced.
Purcell, Britten and others.
Sang of Welcome . Willan premierelJuly 22| 845 | HART HOUSE ORCHESTRA
Symphony No. 3 Honneger. Sat. | pm. | Conductor: Boyd Neel
Yay 11| 845 st o Bach's Brandenburg Concerti
Mon. | pm. | A SOLDIER'S TALE  Stravinsky Numbers 8, 5, and 4.
Mime: MARCEL MARCEAU e
Narrator: FRANCHOT TONE July 26| 3.00 | LIEDER RECITAL
Producer: DOUGLAS CAMPBELL || Tues. | pm. | menor: AKSEL SCHIOTZ
Violin: ALEXANDER SCHNEIDER| Planist: John Newmark
Conduotor: PAUL SCHERMAN featuring Schubert’s Die Winterreise
MARCEAU in a program of mime.
Juty 12| 3.00 July 27| 845 | THE FESTIVAL CHORUS
pm. | HART HOUSE ORCHESTRA Wed. | pm. | Conductor: Elmer Iseler
Conductor: Boyd Neel Lutenist: SUZANNE BLOCH
Soloist: GLENN GOULD, pianist Music of 16th, 17th, 20th Century
ey Sty Duliubert. July 28| 300 | A SOLDIER'S TALE
leaturing Beethoven's Thurs. | p.m.
Piano Concerto No. 2, Opus 19 by Stra
July 13| 845 Nartator. FRANCHOT TONE
REECER] HSDT fOUS: OReHsTRA Producer: DOUGLAS CAMPBELL
: Boyd Neel Violin: ALEXANDER SCHNEIDER
Soloists: ISAAC STERN Conductor: PAUL SCHERMAN
ALERANDEH SCHNEIDER MARCEAU in a program of mime.
Concerto for two violins . Bach
Concertone for two violins - Mozart|| yuly 29| 845 | JOINT RECITAL
Juys| 300 [— — —— —— W™ pm | Soprano: LOIS MARSHALL
Thurs. | pm. | HART HOUSE ORCHESTRA Pianist: GLENN GOULD
Conductor: Boyd Neel playing
Symphony in C . Dittersdorf The Goldberg Variations _ J. S. Bach
Symphony Spirituelle . Hamerik
P ot et July 30| 845 | HART HOUSE ORCHESTRA
Soloists: Gordon Day, flute Sat | pan, | Cooductor: Bosd Nesl
iy Barsiat. Ghow VIVALDI CONCERT
Varktarts Nacht, . Schomnberg Violin Soloists: BRUNET, KASH,
Canadian work to be announced. PRATZ, SCHNEIDER
July 15| 845 - The Seasons i
Fri. | pm. | HART HOUSE ORCHESTRA Concerto for Three Violins
Conductor: Boyd Neel Concerto for Four Violins
Soloists: ISAAC STERN, violin Concerto Grosso in D minor
Marie losch, harp
Serenade  Leonard Bernstein Aug. 2| 300 | SONG RECITAL
(Canadian Premiere) Tues. pm. Soprano:
La Folia  Corelli ELISABETH SCHWARZKOPF
Suite for Harp and Strings . Somers| Pianist: Paul Ulanowsky
July 16| 845 | ——————
Sat. | pm. | SONATA RECITAL Aug. 3| 845 | HART HOUSE ORCHESTRA
Brahms, Bartok and others. Wed. | pm. | Conductor: Boyd Neel
Violinist: ISAAC STERN Soprano:
July 19| 300 | Pianist: ALEXANDER ZAKIN ELISABETH SCHWARZKOPF
-+ gl Wi — Bach, Mozart, Mendelssohn
P | A SOLDIER'S TALE _ Stravinsky Finit and Dageisen
MARCEAU, TONE, CAMPBELL,
SCHNEIDER, SCHERMAN Aug. 4| 300 | A SOLDIER'S TALE
Rl MARCEAU in a program of mime.J Thurs. | p.m. by Stravinsky
. Mime:
Wed. | pm. | HART HOUSE ORCHESTRA g:;'-m‘l:‘%imi&%ﬁn AL
Conductor: Boyd Neel ucer: CAMPBI
Bach’s Brandenburg Concerti JER, SCUNEIDER
e LI Conductor: PAUL SCHERMAN
July 21| 300 MARCEAU in a program of mime.
urs. | pam. | HART HOUSE ORCHESTRA
Conductor: Boyd Neel o el s e R
Soloists: ZARA NELSOVA, cello LI
G