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ABSTRACT

This dissertation explores the place of musicals at the Stratford Festival of Eamidiia
specific attention focused on the function, andvileeof an American art form in a classical
theatre company devoted to the works of Shakespeare. | tracetting disnusic theatre at the
Festival, including opera and operetta, and a
early history led to the organic inclusion of musicals in its seasons. | also give a more nuanced
reading of the place of musicalsthe 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 Hralclassics. 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 ecaymic 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 entertainmbint thidatre
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 roalsi 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
value$ the tasted of the critics to be hear&udying the economic/commercial, aesthetic
entertainment value arsbcicpolitical factors present in musica#lows fora wellrounded



analysis of the musicals and the many rtthey fulfill at Stratford It is an approach &t
attempts to balance text and context(s) by acknowledging the hierarchies of genre within the
musical and theatrical worlds and highbrow/lowbrow considerationsnwitie 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
Thatos entertai
In 1986, classically trained actors Colm Feore, Geraint Wyn Davies and Goldie Semple
strode out onto the boards of the Stratford S
i nto song and danToeBoys RromSyacudeaseai i@ h dlae s pesar ed s
ComedyofError® pened the 1986 Festival season with t
George Abbott in attendance along with the usual crowd of opening night dignitaries, sponsors
and press. It was the first time in the history offlestival that a musical had opened the season
instead of a work by Shakespearthe age of the Stratford musical had begun.
The press greetethe Boys from Syracusath mixed reviews. Robert Crew frorhe
Toronto Stamgave it a positive reviewMel Gussa of The New York Timekought it was an
enjoyable evening, but could have been strengthened by stronger Singth&ay Conlogue of
The Globe and Maithought it was manifestly substandard, and that the unsatisfactory
production hurt the cause of musit s at Stratford. Conlogue ar gui
addition to the Stratford season, and a Shakesjpelated curiosity like this, with a score by
Rodgers and Hart, is an appropriate contender. But the musicals must be done as well as the
classicaproductions. They cannot be secenldss citizens in the Festival; which this one,

|l ament &bly, is. o

'Lyrics to fiThatds Entertai nmentrth®l198WGM filmThelBandSc hwart z a
Wagon directed by Vincente Minnelli.
Robert Crew, fABoys From SyToranmoSs@lay®0, h986),B1.y enj oyabl e r o
*Mel Gussow, iShakespedhedNawnYorg Briggumeu8; 1986),H5n Canada, 0O
“Ray Conlogue, i Must y TmauGobeaad MaiiMayt20,1986),IDy. r evi ved, 0
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Il n response t oTheE Glabe and Maghdbkshed & Ietter éothe editor in a
special section of feedback about the Stratford and Shawd®estasons that year. Neil R. H.
Burgess of Campbellford, Ontario, remarked that he was glad he had booked his titket for
Boys From Syracudeefore reading th&lobe and Maireview, or he may have opted not to buy
tickets and thus missed an enjoyable e ni ng of t heatre. Burgess wr ¢
have an inability to appreciate an evening of light, entertaining theatre. Your readers are not well
served by IWhiisl ei nBaubrigleistsy .odbvi ously took issue
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 Syracudeut where Burgess was satisfied with thdgrenance, 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 Gamidida
specific @tention focused on the function, and ttedueof an American art form in a classical
theatre company. In so examining the role of musicals at Stratford, | argue for including both Mr.
Burgessds and Mr. Conl ogueds pusicadsspewltasthers. Th
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 audiemee mb er s | i ke Burgess derive f
entertaining theatre. o0 Musicals should also b
viewsd the tasted of the critics to be heard. Both entertainment and aesthetic analyses exist in

valueladen fi el ds that | wild/l unpack in this disse

*AShaw, Stratf ok GpheandMaildunej2b, §986),IA2 , ©
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to be more than secoiuass citizens is a call to-svaluate the musical genre as worthy of
serious treatment, and that too is one of my aims in this work.

Sincemusicals 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 producingdelaa&esd
the classics. The economic value of musicals is undoubtedly important, and | examine it in detalil,
but it is only one facet of their purpose at
view can be seen i n Tdkanto Staartide snurarziogthe aistodynf 2 0 0 6
musicals at Stratford wherein he st&ted unequ
Ouzounian also tied the economics of ticket sales to the conceptualization of the mass audience
as undiscerningwhéme wr ot e, Al tds cl ear that a big Br o.
but is it the right audi enc e’Madiitontolneegtigaingme b a
the value judgments made by critics like Ouzounian when musicals are assuragditoarily
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 ater&inment 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, fi Al Thé ToromoeSkafMayt7h2806), Gnds wel | sung, O
7 .
Ibid.
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BACKGROUND AND TERMINOLOGY, ACT |: THE STRATFORD FESTIVAL
The Stratford=estival, foundedh 1953 by Stratford, Ontario native Tom Patterssm,
repertory theatre company with a mandate to produce woikkakespeare artassical theatre.
British directors (Tyrone Guthri@nd later Cecil rke andVichael Langham), designers
(Tanya Moiseiwitschand lateDesmond 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 tentétlon River. The Festival eventually evolved
into North Americads | argest repertory compan
companies of the Englisspeaking world. The Stratford Festival has gone through several name
changes in its historynostoften with the removal or raddition of the word Shakespearean, and
someti mes with Thesechamges infitie &nd ihage mabtaofted occurred
during a change in leadershior the purpose of this dissertation | will refer to the Festintl
its contemporaneous title when discussing specific historic moments, but wily mse the
current (as of 204itle theStratford Festivaland a shortened handlg¢he Festival

In addition to works by Shakespeare, the Festival also mounts warkssafal 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 fanfautbat 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 opéeRape of Lucretiby
BenjaminBritten, 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

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



repertory at differing poi nt $eFestvaltcdntthueBtest i v a l
comprise mostly operas, operettas and a few new Canadian works until 198 hstgoys
From Syracus&vas staged at Stratford and ushered in a new era of musicals as a part of each
season. Since the mi®80s the Festival has cagrto rely on musicals as an integral element of
their seasons, often musicals will run longer than the @légginning previews May and
closing in Octobey and usually at least one musical is given pride of place on the main Festival
Stage.

My dissertatbnfill sa large gap in thiterature about the Stratfofeestival by addressing
a topic that has become immensely important to the functioning of the Festival in the last twenty
five year® music and musical$.argue that there is great value in thinkaigput 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 thistbriography of the Festival to ensure that musicals are
given the attention and analysis they desefhe. majority of books written about the Stratford
Festival havdreen popular historiezbout 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
anal yze Stratfordés r el at i efliterdduregreview onthe musi c .
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.

Fromits inception to the present, the history of the Stratford Festival has been well
documented by scholars and writers of popular histdPiegple intimately involved in the
creation of the Festival have writonghe books t

5



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 Davie three anabteladen books The impresario
behind the Festival, Tom Barson, also penned a histdoyshare his memories about the first
years of the Feiwal.’® A 1954 documentary by the National Film Board of Canada enfitied
Stratford Adventur@bout the cration of the Festival was widely disseminated after it was
nominated for an Academy AwatdThe Stratford Festival also publistha yearly pamphlet
entitledThe Stratford Festival Stotthat annuallyeaffirmedthe official story of how the

Festival cameat be!? Current dficial publications from the Stratforlestivalthat contribute to

its impressive publicity machiriaclude the season brochures, house programs for each of the
productions, a yearly souvenir program, amegvsletter entitleceneNotestudy guides for
students and teachers, and promotional videos uploaded to the Stragtwal YouTube
channef** The official publications are supplemented by bettimeiscenes telblls,** memoirs

and biographies of directors and stars associated veitRektivaf> and commemorative

° TyroneGuthrie, Robertson Davies, and Grant Macdorfahown at Stratford; a record of the Shakespeare
Festival in Canada, 1953Toronto: Clarke, Irwin, 1953); Tyre Guthrie, Roberston DavieByice have the
trumpets sounded; a record of the Stratford Shakespearean Festival in CanadaTt®édto: Clarke, Irwin,
1954); Tyrone Gurthrie, Robertson Davies, Boyd Neel and Tanya Moiseiwitsibe the brindled cat ith mew'd:
a record of the Stratford Shakespearean Festival in Canada, {86fonto: Clarke, Irwin, 1955).

°Tom Patterson and Allan GoulBirst stage: the making of the Stratford Festj\@loronto: McClelland and
Stewart, 1987),

M National Film Board of Canad@he Stratford Adventur®irected by Morten Parker, Music by Louis
Applebaum, 1954. Accessed August 11, 201&://www.nfb.ca/film/stratford_adventure

2 The Stratfad Festival Storypublished 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.

13| accessed many of these resources in the Stratford/&lemtthives. Recent materials are also available on the
Stratford Festival website: www.stratfordfestival.ca

14 Joan Ganong3ackstage at StratfordToronto: Longmans, 1962); Grace Lydiatt Sh&watford under cover:
memories on tapgToronto: NC Presg,977).

15 James Forsyttyrone Guthrie: a biographyLondon: Hamilton, 1976); Tyrone Guthri& life in the theatre
(New York: McGrawHill, 1959); Tyrone GuthrieA new theatre(New York: McGrawHill, 1964); Richard
Monette and David John Pross€hisrough magic: the making of an artistic director: a mem¢8tratford, Ont:
Stratford Festival of Canada, 200Walter G. Pitmanl_ouis Applebaum: a passion for cultufg@oronto: Dundurn
Group, 2002)Christopher Plummetn spite of myself: a memoifNew York: Alfred A. Knopf, 2008).
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retrospectives celebrating anniversaries of the Fesfivalormation about specific productions
can most often be found in newspaper articles and theyeady reviews of the Stratford season
in The Shakespeare Quarterfhere are also some articles and books that analyze changes in
artistic direction and financial disions made at the Festival

Most of the sources listed above are not scholarly analyses, but are publications intended
for the general public commonly alable for sale in the Stratford Festival gift shops. The few
academic works about the Stratford Festaral limited to journal article®$,casestudies in
books about theatrd,and unpublished PhD dissertations, all but one of whiale weitten more
thantwenty-five years agé® No scholarly monograph about the Stratford Festival has been
published, and there is little analysis of music and musicals at the Festival beyond newspaper
article$® and small sections in thretrospectives of the FestivlIMy dissertation not only fills a

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

1 Robert Cushmarfifty seasons at StratforqToronto: McClelland & Stewart, 2002)jartin Hunter,Romancing

the bard: Stratford at fifty(Toronto: Dundurn Press, 2001); Richard Ouzourtiratford gold: 50 years, 56tars,

50 conversationgToronto: McArthur & Co., 2002); John Pettigrew and Jamie Port®@atford: the first thirty

years. Volume |: 1953967, Volume 1l: 1968982 (Toronto: MacMillan of Canada, 1985).

" Robert A. GainesJohn Neville takes commanitie story of the Stratford Shakespearean Festival in prodyction

(Stratford, Ont: William Street Press, 1987); Martin Knelmagtratford tempes{Toronto: McClelland and

Stewart, 1982)Peter Parolin, What revels are in hand?: A change of directibe &ttatford Shakespeare Festival

of CanadaShakespeare Quarterf0, no. 2 (2009): 19224.

Bje.Ki m Solga, fARealism and the Ethi csShakéspeRe Bukett®@t t he St
no. 4 (Winter 2010): 41-42.

¥ Richard Paul Knoves, Reading the material theatréCambridge: Cambridge University Press, 2004).

®Dennis L. Behl, fATanya Moiseiwitskh80,herPkDbndirs D.u,t i (0ke
University, 1981)No r a Re n ® TGeaSmgifdreeShdkespefiFestival of Canada: Revolution of an artistic

policy (19531980) as a basis foritssuccess PhD di ss. , ( UMadisona, 1982)Payid Perty Wi sconsi
Edgecombe, fiEducati onal programs of f oShakespeare festivalLAmer i ¢ a |
the New Jersey Shakespeare festival, the Folger theatre and the Oregon Shakespearean festival (Ontario,
Washington, D.C.),0 PhD diss., (Kent State University,
festival, 19531967: Hgemony, commodity, institutiod PhD diss., (McGill University, 1988Robert Emmett

McGill, AStratford '55: the establi shmentAnmfRacete,nvent i ol
AfShakespeare in the bodgncAs akpthbheatBtoatbdbbrdttident vabl
Toronto, 200 Euan Ross Stuart, AAn analysis of productions on
(University of Toronto, 1974).

Gr aham Ge or gaturday Wiyhvsl.i7% Noo10 (Oct. 1964),pp.339; Jami e Portman, @St
trouble; musi cal s blantredl GazettEebg2, 1991la k espear e. 0

% patterson and Goul@jrst Stage CushmanFifty Seasons at Stratford
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but also intervenes in the current latire about musicals through myalytical framework of
entertainment value and in providiagCanadian reading tie musical genréy 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, reperta\ctirapanies, and

the Sratford Festival specifically.

BACKGROUND AND TERMINOLOGY, ACT II: MUSICALS
For the purpose of this dissertation, | use the taumic 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 encompass@soperetta and
musical® all genres that rely osungmusic, andas 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 storyIn order to avoid confusion, | have tried to avoging the term musical theatre in this
work, but wrere | 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 dissertatiorexamine a spedic genre of music theatéethe musicalThe core of the
genre is made up @olden Agemusicals fromapgrx i mat ely t he 1930s to t
Showboat o Sondhei md accordi ng % bhishistosidally specifigi st Ge
core repertory is reinforced through revivais Broadway, the West End, and at theatres like

Stratford as well as irthe musical theagrliterature® It is largely from this central Golden Age

% Geoffrey Block,Enchanted evenings: The Broamaly musical fronShow Boato Sondheim(New York: Oxford
University Press, 1997). David Hirst used the exact sal
American dream: FrolBhow Boat o0 S o n 8ldweTheatre Quarterly, no. 1 (Februaryd85): 2438.

“See: Geoffrey Bl ock, ShoWwBmt Br Wasiwayi can®morfy oand the Eu
Journal of Musicologyl (1993): 52544; William A. Everett and Paul R. Laird, ed$ie Cambridge companion to
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canon of musicals that Stratford has dratsmiusical theatre repertoiféMusicals at Stratford
are also understandably tied to Shakespearean themes whenevee pasditiie musicals that
are explicitly based on d#&édankrethgn eneeasmaethe pl ay s h
Festival began mounting musicafs.

Musicals holdan uneasylace in the academy because theyaareterdisciplinary
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 authbotyt a
dramaturgy, music and dandee 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 sortiof bkes 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, musicalsraigdlebrow which |
believe is the larger reason they are nraliged within the academy. Theatre scholar David
Savran notethat musicals are a middleclass genre, and as such, have neither the revolutionary
appeal of working and lowerclass& , nor the hi ghbrae®Wusiqalpeal of

areeasilydisimssed as fAonly entertai nmentadiddlebrowi gui | t

the musical2nd ed. Cambridge: Cambridge University Press, 2008); Denny Martin Rftusical! A grand tour:

The rise, glory, and fall of an American institutigiew York: Schirmer Books, 1997); Mark N. Grafhe rise

and fall of the Broadway musicgBoston, MA: Northedsser n Uni vestity Press, 2004) ; D
musical and the American dream: Fr&mow Boat o S o n 8ldweTheatre Quarterlg, no. 1 (February 1985):

24-38; Raymond KnappThe American musical and the formation of national idenfRyineton, N.J.: Princeton
University Press, 2005K i m H. Kowal ke, fATheorizing the GolAen Age M
Music Theoretical Matrix: Essays in Honor of Allen Forte (Part ¥)l. David Carson Berrgamut6/2 (2013):

133 184; Ethan Mordderthe Golden Age of the Broadway musidéw York: Palgrave Macmillan, 2004arry
StempelShowtime: A History of the Broadway Musical Theatlew York: W. W. Norton, 2010); Joseph P.

Swain, The Broadway musical: A itical and musical surveyd ed. (Lanham, MD: Scarecrow Press, 2002)

% See Chapter Two.

% For a good summary of musicals based on Shakespearean plays, see IreBh&kesipeare and the American

musical (Bloomington: Indiana University Press, 2010).

David Savran, fATowar d a Theatrs Suveys, @ (Noverpbery2004)f2i5i6h e popul ar ,
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genre, belonging to a culture and class Bmtrancall§it he most | oat hed categ
with the leisure and ambitionto mapme r i can c ul t*UPoplar mpic sechdlarc t i on . ©
Simon Frith writes that the academy has been politically selective in choosing which parts of
popul ar culture to reclaim for study, and #dth
di smi ssed as O0dupesd i n defateofthetmiddlebeow: thdleasyx i st
listener and | ight r ead®&Totakalmbuthusidasasy LIl oyd We
middlebrow is clearly to make assumptions about the class, education and income of the
audienc€®Fr i th notes it prodoce hachnob & populai téxts exelumadfront o
cultural studies, such exclusion reflecting a contempt for their consumers which derives, in turn,
from assumptions about thei rPTheltearsniddigbmwsasad i on a
referential &rm, places other types of entertainment alfopera, classical theatrahd below

(movies, pop songs) musicala recent years, it has become unfashhle to talk about
highbrow,lowbrow, and middlebrowandsothe art/entertainment divide has assurseahe of

its place in the discours@lthough | am primarily interested in the framework of entertainment

value and how it is contrasted with art (see the section below), | still find useful the terms that
Lawrence Levine articulated so thoughtfully in s&ninalHighbrow/Lowbrow: The Emergence

of Cultural Hierarchy in Americd?Ot her terms | i ke fAmusic of the

musi co are not quite accurate to describe mus

vividly as does the term mitkbrow.

*%|bid., 216.

®Simon Frith, fAThe good, the bad, and t he Diaceriics2flf er ent :
no. 4 (Winter 1991)104.

30| explore some of these distinctions and the specific audience demographics at Stratford in Chapter Three.
Frith, AThe good, the bad, and the indifferent, o (Wint
32 Lawrence W. LevineHighbrow lowbrow: The emergence of culturaltaiehy in America (Cambridge, MA:

Harvard University Press, 1988).
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In the pastwenty years or so, there hasen 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 &eBffsck (who wrote two
books about Charles Ives before writlBgchanted Eveningd and Raymond Knapp (who
published books about Brahms and Mahler before publishing hiditwasican Musicahndé
Identitybooks®), and theatre scholars like Scott McMillin (who mainly wrote books about
Elizabethan drama before writifidne Musical as Drand) 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 MusicalasDrama r emar ked that the book fAmakes wus n
musi ¢®Classdends choice of wosodnbariassedaserelei ng, t ha
before scholarly books | ike McMillinés indica
still lingers within the academy. However, when senior scholars were able to unashamedly
engage with the study of musicals (likely because they alreadyBad r i ous 6 credent i
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 musica&yevdownplayed 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 |ike Gershwin, Bernstein and Sondhei

% Block, Enchanted Evening4997.

¥ Raymond KnappThe American musical and the formation of national idenfRyinceton, N.J.: Princeton

University Press, 2005) arithe American musitand the performance of personal identifiyrinceton, N.J.:

Princeton University Press, 2006)

% ScottMcMillin, The musical as dramégPrinceton, N.J.: Princeton University Press, 2006).

¥See fLate CU English Pr of eGomd Chronide¢Januaryets2008)0 07 Nat han A\
http://news.cornell.edu/stories/2008/01/tatenellprofessoireceivesdramactriticism-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 moegdru the biographies, and
anecdotdaden, imagéeavy histories that dominated the musical theatre section of library
shelves in days past. In the nnitheties, texts by Denny Flinn, Richard Kislan, Mark Steyn and
Ethan Mordden rexamined the history afusicals, analyzing the component parts of musicals
and how they worked together to form the geffEhese works often ended by discussing the
Afdeclineo of the American musical, historiciz
the fAf aGrlamt Machkoed this fideclineo narrative i
that musicals themselves and t h®Mugimogiss as a w
such as Geoffrey Block and Joseph Swain wrote books that analyzed the music alsmusic
while presenting a i Esteemedprespes liké @xforgd and Rdutledgh e g e

rel eased fAcompani onso t o0 reférencedaouksofimasicalsoBr oad wa

3" Denny Martin FlinnMusical! A grand tour: The rise, glory, and fall of an American institutipfew York:
Schirmer Books, 1997); Richard Kislarhe musical: A look at the American musical theatee. ed. (New York:
Applause Books, 1995); Mark SteyBroadway babies say goodnight: Musicals then and,rfbendon: Faber and
Faber, 1997). Betweerd27 and 2005, Ethan Mordden published a series of books about the Broadway musical,
organized by decade, includingake believe: The Broadway musical in the 192Rgw York: Oxford University
Press, 1997)Coming up roses: the Broadway musical in 1880s (New York: Oxford University Press, 1998);
Beautiful mornin'; the Broadway musical in the 1940$ew York: Oxford University Press, 199%)pen a new
window: the Broadway musical in the 196(dew York: Palgrave for St. Martin's Press, 20@)gmore kiss: the
Broadway musical in the 1970@New York: Palgrave MacMillan, 2003)he happiest corpse I've ever seen: the
last twentyfive years of the Broadway musici@llew York: Palgrave Macmillan, 20043ing for your supper: the
Broadway musical ithe 1930s(New York: Palgrave Macmillan, 2005).

3 Mark N. GrantThe rise and fall of the Broadway musicdoston, MA: Northeastern Univestity Press, 2004):
Bruce Kirle,Unfinished show business: Broadway musicals as wiarksocess (Carbondale: Soudn Illinois
University Press, 2005).

39 Joseph P. SwaifThe Broadway musical: A critical and musical sun&y ed. (Lanham, MD: Scarecrow Press,
2002), Block,Enchanted Evening4997.
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stage and filrd that expanded on earlier work done by Stanley Gté€amb r i dge 6 s
Acompani ond was a volume of essays from mul ti
musicals (on Broadway and beyond), edited by Paul R. Laird and William A. Etdrethe

2000s, how different musicals expressed identity became alcitus in the field; books by

Raymond Knapp and John Bush Jones studying American and personal ftiemstigyjoined by
Andrea Mostos book “Aandbooks by Busas Snatm dohmOlus,iDavid| s |
Savran, and Stacy Wolf that variously explorade, gender, and sexuality in musi¢4ls.

Many of the books in the brief literature review above, and articles in journals such as
Studies in Musical Theatrpaid attention to the art of musicals, bypassing some of the purely
pleasurable, entertainingppe ct s, and an emphasis on the fint
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
internd character struggles (as@klahomabs dr eam ball et) were exami
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 Ageat®ismany of them

“0Ken Bloom,The Routledge guide to Broadwdllew York: Routledge, @7); Thomas S. Hischalhe Oxford
Companion to the American Musical: Theatre, Film, and Televidiew York: Oxford University Press, 2008);
Stanley GreerBroadway musicals show by shdilvondon: Faber and Faber, 1985) &dallywood musicals year
by yar, (Milwaukee, WI: Hal Leonard, 1990).

“TWilliam A. Everett and Paul R. Laird, ed¥he Cambridge companion to the musi@aid ed. (Cambridge:
Cambridge University Press, 2008).

42 Raymond KnappThe American musical and the formation of national idgniRrinceton, N.J.: Princeton
University Press, 2005) arithe American musical and the performance of personal idefRitinceton, N.J.:
Princeton University Press, 2008hn Bush Jone§ur musicals, ourselves: A social history of the American
musicd theatre,(London: Brandeis University Press, 2003).

3 Andrea MostMaking Americans: Jews and the Broadway musig@ambridge, MA: Harvard University Press,
2004).

* Susan SmithThe musical: Race, gender and performargbiew York: Wallflower, 2005); dhn M. Clum,
Something for the boys: Musical theatre and gay culture( St . Ma r t iDavidsSavRmAejgesr sortdf0 0 1) ;
materialism: Recontextualizing American thegian Arbor: University of Michigan Press, 2008tacy Ellen
Wolf, A problem lilke Maria: Gender and sexuality in the American musi¢&hn Arbor: University of Michigan
Press, 2002) andhanged for good: a feminist history of the Broadway mus{biw York: Oxford University
Press, 2010).
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musical plays instead of musical comediagere held up as exemplars of the genre, and some
of the more spectacular, topical, or rexai@le musicals were excluded from the canon. The
emphasis on the Golden Age of the Broadway musicakcfwstome scholars argue started with
Show Boain 1927, and others argue started vitklahomalin 1943, but all agree ended in the
late 1960s, usually aft€abaretin 1966 and beforklair in 1968) in much of the literature led
some scholars and critics\t@w musicals as a historical genre whose heyday was past. Larry
Stempel argues in his bo&howtime: A History of the Broadway Musical Theateri b el i ef i n
hi storical Golden Age inevitably inVWiThees wunf |
overriding focus on canonical Golden Age musicals in scholarly texts on the genre not only
all ows for the current age to be unfaShawr abl vy
Boatt 0 S o n*Hfdiletd imkxde many of the musicals thiterrogated contemporary issues
and that continued to be immensely popular with audiences in the decadelafter
In the past decade, scholarly books have emerged to redress this gap. Elizabeth
Wo | | ma n Bad Thmesahbout the largely forgotten sgenre of adult musicals in the 1970s
joins other recent schlbdMegasitsicapbnd | Wel Jmassd £ af iSi
book on rock musicals in allowing for a broader understanding of the musical'Gevoéman
argues that the focus on commal@nd 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 Ke nNoNenogdaaie Boeyuysabsof Booadwady Musical

> Larry StempelShowtime: A History of thBroadway Musical TheatéNew York: W.W. Norton & Company,
Inc., 2010), 655.

“°Block, Enchanted Evenings: The Broadway Musical fi®how Boato Sondheim

47 Jessica Sternfelihe Megamusical(Bloomington: Indiana University Press, 2006); Elizabeth L. Wollriitue,
theater will rock: a history of the rock musical: from Hair to Hedwignn Arbor: University of Michigan Press,
2006) andHard times: the adult musical in 1970s New York Gidew 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 latefaanation.
Books such ablard Times The Theatre Will RogH he MegamusicaNot Since Carrieand
Rebels with Applaué&broaden the scope of musical theatre scholarship to include forgotten
subgenres outside the canon, and are welcome additions teldhe f

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 overlookeulsic, 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 recendiéed volumeGestures of Music Theatr The coeditors of
that volume, Millie Taylor and Dominic Symonds, write that their exploration draws on
Adi scihgpdeadheschol arship from theatre studies, r
also use othemgroaches and methodologféd.ikewise, my dissertation draws inspiration and
approaches from beyond my primary discipline of musicology. Taylor also wrote the recent book
Musicals, realism and entertainmei@and my work on entertainment further interregathe
important relationship between entertainment and musicals.

Musicalscan be studied from a number of angles; tlaeedruitful areas of inquiry in

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

“8 Ken MandelbaumNot sinceCarrie Forty years of Broadway musical flopsNew Yor k: St . Marti no:
1991).

“Scott Mille,Rebel s with appl ause: Br o éPdrismaoytd SH: leinerannd@)r e a k i n g

0 Dominic Symonds and Millie Taylor, ed&estures of music theatre: The performativity of song and dance

(New York: Oxford University Press, 2014).

*!|pid., 5.

2 Millie Taylor, Musical theatre, realism and entertainmgfftarnham, UK: Ashgate, 2012
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American culturé® for example, if you study the various revivalsSkfowboatou will get an
excellent understanding of the way racial relations have evolved sincé*19@wever,

musicals continue to henderrepresented in acadepeaen though some of the sasorts of
sociological approaches are used in musical theatre scholarship as in the rest of popular music
scholarship and theatre studies. | believe thieausehe first, primarygoal of musicals igo
entertainMusicals are unabashedipoutandfor 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 lIl: ENTERTAINMENT VALUE

Musicologists (especially popular musicscholr ve i nherited the | egacy
musicology that emerged in the 198droducedvhenJoseph Kerman called for a change to

musi col ogy wher ei n # mu sngagedlwibhgnussctasexperietce ratiee ¢ o me
than as object, with a view to assessing (like literary criticsyahesof music and

demonstrating its importangd* Many musicologists embraced this call wholehearteRibpular

music scholars pushed back hardiagt 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

tobevabed for its political or social functions,

“Lauren Acton, fiCano63howBedtm Ifd \imso adram Stege B iSaekrisMusicali n

Films in Europe and United States (192961)edited by Massimiliano Sala; 17 (Lucca, Italy: Brepols, 2012).

¥ See Joseph Kerma@ontenplating music: Challenges to musicolog€ambridge, MA: Harvard University Press,

1985) . Kermandés call to t he QonstuctihgmusicologgAddershetdAshigate, Al ast a i
2001), 3.
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aesthetiavorth. The sociological approach tended to sidestep aesthetic, intrinsic questions about
the music and also tended to privilege the music of straighsiatetal, punk, and rock

Swinging the pendulum far towasdcial and political functiaadity 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 middtém schdar Richard Dyer thinks this avoidance of

very popular musics was an inheritance from A

was less tied to production and was more vocallyestablishment was valued more because it

distanced itself from corpate produt i on and t he >@®apuldr musiceholara d ust ry

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
estdblishment. Music like punk that was amstablishment 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 sathereaeDisney

musical likeBeauty and the Bedsttended 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 emergeil notably from feminist and queer perspectivebat engagevith populist pop.
Musicologists have become more inclusive not only in the genres we study but also in our
approaches and theoretical framewofseories about entertanent are found in film theoty

and aesthetic philosoptyand are closely related toe study of pleasarin the arts, both in

* Richard DyerOnly entertainmen®nd ed. (Newrork: Routledge, 2002), 152. See also Theodor W. AddFhe,
culture industry (London: Routledge, 1991).

* Dyer, Only entertainment

Richard Shusterman, AEnt er tBaishdonmal of Aestheticgtd) & (Julyi20D3): f or

289307, and APopul ar ar tPhiasoghy aaditheentetpratationnokpopt cultueditedibg , 6 i n

William Irwin and Jorge J. E. Gracia, 1:357 (Toronto: Rowman & Littlefield Publishers, Inc., 2007).
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theatré® and music® | 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
studies a genre of music that is chiefly about entertainment, | have found an analysis
entertainment value to be very useful. Philosopher Richard Shusterman and filan Ribloard
Dyer have eacbkxploredthe 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 a®fksetWmat pagird oynou etsipio
wasgodod but it wé&shea this tgpe of axcharige agcelitds evident that,
even when someortmesnot think something has aesthetic value @mibt defendingts social
or political role, he or shean still feel enjoynent. There is something else s/heakiing, and
that something is entertainment val8@non Frith makes the important point that the social,
political, aesthetic pleasures of entertainme
cormsequences 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

j ud g e thleeodle.make value judgments about what they see and hearspecause

%8 Bertolt BrechtBrecht on theatre: The gelopment of an aesthetied. John Willett. (New York: Hill and Wang,

1964) ; David Savran, i T o wa Mhatra Suhvéys, 2 (Noventbgr 2004):123A170 f t he p
Victor Turner,From ritual to theatre: The human seriousness of p{BlewYork: PAJ Publications, 1982); Anne
Ubersfeld, fAThe plMbodesn Drarea25q1982): IPé39s pect at or , O

%9 Simon Frith,Music for pleasure: Essays on the sociology of, g@ambridge: Polity Press, 198®erforming

rites: On the value of popularusic ( Cambri dge, MA: Harvard University Pre
Mass media and societ§™ edition, James Curran and Michael Gurevitch, eds, (London: Arnold)1Z60Eric

Gans, fAArt andPespettiees ananusicahaestheteditedibynJohn Rahn, (New York: W. W.

Norton & Company, 1994); Dai Gr Misit Analysisl8, noi3{Ocwbelh i gh anal
1999): 389435; Richard MiddletonStudying popular musi¢Philadelphia: Open University Press, 1990).

¢ Dyer, Only Entertainment4.

®Frith, HAEntefltainment, o 170
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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 popul
engagement (or lack thereof) with entertainnfént.
The valuethat entertainment provides to people is enmeshed with-potitecal and
aesthetic values that people find in many forms of entertainment. Nonetheless, | believe that if all
the other valuess¢onomic, aesthetic, socigblitical, etc) were stripped aay, 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 le\2ly er bel i eves t hat enterta
to be critical of the way things are byefig how else they might B8° Entertainment works at
the level of affect, of emotionMusic is perhaps especially effective at tapping into emotions
that exist beyond the bounds of language, but are deeply felt. Dyer qustes&IK. Langer,
who arguesfMusici s a t onal an al®Dygeupeovides a sehemoatfor howantl i f e . o
why entertainment works, by positing that it fulfills needs that capitalistic societies promise (but
often fail) to meet. These are not needs manufactured by marketexedisads, 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 fragmeiotaare met in utopian entertainments by abundance,
energy, intensity, transparency and commutitjhe temporary escape into a utopian world is

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

“There have been recent changes in the past few years t
engagemedt from changes in how Billboard tracks the popularity of albums (multiplenisté 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 Entertainment179.
®bid., 21.
®“Dyer, fAEntert ai omyeEntertaimmentloi5t Seeespedallyihia 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 everrggjely. Th e t i t | boolgOnly Dy er 6 s
Entertainmentclearly 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 df approaches entertainment aesthetically. He writes,
fiBecause the concept of entertainment is deeply and complexly related to the concept of art, and
because it is also broader and older than the conceppofarart, its analysis can be instructive
not only for the question of popular art but for aesthetics as a whbBhusterman 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 whaled the underahding of the complexity of
pleasured from gaudium to jouissance to schadenfreuda) also for an understanding and
acceptance of o6l owbé pleasures. He asks wus to
entertainment (such as providing relaxation andsament) but to also consider entertainment
value for itself, intrinsically and aesthetically.

Entertainment 6s tybasikonsome lavely Wherassneoneisi s Vv e
entertained, shieels pleasure. Richard Dyer emphasizes the importance ofupéetsour
concept of enteginmentfi whi | e pl easure has sur el artdfaats ways b
and performances, the idea of entertainment is distinctive in its emphasis on the primacy of
pleasure, ahead or even instead of practical, saastdjdtional or political aims and

functions®®’ Both Dyer and Shusterman consider pleasure intringhetstudy of entertainment.

®Richard Shusterman, AEnNt er tBatishdonmal of Aesthetio§3u3e(duly 2003r f or a e «
289.
" Dyer, Only Entertainmentl..
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Bertolt Brechtalso feltstrongly about the value of pleasimeentertainment;n his belief in the
nobility anddignity of pleasure, he wrotihat attempting to remove the pleasure from art would

be to debase it.

From the very first it has been the theatre
of all the other arts. It is this business which always gives it itecpkat dignity; it
need no other passport than fun, but this i

following Aristotle, demanded of tragedy is nothing higher or lower than that it
should entertain peopl eé Andodtldamsingchogt har si s
fear and pity, or from fear and pdyis 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 €%t oneds mark too | ow
He notes that there arevariety 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 termguilty pleasureis 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 fish
pleasu e. 6 To him, a guilty pleasure would be son
babysitting or cancelling your monthly payment to your sponsor child so you can afford to buy a
s e ¢ o n d*® Wh&Midchiris getting at is that in the common usage ofthe r m, t he o6 gui
a guilty pleasure is mifil or it should be. There may be some heavier guilt in liking a rap song
that is misogynistic or a country song thatisralistut most gui |l ty pl easur e

aesthetic reasons rather than politmasocial reasons$n 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 theatre180181.
%9 Minchin told this bit on guilty pleasures at the Melbourne International Comedy FestivataAhow, 2011,
available onlinénttp://www.youtube.com/watch?v=rVsBHA70A

“See Aaron A. Foxdéds chapter on count Bagmusis:thérbugidowe musi c f
love to hateChristopher Washburn and Maiken Derno, edéew York: Routedge, 2004)Carl Wilson also writes
on this point, funl emwerantbhems, thacdaen naw goek, thargis rfo oeasorveher to feel

guilty or ashame CarlAMisonjLte twhsa tt ayl oku albiokuetdo | o vtegNew Xorkj our ney
Continuum, 2007), 13.
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tasteWhen Cadden and Woll man referenced some peo
musicals, they weracknowledging that the entire genre is sometimes seen as a guilty pleasure.
HansGeor g Gadamer states, Ataste, in its essent
phenomenon of the first ordéf! We therefore feel guilty about enjoying something ouietgc

labels as bad taste.

As PierreBourdieu writes irDistinction At aste cl assifies, and i
Social subjects, classified by their classifications, distinguish themselves by the distinctions they
make, between the beautiful ame tugly, the distinguished and the vulgar, in which their
position in the objective classifications is expressed or betc¢daste is constructed and
deconstructed in socially and historically specific ways; gatekeepers (who are often invested in
preseving the status quo) delineate the parameters of good taste. However, taste is also
persona 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 admit that part of my motation 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 froryoaing 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 conf orenutthe secandreutedllowsifonagamtt 6 b o
garde works to emerge in art that is created for appreciation by other artists, and the final route

Ais the principle of I egitimacy which its adyv

"M HansGeorg Gadameflruth and methodEnglish translation by Sheed and Ward Ltd., (New York: Crossroad,
1986), 34.

2 pierre BourdieuDistinction: A social critique of the judgement of tastanslated by Richard Nic&984,
(Cambridge, MA: Harvard University Press, 1979Y,.6
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by the choiceob r di nary c onsume r0éManytghiley pléasneesase audi ence
legitimized by their popularity butave not been legitimized laytists and/or tasteakers Thus
if | namea musical like_egally Blondea guilty pleasure, | ameally setting up a bingrthat
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 abéddst 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 betwedraad entertainment is inevitably mapped onto
di stinctions of high and | ow culture, art, an
stubborn hierarchical dichotomy between high and popular art there is a far more basic contrast
at world art versus etertainment. 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 catega¥y/ High/low and art/entertainment categorizationd a
distinctions are subjective and lpgm on continuungs or in Bourdie a n  ®@fthatealed s 6
constantly being restructured by the practitioners, critics, and audiences of the art/entertainment
world. In the world of musicals, the Golden Age musicals terakthigh 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.

3 pierre BourdieuThe field of cultural productiared. Randal Johnson, (Columbia: Columbia University Press,
1993), 51.
“Shuster man, AEnt ertainment: A question for aesthetics,
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Shusterman histwizes the high/low duality in the Romantic exsit 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 agreeabl€}itrghis of
Judgment® it was with Hegel that entertainment came to refer to the low in particular, when he
insisted that art shoul d be 0fecteredfegelstaedn ext er
Ait 1 s of cour se t hdleetng @ay, affotdiagtrecreatidtnanda n be use
entertainment, decorating our surroun‘dbutngs, g
Hegel turned his attenticawayfrom the entertaining, recreational functions oftarintrinsic
value, becauseonyhen freed of extrinsic consideration
fulfils its supreme task when it has placed itself in the same sphesdasrgi on and phil o
Hegel was one of the most influential Romantics in his ideas of autonomeunsl dunctional
entertainment; Shusterman | aments, Athis Hege
aesthetics, whose idealist turn has privileged, in the realm of art, truth over beauty and
pleasur®’® Shusterman points out logical inconsistencies in the utility/free argument put
forward by Hegel and endorsed by philosophers
really leave these fine arts free. For he imperiously assigns therhitifestta s k € s er vi t ude
God, truth and the ideal®Si mi | arly, Arendt f@Aclaims to regar

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

“"Richard Shuster man, i P o p u IPElosophyrand the imtdrpretatidn efpdp aultmeme nt v a l
edited by William Irwin and Jorge J. E. Gracia, (Toronto: Rowman & Littlefield Publishers, Inc., 2007), 138. See

Immanuel KantThe critique ofudgment 1790, translated by. J. C. Meredith, (Oxford: Oxford University Press,

1952), book 1, paragraph 7.

® Georg Wilhelm FriedrichHegeHe ge |l 6 s aest het i 1835, trangatetd hyT.eMsKnoxn f i ne art
(Oxford: Oxford University Press, 1975),

"bid.

“Shuster man,
“Shuster man,

Popular art and entertainment valueo (20
Entertainment: -20868question for aesthetics,
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they perform perhaps the greatest sertadéed its justification through immortalizatiodf®
Becausesven Hegel and Arendt want art to serve a (high) function, the function/autonomy
divide collapses upon inspection into a divide between high and low (ofterbelsesd)
functions. This classisnobbery is part of whatxamine in this workvhen so called popular,
mass and low entertainments are contrasted with elite, high arts.

Thosepractitionersvho find themselves on the entertainment or low side of the
continuum often embrace their statbresatirizing high artLawrencel.evine writesthat several
Americans, including John Philip Sousapressed antagonism toward European art minsic
Hol | y wo oitbecénme lcammonfior classical musicians to be portrayetlyagpsetentious,
and archic6®* The antagonisrsome American artists held toward European art music, theatre
and dance can also be seen in the rejection of Eurajsrared operetta in favour of home
grown musicals in th#910s and lat@930s? Stratford, too, has vacillated beteveits colonial
ties to England in its Shakespearean focus, and the frequent desire artistic directors had for
Stratford to be Canadadés national theatre,
Canadian audiences.

RichardDyer notes that thelassical Europeaart/ American populaentertainment
dualism was acted out in sevemalisicalfilms, with entertainment and art partially reconciling
through the rmantic union of the lead couple. In the Hollywood vision of evemtigrtainmen
usuall took the upper handt | Funny Facethe central contradiction is between art and

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

®pid., 307.
81 |_evine, Highbrow/Lowbrow(1988), 283.
82 Richard TraubneiQperetta: A theatrical historyrev. ed. (New York: Routledge, 2003).
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Audrey Hepburn (art) and Fred Astaire (entertainméfithstaire often reprgented
entertainment in his movies. The Band Wagohis character isuspicious of high art
represented by the director©@edipus Rexand he and his collaborators show the director the
joys of entertainment in an anthemtotheformnTh at 6 s B nd gootad asithe me
epigraph of this chaptein Silk Stocking®\ s t a Ammercénshedorsim and taking pleasure in
musicand i fe is contrasted wi t lookiGgyfat us€fuinassinsigsie s So
andlife. Fred and Ginger also waged batthgth 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 o6l owbé forms | ike t
reconciliation of Astaire ahhis 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 owres, tbut the high/low binary itself
remains. Philosopher William Irwin write, We candét | ive with or withg
bet ween higHTedtdhkeowcattsodothe distinctdon #Aino
So too, the art/entertainmettivision 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 continugto dra

distinctions between what we enjoy and what we appreciate.

8 Dyer, Only Entertainmen2002), 28.

BWilliam Irwin, @APhil os o pPhipsoghgahditmedntempretatipnooppop caltpeelitedt | t ur e, «
by William Irwin and Jorge J. E. Gracia, (Toronto: Rowmahifllefield Publishers, Inc., 2007), 46.

®Ted Cohen, fAHigh and | ow tThdJauknal ofgesthetios ant arttriiticdh and | ow ¢
(1993): 151152.
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The overarching theoretical framework for this dissertas@theory of entertainment
that addresses the multifaceted nature of entertainment by examining aesthetic, economic, and
sociapolitical factors in addition to the entertainment value of any particular Wwotke past
fifteen to twenty years, scholars such as David Deacon have presented models for holistic
approaches to media studies. Deacon is especially concerned with combinysgsnél
production and consumption in order to gain a better understanding afifierent media work.
Hearguesidi ssoci ati on f ometearcherst@underesiirdatenaady deayno n g
the complexitie®f social and cultural processes beyond e i r i mme d®flIraordertop ur v i e\
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 apgch 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,
productionbas e d, and a e s fah erganisatiomreraminatian efshe magamusical
phenomenomeiterates 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 chages undeway within the liveentertainment economy are to be comprehended
pr of i?® Sobobwith musicals at Stratford, | have found that their role can only be fully
understood by examining the many different types of values they have for thelFastivall as

what the Festival context brings to the genre of musicals.

®David Deacon, fiHolism, communion and cdwnoteiresr ormes d art ceh
Media, Culture and SocieBb no. 2 (2003): 215.

8 Jonathan Burstoriif Spect acl e, syner gy ainddstrislisaton of liveteatrgdl s: The gl ob
pr od u c tMedarorganizatians in socigtyames Curran, ed.,@4. (Loncn: Arnold, 2000), 70.
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In examining the placefanusicals at Stratford,drgue 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 teantertainment valugefers tothe pleasure a perstakes in
entertainment when he or shejoys 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 entertainmewalue does not exist in a sociological vacdumhen we feel
pleasure and enjoyment, part of our response is socially condididnéd distinguish
entertainment value from sociological approaches such as Marxism, feminism, subcultural
theory, etc., that h@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 | cakktiertainment inpulse

By including entertainment value in my approach to the study of musicatsatford, |
give an indepthreading ofentertainment at #Festival. Imaintain thaentertainment 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 criticahpanell it
was attended,lbokedfor instances of ent&inment value making up the difference by
analyzing the language used by the critics. In addition to the economic/commercial, aesthetic and
sociapolitical factors present in musicals, studying the ¢ait@ment value of musicajgesers
a wellrounded aalysis of the musicals and the many rdahesy fulfill at the Stratford-estival. 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 highbrowdawb

considerations within the canon of musical theatre.

AIMS AND SCOPE

This dissertatiomxamine the role of musicals at the Stratfdfdstival, addressing whiie

artistic teanincludedthem inthe first place and how their rokgthin the Fesval has evolved

over time. In particular, | consider the extent to which musicals &léeedthe mandate of the
Festival, changdthe makeup of the company, and indeda different type of audience to make
the trip to Stratfordl argue that musicalsae not sol ely included in
s e at ghds tahalpdcover the cost of riskier (and potentially less well attended) productions
rather, | showhat in recent years the musicals themselves have grown rskggresting that
musials at Stratford are chosen for aesthetic reasons as well as economic &aastios] 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 Cahagtato show that the value of
musicals at the Festivahnnot be reduced to monetary value alone. There are complex social,
political, and aesthetic reasons for the inclusion of specific musicals in spgg@gons. My
dissertatiorexplores these reasons amaits 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. At 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 samepsiaibscri
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audience, but also hoping to attract new operagoéra Toaviataby bringing them into the
opera house witBweeny Toddrhese juxtapositions shed light on the cultural fracas between
so-called high and low art forms, and the ways in which theatan 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 geni@ the musicad into its mandate. thope 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.

| have chosen to limit my study to a specplaced the Stratford Festival and a specific
gentdt he musi cal . However, in the first two cha
(1955197), its incidental music, and other types of musical theatre because | argue that the
high value that Stratfordirectors placed on live music in the early years of the Festival provided
for a natural transition to musicals in the reidhties. Nevertheless, while | do discuss some of
the operas and operettas produced at Stratford, the main focus of this wothdswursicals 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 par sedodd&estivallli98® 6l d abswht chheafBt oa
musicals per year, provides plenty of material for analysis.

My goal is to understand and explain the place of musicals and thein toke Festival
and what that revesmabout musicals as a genre and the Festival as a Wemuesuing that goal,
| have attempted to answer the following questions:

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

theatre?
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2. What is the role of musicals thiie Festival and how hdiseir 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 tre canon of musical theatre?

4. How has the inclusion of musica#iered 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
classcal repertory festivalrad show how the role of the musicals was created and maintained,
andwhy musicals matter to tHetratford Festival. Further, | hope that this exploration of the
place of musicals in a classical repertory company continues the work of scholars such as
Raymamd 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 serioMslyesearch thereforeontributes to the
growing fieldof musical theatre scholarshipdathe wider field of cultural theorycbmbine
aspects of aesthetics, economics, spaiitical and cultural factors in my analysis of the
entertainment value of musils at the Stratford Festival. $0 doing, Ipresent dolistic
approach to works of entertainment that will be useful to scholars of both high and popular

culture.

METHODOLOGY
For this study, | conduetitwo main types of research: interviews and arghiesearch. | have
also reliedon 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 | began this project in 2012, | have seem@sienf
produced at Stratford, and | am also able to call upon my recollections of the musicals | have
seen there over the past 20 years, since | first attended a school performemne®intes of
Penzanceén 1994. Whenever possible, | have also attedd many of Stratfordos
including plays, concerts, showcases, tours a
experiences proved fruitful sources of material and inspiration for this project.

| conducted the majority of my interviews wiinformants 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 féasible.
put out a general call to actors, dire or s and musi cians through Str
well as reaching out through websites and social media, and snowballing from personal
contact$® 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 intervie®, my other source of primary material was archival research that |
conducted in two large archives: tBatford Festival archives in Stratford, Ontario and the
Louis Applebaum fonds in the Clara Thomas archives at York UniveFsityner 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 recordingsAt the Stratford archives, | was able to view archuwdeos of productions |

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

8 See list of Interviewees, page 402.
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magquettes, house and souvenir programs, and internal documents such as administration records
and box office datésSome of the archival documemtgre not available to researchers aotail

of the datd found in the Stratford archives could be publisiagarticular, | was asked not to

share the raw numbers from the box office, as they do not always provide an accurate picture of
attendance fjures or the financial success of certain shows or the Festival as alwlzaldition

to research in the Applebaum fonds and the Stratford archigesducted primary research in

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

CHAPTER OVERVIEW
In the first two chapters of this dissertatioexmine 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.ikdpplebaum was the first Festival Music
Director and was instrumental in making music an important part of the Fésimeathe first
day. hapterOnefocueson Appl ebaumés contribution includi
fanfares, the incidentahusic, conducting the Festival orchestra, creating a congress of Canadian
composers at Stratford, and musically directing staged works such as operas ettasoisso
write about Applebaumbés successpAlaslaingadl udi ng
Berthold Carriée. 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 waksvere 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 dramadiofside Festival was
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quite wide in the Music Festival years (195%/5), 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 @ty 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 bigart of keeping a festival the size of Stratfofida, and my third
chapterfocuses on how the commercial neaxdfshe Festival camfluencethe artistic
considerations at the Festival. ex pl ore how the Festival rwas cr
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. | examine the ticket sales,
government funding, sponsorship and ancillary revenue of thevédestind how the disparate
desires and agendas of the tiekating public, the government, and big business can influence
artistic decisions. In this chapter | also unpack the history of musicals as a commercial genre of
theatre, and how they have beem&rt ed as t he fAcash cowo at Str at

In my fourth chapter éxamine the politics of spae&d placeat Stratford especially as it
relates to the four different stages used by the Festigale a history of each theatre at
Stratford theFestival 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 howit¢seopplace
has influenced the reception of musicals at Stratford. In this chapter | 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,Fmampare 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 thetors, musicians, and artists who
create musicals at the Stratford Festteaihterrogaténow musicals and the people involved in
themfit into the company as a wholeexplore the nature of repertory theatre, and how everyone
at the Festival usually participates in more than one production each season. Frequently, the way
the ators are crossast 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.bao i nvesti gate t he
within a c¢omp alogkiag apseasan®whenrihe 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 clabksict@rs in musicals and vice versa.

Finally, I conclude my dissertation with a chapter that summarizes my findings and pulls
together the economic, aesthetic andiopolitical strands that emerged in the earlier chapters,
giving a complex and nuancechding of the place of musicals at Stratfoftie main goal of my
dissertation is to examine the rglayed by musicals at the Stratford Festivaltdue 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 thesifaaiues
the place of musicals at a classicalampry festival. laddress each of these concerns separately,
as outlined in the chapter breakdown abiefore examiimg the ways they interrelate and
coming to some conclusions about how the Stratford Festppabachethe genre of musicals

and how musicals alter and expand thexdade 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 Shakespeaf&

When it sounds good,ig good.
- Duke Ellingtor?®

On a warm June evening in 2013, the lobby of the Stratford Festival theatre was filled
with the strains of musicoenposed by Louis Applebaum, the first director of music at the
Festival. The performance, part of the Festiwv
Appl ebaumés music, performed by a group of fo
concert began, apppriately, 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 premiere was there to see Alec Guasness
Richard 111 intone ANow is the winter of our
York, o but before the audience heard a word o
fanfare. The fanfare has been played before the start of evéoynpance 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 theomat anthem, these Stratford fanfares have been
played more often than any other Canadian composhtiBar more than sixty seasons, these

fanfares have welcomed theatre goers to the iconic Festival Theatre.

8 william Shakespeardylerchant of Venicéct 5, Scene 1.
“Duke EIllington, Thella57 Stratbord FeStival Sotvenir Prdgéesiratiord Festival archives.
L Walter Pitman/|.ouis Applebaum: A Passion for Cultyr@oronto: 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 anfare migans at teFestivaI Theatre.
Stratford Festival Publicity.®to 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 ara cappellarendition 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 theofolit plays at the
Festival Theatre in 2013, but for the productionRomeo and JulieindThe Merchant of
Venicethe instrumentation was altered. During some sceni@snmeo and Julietnusicians

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

played a Renaissanset y| e arrangement of Applebaumds f ani
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instrumentation of the fanfare thus gave the audienBemeo and Julied sense of the
Elizabethan setting before they evenfsetot i nsi de t he auditorium. A
production ofThe Merchant of Veniogas set in 1930s fascist Italy and the fanfare in this case
was played on snare drum, trombone, saxophone, clarinet and violin in a kiefzreed
version?? The fanfare irthese 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 beyo
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 splaeehafatre during
intermission, they are entering a liminal spagartly still in the world of the play and partly in
the quotidian world. The new arrangements of
t hat refocused t h eahewdrldof theoptay beféreanteingthe i on i nt o
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 Stratforsenigh a
of occasion. In the first years of the Festival, a cannon shot was sounded at the beginning of each
performance to cap off the fanfatéThe symbolic resonance of a brass fanfare and ceremonial
cannon shots aligned the Stratford Shakespeareandtesiiv important royal, military and
civic events. Applebaum was hired by Guthrie to compose incidental music for the plays and to

conduct the orchestr a, but it i s the fanfare,

92 3ee listing of fanfare musicians in 2013 house programs, Stta&téstival 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 represeng tkense 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 perform@rthe music.

Many monographs have been written about the Stratford Festival but none has been
devoted to the music of the Stratfordsteal, 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 Dramand Musicand his musical emphasis can easily be tracked in the
F e st ipreneotiodamaterials (see lllustration 3.2 In this chapter | explore the role of
music at the Stratford Festival, addressing an aspect vital to its history and character that has
long been neglected. | look at the history of the Music Festival anantiibitious 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 aexamination othe musicalife atthe Stratford Festivdleyond music theatré
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 spaceather 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
Vvisitords gui des ahivest he Stratford Festival Arc
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THE STRATFORD FESTIVAL

DRAMA MUSIC
June 19 - September 23 july 7 - August 19
THE STRATFORD FESTIVAL COMPANY IN Glcnn Gould. Lconard ROSC, Oscar Shumsky
Three plays by William Shakespeare Directors

Gilbert and Sullivan’s

The Pirates of Penzance
directed by TYRONE GUTHRIE

PAUL SCOFIELD DOUGLAS CAMPBELL
BRUNO GERUSSI ELEANOR STUART

Coriolanus designed by BRIAN JACKSON
directed by MICHAEL LANGHAM conducted by LO‘UIIS APPLEBAUM
designed by TANYA MOISEIWITSCH il
music CO"lpOS(’d b}' LOUIS APPLEBAUM MARIDN SIUDHILIID S OO DCWHIE
ERIC HOUSE HARRY MOSSFIELD
IRENE BYATT
DOUGLAS CAMPBELL DOUGLAS RAIN : “"‘1,
R The National Festival Orchestra
- e Daily (except Sundays and Mondays)
enry July 7 - August 19
directed by GEORGE McCOWAN in the Avon Theatre

designed by BRIAN JACKSON
misic composed by LOUIS APPLEBAUM Week-end Concerts
Sundaysat 2.30 p.m., July 16, 23, 30, August 6, 13

PAUL SCOFIELD JOHN COLICOS performing artists:

JACK CRELEY ZOE CALDWELL GLENN GOULD, piano
Love’s Labour’s Lost LEONARD ROSE, "cello
OSCAR SHUMSKY, violin
directed by MICHAEL LANGHAM LOIS MARSHALL, SOpraro
designed b}/ TANYA MOISEIWITSCH MAUREEN FORRESTER, contralto

music composed by JOHN COOK The National Festival Orchestra

and Saturdays at 10.30 a.m. July 22, 29, August 5, 12
: Four morning concerts of
The Canvas Barricade Chamber Music from the
A new Canadian Comedy National Festival Orchestra Workshop
by DONALD LAMONT JACK Solo Artists and members of the Orchestra
in the Festival Theatre in the Festival Theatre

lllustration 1.2 Stratfod Vi si t or 0 s pfductigns diveled by diath&ahd music
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds, ASZ 3304
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MUSIC AT THE STRATFORD FESTIVAL

Plays, especially Shakesgrean 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 getRestival Gems performed thrdifferent settings

of ASigh No MduckAdb Abdut dothiagApplebaum worked closely with the
each of the directors for three distinct productions, and because edabtfmo ofMuch Ado

was differend set in a different time, highlighting different aspects of the tagch of

o

Appl ebaumdéds settings of “#Asieatm phblishedsomeofiisa di e s
Stratford compositions, including his three versions &i gh No Mo AEolidoAadi es, o
Shakespearean Songh at he adapted for medium voice and
to the folio he wrote:
Since its founding in 1953, the Stratford Festival has commissioned an original music
score for each oits 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 Nothmé s @ Si gh No Mor e, Ladi eso,
Elizabethan period, in 1980 an early™@ntury setting and a pompous singer while,
in 1987, another director placed his version of the play in the 1890s, suggesting a
barbershop quartet treatmerft.
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 fromhetitee t

% Applebaum composed music for the following Stratford productioddush 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 Dastuime 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.
% Louis AppgebaumA Folio of Shakespearean Songs. For Medium Voice and P{@omnto: 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 productioMath Ado William Littler of the Toronto Star
commented on the important role music played in the pramuct
[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 producti ons. nedtiatsButacanét a
classical theatre company such as Stratfor
music is Shakespeare incomplgte.
Shakespeareds plays are full of music, of son
being performed® Actorsare often required to sing and musicians frequently appear onstage,
both when indicated by the text and at the di
settings of Shakespeareds songs that useave bee
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 thng sdteach 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 musicdféect our

emotions can be deeply felt, but difficult to

Grain of the Voice, 0 he wrote of the el usive

“William Littler, A Muc h Ad oThaTwrontotStahugssi 2¢1980) Cligpingim t f or d t |
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fondsPQS&R6

(87).

% Normally stingy with his stage directions, Merchant of Venicéct 5, Scene 1, Shakespeare gives expliaije

directions instructing musicians to enter and play musi
upon this bank!/ Here will we sit, and | et thlkiegdsounds
occursinmanyofhakespear eds pl aweldh Nigofwhich id fullobmusic, adso comtaing .
perhaps the most famous of Shakespearebds musical refer.
sighs, Al f music be the food of | ove, play on. o
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and stubborné beyond (eo mwolf &demanot be $een, butétani n g
travels in physical waves that enter not only our eardrums, but also our bodies. In Dominic
Symonds words, a song fAcauses UuUus to vibrate,
objectified (distant from us) it jgshe song as an ecology (sound in our presence) needs and
becomes, subj ec'PMusieisphysically feft ia the body:flow bass notes
thump through the floor and can affect our heart rate; high lyrical lines can make us hold our
breath unt the end of the phrase or send shivers down our sginesvorth 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 edom®t? One answer is
that it can deepen t he adapmtoerotioss dieeftlyieact i ve r
way that language and representational art forms cadoatmusic does that is complicated,
and not fully understood.

To very briefly expbre one avenue that attempts to answer how music works, we can
turn to he field of neuroscienceheremusic and its affect on the humaraim is a growing area
of study. ®veral researchers have shown that more areas of the human brain are usedsto proces
music than are used to process langu8®usic is processed by the emotional centres of our
brains, in addition to the areas for processing languagthatichekeepingareas that help us

make sense ahythm and metré/Vhen our brains process music amel experience an

“Rol and Barthes, A T Hneageg muaid, textran$. Stéphem Heath {Lanéon: &-onfarma Press,

1975), 181.

Wpominic Symonds, AThe songés t he t hGestuyesof @asiotheatrei ng t he
The performativity ofang and danced. Dominic Symonds and Millie Taylor (New York: Oxford University Press,

2014), 15.

Wsee, for example, Evelina Fedorenko et al., AStructur
s y s t Memoryand cognitio87: 1 (2009) 1-9; Aniruddh D. PatelMusic, language and the bra{iNew York:

Oxford University Press, 2008); Nikolaus Steinbeis and
language meaning using EEG and fMRI provides evidence for similar and distinctr al r epPlaSsent at i on
ONE3: 5 (2008): 17.
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emotional response, areas in the frontal lobes, cerebellum and amygdathdiame areas of
the brain that light up when humans experience pleasure in other activities like eating or having
sex!%2Even when we feel sorrow, or the comdtion 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 bondirtd This pleasure in emotioéseven sad ondsis part of the reason
humans seek out entertainneehke 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 haetsifyh u mans 6 af f ect i
response to drama.

Berthold Carriére, who took on the role of Festival Music Director in 1978, recalled one
of his first encounters with Louis Applebaum that illustsdtew even simple musical gestures
can amplify the efficacy of dr amaKingflohrhle f i r st
think, and the director said O0Lou, | need som
closest to the bassdrumhittou on t he cymbal, rol |l 1*hed And
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.

“carl o Zuccarini, fAThe (un)pleasur e estuuevaimusic On t he en
theatre: The performativity of song and damck Dominic Symonds and Millie Taylor (New Yorkxford
University Press, 2014), 25.

) hbid., 31. Zuccarini notes that tears of sorrow, |ike
is associated with bonding experiences, such as breastfeeding, the mother/infant bond, or sexual imte s e é
Significantly, prolactin is only present in tears of s«

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 Cushmakifty seasons at StratfordToronto: McClelland & Stewart, 2002) 176.
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As Friedrich Nietzsche suggestedrime Birth of Tragedymusic 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. Nietasghes
that it is musié with its ineffable power to target human emotions without recourse to language
or representatiah that allows audiences to feel interconnected with their fellow humans, and
thus to feel deeply appreciative of Iif&€ The power of msic to strengthen drama is something
that is particularly important for genres of music theatre, where music and drama are interwoven
tightly. 1 will return to the affects of music on audience members in later chamspecially
with regards to how sungumsic is part of the special appeal of musigdisit for the sake of this
chapter, it is enough to note that musicbés po
acknowledged by Stratford Festival founding artistic director Tyrone Guthrie. Hsaetd
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, b
history that had music newly compodedit by composers such as Applebaumomposers
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 carefullytimedclp and sound effects to be played fr
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

19 Eriedrich Wilhelm NietzscheThe birth of tragedy out of the spirit of musi@ns. Michael Tanner, (London:
Penguin, 1993).
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season,th@pi t 0 musi cians also played the fanfare t
the performance was about to start.

The placement of the musicians posed a challenge for Applebaum and Guthrie in those
first years at Stratford sincetheravs no fApi t o for an orchestra in
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 dfto the far corner of the stage, beside the audience. In an interview with his biographer,

Wal ter Pitman, Applebaum recalled how he said
guartet! o Guthriebs reply did IfAiWet Icea ntéa rdeeasstsr
sightlines and we c&mhstidhobseee like anatspiciouscomendon s e |
music at the Festival. However, although the physical space for the orchestra seemed like an
afterthought in the stage design (unusaaMoiseiwitsch, 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 musiaia 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.
orchestra to hide the players from a curious audience ensured that there was no access to any
fresh air in the blisteringmid u mmer t emper at ur e s *¢drthes, st i fl i ng

conditions were | ess than i de alorméanceroftfephpeé eb aum

1% pitman Louis Applebaurl01.
197 bid.
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week season and, in the cramped quart®rs of t
When a permanent theatre replaced the tent for the 1957 season, the orchestra was moved to an
Aacoustico | oft ab mereroomtoelarget easgrables, thenlaftyrgvidedwi t h
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
closedcircuit televisions.

Louis Applebaum ended up composing music for over sexMar\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 befareldath in 2008°° In 1991,
Appl ebaum told the Festival Education coordin
wor |l d, Il dondét think, that offers the kind of
for music and the attentiontomuditcd m t al ki ng ab 6 sotthatbeirgmat i ¢ mus i
composer in this context is, | think, one of the valuable experieneesiiy o Inie 8% . o

Applebaum composed all of the music for the first two years of the Festival, but as more
plays were added to the plajleach 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 Estival and composed new music for multiple productions over many'y&ars.

1% pid., 102.

199 pitman Louis Applebaum02403.

10 stratford FestivalBlake Research Project: Louis Applebaunterview conducted by Pat Quigley. Project
underwritten by Mervyn AButcho Bl ake. Fil med August 18
MAaselection of compositions from many ofAnnitessye compose
season. See Stratford Festivailyeet airs that give delight: Forty seasons of music from the Stratford Festival

Music by Louis Applebaum, Alan Lain@erthold Carriere, 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
performancé®?Part of the Festival MsteévisianofaDi rect or o s
production and match the director with an appropriate composer. Recent Festival Music Director,

Rick Fox (20082013) described the process as asking the director what style of music they

wanted and what they hoped to accomplish. Aftarth, he expl ained, dalél 1l
names to suggest. Sometimes theyoll just take
some samples of their work, and &%Composersnes t he

therefore often joined thdirector 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 expeeeaiter appearing in concert there in the mid
fifties, and collaborated with Stanley Silverman to compose music for the 1963 production of
Timon of Athen§" Loreena McKennitt moved to Stratford in 1981 to join the chorus.FS.
Pinafore thensang in the role of Ceresthe Tempeghe following year. She composed music

and performed onstage in the 1984 productiofived Gentlemen of Veronhefore her music

112 After the first season, when he conducted every performangeéelgum tended to conduct only the first few

performances of any production before handing the baton over to another conductor.

13 Rick Fox, interview.

14 DukeEllington, and Stanley Silvermafijmon of AthengUniversal 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, &l., Live from the 1956 Stratford FestivéBerkeley, CA: Music & Arts Programs of

America, 1989), compact disc; Duke Ellingtd®57 Stratford Festival public performand8erkeley, CA: Music

and Arts Programs of Americ&989), compact disQuke Ellihn gt o n , i J a z zTheal®57 Sttatfoedt f or d o i n
Festival Souvenir Progranstratford Festival archives.
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career took off. She then returned to the Festival in 2001 to compose mugie kderchant of

Venice The Barenaked Ladies wrote music for a shaegvy production ofs You Like Iin

2005*° and former front man of the band, Steven Page, returned to the Festival in 2012 to

compose music faCymbeline The publicity for these productiopsominently displayed the

star musicianb6és names so that the music becam
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 play.If the last ten years are any indicatioeyly composed incidental

music for each production is one .of Stratford

THE CONCERTSERIES

The rich musical life of the Festival was not limited to music in the plays. Especially during the
first thirty years at Sttéord, music at the Festilyeneant concerts (see Appendix®oncert

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 thisdayitmk of A Shakespeareo and @At he.
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@30s. | 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 Memutvan Cliburn. B.B. King. ThéNew

York Philharmoic Orchestra.Cleo Laineand John Dankworth. Bruce Cockburn.

Oscar Peterson. Liona Boyd. Regina Resnick. John Vickers. Benjamin Britten. Jan

15 Barenaked Ladiess you like it (Vancouver: Desperation Records, 20@®mpact disc.
1% RichardOuzounianStratford gold: 50 years, 50 stars, 66nversations(Toronto: McArthur & Co., 2002), 242.

49



Rubes. Isaac Stern. Ella FitzgeraldheTlist goes on and ofeard clearly will
continue to do so, ithe decades and centuries ahEad.

In official Stratford publications, 1955 is usually given as the first year of the concert'$&ries,
but in fact Applebaum made an attempt in the very first season to provide afteamoents 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,
AThe reasoning behi ndoingto bevatracting dnaudiencdtosde r at f or
theatre, surely this is an opportun?te to sho
repertoire and calibre of music was, by all accounts, impressive, but attendance was
embarrassingly podr’

Applebaum learmimportant lessons in that first seadahat 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 plantiegli9bb
concert series. A large, draughty building down the road from the Festival theatre, the town
casino, was renovated as acert hall (see lllustration 4.Thterior of the Casino set up as the
Festival Concert Hall, in Chapter 4). The music g&en a much higher profile in Festival
publications and was branded t hoplX1P5H5 Musigur al 0O
Festval Poster and lllustration 1.4955 Music Festival House Program). Musically, the
concerts and recitals were albin 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 Goul&jrst Stage 230.

18 seeThe Stratford Festival Stor}9591984, The Stratford Festival Archives, Extras Box 1.

19 stratford FestivalBlake Research Project: Louis Applebguarchival DVD.

Applebaum recounted AThere was no audience. The event
wrong. There was no st acEolisApplebail03106. | bi d., See al so Pit |
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STRATFORD SHAKESPEAREAN FESTIVAL
OF DRAMA and MUSIC

PROGRAMMES

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

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

Ale:

BOYD NEEL, conducting

AND

basso

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

. THE HART HOUSE ORCHESTRA

Aksel Schiotz, tenor

Jan Simons, baritone

THE FESTIVAL CHORUS — Director ELMER ISELER

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

Narrator: Franchot Tone
Mime: Marcel Marceau

: Douglas Campbell
Violin: Alexander Schneider

Producer:

by Paul

Musical Concerts and Performances

of Stravinsky's "A Soldier's Tale"

take place in the Festival Concert Hall

July 9
Sat.

July 11
Mon.

July 13
Wed.

July 14
‘Thurs.

July 15
Fri,

8.45
pam.

845
p.m.

3.00
p.m.

845
pm.

3.00
pm.

8.45
p.m.

8.45
pm.

3.00
pam.

8.45
pm.

3.00
pam.

HART HOUSE ORCHESTRA

Conductor: Boyd Neel

A Tribute to St. Cecilia

THE FESTIVAL CHORUS
MARSHALL, FORRESTER,
REID and SIMONS

Music for St. Cecilia’s Day by

Purcell, Britten and others.

Song of Welcome = Willan premiere|

Symphony No. 3 Honneger.

A SOLDIER’'S TALE = Stravinsky
Mime: MARCEL MARCEAU
Narrator: FRANCHOT TONE
Producer: DOUGLAS CAMPBELL
Violin: ALEXANDER SCHNEIDER]
Conduotor: PAUL SCHERMAN
MARCEAU in a program of mime.|

July 22/
Fri. |

July 23
Sat.

July 26
Tues.

HART HOUSE ORCHESTRA
Conductor: Boyd Neel

Soloist: GLENN GOULD, pianist
Mozart, Beethoven, Schubert.

featuring Beethoven's
Piano Concerto No. 2, Opus 19

HART HOUSE ORCHESTRA

Conductor: Boyd Neel

Soloists: ISAAC STERN
ALEXANDER SCHNEIDER

Concerto for two violins = Bach

Concertone for two violins = Mozart

HART HOUSE ORCHESTRA
Conductor: Boyd Neel
Symphony in C . Dittersdorf
Symphony Spirituelle . Hamerik
Fugal Concerto . Holst
Soloists: Gordon Day, flute

rry Bauman, oboe
Verklarte Nacht . Schoenberg
Canadian work to be announced.

HART HOUSE ORCHESTRA

Conductor: Boyd Neel

Soloists: ISAAC STERN, violin

Marie losch, harp

Serenade  Leonard Bernstein
(Canadian Premiere)

La Folia _ Corelli

Suite for Harp and Strings Somers|

SONATA RECITAL

Brahms, Bartok and others.

Violinist: ISAAC STERN
anist: ALEXANDER ZAKIN

A SOLDIER'S TALE _ Stravinsky
MARCEAU, TONE, CAMPBELL,
SCHNEIDER, SCHERMAN
MARCEAU in a program of mime,)

July 27
Wed.

July 28
Thurs.

July 29
Fri.

July 30
A

HART HOUSE ORCHESTRA
Conductor: Boyd Neel

Bach's Brandenburg Concerti
Numbers 2, 3, and 1.

HART HOUSE ORCHESTRA
Conductor: Boyd Neel
Soaloists: ZARA NELSOVA, cello

Gordon Day, flute

io Bes piano

Symphony in B flat  J. C. Bach
Suite in G. Minor  J. S. Bach
Cello Concerto
Triple Concerto . D'Indy
Symphony for Strings = Francaix

845
pm.

845
pm.

3.00
pm.

845
pm.

3.00
pm.

8.45
pam.

8.45

pm.

3.00
pm.

845
pm.

3.00
pm.

845
pam.

HART HOUSE ORCHESTRA
Conductor: Boyd Neel
Introduction and Allegro = Elgar
Ballade for String Orch. . Benjamin
Divertimento  Bartok
Metamorphosen . Strauss
Canadian work to be announced.

HART HOUSE ORCHESTRA
Conductor: Boyd Neel
Bach's Brandenburg Concerti
Numbers 6, 5, and 4.

LIEDER RECITAL

Tenor: AKSEL SCHIOTZ

Pianist: John Newmark

featuring Schubert’s Die Winterreise

THE FESTIVAL CHORUS
Conductor: Elmer Iseler
Lutenist: SUZANNE BLOCH
Music of 16th, 17th, 20th Century

A SOLDIER'S TALE
by Stravinsky
Mime: MARCEL MARCEAU
Narrator: FRANCHOT TONE
Producer: DOUGLAS CAMPBELL
Violin: ER SCHNEIDER
Conductor: PAUL SCHERMAN
MARCEAU in a program of mime.

JOINT RECITAL
Soprano: LOIS MARSHALL
Pianist: GLENN GOULD

playing
The Goldberg Variations - J. S. Bach

HART HOUSE ORCHESTRA

Conductor: Boyd Neel

VIVALDI CONCERT

Violin Soloists: BRUNET, KASH,
PRATZ, SCHNEIDER

The Seasons

Coneerto for Three Violins

Concerto for Four Violins

Concerto Grosso in D minor

SONG RECITAL
Soprano:

ELISABETH SCHWARZKOPF
Pianist: Paul Ulanowsky

HART HOUSE ORCHESTRA
Conductor: Boyd Neel
Soprano:

ELISABETH SCHWARZKOPF
Bach, Mozart, Mendelssohn
Finzi and Dagwiren,

A SOLDIER'S TALE
by Stravinsky

Conductor: PAUL SCHERMAN
MARCEAU in a program of mime.

SONG RECITAL

Sogruw: <
LISABETH SCHWARZKOPF
Pianist: Paul Ulanowsky

The Lieder of HUGO WOLF

GALA CLOSING CONCERT
HART HOUSE ORCHESTRA

From August 1 to August 6, Master Classes will be given in VOICE by Elisabeth Schwarzkopf and
conducted

in THE ART OF ACCOMPANYING by Paul Ulanowsky. These courses are
the auspices of the Royal Conservatory of M
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Even with advance planning and a suitable amount of publicity, the 1955 music season
failed tomake money. The first few years of the concert series took a loss, and had to be paid for
by the profits from the drama festiv&L This caused resentment in
certain quarter§?but many people, including Guthrie, believed the Music Festival was
important br the cultural life of Canada. In a letter to Applebaum, Guthrie wrote:

My feeling is that the Stratford Committee should not be unduly scared by the
prospects of a $10,000 deficit the first year (1955) if:

1. the figure includes work done on the Cadinon-recurring expenge
2. the results are artistically creditable
3. the results are financially promising

This is the first year. For a year or two, the Shakespeare plays may have to carry the
music. Later, | suspect that the boot will be on the otherfdot.

The music concerts never did end up making profits large enough to fund anything but more
concerts, but Guthriedbs prophecy came true ye
operettas and American musicals made huge profits that helped to finance theestamiif

Applebaum also recognized that staged musical works should form the centre of the
Music Festival. | address music theatre in the next chapter, but it is worthwhile noting that
recitals and concerts of art music tended to draw a somewhat different audamntee

Shakespeare plays, and the music theatre pieces tended to be better attended than the concerts

121 5ee Appendix D: Box Office statistics

2] nStAir at fordoés Music: A Chronicle and Some Musings, o Afg
statement of the 6l naugur al Season6 HenoyVwhilhas also beehad b e el
a walkon the year before, washedrb say, 6éYou know, Il resent subsidizing

guestioned the wisdom of the development, most others, administrators, patrons, supporters and donators have
gladly aided it.o York Uni ver sia Qollettions,Lauis Applsbaum@hdas,r a Th o
1979002/026 (499), 1-18.

123| etter, Tyrone Guthrie to Louis Applebaum, February 5, 1955. York University Libraries, Clara Thomas

Archives & Special Collections, Louis Applebaum fonds, 1902/023 (458).

1245ee Chagr Three.
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because they attracted both music and drama 16%drslight of this, Applebaum wrote a

proposal to the Stratford Board of Governors after the 195®8esaiggesting longer runs of

staged works and repeat performances of certaingrigiile concerts. He wrote a detailed report

on the successes and challenges of the Music
success has indicated that tbigintry is prepared to welcome a series of musical events on the
high | evel which this past season has offered
unquestionabl e musi cal m'€° Applebaumifaaind i difficelt tod i f f i c u
forecast what types of concerts would attract audiences because some that should have done

welld with a combination of welknown repertoire and internationally renowned musidans

did not always fulfill expectations. Nonetheless, Applebaum argued that boxfaffize was

not necessarily a drawback, because most music festivals at the time needed financial help from
their governments, and in order to apply for government funding, one must prove financial

need*?’

The 1955 Music Festival was at the very leastticafisuccess, and it also added to the
festive atmosphere in Stratford. Reflecting on the early years at Stratford in 1968, then Artistic
Director Michael Langham wrote:

Music of the highest standard became a major part of the programme, operatic works

were added to the concerts, an international film festival was launched and the
exhibition plan expanded. Were these embellishments premature aauViged?

125 There was some concern, in fact, that music theatre would draw audiences away from the Shakespeare plays.

Victor Polley, who was box office manager in 1956, wrote to Applebaum suggesting that music should happen on

the dar k days f o bebbrieén mihd thateny highlyiconpetisva Musit gtogrammes planned at

the same time as the drama could and does draw patrons
Applebaum, September 20, 1956, York University Libraries, Clara Thomas/asc Special Collections, Louis

Applebaum fonds, 197002/026 (497).

%) ouis Applebaum, fAReport of the I naugural Music Festi
Thomas Archives & Special Collections, Louis Applebaum fonds, -0®29026(497), 9.
127 bid.
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Undeniably they subtracted time, money and care from the drama, but on the other
hand they made écher, more varied feast for the summer visttr

The O6inaugural é music season had enough audie
Board that the Music Festival was a worthwhile endeavour. The 1956 season was therefore
planned along the saniines as the 1955 season, but with the important addition of jazz concerts.
Duke Ellington came to Stratford for the first time in 1956, as did Dave Brubeck, Norm
Symonds and Oscar Peterson. These jazz concerts attracted yet a different audiencefdemograp
to Stratford. More than half the audience at the jazz concerts were under the age efiteenty
and more than half were male, compared to attendees at the other concerts and plays, 65% of
whom were female and 40% of whom were over the age offiorey*° There was not
necessarily a great deal of crossover between the jazz concert audience and those who attended
other concerts and plays, but on both sides, there were at least some patrons who gave an
unfamiliar genre a chance because they were albpéne same festival.

The inclusion of jazz in the Stratford Music Festival evidenced a willingness on the part
of Applebaum to take programming risks, and a desire to botltadtdhfferent audience to the
Festival and to musically educate the patrdvad had already become regular Stratford
attendees. In 1956, jazz had been around for several decades, but it was just beginning to be
recognized as an art form, and in the conservative culture of mid tweceietlnry Canada, jazz

was still new, excitingnusic. The Stratford Festival had been founded with an air of adventure

Mi chael Langham, #TweThesSeatfofceSzanes 1988 edit8d by Betef Raly ¢Stratforch

ON: Mirror Press, 1968), 8.

129 These statistics come from a 1958 survey of the Stratford audience, but were typical oisties $tam 1956

onward. The fAStratford F eHurter Resehrch®apartment, sumih&izeSresults gf Mac L e
guestionnaires distributed on goaid postage postcards at each performance asking what audience members had

attended, planned tdtand, their sex, age and town/city. The survey included unsolicited comments from the

audi ence such as Afor us the Festival Singers were unk:
mai ntained and even subsi draZlkodhasérchwesr&iSpetial Colleetions,iLduig L i br a
Applebaum fonds, 197002/026 (494).

54



and risk, but its immediate success perpetuated the establishment of certain traditions in order to
maintain its audience. The Music Festival, without the same sort of success, waslagable
year to year. Jazz reviewer for fheronto Stay St an Rantin, wrote, fAThe
broken at the Stratford Shakespearean Festival lasbnghtatheritmelted as A hot 0 j azz
descended on the sanctuary of Mozart and Henry V. Whatidéshouts of excitement replaced
the customarywelna n n e r e d *3Raptih roted;, kowever, that the audience was still
more staid than jazz musicians were used to.
they are a little nervous yet abouthpva z z Wi ¥H Ut gaol, 50 Wil | i e AThe Li
said, AThis is the proper spot for jazz. The
whereitshouldb®s o p e o p | e 8nitmacknawtedgedrthatgazz was evolving into a
music b be listened to, rather than danced to, and so was a good fit for the Stratford Music
Festival.

The jazz concerts attracted some new patrons to the Stratford Festival, but the Music
Festival still lost money in its second official year, such that thesesamne question whether a
third year would even be feasib{@lobe and Mailcolumnist John Kraglund hoped that the
Music Festival would continue at Stratford, and would continue to attrackn@in artists to
the Ontario town. Kraglund wrote that Stratfd fAconcert goers are provid
not only to hear the best of music, much of it not readily available elsewhere, but also to hear it
performed in a manner that aTheSratfortiBoardwab e bes

of the opinionthat it was worth taking a loss on the Music Festival if it contributed to the

st an Rantin, fJazz r eviorenwSta(Fuly$2 1956p3. j azz is 6gasser, 0
131 {}A;
Ibid.
132 |pid.
3¥John Kraglund, fMusic in Stradetbs@labeandMaisugustdal for 19
1956), 8.

55



prestige of the organization as a whole, and that it certainly did, with many famous artists
agreeing to travel to Stratford, and newspaper critics including an overviewMtithe Festival

in their summaries of the Stratford Festival season. Duke Ellington came back to Stratford in
1957 and commended the Stratford Festival for their inclusion of jazz, pointing out that it shared
some similarities with Shakespeareds pl ays:

Anybody who listens to a beautifully performed symphony for the first time gains

something from it. The next time he hears it, he gains more; when he hears it for the

hundredth time, he is benefitted to the hundredth power. So it is with Shakespeare.

The spet at or canot get it al |l t he first ti

satisfaction.

There is a perfect parallel with jazz, where repeated listening makes for enjoyment.

The Stratford Festival, by tying in tegrade jazz with its Shakespeare productions

ead season, is showing an awareness of'ffiis.

The credit for including jazz in the Festival season lies with Applebaum, who was passionate
about enhancing the cultural life of Canadaoth by exposing Canadians to international music,
and by developing thalents of Canadian musicians and composers.

The 1957 season featured several concerts by the CBC Symphony Orchestra, and their
involvement in the Festival ensured that all the music concerts were broadcast across Canada.
Gordon Jocelyn, the music admingbr at the Festival in 1957, wrofeWh i | e dr ama i n t
Festival Theatre draws a truly national audience to Stratford, music in the Festival Concert Hall
takes Str at f5°Fathdasewho dowd not enake thertrip éo Stratford, the
broadcastsa@ve Canadians a sense of the cultural atmosphere that was being developed at the
Festival. More importantly for the sake of Ca

who played at Stratford got the cit@ to meet and work with wortdass musicias, and then

returned to other Canadian cities made richer by those experiences. Canadian compositions, too,

¥Dpuke EIlIlington, ThRella57 Strattord FeStival Souvenir Prdgéedtratiord Festival archives.
%Gordon Jocelyn, fAMusic at Stratf or dratford FestidalakhivesSt r at f or
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lllustration1.6; 1957 Music Festival Poster
York University Libraries, Clara Thomas ArchivesSgecial
Collections, Louis Applebaum fonddustration 1.5- ASC 3304;
Illustration 1.6- ASC 33%0

Illustration 1.5 1956 Music Festival Poster




were being performed with unprecedented exposure at the Music FestivGIBThEimes
described the Stratford concerts as #%Thee most
Canadian content in the concerotprodgde oppoetsnisd el i v e
for Canadi an aodalvarxée thedevelapmaaitthe aits od thedthedire in
Canada '8’ Even more so than the theatre side of the Festival, which was developing Canadian
acting talent in British plays, the Music Festival was developing the talents of Canadian
musiciansand providing exposure to Canadi@omposers and their works. This reached a new
height in 1960, when an International conference of composers took place at Stratford, and
Canadian compositions were heard alongside those from ltaly, the Netherlands and the U.K. (see
lllustration 2.1: Stra f or d Fest i val 1960 visitorsoé pamphl e
the schedule for the International Conference of Composers, in Chapter 2).

By the end of the 1957 music season, Applebaum was ready to put further ambitious
plans into effect. Herevisioned a group of Canadian musicians who would take up residence at
Stratford for several weeks in the YSunmmer to
initial 1955 season, the Hart House Orchestra, under the direction of Boyd Needyfoached
the role of a resident orchestra, but they we
had their primary duties there. A group of vi
in 1956, but dispersedath€hoenxsoyebr1l9o9wé| |l ei i

Iseler, also dispers&dmany singers following Iseler to join the Toronto Mendelssohn Chaoir.

%Quoted in Gordon Jocelyn, fiMusic at Stratfordo in 195
archives.

137 The Aims and Objectives of the Stratford Festival were published in the yearly publithé®tratford

Shakespearean Festival of Canada, 19839]alternate title,The Stratford Stofy(Stratford, ON: Mirror Press,

Ltd., 1959).

¥l ouis Applebaum, AA Proposal for Music at Stratfordbo
Thomas Archives & Spal Collections, Louis Applebaum fonds, 19002/026 (498).

58



The CBC orchestra took up summer residence in Stratford for 1957, but the Music Festival did

not have a full time orchestragiwould come back year after year in the same way that
members of the drama company would. The Fest.i
for a resident orchestra seriously, and in a brief to the Canada Council in early 1958 they

requested governmestipport for the Music Festival:

The Festival is now committed to undertake a new venture witleéahing
possibilities. Based on a proposal made by Louis Applebaum, Director of Music for
the Festival, it envisages the establishment in Stratford ®acdimer of a group of
world-famous musicians, leaders in the various fields of music. Around this nucleus
will grow a working community, attended by musicians from all parts of Canada.
Out of ther efforts would develop the solpresentations, symphonic amits,
chamber groups and operas which would constitute the public part of the music
programs:>°

The plan for a resident orchestra was realized in 1959 when the National Festival
Orchestra was createld. the 1959 souvenir program, Applebaum describdalg:t
For a number of years now we have felt the
musi ci ans, resident for an extended period
visiting only long enough to prepare a concert or two, are spending the fiiMaFes
period in a close working relationship with our orchestral pkyprominent
members of several of this countryds maj ol
workshop concept achieves the purposes for which it was conceived, then a format
on which wecan build over the years has at last emelg®d.
The ficolonyodo of musicians not only formed the
selection, but also featured prominently in the concerts, backing many of the famous visiting

musicians. There was alg core of resident soloists to provide workshops for orchestra

9¥5Brief of the Stratford Shakespearean Festival Founda
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applelianas, 1979002/026

(498). The report additionally outlined the costs of building a permanent theatre. The board therefore requested an
annual grant of $75,000 from the Canada Council to fund the Music and Film Festivals at Stratford and to go to
capitalcosts for the theatre.

9P ouis Applebaum, AA Musical Colony in Stratford, o in
Festival archives.
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members and student musicians: Oscar Shumsky (vidlihgonard Rose (celldf?and
Claudio Arrau (piandf*led the workshops and performed as solofslishese artists were
attracted to Stitéord for the opportunities it afforded them to play the type of repertoire they
could not play elsewhere. Applebaum was an incredible letter writer, and was able to entice these
artists to Stratford with promises of summer relaxation and musical cha|ehget much in
the way of salary or stipends.
The establishment of the National Festival Orchestra changed the direction of the
concerts away from jazz guest artists back to orchestral repertoire and chamber concerts. When
Applebaum stepped down in aain 1960, Shumsky and Rose, together with Glenn Gould,
formed a thregoerson directorate that took over as Festival Music Directors for the 1961

seasont** This marked a change in the organization of music at the Festival. Gould, Shumsky

141 Oscar Shumsky (1912000) was a welknown American violinist who started as a child prodigy and taught a

Yale and the Juilliard School of Music; dettp://www.shumskymusic.com/oseghumsky.html

12| eonard Rose (1918984) was a famous American cellist who also taught at Juilliard, who waippticellist

of a number of orchestras including the New York Philharmonic, and who was later a Grammy award winner for his

work with Isaac Stern and Eugene Istomin; Sesven Honigberd,eonard Rose. America's Golden Age and Its

First Cellist, (Silver Springs MD: Beckham Publications, 2010).

143 Claudio Arrau (19031991) was a classical pianist, born in Chile, who is widely regarded as one of the best

pianists of the twentieth century. In addition to performing and recording, he also taugiiiteddJrtext editions

of Beet hovend s Bepmard®avotyara 5.a8Benalfaudio fAreag (Geneva: R. Kister, 1962), and

Joseph Horowitz and Claudio ArraDonversations with ArrgUNew York, N.Y.: Limelight Editions, 1992).

144 Glenn Gould (932-1982), celebrated Canadian pianist, was also something as of a hypochondriac, and that may

have prevented him from spending an extended period of time at Stratford before 1960. A 1958 letter from

Appl ebaumds to Gould showkewhthe Appmebsumuwiasi abse H Yo
could be limited by your wishes according to your physical condition. | suggest some, or all, of the following a) a

concerto program, with you leading the orchestra and a recital. b) rehearse your yoiar fown ends, recordings

e.g., and give one or two trio concertsé or combine thi
record in Stratford we will do all we can to provide proper facilities and conveniences. ¢) such chamber coaching,

lecturing, teaching, etc. as you wish to be involved in. The period will be the month of July so that theoretically you

have the month of June for rest and are free for your
I n Gouldbés response to Applebaum (November 1958), he wi
long standing ambitions but it is also one which | want to be able to approach in a spirit of relaxed preparedness

which could scarcely be pabke this year. Therefore, | would like to proposed the following: that my participation

in the festival be considered for the season of 1960; that it involve just the sort of program yo& atimder

music, concerabendgspent too long in Hamburg) dmperhaps some forum discussion periods which | would find

exhilarating (even if the students went to sleep). The idea of a minimal participation this year | find of doubtful

value to both of us. If it were restricted to, say, one event it would, | tbimkpromise the integrated character of
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http://www.shumskymusic.com/oscar-shumsky.html

and Rose were perfolrs, whose main concern was the Music Festival, or concert series, and
who were less personally involved with composing incidental music for the plays than
Applebaum had been. At this point, the Music Festival had grown large enough to justify the
segmentaon of roles and responsibilities into music directors who led workshops or the
orchestra, administrators who organized concerts and booked talent, and composers who
continued to write incidental music for the plays. Applebaum continued to compose onusic f
the drama side of the Festival, and often returned to musically direct and conduct music theatre,
but he handed over the organization of the Music Festival to three performers who programmed
music that musicians wanted to play and hear, thus makindpo&irenusic a Mecca for visiting
classical musicians. From 1959 until 1964, the focus of the Music Festival was on art music
concerts performed by the National Festival Orchestra and international guest artists.
Gould and Rose stepped down as Festivalid¢/Dsectors after 1964 and Shumsky
continued on until 1968. Of the three,was the best administrator, anel had the same desire
as Applebaum to develop the musical life of Canada. He believed that audiences should
experience live music at Stratforcath t hey coul dndét hear el sewhere
program, Shumsky wrote:
As we stand at the threshold of a new decade of music at Stratford we are tempted to
seek an evalwuation of musicds unigqgue meani
ataDramagcestival 20 Drama is surely King here
subservient to it. Music, a strong dominating art form, is equally demanding of its
own worshippersSince the first days of its presence on the Stratford scene, Music
has presented mgrof its different faces. The search for format waé t he vi t al
factors in assuring musicbébs reason for bei
form but rather i1its fAinner necessitieso; t

have come to makenusic together during their perennial tenure in this unique
pl ac e é-&xwst, tonecessarily in alliance with, but rather parallel to, the

the festival which is the paramount thing to be consi d:
& Special Collections, Louis Applebaum fonds, 19¥®/026 (495).
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activities of the drama, and to feel the magnetic influences of the superb efforts of all
connected with it fromhte Artistic Director to the watrobe assistanteaching out

of the ever receding horizon of perfection, is to experience the true meaning of

inspiration**

Shumsky saw real value in the intermingling of all the arts at Stratford. He acknowledged that
theatre had primacy at Stratford, but that the Music Festival was of immense value to the
organization, the patrons, and to the wider national arts culture.

It was Shumsky who reintroduced jazz repertoire to the concert series when the Dave
Brubeck quartet played in 1965 and Duke Ellington returned to Stratford in 1966. Jazz music
was wel | established by the mid siniothees, yet
Festival demonstrated his willingness to take programming risks by moving away from a the
classical repertoire that had proven successful. The music side of Stratford seemed ever ready to
reinvent itself, and was markedly less conservative thauitama side had become over the
same time period. The progressive programming for the Migstival continued when Victor
Di Bello, a conductor and previous assistant to Applebaum, took over as Music Director in 1969,
and introduced folk and world musicians such as Joni Mitchell, Gordon Lightfoot and Ravi
Shankar to the Music Festival.

The folk, pop and jazz musicians werermpopulist additions to the classical music core
of the Music Festival. The cultural shifts present in the late sixties, evident in other music festival
|l i ke Woodstock, and Ontari ods aushapsomea Fol k F
reverberationsteStratford. However, art music remained at the cegfttke Music Festival

throughD Bel |l o06s directorship. Arranging the con

“SOscar Shumsky, mMuSiratford Festival 1868saulvemiaprogram. Stratford Festival
archives.
146 gee http://www.mariposafolk.com/
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hiring musicians became such a large job that when one person held the tiggvafl Fusic
Director (instead of three people, as with Shumsky, Gould and Rose), more help was needed.
Thus Andrée Gingras, singer, composer of popular songs, and later assistant general manager in
charge of programming for the National Arts Centre ira®#, served as music administrator of
the Festival 19703, and Alan Laing, who had previously established a relationship with the
Festival as a composer, was hired on with the title of Music Director for Drama in 1971.

Conductor, composer and pianist fRArmenian served as Festival Music Director from
1974 to 1976, and Stuart Knussen took over as Music Administrator from Gingras when
Armenian came on in 1974. Whila Bello and Gingras had continued to book international
stars to come to the Music Festi, Armenian and Knussen were less successful. Armenian drew
on more Canadian and local talent, such as Maureen Forrester and the Canadian Brass, perhaps
in recognition of a move toward Canadian nationalism that was sweeping through arts
communities in te seventie$!” The Music Festival never succeeded in making the Stratford
Festival much money, so in 1975, when Robin Phillips became Artistic Director, he and the
Board of Governors decided to put an end to a separate music festival. The Music Festisal had
last official season in 1975. However, music had become an integral part of the Stratford
Festival; festival goers had come to expect offerings beyond the playbill, and talks, tours,
exhibitions and concerts continue to form part of the Festival fare.

Composer and conductor Berthold Carriére took on the role of Director of Music for
Drama in 1977, before taking over the top job as Director of Music in 1978. He continued to

provide a concert series to Festival patrons even though the Music Festigajpasaie entity

147 See how this nationalism affected the theatre side of the Festi®lic har d Paul Knowl es, AiFro
multinational: The Stratfat Fest i val , free trade, a n dihedttedourdaflSmo ur ses
1 (March 1995): 1911; and Martin Knelman Stratford tempes{Toronto: McClelland and Stewart, 1982).
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from the Drama Festival had been terminated. Carriere experimented with many different
musical genres and structures for the concert series over the course of his 30 yeé26(8p78
as Director of Music. One characteristic of his terwsas a smaller number of concerts; in the
seventies and eighties, the concerts tended to all feature big name stars, and in the nineties and
two thousands, the concerts were mostly by company members and Stratford locals. Between
1977 and 1985, the Presetiva Hall Jazz Band appeared at Stratford on an almost yearly basis,
and artists like Dizzy Gillespie, Mel Tormé, Sarah Vaughan, Benny Goodman and Ella
Fitzgerald all made the trip to Stratford. It is notable that many of these famous jazz musicians
were lordering on legendary status by the seventies and eighties. When Stratford music first
showcased jazz in 1956, it was fairly progressive, but two decades later the jazz Carriere
programmed was more established. More progressive figures like Miles Dawisvest
pushing jazz in new directions, did not make
had predicted, jazz had become a music to sit and listen to in the concert hall, and Stratford
music directors carefully chose the concerts that wouldoteamrent the drama season and fit into
the Stratford milieu. In the late seventies, most of the innovéatimith musical and dramadic
was happening on the playbill wThelkoolihew Canadi
concerts, as addns to the seasonémot as part of a staralone Music Festival as in the past,
became more conservative.

Another trend of the later concert series was that it featured many members of the
Stratford company as singers and performers, ancatbereistyle performancesereoften
accompanied by Carriere or one of the other composers on piano. This was a further move

toward the local, and it built on a trend of letting audiences see the company members as
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themselves, instead of as a character in a drama, thus tying in tbehied the scenes extras

for Stratford visitors like theatre and costume warehouse tours. It may be a coincidence that the

concerts began to feature more of the Stratford company when musicals became commonplace at

Stratford, but it is also likely that éise musicians who had formed relationships with Stratford

in the fifties and sixties aged and were no longer able to perform, it made sense to develop fresh

new talent by taking advantage of the binltelationships of company members to the Festival.
Composer and conductor Rick Fox took over from Carriere as Festival Music Director in

2008, and he continued to program concerts by company members, or Canadian musicians who

had longstanding relationships with the Festival. There were less than a ddzeseafoncerts

programmed per season, and they usually took place on Monday edehinige fidar ko day

theatre, when there were no plays or musicals scheduled. The tribute concert to Applebaum by

the Festival Gems that | wrote about at the beginningisfchapter, is a good example of the

types of concerts that have been on offer in the past decade. The concerts are frequently nostalgic

reflections on music of the past, and they ar

Franklin Brasz, whinad previously acted as musical director for musicals at the Festival, took

on the role of Festival Music Director in 201

a showcase of the Pulitzer Prize winning rock musileadt to Normal These concestand

showcases give company members the chance to perform music that is perhaps more interesting

or challenging for them than music that is part of the playbill. In this way, the music concerts

perform the same function that they did in the 1960s, wherlelpum, Gould, Shumsky and

Rose convinced musicians to come play as pit musicians for Gilbert and Sullivan operettas with

the promise that thegould play whatever theyanted to play in the concerts.
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In recent years, stars of the Festival, such as Leaegd#tk and Cynthia Dale, have hosted
cabarets that were mini concert series showcasing these stars and other members of the Festival
company. These cabarets did very well at the box office, and they provided Stratford audiences
the chance to see the companembers perform songs they had previously performed in shows
at the Festival as well as rock and folk songs that would not normally be heard in a Festival
production. Lucy Peacock said that the cabaret nights that she started in 2012 harkened back to
thecabarets that she had been involved with in the 1970s when she was part of the Young
Company. The private, compaowly cabarets that happened every Thursday night through the
seventies were a way for the compandtheseres ibl ow
she began in 2012 took that casual ethos and opened it up to audience members, giving them the
opportunity to see thé®actor in her @Aliving r

The music concerts were begun with a very ambitious agenda, and they did partly realize
Appl ebaumés dream of promoting Canadian tal en
over the world to the attention of Festival p
music festivals of the world because of the uniqueness eft p r o g r*aHe wasmlge. tad
draw big names from many musi cal genres by of
chance to expand their musical horizons. Appl
have you always wanted to do thatthemar] concert ci r cHandthendhe sn ot
would try to make whatever tlmeanswes werehappen for them in Stratford.

The concerts did not end up continuing in the same ambitious vein in which they were

founded. The Music Festival as sepafaten the Drama Festival died out in the mid seventies,

148) ucy Peacock, interview.
19 stratford FestivalBlakeResearch Project: Louis Applebauarchival DVD.
150 [}ai

Ibid.
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and the concerts became progressively fewer and more local after that. Nonetheless, there are
plenty of musical options for the contemporary visitor to Stratford. In addition to the concerts
offered bythe Festival, there is a separate music festival called Stratford Summer Music, which
was founded in 2001 by former National Director of the Canadian Music Centre and Executive
Director of the Glenn Gould foundation, John A. Miller, and features actthkk&ienna Boys
Choir, Tafelmusik, The Creole Choir of Cuba and The Recycled Orchestra of Cateura,
Paraguay’* In addition, a recently formed Blues and Ribfest features Canadian favourites like
Blue Roded*?local concert and big bands play on WednesdaySamiay evenings throughout
the summer in the Kiwanis bandshéflcompany members branch out to do cabaret nights
(more informal than Festival Forum events) at local pubs, and roots and folk bands set up their
gear on boats that slowly traverse Lake Victer t o charm visitors and
Mus i®t. o

The Music Festival at Stratford therefore paved the road for a number of music festivals
in Stratford. It did not succeed in the long run as a venture equal to the Shakespeare Festival, but
it did draw nternational musical attention to Stratford that made possible the creation of
independent music festivals in the succeeding years. A vibrant musical life had been created as
part of the Stratford Festival, and even though it ebbed and flowed underithefdbg Festival
Board, the Music Festival set a precedent for music of all g&rreth national and
internationad to be seen at Stratford. The appetite for quality musical offerings was thus

whetted with the Stratford Music Festival, and a rich mudiigalvas set up in the town of

151 5ee The Stratford Summer Music website, https://stratfordsummermusic.ca/

152 5ee the Stratford Blues and Ribfest website, http:/stratfordbluesandribfest.ca/

133 See the Perth County visitor websiteph/www.visitperth.ca/news_and_media.php?newsid=378
154 Barge Music now under the auspices of Stratford Summer Music,
https://stratfordsummermusic.ca/artist.php?id=45
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Stratford so that it now enjoys a wealth of musical events. The Stratford Festival continues to
include new music in its productions and concerts in the Festival lobby and as part of the new
Forum?*®but the sturdiest seed tmke root from the Music Festival turned out to be music
theatre, which blossomed into extremely successful musicals in the last three decades at the

Festival.

1% The Forum is an initiative begun by Antoni Cimolino in 2013 of lectures, conceriw@kdhops designed to
Aenrichgdihreg péxagyeri ence. 0 See http://www. stratfordfesti
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CHAPTER TWO: MUsIC THEATRED GENRE, CANON AND | DENTITY

In late June of 1957, while the Stratford Festival productiomtaofiletand Twelfth
Nightwere in final rehearsals, a musical opened in downtown Stratford at the Avon Theatre
(then still a movie theatre). It was a professional remount of the McGill University Graduate
S o c i Readwnil Blue Reviéwa little show calledMy Fur Lady Created by Dnald
MacSween, Timothy Porteous, Eric Wang (book and lyrics), Beujeau Domville, Roy Wovin,
Galt MacDermot (music), and Brian and Olivia Macdonald (direction and choreography), the
show was a satire about Canadian life, following the story of the prinEaginy arctic island
who needs to get married before het Bitthday so her country does not lose its sovereignty to
Canadd®® My Fur Ladywas a landmark in the history of Canadian musical theatre; it was one of
the first successful musicals with Caraadcontend predatingAnne of Green Gablg4965) and
Billy Bishop Goes to Wg1978) by several years. The Stratford performancésydfur Lady
kicked off a highly successful national tour that made its producer/creators just under a million
dollars®®’

Herbert Whittaker of th&lobe and Mailasked whyMy Fur Ladywas so special among
coll ege shows and specul ated that it was beca
i mitate other musicals, a point®™gheshow ew whi ch
received international arheaTenesofedtimaMy FumLddy a r evi e

was fidazzIling, 0 and that its focus on Canadi a

150 see the script: Donald McSween, et @uince Productions preseritdy Fur Lady an original musical comedy

(1957); and original cast recond: James Domville et alMy Fur Lady An Original Musical Comegd{Montreal:

McGill Recording Service, 1957), LP.

’see Mel AFRukFelyi, eBiiAdwiagrNorth: The Dream of a Canadian Musical The@fi@onto:

Natural Heritage Books, 2006),-B82 ; and St ephen C. TiéiChradias EncytldpgdiaFur Ladyo
http://www.thecanadianencyclopedia.ca/en/articlefardady-emc/(last edited 12/16/2013).

%8 Quoted in Atkey, 80.

69


http://www.thecanadianencyclopedia.ca/en/article/my-fur-lady-emc/

to break away from theatrical subservience to Broadway.amch d '8°The éreators dfly Fur
Ladywanted to create a show that was uniquely Canadian, and that may have been part of the
larger cultural trend toward expressions of national culture in Canada, but side by side with the
Shakespearean plays at the $torat Festival that season, under the artistic directorship of
Englishborn Michael Langham, the contrast between a colonial vision of Canadian theatre and a
nationalist vision was thrown into sharp relief.

The Stratford Music Festival in 1957 was also higkliant on imports from Britain and
the U.S.A., with Benjamin Britten brgng over his entire companyhe English Opera Group, to
give performances dfhe Turn of the Screvand jazz greats Duke Ellington and Billie Holliday
giving concerts. While th8tratford Festival claimetihe Turn of the Screas part of its playbill
for the 1957 seasoMy Fur Ladydoes not appear in any official Stratford mitis. In the
Canadian Encycladia entry oMy FurLadyand i n Mel At keyo6sMychapter
FurLadyi s called a fAfringe e v@Hnawdverpnkithartheedrah® 57 St
nor the music sides of the Festival claimed the musical as part of their seasons. So while ther
may have been a great numbeFeftival patrons whalso sawMy Fur Ladywhile it was in
town that summer, and there is a traceable record of theatre critics who took in the musical while
they were in town for the Festival, there did not seem to be any great desire on the part of
Langham or Applebaum to form a partri@pswith the company d¥ly Fur Lady | believe that

this was less due to the explicit national character of the musical (Stratford had, after all,

199 pid.

0see Mel ARukFelyi, eBiiAdwiagrNorth: The Dream of a Canadian Musical Theéfi@onto:

Natural Heritage Books, 2006),-B382 ; and St ephen C. Theé¢iChrladiasEncycfopégia Fur Lady o
http://www.thecanadianencyclopedia.ca/en/articlefardady-emc/(last edited 12/16/2013).
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produced its first Canadian plakit-coqthe year before, and Applebaum was a noted advocate
of Canadian mus), than it was due to the fact thdy Fur Ladywas amusical

The genres of theatre and music theatre were carefully selected by the Artistic Directors
and Music Directors of the Festival. For the first three decades of the Festival, musicals did not
appear on the playbill. The operas and operettas that constituted the music theatre offerings at the
Festival were the centrepieces of the Music Festival; they were designed to attract audiences, but
also to be artistically interesting and even challengingffe singers and musicians who came to
Stratford each year. The genres of music theatre presented at Stratford over its history therefore
reflect ongoing aesthetic arguments about the role of music at the Festival and which pieces were
best suited for th artists and the general public.

In this chapter, | argue that the types of music theatre that have been mounted at the
Stratford Festival over the years provide a fascinating case study for the aesthetic reception of
differing genres of music theatreexplore themes of genre, canon and identity by giving some
definitions of music theatre genres, examining the operas and operettas that were produced at
Stratford between 1955 and 1980, and presenting some hypotheses about why certain works and
genreshave een chosen at specific moments in the F
Festival has frequently functioned as a lightning rod for aesthetic arguments about what the
Stratford Festival represents and what it should be, since music theatre hastoeeized as
something clearly apart from classical or Shakespearean drama. | contend that the highbrow or
lowbrow associations of various genres of music theatre affected if, how, and when they were
incorporated into the Stratford playbill, as welledfecting the audience reception and critical

discourse about the Festival.
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MusiC THEATRE: GENRE AND VALUE AT STRATFORD
Stratford has produced three main types of music theatre over itysatyistory: opera,
operetta and musicals. There is a great deal of overlap between these different genres of music
theatre and some of the genre distinctions have more to do with jualgments than with true
differences in musical or theatrical styles. The terms opera, operetta and musical each have their
own ideological baggage, which can, in some cases, provide a useful shorthand for the type of
music theatre being discussed, ioubther cases only cloud the picture. In his chapter on genre
in PerformingRites Si mon Frith writes, AWe can only mal
we understand the circumstances in which they arednade d what t hey ar e madé
judgmentsonly make sense as part of an argument, and arguments aresbeiays v e °t s . o
Genre definitions have their own historicity and are constantly being rewritten as newly created
works within a genre stretch its boundaries, and as new genre histona#taerg placing
emphasis on an authorodés subjective exempl ars
In short, genres are socially negotiated and contextually driven. As popular music scholar
Fabian Holt noted in his book on genre,
At a basic level, genre is a type of category th#drs to a particular kind of music
within a distinctive cultural web of production, circulation, and signification. That is
to say, genre is not only o6in the music, 6
groups of people who share certain conigns. These conventions are created in
relation to particular musical texts and artists and the contexts in which they are
performed and experiencé?.

In the Stratford context, the same piece of music thekthege B e g g afor éxampl®,pvasr a

treated differently more operatically in 1958 when it was part of the Music Festival, than it

181 Simon Frith,Performing rites: On the value of popular mugZambricge, MA: Harvard University Press, 1996),
95, emphasis in original.
152 Fabian HoltGenre in popular musjdChicago: University of Chicago Press, 2007), 2.
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was in 1980 when the Music Festival no longer existed and singing actors (rather than acting
singers) were hired and cresast inKing LearandG o | d d'lmeiSénsant of Two Mastels
Long-time pianist and music director Laura Burton and her husband actor David Keeley both
said that the crossasting of actesingers in musicals and plays at Stratford is something that
helps to break down genrestinctions™®*When actors at Stratford act in musicals, tragedies and
comedies, they often come to the conclusion that the same amount of acting work is necessary
for all genres (I address this more fully in
Chapter Five).

David Keeley, who has acted extensively in both musicals and, paiysnented that
genre distinctions often come from within, AW
musi cal theatre folk generralYdugettgpeamsiand gi ven t
| a b e 1**KKeeley hére is referring to social hierarchies that actors face depending on what type
of show they do. There are hierarchies of value in theatre genres just as there are in other media.
Film actors are often taken mageriously by critics and audiences than television actors. In
much the same way, classical actors are usually taken more seriously by their fellow actors,
theatre critics and scholars than musical actors. These valdatibne art form being more
seriots than anothér are embedded in our cultural discourse, and are revealed when certain

works (like a film by Pedro Almodovar, or a play by Shakespeare) are labelled art, but other

183 see Appendix C: Catalogue index, for the artistic teams and actors cast in both the 1958 anctfé&D S
productions, as well as the adaptations used in each instance.

1841 aura Burton and David Keeley, interview.

1% David Keeley, interview.
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works (like the television seridédad Menor the musicaWicked needsa modifer f or t he A
label: they argopularart ormassart°® Or, more frequently, they are labelled entertainmi&nt.

The Romantic ideal of the author as auteur has permeated much of our critical
discours@ no matter how high or popular thed@rso that singleauthor works tend to be more
highly valued in modern Western culture than raaltthor works. Television and musicals are
both collaborative in their authorship, and these genres therefore have a steeper uphill battle to
win in the fight to be valued fdheir cultural import and entertainment value as well as for their
aesthetics.

Des McAnuff, Artistic Director 2002012, thinks that the Stratford company is able to
counteract some embedded high/low value judgments made about genres like comedies and
muskcals because Stratford audiences have the opportunity to see different theatrical genres side
by side®® Many Stratford actors can perform credibly across many genres, and as in the wider
Canadian context where less work is available than in the U.S. jstepractical, employment
related aspect to actors being able to act in as many genres as possible.

Among certain artistic directors and members of the company, there is a reluctance to
classify the work that is done at Stratford into different genreis. May be due to the fact that
the directors and actors see their job as comprising the same task, whether the show is a classical

tragedy or a Golden Age musical. Des McAnuff thinks thasicals and tragedies and comedies

186 Many philosophers and critical theorists have examined high/low valuations of artworks and popular culture. See
especially: Pierre Bourdieljistinction: A social critique of the judgement of tastanslated by Richard Nice,

1984, (Cambridge, MA: Harvard University Press, 1979); Lawrence W. Lewitighbrow lowbrow: The

emergence of cultural hierarchy in Amexj¢Cambridge, MA: Harvard University Press, 1988); and David Savran,
Highbrow/lowdown: Theater, jazz, and the making of the new middle ¢hass Arbor: The University of

Michigan Press, 2009).

¥”see Richard Shuster man, fiR® phildsephy aadrthe intarpretation ofpp@r t ai n me n
culture,edited by William Irwin and Jorge J. E. Gracia, 11H. (Toronto: Rowman & Littlefield Publishers, Inc.,

2007), andSurface and depth: Dialectics of criticism and cultuftehaca: Cornell Universy Press, 2002).

188 Des McAnuff, interview.
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all fit t ogsamehheg. It requitedtee sarle talent dne skill to do a
great musical as it does to do a classical play, and the audience should be welcome in
t hat way. We shouldnét put genres into | it
thing. And thiswastruef cour se of the joint stock c¢com
time. They switched from revenge comedies to histories to tragedies and they mixed
[ genres] . ltds a mistake to think of Shake
because he was constantlycreagi hybri dsé He was not conten
genre and ape some other structure, he wanted to be invEftive.
McAnuff has explored some of this hybridity in his muBiled productions of Shakespeare at
Stratford. His 2011 production d#wvelfth Nightfor example, was full of rocknflected music,
with actors playing electric guitars on stdge.
Reflecting on the huge amount of music in the 1996 productidhiag# Through the
Looking Glassind the 2000 production @he Three Musketeersaura Burtors ai d, fiWe cou
in a funny way, stop the delineation between
artists] allow it to cross over, it becomes less of a thing. It should be equal acting, dancing,
singing. Itoés alll @&dmmun it dtagsenwib Buwah thatthe. a |
desire to communicate to an audience may be the same across different genres. In fact, | would
| abel that desire © areimpil&nhatéssdpadterfraonetinetdesitertop ul s e 0
create somethg of beauty or meaning (the Art Impulse), or the desire to make money from

art/entertainment (the Commerce Impulse). However, | do think that the modes of

communication make for some differences in how the Entertainment Impulse is conveyed and

%9 Des McAnuff, interview.

19 See the DVD and CD of his 2011 productiorLaf Night McAnuff, Des and Michael RotiMusic from the
Stratford Shakespeare Festival's Twelfth Night by William Shakespestiring Ben Carlson, Brian Dennehy and
Stephen Ouimette. [S.l.]: Michael Roth Publishing / Des McAnuff Publishing, 2011, compact disc.

171 |_aura Burton, interview.
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received. Ypologies of theatre genres have their place, provided it is acknowledged that labels

are valudaden andpaceBourdieu, classify the classifier as much as the classiffed.

MusiC THEATRE: SOME GENRE DEFINITIONS

We need to know how boundaries apastituted, not simply that they are fuzzier than

various writers have assumed.
David Hesmondhalgf®

There are many forms of theatre that include music and use song to develop character, express
emotions and/or further the story. The Stratford Festivaelxperimented with producing many
different kinds of staged musical works and some genre definitions will therefore be helpful for a
discussion of the changing trends in how Stratford approached these different types of music
theatre. | largely rely on aepted, common sense definitions of the terms opera, operetta, and
musical, but in categorizing Stratfordés musi
particular Stratford context, including the t
approach to the production.

Stratford producedperabetween 1956 and 1975, and in the Stratford context the term
operamostly meant chamber operas by Benjamin Britten, comic operas by Mozart translated into
English, and some experimental Canadian wokkdefining feature of all of the Stratford operas
is that their composers were trained in the Western art music tradition that spans Monteverdi to

John Adams. Most of the operas were fAsung thr

butacouplof t he new Canadian oper Ratiali(l9Z2)andli ng R.

172 5ee my Introduction, page 24, for the full quote from Bourdieu. Pierre BouBliginction: A social critique of

the judgement of tast&ranslated by Richard Nice, 1984, (Cambridge, MA: Harvard University Press, 1979), 6

"David Hesmondhal gh, ASubcul t ur dmurnal of ¥oeth Sgliedono. 1t r i bes ? N
(March 2005), 24.
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Gabri el C Oraheup (2972) hae diafbgue. Operas are usually singugh, but it is
not a necessity of tCaremengad dialogue ihsteadeoécitatd/e),nert 6 s or
if a work of music theatre lacks spoken dialogue, is it automatically classified as opera. A couple
of musicals produced at Stratford have been completely sung tidrawayhbly Andrew Lloyd
We b b &vitdbasdJesus Christ Supersi@randares o met i mes subti tl ed fAroc
we see that it is the genremfisicand the training lineage of the composer, more than the
workodés structure that determines its genre cl
Opera includes many subcategori€ut at Stratford, the opas fall into two main
camps: operas with authors and titles the aud
pushed at the genre boundaries of opera. For
work Patriallas an oper a i ncategorg (se@ Tabla 21, ana Sahafes hintself
had this to say about the issue of hierarchies within theatrical and musical genres,
Patria is not an opera. Neither is it a drama. It uses the resources of both these forms,
as well as those of televisiondafilm. What results is a mischievous hybrid which
may begin to take on the appearance ofagenwe® | wo ul dTheamdof t hi s a
Confluencebecause confluence suggests a flowing together which is inevitable but
not forced, like the tributaries of aver. Confluent theatre has not been possible in the
past because of the hierarchical nature of all combinatorial art forms. In traditional
theatre, for instance, the arts are forced into a rank order in which the spoken word
comes first, then action, thelécor, then music. In opera this rank order is more or
less inverted, but is no less incorrigible for that. Works for the Confluent Theatre must
be conceived on all levels simultaneously. The parameters of all the arts must be

established coevally and wkad out in advance in detail. In this respect we may speak
not of produci ngperati> 6operad but a 6co

" The Grove Dictionary entry, for example, lists many terms related to opera, including: Ballad Opera; Ballet de
cour; Ballethéroique; Burlesque; Chamber opera; Coméditet; Divertissement; Drame Lyrique; Dramma
Giocoso; Dramma per Mu=; Entrée; Extravaganza; Film Musical; Grand opéra; Intermedio; Intermezzo;
Liderspiel; Madrigal comedy; Marchenoper; Masque; Monodrama; Musical; Music Drama; Music Theatre; Number
opera; Opérdallet; Opéra bouffon; Opera buffa; Opéra comique; Opérad:édpera Semiseria; Opera Seria;
Operetta; Pantomime; Pastoral; Pasteréeoique; Puppet opera; Rescue Opera; Schuloper:Sperg;
Singspiel; Spielopeifragédie en musique; Vaudeville; Zauberoper; and Zeitoper.
1> R. Murray Schafer, production notémuse program fdPatria |l: Requiems for a Party Girll972 at the
Stratford Festival archives.
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The hierarchical attitudes are so imbedded in the way most people think of dramatic forms, that
although Schafer wrote about all the arts haeggal weight in his work, he could only express
this by using two new terms: Otheatre of <conf
theatrical art ofopactaidn g gdl tedyrot ifdoatn e s d dacnoc e )
primacy on music

One way to categorize works is by the subtitles given them by their creators, but often
those | abels are so spepefiadéd)(as wotbeScbkbates
them to other, similar work€® Another way to look at genres is to exae what the music
directors at Stratford had to say about the works on Stratford stages, so it is interesting to note
that during the years of the Music Festival (19%%5), Stratford promotional material referred
to all of the works of music theatre treir stages as operdd.The Music Festival did coincide
with when most of the operatic works were produced at Stratford, but there were also a good
number of operettas produte those years (see AppendixC Pr i or t o John Nevi
tocastclasi cal ac Baysfrombymcuged9 W6y of the acting sin
operas and operettas were trained opera singers, spending the summer at Stratford, in their time
away from seasons at the Canadian Opera Company, or The Met in Newlikk.the
Festival Music Directors of the sixties and seventies, | would like to draw a distinction between
operas and operettas, not least because operettas continued to be produced at Stratford after 1976

and operas, by and large, did not.

1% See also works likelair, | abel | ed an {i Am&r indutBaionyavoik bf music theatree to
my knowledge, with that label.
""See souvenir programs and visitords guides for those
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Table 2.1: Music theatre at the Stratford Festival divided by genre

Opera Operetta Musicals
Golden Age (192-1966) Other and post966
W. A. Mozart Jacques Offenbach | Cole Porter Porter/Shevelove

- Marriage of Figaro
- Don Giovanni

- Cosi fan tutte
Benjamin Britten

- Rape of Lucretia

- Turn of the Screw
- Albert Herring
Gioachino Rossini

- Cinderella

Kurt Weaill

- The Rise and Fall of]
the City of
Mahagonny
Richard Strauss

- Ariadne auf Naxos
Gian Carlo Menotti
- The Medium

- Orphée aux enfers
- La vie parisienne
Gilbert and Sullivan
- HMS Pinafore

- The Pirates of
Penzance

- The Gondoliers

- The Mikado

- The Yeoman of the
Guard

- lolanthe

- Patience(in concert)

Other Music
Theatré’®

Canadian Opera

Gabriel Charpentier
- Orpheus

R. Murray Schafer

- Patria Il: Requiems
for the Party Girl
Charles Wilson

- The Summoning of
Everyman

Raymond & Beverly
Pannell

- Exiles

Harry Somers

- The Fool

Jean Vallerand

- Le Magicien

John Gay
-TheBeggar 0 ¢
Weill & Brecht

- The Threepenny
Opera

Leonard Bernstein

- Candide

- Anything Goes

- Kiss Me Kate

Rodgers & Hart

- The Boys from Syracuse
Rodgers & Hammerstein
- Oklahoma!

- Carousel

- South Pacific

- The King and |

- Sound of Music

Lerner & Loewe

- My Fair Lady

- Camelot

- Gigi

Monnot & Breffort

- Irma la douce

Frank Loesser

- Guys and Dolls

Sandy Wilson

- The Boy Friend
Meredith Willson

- The Music Man
Bernstein/Sondheim/Laurents
- West Side Story
Sondheim/Shevelove

- A Funny Thing Happened on
the Way to the Forum
Lionel Bart

- Oliver!

Bock & Harnick

- Fiddler on the Roof
Herman & Stewart

- Hello Dolly!
Leigh/Wasserman/Daiman
- Man of La Mancha
Kander & Ebb

- Cabaret
Warren/Dubin/Stewart

- 42 Street

G. & |. Gershwin

- My One and Only

- Crazy for You

- Happy New Year
Clark Gesner
-Youbre a
Charlie Brown
StephenSondheim
- Into the Woods
Jacques Brel

- Jacques Brel is Alive
andWell and Living in
Paris

Webber & Rice

- Evita

- Jesus Christ Superstar

Stanley Silverman

- The Satyricon
Carriére & Jones

- Ready Steady Go
Norman & Ouzounian
- Dracula

Norman & Panych

- Wanderlust

Go

aAdditional
for Spoken Voice and Orchestraime by Marcel Marceaa n d

i Ot her 0O

types of

Macdonald and the Royal Winnipeg Ballet; The Montreal Marionettes; and Gala performances.
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Operettabegan in the mid nineteenth century as a smaller, lighter form of opera than the
large, serious works by nineteertdntury composers such as Wagner. Some of the operettas
were akin to the comic operas of earlier centuries, but by the nineteenth centagntiR
attitudes toward the artist and the autonomous artwork had made many people unwilling to put
works by Jacques Offenbach and Franz Lehar in the same category as works by Wagner and
Verdi. Wagner wrote the librettos for his operas as well as theciiugi most Western art music
operas had multiple authors, just as operettas did. It was not for their multiple authorship, but for
their playful attitude and satirical subject matter, that musicians and scholars classified operettas
as a separate genrerin operas. A distinction was therefore made between grand opera and its
cousin with the diminutive suffi operetta. Richard Traubner, in his monograph on operetta,
examines several definitions of the term and the way it evolved over time. Traubner aoites th
the United States,

the word operetta is now used solely to denote works that were written before the

1940sé Operettas produced prior to 1900 we

were in England. In France the teopérettealso connotes twentiettentury works

(often produced with spectacular effects), wbitgrabouffeis the term used for the

works of Offenbach, andpéracomique(officially, but often grandiosely) the

definition used by the authors themselves to describe the works of Offénisachr i v al s

and successors, as these often played up r

the Savoy series of Gilbert and Sullivan, were comic operas, while their descendants

at the turn of the century were called musical comedies, originatigled to

distinguish them from continental works.

Traubner classifies all these works as operettas, noting that one of the main differences between
opera and operetta is musical unpretentiougnésat operettas were composed so that theatre

orchestras (rathr t han symphonic orchestras) could pl a

principal operetta singers were known first, and primarily, as comedians or café singers, rather

1 Richard TraubneQperetta: A Theatrical Historyrev. ed. (New York: Routledge, 2003);x
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t han as op &topeareitas at Stratiogdelid isclude some operatic singertably
Maureen Forrester in the role of the Fairy Queeiolemthe), but they have also been cast with
actors trained in musical theatre (Kyle Blair and Jeff Hyslop, who both played Frederic in
different productions of he Pirates of Penzangesee Chajer 4, Case Study) and classically
trained actors (i.e. Colm Feore as the Pirate King in the R88tes of PenzangeLike
Traubner, I use t he t er opérabpufesand the@omicoperaseof er t o
Gilbert and Sullivan. At Stratfordhe operetta category has been the most consistent (by virtue
of being the most repetitive), with Stratford offerings limited to works by Gilbert and Sullivan
and Offenbach (see Table 2.1).

Musicalswere born of bth European and American ancesteauckville, operetta,
music hall, burlesque and minstrelsy. There were many new genres de\ielopéaese
relatives that found their way to Broadway stages starting in the 18#slessometimes had a
theme to tie the disparate elements of satiskatches, spectacular dance numbers, and popular
Tin Pan All ey songs into one work, but did no
revue genrevas typified by the Ziegfeld Folliegvhich began in 1907 and ran annually until the
1930s.Musical canedies(the term was shortenedausicals at a later date) had comedic plays
as their basis, with musical numbers added in.Aifrecess Theater book musicals by Jerome
Kern, PG. Wodehouse and Guy Bolton from the 1910s are good examples of this genre tha
usually focused on contemporary characters living in New York and the comedy that arose out of
believable situationg:irst or second generation Americans such as Victor Herbert, Sigmund
Romberg, Vincent Youmans and Rudolf Friml wrote in another, mazeetiplike genreThe

music in shows lik&aughty Mariettg1910) andlhe Student Princg924) tended to be more

180 1hid., xi
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demanding osingers than the music musical comedies, and the stories usually focused on
upper class characters in exotic settings, typtaperetta.

While acknowledging the influence of vaudeville, revue and operetta and their place on
Broadway stages in the early"™€entury, historians, musical creators and audiences have made
the musical comedy the epicentre of the gefis islk el y because the fAinteg
comedies and musical plays, with their enmeshed music, dance and plot, have stood the test of
time better than the revues or operettas with their topical jokes and'S=fiuether, the ore of
the genre is made up Gbolden Age musicalfrom the 1927%o the1960s;and, as explored in my
Introduction, it is this core repertory that is reinforced in literature about the musicals and in
revivals, both professional and amateur.

In his bookThe Rise and Fall of the Broadwkusical Mark N. Grant divides
Broadway history into three eras: 1866 withe Black Croolto 1927; 1927 wittshow Boato
around 1966; and 1966 to the preséhGrant draws parallels between the first and last eras in
the types of fwerewafdfarng prodotedsandoccals tie midtléadia? 71966
t he Gol den Age, or canonical period, or, as A
®p o g 927ds a significant year because it was wBkawboapremiered. Joseph Swain
callsShowboafi Brdovea y 6 s f i P*sgit usherad inra hew gré of musical theatre in its
integration of story, music and dance. Grant does not explicitly state why he chose 1966 as a date

to end the canonical period, but it is plausible to assume that he wishedtothe 196 6 6 s

181 Indeed when Gilbert and Sullivan operettas were produced at Stratford, the directors took the liberty of changing
the topical jokes from those that targeted nineteenth century British politics, to those that targeted 1980s Canadian
politics.

182 Mark N. Grant,Therise and fall of the Broadway music&Boston, MA: Northeastern Univestity Press, 2004).

183 Alan Jay LernerThe street where | livéNew York: W. W. Norton, 1970).

184 Joseph P. SwaiiThe Broadway musical: A critical and musical surv2g ed. (Lanham, B: Scarecrow Press,

2002).
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Cabareta n d ma k élairp&t®fah® sew era. Many overviews of Broadway history focus
explicitly on Gr aShawdBsat Go IS® @ i h A gotngisb Gelffsey mMmu s i ¢
Block terms it®° These historians and critics take on the rélgatekeeper and reinforce the

notion that Broadway has a canon or core repertory of classics drawn from thgetorperiod
between 1927 and 196% The way musicals are valu@dat Stratford and elsewhéreherefore

largely rests on the way Golden Age nuads are analyzed, taught, and revived.

It is mainlyfrom this central Golden Age canon of musicals that Stratford has diawn
musical theatre repertoire (See Table th2 bottom half of the chart, in grey, contains the-post
Golden Age Musicals. The first musical wasndét produced
Festival had collapsed. There is a definite correlation between the types of music theatre
produced at Stratford and the existence of the Music Festival. Music Theatre atdtratfo
between 1955 and 1975 was under the purview of the Festival Music Directors, and the staged
offerings formed the centrepiece of the Music Festival. Music Directors from Louis Applebaum

to Raffi Armenian tended to choose more musically demanding pieckss operas and

WGeoffrey Block, AThe Broadway canon from Show Boat to
Journal of Musicologyl (1993): 52544.
18 See Geoffrey BlockEnchanted evenings: The Broadway musical from Show Boanhtth&im (New York:
Oxford University Press, 1997); David Ewdhh e st ory of Ame,(NewYoksChiton si cal t heat
Company, 1961); Denny Martin FlinNusical! A grand tour: The rise, glory, and fall of an American institution
(New York: Schirmer Boks, 1997); Kislan, Richar@he musical: A look at the American musical theateg. ed.
(New York: Applause Books, 1995); Knapp, Raymond Knappe American musical and the formation of national
identity, (Princeton, N.J.: Princeton University Pre&305);Knapp,The American musical and the performance of
personal identity(Princeton, N.J.: Princeton University Press, 2006); Ethan Mord#gter foot forward: the
history of American musical theafrgNew York: Grossman Publishers, 1976); Morddgnoadway babies: the
people who made the American musi¢bllew York: Oxford University Press, 1983); Mordd&hge happiest
corpse I've ever seen: the last twefitae years of the Broadway music@llew York: Palgrave Macmillan, 2004);
Joseph P. SwaifheBroadway musical: A critical and musical sury@g ed. (Lanham, MD: Scarecrow Press,
2002).
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Table 2.2 Comparison of core Broadway repertories with Stratfoodipctions

(19271 Kern & Hammerstein)

(19271 Kern & Hammerstein)

Geof frey Bl ock6|{Joseph TBweBroadways Ray mond Knapyj Stratford
Canono (Bl ock 1] Musical(2002) American Musical(2006) Productions
ShowBoat Show Boat

Porgy and Bess
(1935 G. & I. Gershwin)

Porgy and Bess
(1935 G. & I. Gershwin)

(19871 Sondheim)

Pal Joey
(19407 Rodgers & Hart)
Oklahomal! Oklahoma! 2007
(19437 Rodgers & Hammerstein) | (19437 Rodgers & Hammerstein)
Carousel Carousel 1991
(19451 Rodgers & Hammerstein) | (19451 Rodgers & Hammerstein)
Annie Get Your Gun
(19461 Berlin)
Kiss Me, Kate Kiss Me, Kate Kiss Me, Kate 1989, 2010
(1948i Porter) (1948i Porter) (1948i Porter)
South Pacific 2006
(19491 Rodgers & Hammerstein)
Guys and Dolls 1990, 2004
(19507 Loesser)
The King and | 2003
(19517 Rodgers & Hammerstein)
My Fair Lady My Fair Lady 1988, 2002
(19561 Lerner & Loewe) (19561 Lerner & Loewe)
The Most Happy Fella The Most Happy Fella
(19561 Loesser) (19561 Loesser)
West Side Story West Side Story 1999, 2009
(195771 Bernstein & Sondheim) (19577 Bernstein & Sondheim)
Gypsy 1993
(19591 Styne)
Camelot 1997,2011
(19607 Lerner & Loewe)
Fiddler on the Roof 200Q 2013
(19647 Bock & Harnick)
Man of La Mancha 1998 2014
(19657 Leigh & Darion)
Company
(19701 Sondheim)
Godspell
(1976- Schwartz)
Jesus Christ Superstar 2011
(19717 Lloyd Webber & Rice)
A Chorus Line
(19751 Hamlisch & Kleban)
Evita Evita 2010
(19781 Webber & Rice) (19781 Webber & Rice)
Sweeney Todd Sweeney Todd
(19791 Sondheim) (19791 Sondheim)
Les Miserables
(1987- Schonberg & Boublil)
Into the Woods 2005
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operettas than the musicals later chosen by Stratford Artistic Dirétt@ace the Music
Festival folded, the emphasis on music at Stratford shifted and became more intertwined with the
theatre festival, and thgenres of music theatre @iratford postL975 likewise placed a more
equal emphasis on music and theatre.

In the years immediately following the demise of the Music Festival, a new approach to
music theatre at Stratford was tested. By 1981, Artistic Director John Hirsch andrdsmeato
Macdonald had settled into a string of hit Gilbert and Sullivan
productions®b ut prior to that 6 -1B80)owasmarRedbyltheendsfd t enu
the experimental opera phase and the end of the Music Festival, but the beginning of musicals
and genrebending works of music theatre at Stratford. In 1978, Stratford prelseet@ard
B e r n s Caadidaid K79, a jukebox musical of Cole Porter songs with a book by Barry
Shevelove calletHappy New Yearand in 1980, the ballad opefah e B e @pgra Irhéve
classifiedHappy New Yeaas a posGolden Age musical, eventhduBor t er 6 s musi ¢ h:
Golden Age provenancbecause the Stratibperformance was actually the nature of a tryout

for the Broadway production that flopped horribly in 1980.

187 Rick Fox, Festival Music Director from 20813, said that it is the Artistic Director who chooses the musicals

to be mounted at Stratford each season. Hetsatdes McAnuff was a very collaborative Artistic Director, and

|l iked to discuss his choices with Fox, but that it was
di ffers from how things wer e d,onvhenthé Musit Directors chosethe hal f of
music theatre repertoire.

18 See Chapter Five.

189 See Ken Mandelbaurilot sinceCarrie Forty years of Broadway musical flaps ( New Yor k: St . Mar t
1991), 220221. This differs from my inclusion of shows suchta¥' Street Gigi, andMy One and Onlyn the

iGol den Ageo category even though they did not have Br
works, unlikeHappy New Year not only have a fiGolden Ageo0 provenance,
successful) Broadway shows before they arrived at Stra#i@i¥iStreetpremiéred on Broadway in 1980, based on

the 1933 musical film of the same name, with music by Harry Waré@bDubin from the thirtiesMy One and

Onlywas a jukebox musical of 1930s Gershwin tunes with a new book (mudbrhkg for Yol that had its

Broadway premiére in 1988&igi was adapted by Lerner and Loewe from their 1958 musical film for the Broadway

stage in 1973.
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CandideandT he Beggar @s oQmemwa t h Kurt \eaptaioh and E
of the latter intaThe Threepenny Operare harder works to classify because they all make use
of an amal gam of musical style®WeiA$ O6Weiwlblr kscl
to pin down in terms of genre because genre is ons tfptcsd > The Threepenny Opets
the word 6éoperad in its title, is considered
Broadway hit in the nature of many musicisHHe i nz Kel l er called it #th
lowbrow opera for highbrowand the mostfub | ooded hi ghbrow funsi cal f
this assessment, Keller makes it clear that opera is a more highbrow form than musicals, and that
the audiences of the genres are often divided not only along lines of taste, but also adong clas
lines. | have decided to pladée Threepenny Operbke its parenT he Beggain®ds Oper a
category apart from opera, operetta or musicals as it is closely related to each of those forms, and
yet fits comfortably in none of them (see Table 2.1).
Certain works of music theatre, likéklahomalandWest Side Storypushed at the boundaries of
their genre, and in so doing enlarged and redefined what the genre could encompass. Other
wor ks, | ThkeepermieQpérd s L e o n ar €andide straddléd @rid midesl
genres so completely that they pushed beyond the boundaries of genre into some interstitial

space that can only be described in terms of montage. UNkst Side Storyvhich also trod

0gstephen Hintorlwe i | | 6 s musi cal t,llesangeles: Unigetsity pfeCaliformif Press 2062), m
114.

191 A review of the 1954 production is included in a compilatiolefv York Timegeviews of Broadway musicals,
see Ben Bantley,Broadway musicals: From the pages of Mew York Times, (New York: Abrams, 2012), 143.

192 Heinz Keller,Die Dreigroschenoper: fiinfzehn Holzschnitte von Heinz Keller zu der oper von Bert,Brecht
(Berlin: Verlag der Sonnenbefyesse, 1987), transéat into English and quoted Btephen

Hinton,i Dr ei gr o s ¢ hTdeWNew @rove Didiionary ob Oper@rove Music Onling(Oxford University
Pressaccesse&eptember 8, 2013)
http://www.oxfordmusiconline.com.ezproxy.library.yorku.ca/subscriber/afgobve/music/O006 155
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ithe fine | ine bet\Wandandepie opera rapertbrie®andidadiiw a y 6

not so much redefine the genre of Broadway musicals as it formed its own genre in the space
between musicals and opereitéest Side Stomyas also musically ambitious, and some of the

music Bernstein originally wrotef Candideended up inVest Side Stoyyand vice versa, yet

the music inWest Side Storgscaped the connotation of operetta, and had a larger stylistic
influence on Bernsteinds BCandidtWeslySids Staityase s sor s
assumedalpace in the centre O&%fwhiBCandiddenisispodthe cor e r e
fringes of the genre.

The common thread weavit@andide T h e B e g g aanddtse Tidgemenng Opera
together into a genre of @Aot handtheyalwsemasicdl heat r
parody. Bernstein and Weill were both classically trained composers who took many influences
from the popular music of the day. They were both interested in blending genres and breaking
down hierarchies of taste in the types of mtisat they wroteCandideThe Beggar 6s Ope
andThe Threepenny Opegae works that bridge more than one genre, and the productions of
these works at Stratford often served as a pivot point between the different genres of music

theatre that were proded on Stratford stages (see Figure 2.1).

¥l  eonard Bernstein, fAExcerpts from a WestSimé&hele | ogo (1
Leonard Bernstein, West Side St@3¥.
% See BlockEnchanted Eveningsnd fiThe Broadway canon from Sheow Boat t
Broadway musicadnd StempelShowtime
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Figure 2.1:Genres of Music Theatre as Stratfpi®552014

Music Di Artistic Di
\ [=) = 38 w
Louis Applebaum  Tyrone Guthrie \histoire du soldat :
1955 |—
Michael Langham 1956 e g =
TRURILER HE B 1} |
1957 The Beggar's Opera o O 2 O
1958 ; : €5 = 2
Orpheus in the Underworld e @ 5 =7
1959 MM - N
1960 Pkl g 2
Leonard Rose, Glenn Gould & Oscar 1961 mhaiesorbenzance S
Shumsky The Gondoliers
1962 .
1963 The Mikado
1964 The Marriage of Figaro | The Yeoman of the Guard
Oscar Shumsky 1965 l;- Marriage of Figaro [he Rise and Fall of t ity of Mahagonny
on Giovanni
1966 P
1967 Cinderella |
Victor DiBello Jean Gascon| 1968 A —
1969 st
1970 |
1971 | Orpheus Patria II: Requiems...Girl  |The Threepenny Opera
1972 M '
A 1973 The Medium | La vie parisienne Ready Steady Go
RamAnncnidd 1974 The Fool Le Magicien ! -
Robin Phillips 1975 2
1976 |
Berthold Carriere 1977 1 Candide
ig;g : New Year -
The Beggar's Opera
1980 =
HMS Pinafore
John Hirsch 1981 e Mikado
:ggz The Mikado The Gondoliers
1982 [he Mikado he Gondoliers olanthe
1985
s Boys from Syracuse
John Neville 1986 — |
1987 Fy I;a |Irma La Douce
1988 iss M X ate ]
g 1989 Guaria Dolls [
David William 1990 Crousél i
igg; HMS Pinafore '
The Mikado /psy
-
ERERSanste 1994 The Gondoliers The Boy Friend
1995 The Music Man .
1996 |
1997 |
iggg A Side Sto! 4 | Dracula
2000 Patience - In Concert Fiddler on the Roof
2001 The Sound of Music [
he Threepenny Opera
2002 Hbmgi :
2003 /Anything Goes
;ggg | Into the Woods
2006 | South Pacific
|My One and Only
_ —_— 2007 S % | Cabaret
il es Mean 2008 |y, est Side Story | A Funny Thing... Forum
2009 Kiss Me,Kate ~ |Evita Jacques Brel... in Paris
2010 Camelot [Jesus Christ Superstar
2011 irates of Penzance Charlie Brown | Forty-second Street Wanderlust
F— ;gi; iddler on the Rool ommy e |
ntoni Cimolino .
Man of La Mancha | Crazy for You
Franklin Brasz 2014 2z s 3
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OPERA AND OPERETTA ATSTRATFORD

The maingenrefocus of this dissertation is on musigdlsit because musicals did not appear
regularly onStratford stages until 1986, it is useful to examine how opera and operetta set the
precedent for music theatre at Stratford in
many operettas require classically trained singers, while musicals radgiifferent type of

vocal stylé a style that many actors receive at least some trainitig @ertain musicals at
Stratford could be cast with actors who had
work with, whereas the opera and operbtavy years of Stratford Music (195875) required

a separate music theatre company of classically trained singers. | have therefore chosen to

address opera and operetta separately from musicals not only for the generic differences, but also

because of the diffence in how music theatre was approached during the first half of the
Festival s history versus during its |l atter
The Stratford Festival began its foray into music theatre in 1955 with chamber works.
Under the auspices of the Music Festival, théyedramber operas featured actor/singers who
were not part of the drama company. In some cases, a3 hétfiurn of the Screim 1957, an
established opera company was invited to perform a work from their repertoire as part of the
Music Festival. In othecases, Applebaum selected the repertoire and the music director
conducted the auditions and cast the work. In the fifties and sixties Applebaum invited many

Canadian Opera Company members to perform in Stratford operas and operettas. With few

19 Belting is a type of vocal production that became common on Broadway stages through the influence of
performers like Al Jolson and Ethel Meam The chest voice, and straighter tone (with less vibrato) of these

singers, was an influential sound on the creators of Broadway musicals; lyricists liked how clearly the words could
be heard, and composers liked how the tune of the song carried hbarehestra and filled the theatre. Most
Broadwaystyle singers, however, have a much smaller range than opera singers. Opera singers are also trained to
sing above full symphonic orchestras, with technique for each type of voice, from lyric soprahdeto tdeor, that

is meant to fill opera halls with soaring musical lines.
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exceptions,tie music theatre and drama companies were entirely separate until 1986, when John
Neville cast the musicalhe Boys from Syracuséth members of the acting compahy.

Applebaum began very small with his staged musical selections in the 1955 Stratford
season. lgor Stravinsky wrateé hi st o i 1ind918, whers vaitideaetonomy dictated
small ensembles. It is a work for an octet of instruments, a balletiespeakig part, and three
speaking rol es. It was not | ong enough to fi
suggested he round out the evening with a mime performance by Marcel Marceau. Marceau
agreed to make his North American debut in the inauguralf&@td Music Festival, and he also
took on the rol e of tldnguagb preséntation oié hSit srtaad if roer dddus
The double bill ofSoldatand Marceau was scheduled for only four performances, but was very
successful and definitely erof the biggest box office draws of the Music Festival that éar.

Applebaum had a fondness for chamber pieces, both instrumental and sung, and he
believed that Stratford could develop a strong reputation for chamber works. He also believed
that Stratfod should not attempt to produce grandop®rat | east f@Afor a good
y e a P®®artdf his reasoning was that the Music Festival had neither the space nor the
resources to mount a grand opera with full sets and costumes. For the 1956 season Applebaum
chose a chamber opera composed by Benjamin Britten with some Shakespearean resonances:
The RapeoflLucreta I n t he souvenir program he wrote,

expect, aim the attention of the audience on the essential dramatic andl valsies of the

19 A division between theatre and musical theatre actors persisted after the eighties; musically trained actors tended
to play in two musicals, rather than being cross cast in acalsid a play, in years when more than one musical
was part of the season. | address the company politics of this division in Chapter Five.
¥71n his interview with Pat Quigley, Applebaum saidthab hi st oi t @ geéw heol| dvat h Mar c el
s e n s aStratford FesétivalBlake Research Project: Louis Applebaarchival DVD.
198 stratford FestivalBlake Research Project: Louis Applebauarchival DVD.
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wor k rather than divert it with the conventio
audi ence should event ual® Theaudience nespontted well what t
enough td_ucretiafor Applebaum to chose another Brttepera for the 1957 season, this time
with Britten himself conducting his English Opera Group e Turn of the Screw

These chamber operas were artistically successful for Stratford because they aligned with
the mandate of the Festival to produce tighést quality music and theatre possible. After the
Festival s resounding success in 1953, audien
classical works. The works might be new to the audience men#bérd (6 s Wel | That En
andRichard lll were &arely produced in the first half of the twentieth century, and would have
likely been unfamiliar to a large portion of the Festival audience in 1953), and they might even
benewwork8 | i ke Br i tt e nd uttheArtistidardMusicDeectarsatr&iford
carefully chose plays and operas that belonged to a canon of classical works. The selections
reflected a valuation of Elizabethan plays and music from the Western art music tradition as
being the highest forms of art that Stratford could offetstpatrons. The Stratford productions
were meant to enrich the cultural life of Canada; they were meant to edify and enlighten the
performers and the audiences. It is not surprising that chamber operas by a Western art music
like Benjamin Britten were ches to complement the classical dramatic offerings. Both
Shakespeare and opera had moved from being popular entertainments to highbrow
entertainments (the history of that evolution
Highbrow/Lowbrow, and the Stratiol Festival was aiming to both establish itself as a bastion of
high culture in Canada, and to attract a wide audience. Tyrone Guthrie took something of a risk

in choosing the lesséinown Shakespeare plays for the inaugural season of a new venture in

1991956 Stratford Festival Souvenir Program, Stratford Festival archives.
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1953 but Applebaum proved to be a risk taker in his programming again an@ aggécting
contemporary art music (often a hard sell for audiences), before changing tacks and choosing a
new type of music theatre for Stratford.

For 1958, T h e B e g g anedqiring &argernamber of musicians and actors, was
selected. The production featured Robert Goulet as Macheath prior to his Broadway debut as
Lancelot in the originalrunaameloi n 196 0. At twel ve Theer f or manc
Beggar 0MadtWipgethe eaposure abheTurn of the Screwhe year before. Hugh
Thomson of thdoronto Stawr ot e t hat the opening night had
caught al |l of [the showds] earthy humour, far
rel %ha . Be g g a rwdsbhett®rpesaivad than the Britten operas, and it presaged a
change in direction for the Festival away from chamber operas toward more comedic works in
the operetta genre. This might have been the moment at the Festival when Applstened to
the complaints about the Music Festival losing money and needing to be subsidized by the
Drama Festivaf®* He may have recognized that a work with more popular appeal would
perform better at the box office. If so, this marked the beginning of mésabecome an ongoing
concern for the Festivlthe desire to sell tickets, but avoid the appearance of overt populism
balanced against the desire to produce artistically credible works, but avoid alienating audience
members.

The Beggawadssccabpedr an 1959 by Ophewsmtbtachds op

Underworld In his report on the'5Season of Music, Applebaum wrote,

Hugh Thomson, AFestival Review: Di s dhederdntoStafluy Possi bl
30, 1958).
1gee Chapter 1, page 55, note 113.
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Orpheus in the Underworldias selected for its potential popular appeal and for that

reason 17 performances were scheduled, as cenhpad 2 last year. The

presentation was acclaimed by the press and the attending public. It was a happy

show and contained many elements pointingtoadéxf i ce &éhit. 6 The ave

attendance was a disappointing 54% of potential and it cost about $2%0©@0

produce than came in via box office recefffs.

Perhap®©Orpheus like the Britten operas, was too highbrow for the majority of the audience, who
may have wanted some levity in the music theatre offering to balance out the seriousness of
Othelloand the chamber music concerts featuring Oscar Shumsky, Leonard Rose and Claudio
Arrau.

The following year, the quest to find a box office hit succeeded when Tyrone Guthrie
returned to Stratf or dHMSPindforegCatbrie adBtiedtb er t and S
Applebaum that he would like to try his hand at a Savoy operetta now that they were almost out
of copyright and the strict production codes
be ignored®® Applebaum wrote,

During the first year [1953jyhile examining with Guthrie the failures and hopes for

that first series of concerts in the tent, he confessed that of all the musical works he

was most interested in staging, his choice would fall natamen or

Gotterdammerungr theSt. Matthew Pssionbut onPinafore Seven years later it

was made to happen at Stratford, setting off a five year cycle of Gilbert and Sullivan

at the Avorf%*

The word Aconfessedd is an interesting choice

both aware oftte amateur associations with Gilbert and Sullivan operettas, and that they had less

22 ouis Applebaum, AMusic Festival Report, 1959,0 Louis
002/026 (498), 1.
203G uthrie was taking a bit of a risk in his new productioPimfaforein 1960, since the Gilbert and Sullivan
operettas did not officially come out of copyright until the following year (British copyright before the 1990s
extended 50year past the authordés death, and Gilbert died in 1
the D6Oyly Carte company in 1960, and received no repr.]
with the staging. SeRegina B. OosiGilbert ard Sullivan: class and the Savoy tradition, 18896 (Farnham,
England: Ashgate, 2009), especially p. 142; see also TrauDperetta 149185, especially 161 and 180.
Louis Applebaum, AStratfordds Musi c: lebaurcfonds Yorkc| e and
University archive, 197902/026 (499), 14.
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cultural capital than works by Bizet, Wagner, or Bach. There may have been a division between
what Applebaum envisioned for StrwhkatMichaeld, and
Langham, who was Atrtistic Director in 1960, thought of the operettas. But whatever the internal
politics, Guthriebs return to Stratford and A
marked by a production that was decidedlynfart han t he Britten operas
tragedies and histories.
With Guthrie on board as director of the good dhiipafore he and Applebaum planned
for a run of 24 performances at Stratford plus godfformance engagement at the Phoenix
Theatre inNew York City. It was a larger undertaking than any piece of music theatre at
Stratford to date, and because it was a smashing success both at StratfordBrodddify,
Pinaforereassured the Stratford Board that music theatre could be a box officeadcampre
Gilbert and Sullivan operettas were planned for subsequent years.
Pinaforewas also filmed for CBC television and June Graham o€®B€ Timesoted,
This will be the first Stratford Festival production to be seen on television, and is
asoGuhri eds first vent ur eminutet@BETVISNOW @asr ect i n g
videotaped during a 1@ay stopover in Toronto. It includes the original chorus,
which had to be broken up before the New York opening, because several of its
members were signed up fine Canadian Opera Company Festival in Toréfto.
The show aired on October 10, 1960 in Canada and then was picked up by many U.S. channels
so that by ear |Pnaforahadbekviatchedan telavisions m dléwsyork, San

Francisco, ClevelandVashington, Philadelphia and Baltim&P&In many of the reviews of

Pinaforein Canada and the States, there was a focus on the freshness of the Stratford

MJune GrHM®BRImafore i Dr . Tyrone Guthrie and CBC6s Nor man Cam
production, with the original cast, for CBCV v i e@BE&Timesld no. 14 (October-84, 19®), 10. Copy in
Louis Applebaum fonds, York University archive, 199@2/026 (505).
®poster fveryspatiAH.M.8. Pigaforé6 Loui s Appl ebaum fonds,. York Univ
002/026 (507).
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producto®t hat it was a relief to see a ®pGutribuct i on
wrote an article on his updated approacRittaforewherein he expressed his view that
modernization of the material was required to keep it relevant otherwise the operettas would fade
away,
Two things may happen; either the Savoy operas will graduallyrdoop and more
out of fashion oOtil | dahelikélierslternativ® thgy ar e no m
will achieve a place in the classic repertoire of light opera, alongTighMarriage
of Figaro, the best of Rossini and Offenbath, fille de Madame AngdplLes cloches
de Corneville Die Fledermaus, The Merry Widoand who knows® Oklahoma!

or West Side Stonsuch works as these will continue to be reviveahd with

respeadd for at least another century. Indeed, the older they grow the more respect

they will earn®®

In this passage, Guthrie expressed concern for the idea of works coming in and out of fashion,

and with the way canons of theatre genres are formed and reformulated to adapt to changing

trends. He spoke to something that was echoed by sometlftberiginly not all) of his

successors at Stratford. Des McAnuff in particular has insisted that certain types of music theatre
(includingOklahomalandWest Side Stojyare classics in their own right and therefore fall

within the mandate of the Festival produce Shakespeare and the clag8iddcAnuff uses a

broad definition of a fAclassicdo work, but he
has achieved classic status withinthatgériref 1t f or ms t he @&ibcarebeof t he

cdled a classic, and can thus be considered for inclusion on the Stratford playbill. There is

Even DO6Oyly Carte fans such as PirmforeapasitiveseviewRRichandar d Wa 't

Watts Jr. AGil bert NewMbrk Bas{8 $eptembar, 1360).d5ee@isa Howardd aubman,

fi Mo d e r Pinafared The New York Tlies( 8 Sept ember , 1960), Johimfor€joesp ma n , fi
back to G&S [HailyNews(t8s Scehpatrenmboer , 1960), PRafdiee ptr dwke s man,
York Mirror( 8 September, 1960), GeorPn&ioreKi deés @aAcBetéecahdcsag
Telegraml Tor ont o] (8 September, 1960), Howar d New Yookma n AGu
Times Servicé/ September, 1960).

BTyr one @inafoten p et o The Bewe&orloTimgd9 June, 1960). CopyiLouis Applebaum fonds,

York University Archive, 197902/026 (505).

209 pes McAnuff, interview.
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therefore some elasticity in the way the mandate of the Festival can be interpreted. Past Artistic
Directors have certainly taken advantage of this leeway, itinsnb@be seen if future Board of
Directors and Artistic Directors interpret the mandate of the Festival in the same way.

In the early sixties, most newspaper critics and Stratford commentators had an attitude
that the Gilbert and Sullivan operettas were fun additions to the Music and Drama festivals, there
to provide some levity to the ballast of the Shakespearean dranchanfler music concerts.
Louis Applebaumbdbs serious attention was on th
1960 season, a wedbng conference and concert series that began the weelkmidédorehad
its closing night at Stratford (see lllustratidn 1: Str atford Festi val 196
showing Music Festival offerings and the schedule for the International Conference of
Composers). Applebaum regarded the composeros
composers together with composersframeaund t he gl obe as At he crow
work at BAppltémawdmowas somehow able to bal anc:e
conference, organizing the rest of the 1960 Music Festival, and serving as musical director for
Pinafore but it is litie wonder that after the 1960 season he was ready to step down as Festival

Music Director to focus on composing for the plays and musically directing the operettas.

#%pitman,Louis Applebaum129.
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Despite Guthe 6 s deci sion that AGi |l bert and Sul |l i
Mo z ar t **ahe musia of Gilbert and Sullivan was not very challenging or engaging for the
National Festival Orchestra to play night after night, since much of the music fuperettas
was designed to be played by accomplished amateurs, and mostly involved playing figures to
accompany the singers. However, the musicians
by the likes of Bach and Sibelius in the concert seriesandevens uch as t he Compo
Conference and workshops. The high calibre of the musicians in the orchestra pit elevated the
operettas from the somewhat dubious quality of music in 1955 (when Guthrie wrote a letter to
t he Board about h atthe quaity af mesic played yattie iorshestraat theo n
t h e &), toeheé very best available five years l&téiRegarding the 1960 production of
Pinafore,the music correspondent to tNew York Timewrote,

The National Festival Orchestra of 22, condddig Mr. Applebaum, gave a

sparkling account of the scoreé To tempt t

otherwise be found a rather dowdy assignment, Mr. Applebaum, a Toronto composer

and director of music for the Festival, has made membership imghestra a

passport to a chamber music worksAtp.

A formula was thus developed at Stratford that satisfied the musicians because the operettas

helped to pay for the Music Festival. This formula pleased the board and the musicians at the

2 Tyrone Guthrie, letter to Louis Applebaum, November 30, 1959, Louis Applebaum fonds, York University
Archive, 1979002/030 (58). Also quoted in Piman, 129.

%12 etter, Guthrie to the Stratford Board, July 4, 1955, quoted in Pettigrew and PdBtmafurd: The first thirty
yearsvolume 1,105. In the early years of the Festival, Applebaum, Guthrie and the Board butted hedls with

|l ocal Stratford musiciansé union, who insisted on week|
higher than most of the acting company. The Festival went out of its way to hire local musicians, but Guthrie and
Applebaum found manydafhem t o be substandard. Langham also encoun

union in 1956 when he determined that the way to ensure high quality music for the plays was to bring in outside
musicians (Pettigrew and Portman, 118). Eventually, Appiebiigured out how to book musicians for the concert

series and workshops so that these professional musicians could also serve as pit musicians for the music theatre and
plays. Also, after a few years of active musical activity in the city of Stratfacttte opportunity for Stratford

musicians to attend the workshops, the quality of local musicians improved, and musicians began to settle in

Stratford because the Festival provided a viable source of income for several months of the year.

23 pitman,Louis Applebaum132.

#4Orchestra Special CorrespondeFiie New York TimegAugust 3, 1960), 5. Quoted in Pitman, 142.
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time, but it led ¢ the notion that the primary job of music theatre at the Festival was to fund the

mor e 0 s e rdi amotisnGhatvas prven difficult to eradicate.

The idea that some art is more O0seriouso t
andscholaral i gn art that addresses s eiGuemiggwith opi cs
0seriousness, 06 and art that i s approached wit

Duchalopnies) wi th Ol i ghtness. 6 Hcotwssaudescholarsmader e f r e
to certain works as 6serious atteareaot kit her w
about the topic or content of the work, but are making a value judgment about the importance of
the worl® about how influential orighbrow it is.
The topic of an artwork may directly influence its valuation; works that are associated
with fun and play are often easier for audiences to approach and enjoy, whereas works that
access darker human emotions like fear and anger can be togpdecess. In aesthetic
philosophy, there has long been a correlation between how much work is expected of the
audience and how highly valued the artworkiam Hegel through Heidegger to Adorno, the
arts were ranked according to their associatioh witth on the one hand and pleasure on the
other. Truth in art held the highest value, followed by beauty, and pleasure trailed far behind.

Adornoseup pl easure and cognition in a binary, AV

The phrase 6light entertainmentd can be understood in
lighthearted or contain a gese of levity, but most often it refers to entertainment that we have only light

engagement with, it treads softly on our consciousness and awareness and does not demand attention but receives it
gently. Light entertainment is often associated with passather than active participation. This common sense of

the phrase may have grown out of a specific cultural m
entertainmentd to describe progr ammieinngoretenias, woul d ent i
6enlighteningd programming. I n Simon Frithoés chapter ol

assumed binary between light entertainment and public service, between popular and serious listeners and against

the cultural anatlass distinctions that were assumed by the programmers about their listening public. Simon Frith,

Music for PleasureEssays on the sociology of pg@ambridge: Polity Pres4988), 2444. Richard Dyer also

writes about the tetmnglibght eheeBBE&i amdntT¥ producers
entertainmentd to provide relaxation for their audienc:¢
Richard DyerOnly entertainmen®™ ed. (New York: Routledge, 2002), 8.
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philisti ne éordtheyaraundergtoot),litkes s t hey Z°Riehare nj oyed, o
Shusterman rebuts Adornodés assertion asking,
essential opposition between trutthwiiamd ent er t
Irwin also disgrees with Adorno, writing that not understanding whasic is about can lead to
a negative evaluation of it, AThere is nNno gua
lead to proper appreciation, but in notable cases, full appreciation is itvipasghout proper
comprehensiog?*® In a similar vein, Brecht, in his essay on theatre for pleasure or theatre for
instruction, draws attention to the contrast between leaaridgamusement noting that theatre
wasa tool for ancient philosophers, who usei instruct audiences and to provoke changes in
worldview. Brecht argues that although instruction and amusement are often viewed as
opposites, fithe contrast between | earning and
is not one that hasdveays been and must continue tob¥

An operetta likePinaforei s a comedi ¢ work, and the quirk
English language are mostly comprehensible to modern English speakditee the English

used by ShakespeaRinaforeis thereforels s 6éwor k6 for an audience t

#8Theodor W. AdornoAesthetic theorytranslated and edited by Robert Huliténtor, (Minneapolis: University

of Minnesota Press, 1997) 1ISusan BuckMor ss wr i t es, iAdorno argued that aes
more adequate form of cognitiom@in philosophy or spirituality] because in it subject and object, idea and nature,

reason and sensual experience were interrelated without either pole getting the upfén lshod, it provided a
structural model for 6doaBMaorks sc aqu 0dt edsmaa elrd tatl @ rs todf clodyori
fevery art which deserves serious attention approaches
and more toward Oknowledgedd ( Theod ttoniMnusidpbyehology., 1939.
(March 7) Frankfurt am Main, Adorno Estate, p. 2, quoted in Buokss, 123). Adorno therefore associated
6seriousd art with truth and cogniti on, -Marssdfhedbrgmi gr at ed
of negative dialectics: Theodor W. Adorno, Walter Benjamin, and the Frankfurt Ins{itlatssocks, UK: Harvester

Press, 1977), 123.

7Richard SEuseetmanment: A q Bratisht)gumalof Aestneticd® 3(Julyet i cs, 0 i
2003): 300.
BWilliam Irwin, APhil os o pPhilpsoghganhdtimedntempretatipnooppopcalture cul t ur e,

William Irwin and Jorge J. E. Gracia, eds. (Toronto: Rowman & Littlefield Publishers, Inc., 2007), 44.
#19Bertolt BrechtBrecht on theatre: The gelopment of an aesthetier. John Willett. (New York: Hill and Wang,
1964), 73.
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play, or a modern chamber opera with unfamiliar musical language. So while philosophers like
Shusterman and Irwin may argue convincingly that work and amusement can go hand in hand,
and Bertolt Brecht can infm theatre practitioners why it is they take pleasure in working on
understanding ancient drama, the very fact that audiences can take a soatfs§iltl
pleasure in working at understanding a Shakespeare play or Britten opera, means that certain
audence members may be less satisfied with a piecéltkaforet hat t hey di dndt h:
so hard to enjoy. Operettas are oO0lightero6 far
of their comic themes, but because audiences can afford to hghieeaengagement with them.

At Stratford, audiences enjoyed the prospect of some lighter artworks mixed in with the
highbrow drama and music, aRthaforedid very well at the box office. In 1961, Guthrie and
Applebaum followed up their success witlnafore by mountingThe Pirates of Penzanéer 45
performances at Stratford plus another CBC taping and a tour. In the house nBieddgr
Guthrie wrote,

We are happy to have on hand the same Principals who sBimafiorelast year;

and manyofthesae chori stersé This production afte

a season in the Phoenix Theatre in New York City, then go on the road in the States

until just before Christmas. Early in 1962, after a brief period of rest, the company

will revive HMS Phaforeand present it, together wiithe Piratesin London and

principal cities of Great Britaif°
A Stratford press release before the tour notedRilatesat Str atford had dApl ay
people who paid $144,101 at the box office. For its 45opmdnces, during a period of six
weeks and two days, the Avon?Thaerdttasenighihase f i | |

been able to completely finance the rest of the Music Festival during the first half of the sixties if

Tyrone Guthrie, fADirector 6s NibePaates of Pehzanco6lf Siratfdrd Fe st i v a
Festival archives and Louis Applebaum fonds, York Univeisithives, 197902/026 (507).
?'stratford Festival Press Release, fAPirates closes suc
University Archives, 197902/026 (513).
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not for the expenses asged with the productions and their tours. The operas and operettas
tended to be the most expensive works produced at Stratford. The Avon stage required much
bigger sets than the Festival stage, and for the tolrsatEsandPinafore Applebaum had to
engage a large number of orchestral musicians whenever the theatre could accommodate them
(see lllustration 2.2). Further, few of the proceeds from the tour went back to the Stratford
Festival, as the tours were produced in partnership with a privatedrpany headed by

Leonid Kipnis, friend and colleague to Guthrie and Applebaum. Although the Stratford Festival
did not make much money from the tours, the Board viewed them as eminently worthwhile,

since they gave international exposure to the Festivhitartompany.

TELEGRAM
“The filing time shown in the date line is 7= nddhﬂmm.aplmi-m'
RAAO36-F OCBA10 BMOTS OPH519 37 VIA CANADIAN L Mp 27
16 LONDON 14 1040
APPLEBAUM

28 WIMPOLEDRIVE WILLOWDALEONT
OWING SIZE OF THEATRE ORCHESTRA FOR LONDON BEING INCREASED
TO 28 TONY GUTHRIE REQUESTS PLEASE THAT PIRATES ORIGINAL

~ “ORCHESTRATION USED STRATFORD BE SENT QUICKEST POSSIBLE WAY
'AS WELL AS RENE ORCHESTRATION WRITING

CLARKE TELERHCNED
/ra/ ] 74)
1'77/ 6/ fastt
28 28 1 QS Do
1088

lllustration 2.2: Telegram from Cecil Clarke to Louis Applebaum, December 14, 1961
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds32®BI6

After the tour through the StatddratesandPinaforeplayed in repertory in Her

Maj estyds Theatre in London, Engl and, where t
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and HRH Queen Elizabeth Il (see lllustration 2%8)Guthrie decided not to do another G&S
operetta at Stratford after the sass of his productions in England. He handed the reins over to
Leon Major in 1962, who directethe Gondolierat the Avon. George Kidd of thieoronto
Telegramgave a good review @ondoliersb ut al so opined, Ait is hop
GilbertandSu |l i van wi | | part company, at | east for
worn off and there is a carbaopy atmosphere that frequently brings a jaded quality instead of
the freshness that was so paramouttMS Pinaforeof two years ago, and sliti less
ef fecti ve Pirares ‘b°ahe audigneea wedesot tiring of the G&S as much as some of
the critics, so the trend continued for two more years. Norman Campbell difbetddikadan
1963 and William Ball directe@he Yeomen of the Guair 1964.
Louis Applebaum was musical director for all of the Gilbert and Sullivan productions
even though he had stepped down as Festival Music Director after the 1960 season. There is a
hint that Applebaum too was tiring of the G&S operettas, especianRinaforewas revived
for another tour in the autumn of 1964. He wrote to Herbert Whittaker @ltiee and Mail
I wi || once again act as Musical Director ¢
Los Angeles run (two weeks starting Sept. 21) and theFgarcisco run (one week
starting Oct. 5). After that the show meanders through the U.S. and some bits of
Canada (Ottawa, Montreal) and will end in Buffalo on Dec. 19. A nice hunk of work

for the gang, which is one good reason to do the show again. HathanyCanadian
opus been revived so often? GAd.

?2gee the CBC News feature about the 1962 tour and command performaheespecial features &fratford
Festival,H. M. S. PinaforeDirected for the stage by Leon Majproduced and directed for CBC Television by
Norman Campbell(Canada: Morningstar Entertainment/CBC Home Video, 2003), DVD. Filmed 1981.
Geor ge TheiGdndoliersis a pretty good show, Thedleleglaglulp? have a 1
1962), copy in Louis Applebaum fonds, York University archives, 1@r®026 (502).
24 ouis Applebaum, letter to Herb Whittaker, August 20, 1964, Louis Applebandsf York University archives,
1979002/026 (510).
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HER MAJESTY'S ...

Licensed by the Lord Chamberlain to Prince Littler Telephone: WHItehall 6606

Evgs. at 8.0 Mat. Wed. at 2.30 Sat. at 5.0 & 8.0

PRICES: Boxes £5, £3; Stalls 25/-, 20/-, 15/-; Dress Circle 25/-, 20/-, 15/-;
Upper Circle 15/-, 12/6, 10/6; Balcony 5/-

TENNENT PRODUCTIONS LTD. in association with
CONTEMPORARY PRODUCTIONS of CANADA LTD. present

H.M.S.
PINAFORE

First Performance Thursday, February 8th

THE PIRATES
OF PENZANCE

First Performance Thursday, February 15th
by W. S. Gilbert and Arthur Sullivan

with
ERIC MARION ANDREW
HOUSE STUDHOLME DOWNIE
HARRY HOWELL IRENE
MOSSFIELD GLYNNE BYATT

Directed by TYRONE GUTHR'E

Musical Adviser Designed by
LOUIS APPLEBAUM BRIAN JACKSON
Musical Director Dances Arranged by Lighting by

KENNETH ALWYN DOUGLAS CAMPBELL JOE DAVIS
For schedule of performances see Daily Press

lllustration 2.3:PinaforeandPiratesUK tour poster, 1961
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds32®I6
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Appl ebaumd s always beean more drecteditavdrd promoting Canadian musicians
and the work of Canadian composers, so while he expressed happiness for the cast members of
the operettas, who were getting the chance to perform in many Apiglebaum himself was
ready to nove on. Indeed, he often rehearsed the cast of a new show, and conducted the opening
week, before handing over the baton to another musical director so he could focus once more on
his own compositions, and on his involvement with projects like foundinyatienal Arts
Centre in Ottawa.

The 1964 tour oPinaforewas the last Stratford production of a Gilbert and Sullivan
operetta until Brian Macdonald directed a new productidrimdiforein 1981, kickstarting yet
another Stratford love affair with th@erettas? But between 1964 and 1981, staged music at
Stratford changed directions several times. 1964 was a notable year for music at Stratford
because it marked the first time that two works of music theatre played together in the same main
season. In atitiontoYeomen of the Guayd oper a returned to Stratfor
The Marriage of Figarpdirected by Jean Gascon and musically directed and conducted by
famous Australian conductor Richard Bonynge. Gascon was a French Canadian directer who
founded Montr ®al 6s Theatre du Nouveau Monde i
Nouveau Monde when they partnered witk Erestival company to produtienry Vin 19562°

Gascon had a good relationship with Michael Langham, and he would take over from him for the

1968 season as the Festival é6s first Canadi an

225| write about the 1980s Stratford productions of the Gilbert and Sullivan operettas in Chapter Five.
Christopher Plummer, who starred as Henr ytheest recount e
season that Canada has ever seen in the theare with the French Canadian company, Le Theatre du Nouveau Monde,
and the English boys on the same stage at the sami tivag talking their own language at times and we talking in

Englistd it was perhap the last time that we were ever to see the formation of a truly national theatre in this

country. Boy, that was an emotional year! The two languages on the sange stagaly politically, but

emotionally and nationallyi t was an e xt rOazounidniStratiordyGold143 | i ng. 0
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his first visit to Stratford, and when he became Artistic DirecE@scon directed operas for
Stratford at the Avon. The intention was that an opera festival might become part of the larger
Stratford Festival. Gascon wrote that the newly refurbished Avon theatre (see Chapter Four) was
Adesi gned wi t hnmainddtefe thehormesof gn aperp fessival ofithe same scope
as the drama festival, which already?ranks am
Figaro played foronly nine performances, comparedteomet s 47, but it was:s
received. In the Canah weekly magazin8aturday NightGraham George summed up staged
music at Stratford thus:
the lesson seemed to that the public thought of Stratford as a festival of theatre, but
it was going to be choosy about what musical theatre it would atterBlifien,
despite his reputation as high as his browBr® g g a r 06, despdeite na@y style
and venerable age; but yes to G&S, despite
festival that all Canada is proud of and all the world comes to see;dnliséc
Marriage of Figarogloriously exceptedl still limps doggedly behiné®
George points out that Stratford audiences were happy to attend highbrow plays, but they seemed
less interested in attending highbrow operas. Perhaps this was because operas eaquioeeeV
background knowledge than classical drama. Wherfestival Music Directors transitioned
away from the o6l ighterdé Gilbert and Sullivan
by famous composers and had comic, rather than tragic, th&hesfurther made the operas
accessible to audiences by presenting them in English transkityano was enough of a
success that it was reprised in 1965 for 30 performances. In that year, Gascon also directed the

North American premiére of KurtWedlnd Bert ol t Br dhelRisédand Falleot i r i c a

the City of MahagonnyAudiences responded with more fervouFitgaro than toMahagonny

2271964 Stratford Festival Souvenir Program, Stratford Festival archives.
8Gr aham Ge o rSatarday Righ{Ostober d964). Copy in Louis Applebaum fonds, York University
archive, 198303/006 (87). In the article, George compares saleBHerBeggars Oper@6% capacity in 1958) to
H.M.S. Pinaforg89% capacity in 1960).
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whi ch was ¢ ons i dbyadmidistrativedieector ¥ictop Pokeg at 86
performance$® Based on adience response and box office receipts, the Musical and Artistic
Directors learned to schedule newer operasNMibagonnyand operas that had more serious
themes likeAlbert Herringfor fewer performances than wdhown operas lik&igaro and
comic opeettas by Gilbert and Sullivan. The Festival directors were learning what their
audiences valued, and they balanced the pragmatic need to fill seats with their mandate to
produce works of the highest calibre, and perhaps a desire to educate the putpmsinyge
them to works that were difficult to find performances of elsewhere in Canada.
In 1966, Gascon directed another Mozart opeom Giovanni(29 performances), and a
ballet by Brian Macdonald with music composed by Harry Freedman ¢disel_atulippealso
appeared on the playbill for 12 performances (see lllustration 2.4). Gascon rounded out a fourth
year directi ng Cog fanrtatg27 perfarnmancéspiz 1967t whike David
William (another future Artistic Director) helmed Brite iAlbest Herring(19 performances).
Violinist Oscar Shumsky was the Festival Music director in 1967 and in the souvenir program,
he reflected on the past four seasons of opera with pride,
refurbished Avon Theatre was dimmed, and the gossipyopenéng@ s ur es of OF
whi spered in a new era for Opera. True,
Stratford. There had been a few isolated flings, and one could look baakositigia
on the days of the perenni al rash of G&S f
refreshingly daring O6Pinafore. 6 However, t
first avowed declaration of taking up permanent residence in the area. Happily for all,

Opera is unique at this festival in its opportunity to draw upon the best of theatre and
music in order to achieve a high standard of its &fn.

On a Stratford evening in &thd st hea nadasmdnell ayb
ig
t h

I'n his fiReport Va obDi rtehet Ardami nNesvwembdr 29, 1965) Poll e)
0The Cherry Orchardé in the Festival Theatre had been
0 Mahagonnyex pwasse b viemr t he Avon aFestvadbArghiees.f or mances. 0 Str a
201967 Stratford Festival Souvenir Progr aperaseSBa r at ford F
i ncl ud e sFigh®m evenrthbulyls many musicologists would laBiglaro a comic opera.
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Festival Theatre

June 6-October 8

The Stratford Festival Company in
William Shakespeare’s

HENRY V

Directed by Michael Langham
Designed by Desmond Heeley
Music by John Cook

First performance June 6

HENRY VI*

Directed by John Hirsch
Designed by Desmond Heeley
Music by John Cook

First performance June 7

*Adapted by John Barton for Peter Hall’s production of the Wars of the Roses
for the Royal Shakespeare Company.

TWELFTH NIGHT

Directed by David William
Designed by Brian Jackson
Music by Louis Applebaum
First Performance June 8

FESTIVAL CONCERTS

Under the Direction of Oscar Shumsky
Friday at 2:00 p.m., August 5,

Sundays at 2:00 p.m., July 10, 17, 24, 31
August 7, 14, 21, 28

Mario Bernardi, piano
Phyllis Curtin, soprano
Leon Fleisher, piano
Jose Iturbi, piano
Leonard Rose, ’cello
George Shearing Quintet
Mary Simmons, soprano

Duke Ellington and his
Orchestra

Leonid Hambro, piano

Jean-Pierre Rampal, flute

Sol Schoenbach, bassoon

Oscar Shumsky,
violinist-conductor

The Festival Singers of Toronto, Elmer Iseler, conductor

The National Youth Orchestra of Canada,
Walter Susskind, conductor

The National Festival Orchestra

Saturdays at 11:00 a.m., July 23, 30
August 6, 13, 20 and 27

Chamber Music Concerts with
Members of the National Festival Orchestra
Workshop

|l l ustration 2. 4:

%K X X X ':i:x:ppg(
X KooK

Avon Theatre i
July 8-September 3 b

The Stratford Festival Opera Company in Mozart’s

DON GIOVANNTI (in English)
Directed by Jean Gascon

Music Direction by Mario Bernardi
Designed by Robert Prévost
Opening Night July 8

The Stratford Festival Company in

NICHOLAS ROMANOV

A New Play about the last Czar of Russia
By William Kinsolving

Directed by Michael Langham

Designed by Leslie Hurry

Music by Louis Applebaum

Opening Night July 12

and

Strindberg’s

THE DANCE OF DEATH

Directed by Jean Gascon
Designed by Mark Negin
Opening Night July 19

ROYAL WINNIPEG BALLET

Director Arnold Spohr

World Premiere of new ballet
ROSE LATULIPPE
Choreography by Brian Macdonald
Designed by Robert Prévost
Music by Harry Freedman
Opening Night Aug. 16

MEMBERS OF THE 1966 COMPANY

DRAMA William Hutt Leon Pownall
Bernard Behrens Frances Hyland Douglas Rain
Mervyn Blake Al Kozlik Jean-Louis Roux
Barbara Bryne  Gaétan Labréche Marcel Sabourin
Eric Christmas = Heath Lamberts Powys Thomas
Leo Ciceri Diana Leblanc Tony van Bridge
Patrick Crean Guy L’Ecuyer Kim

Eric Donkin Roberta Maxwell Yaroshevskaya
Colin Fox Barry MacGregor ~OPERA

Jean Gascon William Needles Howell Glynne

Lewis Gordon Christopher Newton Gwenlynn Little

Amelia Hall Denise Pelletier Jan Rubes |
Max Helpmann  Briain Petchey Iréne Salemka
Martha Henry  Kenneth Pogue Sylvia Saurette

Stratford Visitoros
York University Libraries, Clara Thomas Archives & Special Collections, Louis Applebaum fonds, ASC 33043
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Shumskyods attitude that G&S operettas were nf
training. It was a less serious endeavour than the attempt to cregderarfestival at Stratford.
By the midsixties, Stratford had earned a reputation for fyghlity theatre, attracting actors
from all over Canada to its company. It was also a place were Canadian musicians could come
for summer residencies and workshoplse combination of high quality theatre plus high qualit
music in Stratford made f@ promising place to house an opera festival that would combine the
theatre and musical natgref the Festival in one artform. Although Shumsky seemed confident
in 1967 that opera at Stratford would continue successfully in future years, when Gascon took
over as Artistic Director for the 1968 season, he had less time to devote to directing operas and
fewer operas were produced during his artistic directorship.

Gascon @l not direct another work of music theatre at Stratford until 1972 with Weill
and BrTereepenny®Opera | n the intervening years, unde:
Directorship, music theatre at Stratford seemed to be rethought to include other genres li
ballet.In 1968the Royal Winnipeg Ballet waavited to perform four pieces at Stratfard
addition to Dougl as Ca mQndedla(18 gerfgonmancdsindd69, on o f
John Hirsch (future Artistic Director of the Festival) directesgltlew musical' he Satyricornwith
music by Stanley Silverman, based on the writings of Petronious. Silverman initially envisioned
the work as a fidi sposable opera, o meaning a w
with the idea that it could ltarown out after a few performances and not enter the operatic
canon. During the creative process, this formulation that questioned the nature of art and canon
transformed somewhat afithe Satyricolbecame a musical comedy. It was therefore the first
muscal produced at Stratford, although the Festival did not know they were signing on for a
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musical when the 1969 season was first planfkd.Satyricorwas also an unexpected hit,
playing to 90% capacity houses during its fth.

In 1970 and 1971 no music ttee was produced at Stratford, although there were several
concerts featuring preeminent classical musicians like Itzhak Perlman and Claudio Arrau. Marcel
Marceau also returned to Stratford in 1970 and mime was again on the menu in 1971, with
performanceby Adri an Pecknol dbés Canadian Midne Theat
the Montreal Marionettes and the American National Theatre of Puppét Wisised Stratford
and performed in the 1971 season. The sorts of genres that were being includedord Strat
playbill became more experimental through the early seventies, and the dream of an opera
Festival to match the theatre festival ironically died out when Gascon took the helm as AD.

Victor Di Bell o continued t oeatreadrihgithettvo St r at
years when no music theatre was produe&d in 1972 the new direction was heralded by
Gasconods pTheThreaepennydperdhie Avon. The approach to music theatre in
this era was a mix of new and experimental works houste & hird Stage and the occasional
longer run of a comedic work at the Avon. Canadian Nationalism in the arts was gaining ground
in cities like Toronto and Halifax, and the choices of music theatre works reflected a need to
support Canadian playwrightadcomposers (and thus, to be eligible for certain types of
government fundind) see Chapter 3 and Appendix Bj.In 1972, the season was rounded out

with short runs of two new Canadian opérd®atria Il by R. Murray Schafer an@rpheusby

%1 Mel Atkey, Broadway north the dreawf a Canadian musical theat@oronto: Natural Heritage Books, 2006)
74-75.
232 geeMartin KnelmanA Stratford tempestToronto: McClelland and Stewart, 1982), and Richard Paul Knowles,
AFrom nationalist to multinatfiamalthédhei Stoat$es dofFeisni
Theatre Journal7, no. 1 (March 1995): 181,
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Gabriel Charpentiér atthe Third Stagé®® In 1973, the Festival commissioned its first work of
music theatrexilesby Raymond and Beverly Pannell, directed by Michael Bawtree at the
Third Stage. The experimental works at the Third Stage were almost all directed by playwright
and director Bawtr eeTheNedunaehd oCamnmaeicaedCiMamnioe s
The Summoning of Everyman1974 for five performances eadtverymanwvas also a
premier@d Stratford received funding from the Canadian Arts Council and the OAtdsio
Council to produce Athe first ?*MCahagianpmusichles si o
for children,Ready, Steady Gaith music by Berthold Carriére also appeared at the Third Stage
for 22 performance$° The same year, Gascon directedstheasonodés fourth musi c
of feri ng, LaQit paasretngfar andsprecedented -performance run. The long run
was something of a risk, as it diverged from the trend of producing short runs of a number of
new pieces in one season, but it akstected the lengthening of the Stratford season on the
drama side of the Festival. In his directoroés
that for this, my last production as Artistic Director at the Stratford Festival, | have be¢a able
bring operetta back to the Avon, &fiRobedeal the
Cushman wrote that the Avon theatre

had originally been reopened to provide a home for the opera productions mounted as

part of the concurrent music festivand occasionally for dramatic productions by

visiting companies. As the years went on, the distinction between what belongs to

music and what to drama became harder to d

productions went more than half the distance betweeitwo:Satyricon,obviously,
and two somewhat more decorous offerings o

233 gee Chapter Four for a discussion of how these works were staged in the adaptable space of the Third Stage

(formerly the Casino and Concert Hall).

#34g5ee Appadix D. See also the house programTae Summoning of EveryméBtratford Festival Archives.

%35 The music to this has sadly been lost. | was in a productiBeadly, Steady, Gas a child that has the same

book by Sandra Jones, but was licensed with erfmgiDonald Adkins. See

http://www.dramaticpublishing.com/p2538/Rea8iieadyGo-(musical)/product_info.html

#®House prograni,a Vie Parisienne di rector6s notes by Jean Gascon (1974
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of his regime. One wabhe Threepenny Ope(d972),ahals uccess é The ot hei
cqmplete'success that found Gascon happil;/ on hishome groumda s Oflaenbacho
Vie Parisiennd1974), boulevardheatre plug?
Gasconbdbs term Adivertissemdrhteatarrd plwsmmamnd s
that the operetta was a celebration of entertainment. It was art as escape, diversion, or a night out
on the town. The Entertainment Impulse was perhaps stroragettte Art Impulse (or, for that
matter, the Commerce Impulse), dralvie parisiennéperformed in English translation, like the
operas before it) succeeded in entertaining Stratford audiences.
Robin Phillipsbecame the Artistic Director in 1975anddomued Gasconédés tre
producing chamber operas and works by Camaclienposers in his first seagoiRRichard
St r aAumadse@uf Naxofor five performances, aral Canadian double bill of Fram and
So meThesFobolwi t h V a LelMagiceeniod six perbrmancesin 1976 and 1977,
however, no operas were produced (due to some financial congtragg<Chapter® and the
dissolution of the Music Festiv@lsee Chapter 13nd the second half of Philiptenure was
marked by the return of more natbheand musi theatre at the Avon. As discussed above,
Candide(1978f*%andT h e B e g g a(19803 are®ptleworks that are difficult to categorize,
and they marked a change in direction yet again for music theatre at Stratford; after 1980 all of
the works of musichteatre produced at Stratford were English operettas or American musicals.
The operas at Stratford received mixed reviews and uncertain box office, but the

operettas tended to do very well, and after the Music Festival fizzled in 1975, the role of music

theatre at Stratford shifted. Without champions like Gascon and Shumsky fighting for an opera

%7 RobertCushmanFifty seasons at Stratfdr (Toronto, Ont: McClelland & Stewart, 2002), 83.

28 The Stratford production @andidewas based on the Broadway revival produced by Hal Prince in 1974, with a
new book by Hugh Wheeler. For a list of the various vers@arsdidewent through, see the wate compiled by
Michael H. Hutchins: http://sondheimguide.com/Candide/contents.html
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festival at Stratford, without music directors like Shumsky and Di Bello (who had a good deal of
power in their roles as Festival Music Directors) advocating farared Canadian works to have

a home at Stratford, the genres of music theatre offered by the Festival changed. Music theatre
was now being chosen by Stratford Artistic Directors, and many of the Artistic Directors along
with members of the Board decideatlit would now be the job of music theatre at Stratford to

make money.

11¢



Truropet I

Trumpet II

Trumpet I

Trombone I

Trombone II §

Trombone III

© Tuba
(optional)

Timpani
(optsonal)

Snare Drum

Cymbal
(vptional)

Maestoso (/-8a) v
. P " 2
f Fir- 1 - i :".
#ﬁ:.’ 1
. a
fr——p e — ¥ H
+ =J=— : U
4 °3- . ~
_ﬂ_w*—_i‘:ﬂ:-'_ﬁ——;——g‘k '
: —
v ~ .
g peeole .8 2 )
: e — === j
v
e e o » £ 3 £ e 2
1 w' + ﬁ
4
o & v o ’
= —
- ’
- 5 # ;&
I
—————— — ¥ *:‘“ ’"‘
& H
b
I
* ; %
4

Trpt.I

Trpt. 1

Trpt. I

Trbn.I

Trbon. I

Trbo. I

Tba, T 14— @ : i =
S e i B ] — =
Uk — s o —n

Timp. | = == —_— e =
= = = ; —
] 3

e > 1,
72 '] LT it T |

Cym. il > let ving 'ff> ,—-\f.\

it '\-// =" 1 *

s g



CHAPTER THREE: ECONOMIC CONSIDERATIONS

|l t6s very crucial to understandnhardat ar-t
Successful theatre company personnel know whiea toeative and when to take their
heads out of the clouds and get down to the-gitityy of making the money they need to
keep going.
- Lisa Mulcahy?®

Thereds still a tingle about a big West
theatre. Thesubbsdi zed boys at the Barbican and acr
to fail, 6 but, in reality, good or bad,

corporate umbrella of the RSC or NT l@gand these days, even more perversely, if
anything srells like a hit they do it in the 28at studio space so no one can get it: boffo
smash or colossal floperoo, who can tell?
If you want to exercise the right to fail, do a musical.
- Mark Steyd®
AWedr e i nd solyaes theacmrisyodthe big production number before the
intermission of42™ Street Dancers clad in silver and gold sequins thrust dinner-plagel
di mes in the air as they tap dan6feAdniveesalyoss t h
season in 20122" Streetwas one of four musicals in the 2012 Stratford playbill, and there is
little doubt that Stratford managers and artistic director Des McAnuff hoped that the spectacle of
song and dance woumodn epyudt dSutrriantgf oarnd eficionn otnhiec r e
for the Festival ds books, programming a great

not equal a greater amount of revenue, and tfieAB@iversary season ended with the largest

deficitinthe ® mp a n y 6 £* Despite ta rgstanding assumption at Stratford that musicals

2391 jsa Mulcahy,Building the successful theatre compasgcond edition, (New York: Allworth Press, 2011), xii.

20The RSC is the Royal Shakespeare Company, and the NT is the National Theatre, both subsidized by the British
Government. Mark Stey®Broadway babies say goodnight: Musicals then and,fbendon: Faber and Faber,

1997), 262.

#1Globe and MaikriticJ. Kel y Nestruck wrote that the $3.4 million de
history, even after adjusting for inflation. However, Nestruck also quotes Stratford publicity director Ann

Swer df a gaegues that, lhased ibn the way Stratford measusdeficits internally as a percentage of

revenué [ 20126s deficit] is not as bad as ones the company
J. Kelly Nestruck, ANow showing at STheGldbdamadMal Fal |l ing I
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ar e fic a’’the mooffice redenue occasionally tells a different story. In this chapter, |

trace that story of box office numbers, examining the risks that paid aéf,ghot hat di dndt ,
how the concept of the musical as fAcash cowbo
place.

Robert Cushman, writing about the start of
during John Ne-%B9), vrea Gs trhaitgmu(siT&®6 s nAdid well
better than anything else in the season. Musicals were at Stratford to stay. Everybody knew why.
The outstanding qu e s%Whichsusivaswere audséndoheachnd h o w.
season and how theyewe produced are both important questions (I address the questions of
which and how in Chapter Two and Chapter Four, respectively), but they are not the only
guestions to ask, nor is the 6whyd of nusi cal
is by no means certain that musicals will always make money for Stratford nor that artistic and
musical directors are primarily motivated by finances in their choices of musicals. The financial
function of Stratford musicals must be problematized antyzedin order to fully understand
the placé the whyd of musicals at Stratford.

The history of how the genre of musicals has been valued has had a lasting effect on how
audiences, actors and funding bodies assess musicals at Stratford, and how theisitakted
in comparison to classical drama. The narrative | give here not only engages with the financial
role of musicals at Stratfoddsomething that has received press attention, but is not much

written about in histories of the Festigabut also forms useful case study for cultural theorists

(March 9, 2013), accessed September 12, 2013. http://www.theglobeandmail.com/artsdtitkatre
performance/novshowingat-stratfordfalling-numbersand a-bit-of-stagefright/article 9517866

%42 Robert Cushman uses this phrase in his ik seasons at Stratford Toronto: McClelland & Stewart, 2002),
170-173. See also my Introduction.

243 CushmanFifty seasons at Stratford 73.
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who explore the relationships between art/entertainment and econbmikds.chapter, | explore

some of the facets of the Stratford Festival business model: its revenue (including corporate
sponsorship, individal donations, government grants, ancillary revenue and tickets sales); its
expenses (including production costs, salaries and capital expenditures); and its impact on the
Stratford and Canadian economies due to its part in cultural tourism. | examioentmecial

nature of the musical genre, arguing that the history of musicals as commercial theatre

predi sposed them to be perceived as fAcash cow
how musicals fit into the business plan of the Stratford Festiged genre that often has high

production costs but also the potential for great ticket revenue. Finally, | present a
counterargument to the fAcash cowo0O narrative,

Stratford seasons was risky both artisticalhd financially.

THE STRATFORD FESTIVAL AS A BUSINESS

From the moment Tom Patterson brought the idea for a Shakespeare Festival to the Stratford

town council, money has been a concern for the creators of the F&$tfuahdraising
initiatives, corporate sponsorship and govern
financi al resources from the first season, en
solely depend on box office receipts. The FestiNad any other company, has had its business

affected by new taxes, recessions and the varying strengths of the Canadian and American

dollars. In difficult economic times, Festival artistic directors often made pragmatic decisions to
increase box officeevenue. Patterson had planned that the Stratford Festival would provide the

town of Stratford with a new industry, and his plan succeeded,; in its offices and workshops the

#435ee Appendix A: A Brief History of the Stratford Festival.
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Festival employs many Stratfordians, and the entire tourism and hospitality ynithastsprang

up around the Festival is financially dependent upései¢ Table 3.1: Stratford, Ontario,

economic mdicators)
Richard Monette wrote in his memoir that knowing the city depended on the Festival for

its financial survival was a heavy burden:
Every artistic decision | made affected the fortunes of a whole community of people
who ran shops, restaurants and -baedbreakfast establishments. My job was to
create art, not save the city; -sarvicet he sam
component of that job. The reality was that livelihoods of people besides artists
depended on what | chose to put on our st&fes.

I n such circumstances, the artistic and the e

artistic directors have had to balance the dual nature of the Festival as a place of artistic

expression and the Festival as a business. Sometimes good rargoahbusiness, but that was

not always the cas@s Pierre Bourdieu argued, the degree of consecration an artwork receives

from critics and other artistsan occuin inverse relation to the artwork being rewarded by the

mar ket : fisy mb oolfaced reglity, @ dosnmadity@nd a symbwlic object. Their

specifically cultural value and their commercial value remain relatively independent, although

the economic sanction may come**Lousei BOordieet

concepts of h e ,éhhbitus &nd different forms of capitdle s peci al l'y @écul tur al
throughout hi s chapter. However, | i ke David Savran,
to Bourdieu is to be disloyal, *fo stray from

245 RichardMonette and David John Pross€his rough maig: the making of an artistic director: a mempir
(Stratford, Ont: Stratford Festival of Canada, 2007), 301.
4 pierre BourdieuThe Field of Cultural Productigred. Randal Johnson, series ed. Lawrence D. Kritzman, (New
York: Columbia University Press, 199 113.
#7David SavranHighbrow/Lowdown: Theatre, jazz, and the making of the new middle (AassArbor:
University of Michigan Press, 2009), 11.
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In 1994, CBC television aired a story about the financial impact of the Stratford Festival
on the town of Stratfor&*® Muriel Sherrin, chair of the long range planning committee for the
Festival noted that there is a tension between those who want Sttatfe the national theatre
of Canada held to the highest artistic critediaand those who want people to come to Stratford
to spend moneyBarbara Quarry, of Tourism Stratford, was one of those who wanted people to
come to Stratford to spend money in tben. She said that if the plays the Festival produces are
too dark, the audience iIis depressHanlet@msnad doesn
darkplay*®I n contrast, most of Stratfordods core au
conmpany, want Stratford to be renowned for the depth of its work.

The relationship of high art and commerce is not automatically one of opposition. At
Stratford, works of the highest caliber often attract audiences who are looking for exactly the
type of highart that Stratford can provide, and who are willing to pay for it. In constructing its
audience, the Stratford Festival has tried to cultivate an appreciation for high art in its patrons.
The core audience that attends Stratford is usually upfkiie chss, middle aged or older, and
predominantly white (usually with the Anglo Saxon background that was common in western
Ontario for much of the twentieth century). This core audience has occasionally had adverse
reactions to appearances of overt populisf®dnr a t f o r dp&reapgpworayndthat the
choices Stratford directors made would reflec
populist musicals and family experience shows (see examgdesrdhis chapter), may draw

new audiences to Sitiford, but they can also resultfinction with the old guard audience, who

8Carol Off, fABalancing t h@BCPunetmne NevMay20, 49948, avaimkl f or d Fe st
online: http://www.cbc.ca/archives/categories/agtgertainment/theatre/tfatratfordfestivatthe-first-50-
years/balancinghe-books.html

29 pid.
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want Stratford to reflect their own tast& he cultural capital of some Stratford patrons is
dependent on the cultural institutions they atéeméhether Stratford, or the NatidrBallet, or
the Canadian Opera Comp@nyemaining bastions of high culturEhere can therefore be
reactions from minor grumbling to great furor
oOmi ddl ebrowd (Il i ke many mu sdtocsarying fo expancethei ncl ude
mandate of the company, or attract a new (younger, more diverse) audience.

Richard Monettethe Artistic Director in 1994 when the CBC special on Stratford

finances airediebutted the notion that the Festival should avoid diyspor risks. He said,

AMost people come here to see Shakespeare, 1in
whatwedoé We do this for the audience. I f the auc
bel i eve me*Monaitéalsd ackewlenged that the Festival was a business that

needs to be able to balance its books, Aln a
webre dealing in a real world on a mundane | e
ti mMe. o

Atthe ti me of the CBC report in 1994, the Fe
brought in an estimated $100 million in tourist dollars to the town of Stratford. Less than a
decade | ater, in 2002, Monette s ahewwnteveyt t he

year. We employ 875 people. Our budget is now

been *Ehe.Bestival 6s budget and its financi al
01 pid. | interrogate the notion of Stratfordds audienc
Shakespeare lovers later in this chapter.

1 pid.

22 QuzounianStratford Gold 188.
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grow. The Stratford Town Council lists the finanoéshe Festival as a major indicator of
St r a ¢ financiatih@alth (Table 3.1)

Table 3.1: Stratford, Ontario, economic indicat8rs

Indicators \ 2010 2009
Population 32,000 31,644
Retall sales $549,467,000 $279,390,000
Stratford Festival revenue $59,100,000 $59,002,000
Stratford Festival annual budget $58,782,000 $58,829,000
Stratford Festival attendance (tickets sold) 524,919 509,195

Tourism is a large part of ti&tratford experience. From te&art, Tyrone Guthrie
envisioned Stratford as a place where people would come to stay and participate in the cultural
life of Stratford and the Festival. In the first years, Stratford homeowners opened their homes to
bill et actor s aatedon,fhe Bospitalitadf Stratigrd masvessvasdmorietized in
a bustling bed and breakfast cultG?&€Tom Patterson noted that the tourism aspect of the
Festival was carefully managed so as to give visitors a relationship to the townspeople,
That was one foour smartest moves. Right from the beginning, we decided that we
woul d not cal l anyone a Otourist.o®6 They
advertising read that was our obligatio

it
created the atttle among Stratford people that o6t he
got to |l odk after them.d

The relationship of a guest to their hosiisre equitable than the relationship of a tourist to a

hotel clerk or restaurant cook (or even the actors that are th provide entertainment). Further,

#3The figures in this table come from the Stratford, Ontario website. See
http://www.stratfordcanada.ca/en/dobusiness/economy.asp

®Many of the Bed and Breakfasts are |listed in the Stra
link from the Stratford website to an accommodations page where one can book a stay at any number of B&Bs. See
https://www.stratfordaccommaodations.com/English/Availability Check.asp

#>Tom Patterson and Allan GoulBirst stage: the making of the Stratford FestiycClelland and Stewart,

Toronto, 1987), 149.
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a guest does not usually pay money to their host, and this downplaying of the commercial nature
of the Festival had a long history in its status as dargprofit company.

Stratford natives have a complexrelatoni p wi t h t h e istry;theeWwaved s ma |
been some vocal critics of the Festival from within the &itit,the Stratford Festival also
receives a great deal of support from the Stratford locals. In the first year of the Festival, a
considerable aount of the money raised for the Festival came from Stratfordians. As Martin
Hunter writes, AT hteguednasayers inBtrattordtand acnoks the lardr p
but Pattersondés vision attracted smateursly suppo
but by opening night they had reached and even surpassed their target of $150,000, a substantial
portion of which consisted of s mZ9Thosedvbonat i ons
paid into the Festival with their support and their aialhad their support validated when the
Festival proved to be a good investment for the town.

The inaugural season had a minor loss of $4,137.58, but the second season had ticket
sales of $390,000 and a profit of $30,000. The fundraising efforts becareecarporate than
grassroots with the Rockefeller Foundation contributing $40,000 to the 1954 §€&ume
|l ocal companies and foundations | i ke the Atki
rubber company donated funds to the Stratford Fe<fivbut there was also a growing
recognition that the Festival should have the sort of government support recommended in the
Massey Repodét an influential report about the status of the arts in Canada with
recommendations that resulted in the formatiothefCanada Arts Council, among other

governmenisupported arts institutions (see Appendix Ahe first government grant to the

%6 Martin Hunter,Romancing the bard: Stratford at fiftgToronto: Dundurn Press, 2001), 114.
*7pid., 116.
28 pettigrew and Portmatratford: The first thirty years/olume |, 5658.
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Festival came at a time when the Festival most needed a large inflow of cash for the building of
the permanent theatre i®397.Hunter recounts that Floydhalmers of Macleakiunter was
recruited by the Stratford Board to help raise the $1.5 million goal.
Chal mers had been Tom Pattersonds boss ar
fundraiser and onto the Board as a representativegof bb usi nessé He beca
leading contributor and winkled major donations from such captains of industry as J.
W. McConnell and R. S. McLaughlin, both of whom ponyed up $25,000. He also
went after the federal government. Prime Minister Louis St. Laurenjusasbout
to set up the Canada Council and, seeing an opportunity to show the kind of support
for the arts he envisioned, announced a grant of $250,000. Chalmers then
successfully challenged Ontario Premier Le
remaining cost of the theatre ($2.1 million in total) was financed by a $650,00 bond
issue that was quickly subscrib&d.
The Canada Council for the Arts has provided grants to the Festival since it was founded in 1957
(see Appendix D} The Ontario Arts Council was founded in 1963, and has awarded grants to
the Stratford Festival every year since its inceptfon.
There was a push inthe 1990safd®0 s, dur i ng Ri c hractoghipMonet t e
to reduce t he Fegovernmentg@ss addedgredynmibre ond@x oftice sales.
That push had artistic repercussions for the Festival; rather than being accountable to granting
agencies foa whole season, the ArtistiarBctor could apply for grants for projects and plays

thatfit with the mandate of the granting agencies, and for other projects, the Festival would be

more accountable to the ticketying audience.

259 (i
Ibid., 117
#0The Canada Council for the Arts provides grants tstartind arts organizations across Canada and was created
by an act of Parliament in 1957. All of the Canada Coul

http://www.canadacouncil.ca/en/council/abtiu-council/corporateeports/annuateports

#1The Ontario Arts Council began awarding grants in 1963, and the Stratford Festival was among the 58 original
recipients of these provi ncOmApril26,r19683, BijI6A the lsgislatibnr om t he O,
setting up the arts councilwasgiven its final reading in the Ontario Legislature. The Ontario Arts Council (OAC)

was created with a mission fimster the creation and production of dor the benefit of all Ontariang.
http://www.artson.ca/Page5052.aspx
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Table 3.2: 1998 Financial Facts from the Stratford Festival Annual R&port

1998 Financial Facts

Income

Ticket Sales $23,591,730
Government Grants $1,575,122
Fundraising $ 4,891,647
Ancillary Revenue (theatre stores, parking) $ 2,213,714
Total $32,272,213
Expenditures

Performance Costs $11,502,472
Sets, Costumes, Creative $ 6,920,763
Marketing $ 3,494,851
Fundraising $ 1,313,353
Facility Operations $ 2,376,631
Patron Services $ 1,581,777
Administration $ 2,840,585
Ticket Discounts $ 2,139,308
Total $32,169,740
Income from operations $ 102,473
Transfer to Endowment Fund $100,000
NetIncome $2,473

U Stratford is 95.1% seBufficient: 73.1% ticket sales, 15.2% fundraising, 6.9% ancillary
revenue, 4.9% government grants

U Growth in selfsufficiency over the past five years: 189890%; 199% 91%; 1996 93%;
19970 94%; 1998 95.1%

U Festival attndance grew by 12% between 1994 and 1998:8.9%6,091; 1995 460,847;
1996 502,105; 1993 504,707; 1998 523,015

U Canadians represent 61% of seats sold, with U.S. patrons representing 38% of seats s
international patrons 1%.

0 In 1998, the Festival soltll5,858 seats to new patrons, representing 22% of its audience

The Festival, which draws some half a million patrons to southwestern Ontario each year,
provides an enormous boost to the tourism industry in the region.

Overnight accommodation 100,000room nights

Estimated accommodation revenue $8,350,000

Estimated economic benefit for all services and goods $125,000,000

Estimated taxes generated for governments $25,000,000

®gstratford Festival, HAFinanci aFanf&esSprisgdo99)m. t he Annual R
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1998 stands as a represent atMowmestyteeadrs of t h
leadership, when Stratford was moving to more reliance on the box office, and proudly published
those statistics in the Annual Report for members. For example, the Report included the
f ol | owi Stratford is 95.4% selfufficient: 73.1% tiket sales, 15.2% fundraising, 6.9%
ancillary revenue, 4.9% government a i°t Table®.2 provides the published financial
figures from 1998 along with statements that the Stratford Festival decided to share with their
member shi p i n t heFanfegenbhe grantd anpunbfdr 199&ig made up of
$710,000 from Canada Courféfland $865,122 from the Ontario Arts Council. Despite the
Stratford Festival 6s-sti6tusiencybebtaingragt hni
main granting agencies still awarded more money to the Stratford Festival than to any other
theatre organization in 1998, and that was a typical trend. tBalMational Ballet of Canada,
the Canadian Opera Company, Royal Winnipeg Ballet and symphony orchestras in Toronto,

Montreal and Vancouvawere typically granted more money than the Stratford Fesfiv@he

®stratford Festival, fAFinanci aFanf@es@drisgdio99) . t he Annual R
%4 canada Council lists on thewebsite that they awarded three grants of $710,000 to the Festival in 1998, but

those grants were parceled out over three years. The Canada Council typically awarded grants to Stratford in this
fashion; in 2001, 2004 and 2008 the Stratford Festival wamawarded three operations grants that were

distributed to the Festival across the awarding year and the two years following that. See Appendix D: Stratford
Festival Financial Data, Canada Council for the &r&tratford Festival Funding History.

®°Cana&a Council had a number of fAonetimed grants in 1998
institutions. Stratford is listed in their Annual Report supplement as being awarded $710,000 plus a onetime grant of
$142,000, for a total of $842,000. Thgures below include these onetime grants. See Canada Council for the Arts,
1998 Annual R e p o r http:/Sangugcdupsciha/n/metfiEes/anu8l®20reports/1998/1997
1998%20supplement.pdf?mw=1382nada Council awarded $103,866,000 total grants in 1998: $21,127,00 to

music (including the Canadian Opera Compa#i$,692,00; Toronto Symphony Orchestfil,669,400; Orchestre
Sinfonique @& Montréal $1,602,000; and Vancouver Symphor§636,000), and $20,047,000 to theatre (including
Stratford Festival $842,000; Theatre du Noveau Mond&638,400; Canadian Stag#519,600; and Shaw Festival

- $513,000). Big recipients in dance includbd National Ballet $2,400,000 and the Royal Winnipeg BaHet

$1,164,000. Theatre institutions therefore tend to receive less than classical music and dance institutions, but the
Stratford Festival still receives more than any other theatre company tham 4% of the total grants awarded for

theatre in 1998.

Similarly, the Ontario Arts Council awards more to classical dance and music, but Stratford receives more of the
grants earmarked for theatre than any other theatre company. In 1998, the OGteliktr total of $20,678,346

grants, including the following large grants: National Ball$971,676; Canadian Opera Compai$p52,521;
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Shaw Festival in Niagara on the Lake and Caraditage in Toronto usually had smaller
budgets than the Stratford Festival and were typically granted less money by Canada Council and
the OAC.

The fact that the Stratford Festival receivemasiderablemount of publically funded
arts grants is signdant for what types of shows it produces. The Stratford Festival is seen by
some granting agencies, patrons and critics as a public good, and so there are a great many
contrasting opinions &t what deserves to be pulbfitunded. In 2002, actfttirectorMarti
Maraden commented,

It makes me sad that in the past, one could do more obscure shoWgikéohn,
PericlesorL o v e 6 s L a allouthedmain stages and not worry about whether

or not they would sell ticketséThere was ¢
funding was extraordinary. And | dondt kno
the years. I donodot tratmlonitd beééemkome 6adip

People have done what they needed to do over the years. And there have been
programming choicésn ot j ust i n Richard [ Mothatte] 6s
have reflected the need to make money at the box 6ffice.

Martin Hunter noted that Stratford has been trying to balance their earning potential with their
need to apply for government greadnts since Mi
When in 1960 the Festival had a good year with newly added school performances

sdd out, drama sales at 92% capacity and music at 91%, the Festival declared a
profit of $64,000. The Canada Council responded to this fiscal success by cutting the

Festival dés grant from $75,000 to $25,000.

books were if not exactly cooked, often gently simmered. Such elements as
depreciation could be manipulated. The Festival learned to present itself a®i not
profit organizatiorf°’

Toronto Symphony Orchestr&910,486; Stratford Festiva$865,122; Shaw Festivab468,129; and Canadian

Stage $374, 435. See Ont a98 oArAmu & CRamaer tl/, GridmMt9s7 Li stingo
http://www.arts.on.ca/Asset387.aspx?method=1

% OuzounianStratford Gold 260.

%" Hunter,Romancing the Batdl17118.
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I n a similar vein, the Presidenonwihfgra8ingr at f or d
agencies punishing box office success in the
financial picture was bleak for the 1979 season in part because Stratford had a successful 1978
season, and government grants were cut baakesult.

Despite higher ticket prices and an attendance in excess diatfnmillion, the
Festival finished the year with a deficit of $647,119, resulting in a net deficit of
$245,395 after taking into account our surplus of $401,724 carried forward fro
1978.

Disparate and uncontrollable conditions contributed to this result. The impact of
inflation on travel costs and the dislocation caused by gas shortages in the U.S.
(which incidentally represents 40% of our market) took their toll. Howether,
major culprits were the cbacks in Federal and Provincial granlsst as nature
abhors a vacuum, the granting authorities seem to recoil from a successful operation
that produces a profitAgainst the rising tide of inflation which was bound to
overtake us,during the past two years our grant requests were reduced by an
aggregate of over $200,000, which you will observe is practitiadlyequivalent of

our deficit?®®

Since Monet t-2007% the Fesivalshas(ddn® i& Best to reduce the perceftage o
government grants in its budget, while still applying for grants to help with operational costs and
special projects like tours and commissions. In 2012, the Stratford Festival was awarded more
grants that in previous years in recognition of it§ B@niversary season. The Festival received
grants from the following agencies: Ontario Arts Council ($3,159,621); Canada Council
($1,000,000); Ontario Ministry of Tourism, Culture and Sport ($700,000); Canadian Heritage

($295,776); Federal Economic Developmagency ($150,000); Ontario Trillium Foundation

My emphasis. Stratford Festival, fAPresidentds Report?o
Festival Archives.
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($61,664); and Ontario Tourism Marketing Partnership ($19,500) for a total of $5,385,561

government grants, which came to just Hver 9%
In addition to the publifunding, the Stratford Festival does a great deal of fundraising

and encourages attendees to become members of the FéStiv@012, fundraising accounted

for $12,257,246 (or 2 Z'Eéhplayofmusicalesudiyehasai val 6s

corporatesponsor; Canadian banks and large corporations like IBM and Unitel typically

contribute a large amount of money to the Festival so that their corporate logo is included in the

program as a pr o dSomdwealthy familiealsochoosestqpsmsosan r .

individual production and are recognized in the house progrEmssrecognition of the arts

philanthropy of wealthy membeasid companies s a s mart move on Stratf

their patrons with some extra cultural cap{eid encouragéhem to become repeat donots)s

difficult to determine, however, how much influence these corporate sponsors have over

programming choices at the Festival. Corporate sponsors and donors are acknowledged via their

entrée intaifferent lounges at thé¢atres assigned ttifferent levels ofStratford

memberkipd themore exclusive rooms allamg for a hierarchical division within the theatre

building. In these lounges, wealthy patrons are given perks like free drinks and backstage tours,

and they can imract with each other in a space apart from the rest of the audience members.

As a not for profit theatre organization and recipien
financial reportsare public documents. The Annual Reports for 20052 are available on the Stratford Festival
website. Seéttp://www.stratfordfestival.ca/watch/publications.aspx?id=7190

Some of the internal breakdowinshe budget and revenue for individual shows, for exaénsenot in the public

domain.

| was given access by the Stratford archivist to the attendance and box office figures for all the musicals, but was
asked not to publisthe raw data, as many factors that affect attendance (such as complimentary and press tickets)
are not represented by the bare numbers.

270 Most of the big donors are listed in the back of the house and souvenir programs published by Stratford each
year.

"1 straford Shakespearean Festival of Canada, Consolodated Financial Statement, 2012 (December 31, 2012),
http://www.stratfordfestival.ca/uploadedFiles/Stratford/Watch_and_Listen/Publications/2012_Consolidated_Financi
al_Statements.pdf
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Ticket revenue and ancillary revenue from the Festival gift shops have become the most
i mportant parts of the Festivaldés ye@mrly reve
ticket sales and $5,014,455 in ancillary reve
The cost of tickets has risen steadily from t
hi gh f ofomnBadthe3Ados, with the best seatsting between $144 and $175 a ticket,
and the lowest prices between $75 and %¥9%he ticket price for musicals has typically been
higher than the ticket price of plays, set to correspond to the production costs of each genre. In
addition, the larger Festil theatre usually had higher ticket prices than the smaller venues, but
occasionally the larger sets at the Avon meant that the production costs were higher there than at
the Festival theatre, and ticket prices were scaled accordifighpwever, the setcket prices
were not always what everyone paid to see the shows; there were complimentary tickets for
press, company members and supporting members of the Festival. There were also a variety of
ticket deals offered over the yedrstudent and senior priwg, twofor-one Tuesdays, youth
targeted prices for attendees ageeR@6reduced prices for previews, etc. In the 2012 season,
when attendance was much lower than expected, the Festival initiated a numbemnofugest
promotions with $2529 deals foritkets in an attempt to entice people to the theatre. These
deals did help somewhat with attendance figures, but also had the less desirable effect that many
people waited for the deals instead of booking full price tickets ahead of fi@mbe and Mail

theatre critic J.n Ke(12, Netstteruc&kn meoteetd,Cdinada

22 ns published inthe 203 vi si t or 6s gui de.

2R3 For exampleTommyat the Avon was the most expensive production of the 2013 season, with giant projections
on LCD screens, and its ticket prices were higher than any other production, inélidtifey on the RooWwith its
relativelysimple sets over at the Festival theatre (price&ifidler ranged from $4%5135).

2" These deals were announced on social media and in emails to patrons who had previously purchased tickets
online, and as such were likely intended to target youngernsatvbo were less likely than audience members from
older generations to purchase memberships and/or book tickets months in advance.
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fellto 432,240t he | owest such figure since 1986. Wha:

less for the privilege than in previous years. Due to discotlnggverage ticket price dropped

from $68.90 in 2011, to $63.44> The financial solvency of the Festival is never a sure éhing

no matter how many musicals or shows that should attract audiences are programmed; as literary

manager for the Festival, ElliotaHy e s o nReo slae dal iiays say t hat th

in 1953, was a miracle. What the¥ donodt reali
The corporate sponsors, wealthy patrons, government granting agencies and the ticket

buying public all undubtedly have varying visions of what Stratford is and could be. The

Artistic Director and General Manager of the Festival have the responsibility of reconciling

financial realities (and pressures) with aesthetic concerns. Increasingly, as Stratfordamdies

on ticket sales for its financial health, Stratford directors had to balance tfar-poofit status

of the Festival with attracting audiences from competingpfofit theatre companies likbe

Mirvish Theatre in Toronto. In her CBC report, Catdf asked if the Festival should try to

compete with blockbuster shows in Toroft6The answer to that question is part of an ongoing

debate about how the Stratford Festival should operate, both artistically and financially. A large

part of that debate n&res on musicals at Stratf@dnusicals that can make the Festival money,

but that may not quite fit in with the Festiyv
From the mideighties onward, programming musicals was something of a financial

necessity for the Festival, butusicals were often also looked upon as an artistic compromise.

3. Kelly Nestruck, f@ANow showing at SThe&lobeandMal Fall i ng

(March 9, 20B), accessed September 12, 2013. http://www.theglobeandmail.com/arts/émeatre
performance/novshowingat-stratfordfalling-numbersanda-bit-of-stagefright/article 9517866/

“’®Elliott Hayes, late literary manager of Stratford. Richard Monette recoumediayes said this to him after
Monettebds first season as Ahistrdughtmage30®i rector in 1994. S
"Carol Off, fABalancing t h@BCPumetme Newgay26, 4994, avaimblef or d Fe st
online: http://www.cbc.ca/archives/categories/agtaertainment/theatre/trstratfordfestivatthe-first-50-
years/balancinghe-books.hinl
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Although artistic directors John Neville, Richard Monette and Des McAnuff argued that

musicals had a place at Stratféfimu si cal s were notapaotanddd°t he F
some consegtive critics complained that financial reliance on musicals was turning the Festival
into ABroadway No r’fThié complaintfisMdotedviri as arguéntsabouto

what Stratford should ldeshould it be a theatre for Shakespeare and the clagsnes ar should

modern drama and musicals also have a place at Stratford? The company and the audience
undoubtedly change when many different genres of theatre are on the playbill as opposed to only
Shakespeare and the classics. The number of people sisiothese changes seems to have

diminished over the yeaf&’ but judgments continue to be made about what musicals at

Stratford ardor and these judgments are deeply roateldow the genre of musicalsvalued.

MusICALS ASCOMMERCIAL THEATRE

Most peopé today would not expect a symphony orchestra, an opera company, or, indeed, a
Shakespeare Festival to survive without some government funding, but musicals are expected to
succeed based on box office revenue, and are usually not thought to need orsudsarias.

Instead, musicals are considered a form of commercial theatre that must prove itself in the free

2’8 5ee Richard OuzouniaStratford gold: 50 years, 50 stars, 50 conversatj@isronto: McArthur & Co., 2002),

351-356, 188.

®The term fAMirvish Westo comes from aARMBECThiNgws articl e
Happened on the Way totherumt r ansf erring to Torontods Mirvish season

styling himself ATitus Androni cuso |lcdoomploai rmeud pah oswetd . S tB
feather flock together. So what really is this news=unny Thing Happened on the Way to the Famnd always
wi || be a purely commerci al préamtiett abhootida bot gl hgl ¢ o
produce common and uncommon classical plays. The altered mandate has been allowed by a board always
concerned primarily with money, financial success and |

ofclas s i c al httphvewsv.chc.ea/néws/arts/theatre/story/2009/12/14/mirstsatfordforum.htmliThis

particular commenter was very vocal about his distastef musi cal s at Stratford and 0co
Stratford stages in general.

20 This attitude was reflected in everyone | interviewed, whether they had been at Stratford two years or twenty,

they all agreed that the attitude of company members andrangdi toward musicals had improved in the time they

had been at the Festival. See list of interviews.
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market. When an audience fails to pay for tickets for an expetsm@duce musical, that

musi cal 6s pr oduc e r. This#s tue svenfofimuscals; likathosetbhy Stegreem | p
Sondheim, that scholars consider canonical and that entered the core repertory despite poor box
office revenuesMusicals are notoriously expensive to produce, they often require a large

number of actors in the olus and musicians in the pit and they can be showy, spectacular
entertainments that require a lot of investment capital for that sped@tithan Burston writes

about the production costs of megamusicalsikes n ey 6 s T (approdimateln$2K i n g
million USD)®**and notes Ainnovations in technologies
raising the sectords entry t*Manyprédocersioft o such
musicals, from Florenz Ziegfeld to David Merrick, died in poverty afteking a musical (or a

number of musicals) that did not recoup their investment at the box office. So it is at Stratford:
when musicals do well, they can provide the Festival with a financial surplus, but when they do
poorly, they can cripple the financefstioe Festival.

Like many other forms of popular music, th
association with commerc&he Romantic ideal that an artwork must be created free from the
demands of the marketplace has been passed down fronf¥l#geugh modern philosophers
like Adorno?®*and remains a pernicious concept in how different types of art are valued, and if

certain popular genres, like musicals, can even be considered art at all. Pierre Bourdieu wrote,

281 Although Stratford has avoided programming any megamusicals, the production costs for shows that include
pyrotechnics and Tabnycknbeveryg closertb imkgamuidallpddustion costs.

“2)Jonathan Burston, fASpect acl e industyatisatiorgoflivetneale mega musi c al
pr od u c tMedarOrganisations in Societyames Curran, ed. (London: Arnold), 70.

83 Georg Wiltelm Friedrich HegelHe g e | 6 s aest het i c1835 TrarslatedbyTeM.Krmn f i ne art
(Oxford: Oxford University Press, 1975).

B Adornoobs concept of the 6culture industryd as inheren
on popudr culture. See the selection of essays in Theodor W. Adbhaogulture industryed. J. M. Bernstein

(London: Routledge, 1991).
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At he | it er ar \issaandéredahatithose tvhoentewibhavie dn interest in

di si nt e r*8Ehe disihterestedness applies especially to economic success, so that if an

artwork achieves financial success, the artist will often distance their creative process from the

financial result by disavowing any economic motivation, otherwise the success can signal

compromise and i mpurity. The notion that in o

highly problematic; there are many instances of art that achieved financ@ass with mass

audiencesand were not necessarily considered high art by the audiences that first encountered

them. Fom Mozart to Dickens to Shakespeawveyks that were designed to appeal to a large

cross section of the population have, with tempdistanceall been consecrated as high art. Yet

the suspicion of commercial success remains, and if an artist explicitly courts commercial

success they are usually assumed to mwemeeabout the money than the art, with detrimental

connotations (6prostitutingdéd or Opimpingb one
As Bourdieu suggested in his conceptualiza

inverse relationship between economic value and cultural iralmest artworlds. Works created

with autonomy from the marketplace (or at least with the appearance of autonomy) are placed

further toward the high arnd of the spectrum (or Bourdielan fAf i el do) by fell o

and scholars, than works thraspond to the demands of the marketpf&&Blost musicals are

commercial works that respond to the market, becdwasmusical is to survivée must attract an

audience, and therefore the creators of musicals cannot always follow the pure dictates of thei

25 pierre BourdieuThe field of cultural productigred. Randal Johnson, series ed. Lawrence D. Kritzman, (New

York: ColumbiaUniversity Press, 1993), 40.

%The |liveness of musicals rescues them from the | owest
mechanically masproduced (passim Walter Benjamin). Even before the widespread mechanical reproduction of

music anddrama with phonographs and films, certain types of music theatre were considered middlebrow. When

operas were sacralized by the upper classes in theelfiury, and minstrelsy and vaudeville were considered

entertainment for the masses, a void was tefhé middle that was filled by operetta and eventually musicals.
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artistic consciences. Thus, the whims of the titketing public have helped to form the canon
of musicals as it now exists. Musicals that are well known today are musicals that people paid
money to see, causing the run of a show to lengthen so maplke mould see it, a cast recording
to be financed so more people could hear it, and for historians and scholars to write about the
musical, spreading knowledge of it further afield. In a very real manner, the way audiences have
expressed their tastes witheir pocketbooks has helped to form and maintain the genre of
musicals. Creators of musicals are aware that for their works to achieve lasting fame, they ought
to be financially successful and attract as wide an audience as pd¥sible.

Musicals are wrigtn by many peopée composer, lyricist, book writérand therefore do
not conform to the Romantic ideal of the auteur as creator. However, there are examples of
multiple authorship in high art, so it is not for their collaborative nature alone that musicals d

not conform to the Romantic ideal of a single author working in isol&tfdhis more because

287 Musicals tend to be written with a specific (usually middlebrow) audience in mind. Howrention that
Shakespeareds plays and Mozart 6s ienpeenrmindis afallacgthabrhanyal s o wi
scholars have argued agairSeé examples from several disciplines, including: Lawrence Leigabrow

lowbrow: The emergence of cultural hierarchy in Amei€ambridge, MA: Harvard University Press, 1988);

RichardShust er man, AEnNt ert ai n mBritish Joural ofAestheticd3, @ (Julyf2008): ae st het i
289 307; Simon FrithPerforming rites: On the value of popular mygi€ambridge, MA: Harvard University

Press, 1996 Philosopher Paul Cantor obsesvthat even as highbrow a writer as Shakespeare sometimes wrote his

works based on contingencies like the talent available in his acting company and production requirements. Cantor

argues that the notion of an artist planning things out to the smaltastidésolation of practical contingencies is

more about critics wanting to find patterns in artworks and wanting them to be intentional than anything to do with

how art is actually made, Al nsofar as fanoafdrtithatgtevescy i s a|
to eliminate it risks becoming untr uPeautlo A.h eCawatyo rwe faPcol
culture and spontaneous order, or, hoRhilosoplyandphe ed wor r yi

interpretation of pop cultureedited by William Irwin and Jorge J. E. Gracia, (Toronto: Rowman & Littlefield

Publishers, Inc., 2007), 172).is worth pointing out that musicals became more respected as an art form when the

creators stopped reacting quiteaaviously to contingenciéswriting a song for a star performer, for exangple

and started to Aintegrated the el ements of dance, song
reality) of a work created by a single aute®g e Br u deo oki rfloedsan examination of hoc
musical came to be the favoured form for musicals &ftdahomal(1943), Bruce KirleUnfinished show business:

Broadway musicals as works-process (Carbondale: Southern Illinois University Press, 2005).

288 \Wagner may have been in charge of every aspect of his operas from the music to the scenery, but Mozart, Verdi

and almost every other composer worked with a librettist, and left production details such as movement and scenery

in the hands of a directo€ollaboration often bears creative fruit and so collaborative art is not automatically
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the final form of many musicals is-affected n

collaborators, but also from the response of paying audiences. For naasyorgof-town

tryouts were held to test a musical s materi a

feedback from audiences expressing their likes and dislikes in quantifiable ticket sales has

affected (and continues to affect) the creation of missidde influence of the audience on how

musicals are created is one of the main reasons they are excluded from the realm of high art. As

Bourdieu puts it, @At he 4orpoofiueessqartistsvend createltbear| o gy

work for other artits] and their spokespeople establishes an opposition between creative liberty

and the laws of the market, between works which create their public and works created by their

p u b I® Ecanamic dependence is at the opposite pole from artistic autonomg in thi

ideological construction, and because the market influences the creation and reception of

musicals, their artistry is often discounted and their function as moneymakerphssized.

Within the genre of musicals, there are many artists who expresagyaegrees of autonomy

toward the marketplace, so that those who had high art aspirations (like George Gershwin), or

who seem unconcerned with financial success (like Stephen Sondheim), have a higher degree of

cultural value than creators of Disney addptat (like Alan Menken). However, within the

|l arger theatrical ifield, 0o the genre of music

dependence pole than plays that were created with more of an appearance of artistic autonomy.
Works created by their plib (like reality television talent shows where audience votes

influence the contest outcomes, suciagerican IdolandSo You Think You Can Dan@ae

assumed to be inferior to one artist working in isolat.i
preferabl e to a fiperléws orcollpbbrativesynengy drel b prdcess ol tuas and errdor ina |
which the imperfections of an artwork are gradually pe:l

171-172.
#9Bourdieu,The field of cultural productiorl27.
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valued much less than works that create their p(litee Stratford created a publior itself by
offering seldorrseen Shakespearean plays with the aim to educate Canadian audiences in the
classics). This valuatioimdicates an ideological suspicion of the public, and of mass audiences
in particular. The assumption that the mass audience is comprisassofgpconsumers, dupes
of the Aculture industry, o0 is a heritage of A
school?®° Subcultural and active audience theorists have argued that audiences have much more
cul tural agency t hae iand wswterdy d omo e/l .t hAes fkErud ¢
it is perverse to believe that the market always rewards the better solution, it is just as perverse to
believe that it al w& e mareetor dfen réewards populararg o n e !
than high atr but not in every cagein certain contexts, like that at Stratford, audiences expect
the works at the Festival to skew toward the high art end of the spectrum, and react unfavourably
t o wor ks ChariielBewn2hatld@ rivtsmeet their high artpectations.

It is not surprising that Stratford artistic directors mainly select for their seasons musicals
from the Golden Age because the Golden Age of musicals was a timehelaémcriticism
frequently aligned with the market. The musicals that did well financially and critically between
1927 and 1966 are revived often and remain some of the most highly valued works within the
genre. In contrast, the period of the megasical, fromthe late eighties onward, reflected a split
bet ween what | arge numbers of peopl eCager e pay
and what critics were heralding as the true successors of Golden Age musicals (i.e. Stephen
Sondh €mpangltwasmt unt il LIl oyd Webber6s wor ks we.

were introduced at Stratford; Des McAnuff guessed correctly that the elapsed time would

20 gee AdornoTheculture industry and Susan Buekorss, The origin of negative dialectics: Theodor W. Adorno,
Walter Benjamin, and the Frankfurt Institu{élassocks, UK: Harvester Press, 1977).
#®'Eranco Moretti, fAThe Modanignguage Qhadarel €000)f219, e 42uage, O
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somewhat distance works lilvita andJesus Christ Superstéiom their commercial origins.
Many of Sonth e i mé s wo r k s nd, nomvergehor tomhighbrmw to hesselected as one
of St r at f oStratford hasmotsncludedlas apera in its season since 49dBJusic
Directors learned during the first twenty years of the Festival that certals what were

musically and thematically challengididike chamber operas by Benjamin Britfewere less

well attended than works of a middlebrow naéutde operettas by G&S or OffenbachsA
more of Sondhei més wor ks aroperaicompaniesptioereanaysdbe i nt
concern that So nnmbthrakemonsy fanthesHestivaicasise patrang who
would be attracted to weknown Golden Age musicals mighmd Sondheim inaccessible,
whereagatrons who come to Stratford for Shalesse might not attend a Sondheim show
because it still belongs to the commercial genre of musicals.

When musicals were transplanted from Broadway to Stratford, they came as a genre of
commercial theatre into a ngmofit company known for its productionfo Shakespear eds
Audiences that came to Stratford specifically for the musicals, and the actors, directors and
designers involved in their production were invested in the aesthetic and enterntaualue of
the musicalsHowever there were many oén vocal critics who focused primarily on economic
value of the musicals and opined that the main purpose of musicals at Stratford was to make the

Festival money.

MUSICALS ASSTRATFORDGB i @SH Cowo
Unlike the concerts and operas that were pa®tofr at f or d 6 s(1992187b)c Fest i val

musicals at Stratford usually netted profits because their high production costs were balanced out
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by high attendance figures. Tyrone Guthrie made a prediction in 1955 to Louis Applebaum that
musicwouldeventualp el p to fund the drama: AFor a year
have to carry the music. Later, *Gasuétpeedpstha
predictioncame true, though not in the way that he or Applebaum expected. The jazz and
chanber concerts never made enough at the box office to do more at best than pay for their own
costs, but when musicals began to be regularly included on the playbill in 1986, they helped to
finance dramatic wor ks. As dbattheiFestivid abandened p ut
musical production as a mon&ser only to discover, a decade later, that long runs of-large
scale musicals in the big house would turn out to be the very thing that could save its financial
b a ¢ 8hAs @genre, musicals anet inherently box office gold, and Stratford directors have
not always made safe choices, but overall, including musicals in Stratford seasons has been
financially beneficial for the Festival.

The years of operas and operetta on Stratford stages paweattier musicals not only
in terms of the musical life of the Festival, but also its financial life. The experimental Canadian
operas of Gascondés reign never made much mone
with extremely short runs that bayekcouped production cosisd were often funded by
granting agenciedput some of the better known operas and operettas made money for the

Festival (the 1961 Music Festival made a $12,000 profit, mostly due to the sucBessesf of

292 etter, Tyrone Guthrie to Louis Applebaum, February 5, 1955. York University ArcliVas Thomas
Archives & Special Collectiong,ouis Applebaum fonds, 197802, box 023, file 458.
293 Martin Hunter,Romancing the bard: Stratfd at fifty, (Toronto: Dundurn Press, 2001), 104.
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Penzancp®®*

RobinPhillips said that when he began his tenure as Artistic Director, after several
years of experimental musical theatre at the Third Stage, the financial situation was dire,
God, when | took over, the Avon Theatre was to be closed. And | had to beg them to
let me keep it for one year to see if | could turn it around, which is how the Young
Company came into being. | put a Young Company in there and we did what | hoped
was a fresh look at Shakespeare. And we had a very successful season and that was
it. | wasallowed to keep the Avon opérr.
Phillips managed to bring the Festival into fairly good financial shape during his tenure (1975
1980), in part by getting rid of the Music Festival, with its high operating costs and low returns,
and by attracting audiens¢o plays with stars like Maggie Smith and Brian Bedford. 1976, a
year without any music theatre productions, waspdinancial yeafor the Festival, with 90%
attendance and over half a million tickets sSfMar t i n Hunt er notpswas Al t
unsympathetic to the charms of musi c. But é he
festival , i?HWBylelimhatingghe Musis Festivad Phillips not only saved money,
but also ensured that in future thdistic Director would tiose any music theatre productions,

rather than the Festival Musicrector. Phillips chos€andidein 1978,Happy New Yean

1979 andl h e B e g g air1889. AlDweee departures from the operas and operettas of

2943, Alan B. Somerset, in his brief overview of music at Stratford, writes that for the 1955 Music Festival

fAudi ences were 62% capacity, and the sestrawas | ost $25,
expanded to fortfive members and the season was expanded one week; however, audiences were 48% capacity, as
opposed to 85% for theatre productions. Early it was becoming clear that musical activities at Stratford on this scale

were not likely tgpay their way; however it is worth noting that attendances in 1957 were up, to 91% drama and

71% music, perhaps because of the novelty of the new permanent theatre. The 1961 season saw a $12,000 profit on

the Music Festival; the 1963 season experienceda 5, 000 | os s . 0 The Stratfotd &estivdd storySo me r s e
A catalogueindex to the Stratford, Ontario, Festival 195990 (New York: Greenwood Press, 1991), xvii.

2% OuzounianStratford Gold 246.

I'n his presidentds 1r97p6o,r tJ,o hdna tVe.d KNolvieemmb ewr o2t7e,, fAWe sol
weeks of operation in 1976. Thatdéds over 81,000 more th;:
18.5% making it the largest yet-year increase the organization has ever kmdwall we did 90.4% business in

1976 and our attendanten terms of people rather than moriegyt ood at 90%. 0 1975 al so had
than the 1974 season, representing a huge deljvesee of gr
annual reports.

297 Martin Hunter,Romancing the bard: Stratford at fiftfToronto: Dundurn Press, 2001), 104.
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previous years, and they markedappat i nt i n the Festival ds histo
music theatre.

When John Hirschecam@Artistic Director in 1981, the granting agencies had decreased
t he amount of money they gave to Stratford, c
thathis job was to create art and that it was up to the government to pag?f8Hi r sc h 6 s
attitude is common in cultural critics who believe arts to be a public good that contributes to the
culture of a nation. If the marketpladees not reward certain arfand, as Bourdielias argued
there isfrequentlyan inverse relationship between art that is valued as high deadtartainment
that makes money), Hirsch and others like him believed it was the dgbyefnments to
subsidize the art&Jnluckily for Hirsch and the FestivaGanada was entering a recessiothe
earlyeighteand t here was | ess money in the gover nme
and high unempl oyment rates in Canada | ed to
seaon resulted in the biggest loss the Festival had seen tb ifiéite had continued presenting
new chamber operas as Gascon had, or even other music theatre works that straddled opera and
Broadway as Phillips had, the Festival would have been in even diggmeial trouble. Instead,
he let Brian Macdonald establish an operetta company within the Stratford company, and the
operettas helped to keep the theatre doors Bjen.

Actor David Keeley noted that the concept of music theatre as a cash cow may have
stated with the financial success of the 198485 series of Gilbert and Sullivan operettas
directed by Macdonald, AMusicals hereodhave be

donot think thatos what he s ethBiiantwithMikada o , but

298 Hunter,Romancing the bardl96.
29 g5ee Appendix D: Stratford Festival Financial Data
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You have this crazy little show an®heo one
Mikadoended up being a smash hit for Stratford. It sold out its original run in 1982, and
audience demand remained high for three revivals atf&ud in 1983, 1984 and 1983as

well as two separate effeason tours around Canada, the United States and to the Old Vic in the
U.K. The incredible financial success of the G&S operettas made future artistic directors aware
that successful music theatreuld finance artistic risks in other areas, or, if it came to it, save

the Festival during a difficult econoniy*

As Applebaum and Guthrie had discovered in the 1960s, music theatre that was familiar
to audiencesyith middlebrow provenancepuld attract audiences to the Festival in record
numbersThe Gilbert and Sullivan operettagre classics in their own rightmost were 8a.00
years old when they first appeared at Strafiobdit to balance out the classic status of the works
was the facthat they werdun. The comedy had an edge of biting satire, the music was
memorable, and the overarching goal of the works seemed to be nothing more or less than to
entertain audiences. The driving force of the works was what | call the Entertainmalsenip
was this, combined with excellent production value and depth of talent in the Stratford company
that set them up for success at Stratféuadiences who appreciated the fun and wit of the
operettas, but did not feel like their tastes were beinggrad to, made the promise of success a
reality. Macdonald, likeApplebaum and Guthrieefore him found that these operettas were well
suited to the Stratford audiences because they were neither tbodwgtor too lowbrow, but

(like some sort of musitheatre porridge for an audience of Goldilockses) were just right

Wpavid Keeley, i nt ertois®himselTahdehis fiite baura Burtdnemusicard. e r s
301 This did not invariably work, as musicals are themselves expensive to produce, some productions do not do as
well as others, and some recessions are detrimental to theatre attendance across. all genres
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The Canadian economy had recovered somewhat in theigites, but the Festival
struggled financially throughout the Hirsch years because the Gilbert and Sullivan productions
could only @ so far toward redressing the accumulated deficit. When John Neville took over
from John Hirsch, he didndét want to produce a
deficit that he needed to eradicate, so he turned to the Broadway musical repedalecided
to mount Richard Rordegeys fsom&yratuseé thermain stagd-lawas & s
considered choice, as it was the first musical to be based on a Shakespearean play; George
Abbott based his book orhe Comedy of Errorand the she was a hit on Broadway in 1938.
Neville calculatedly tied in Stratfordds firs
with a Shakespearean theme. However, he also raised some eyebrows by putting it in the Festival
theatre. Negative reactions$tratford opening its season with a big musical have not
diminished in the intervening years. Pat Donnelly ofNfumtreal Gazettevrote about the 2012
season,

Celebrating th&0" Anniversaryof a theatre festival launched upon the good

nameof William Shakespearby staging a 1988roadwaymusical hit renowned for

its spectacular tagance numbers may strike some people as inappropriatéheBut

purists who abhor escapist entertainneemt d / o r  cBaoadwaymusitabs are a
minority with the theatreging public these days. And, like all established cultural

institutions,0O n t a Gtratbodd sShakespeare Festihas tot hi nk 1 n terms of
[sic] 3(2)\2/vn survival in a rapidly changing world. Seatsist be filled. Bills must be
paid:

Neville was also concerned with filling seats and paying bills when hehguBoys from
Syracuse n t he Festival theatre. Cushman notes, A |

Neville, 19861989] was responsible fputting Stratford back in the black. That was down to

@pat Donnelly, fAStratfor d"sedankvihstPtarr ebbonFeatGazetidute cel ebr a
30, 2012), accessed September 12, 2013. http://blogs.montrealgazette.com/2012/06/304tedkitsmbare
festivalcelebrate50th-seasorwith-42nd-street/
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t he mu®Navikelmade Some significant changes to the ways in which music theatre was

produced at the Festival (see Chapter Four) and the change that had the most significant impact

fortheFest val 6s finances was his decision to put

Cushman cynically observes, N e v iedtivaleTheptre,ton Br o a d

the principe that, if you have a cash cow, you may as well milk it toriéatgst capacity. And he

was up front about it. He opened”WherRchadf hi s

Ouzounian interviewed him in 200Rgville acknowledged his financial motivation in moving

the musical to the Festival theatre. He sa&diloved musicals to th@ain houséi b e c aus e it

2,200 seats. And if you fill them, it will ce
The Boys from Syracupéayed for 65 performances (orthamletat the Avon had a

comparably long run in 1986) and the large number of performances allowed for a large financial

return. Although the cost of mounting a musical can be very high, there is a certain point in the

run of the show when the upfront costsdostumes, sets and technology have been paid for by

ticket revenue, and each performance after that nets a large aByracusénad an average of

68% audience capacity over its-pérformance run and yet its revenue was higher than for

Piratesthe year bfore, which had played to 80% capacity houses at the Avon over 109

performances. The difference in the size of houses between the Avon and Festival theatres more

than made up for the lower percentage attendance figure and shorteSguaafse Nes i | | e 6

experiment proved that a successful musical could make substantially more money in the bigger

theatre. | address the physical considerations of how the musicals were affected by the change of

space in the next chapter, but as far as finances were cedgcerasicals made more money at

303 CushmanFifty Seasons at Stratford 70.
304 cushmanFifty Seasons at Stratford 70.
395 OuzounianStratford Gold 354.
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the Festival theatre because they required less elaborate sets than at the Avon, and the Festival
theatre had considerably more seats to sell. After John Neville first put a musical on the main
stage, financial considerati®mave weighed greatly in ensuring that there has been a musical on
the Festival stage almost every year since.

For his second season, Neville decided to open with another musical at the Festival
theatre. He invited back Brian Macdonald to ditgabaret and it did better even th&yracuse
the year before, perhaps because it was a Hettevn musical. Most of the musicals in the next
three decades were well known musidaist just Golden Age (1927966), but post
Oklahomatpre-rock musicals (1943966).Robert Cushman noted thabys from Syracuseas
the only musical done on the Festival stage
subsequent choices have been from the line of bmante shows that essentially began with
Oklahoma® shows, tgout it bluntly, that everybody has heard of (and, in most cases the
film of)°°® The Fesival has yet to produce tleanonicalGolden Ageworksfrom prior to 1943
like Pal Joey(1940)Show Boaf1927)or Porgy and Besgl935), perhaps because they have
darker themes than many of the later musicals. StratferoWwycling throughseveral of the
postOklahoma!Golden Age musical®r a second productidisee Table 2:2ZComparison of

core Broadway repertories with Stratfond@uctionsin Chapter 2)The policy that Neville

initiated of -nnaomuendt inmugs iac albriaond he bi g theatre

contingency it was done to get the Festival out of debt. The awareness of that initial financial
motivation for musicals at Stratford, combingith the acknowledged commercial nature of
musicals, meant that musicals at Stratford were often seen through a financial lens first and an

artistic lens second (especially by the Board and certain critics like Kate TaylorGibthe and

308 cushmanFifty Seasons at Stratford 71.
144
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Mail). JohnNev | | e had, al l unwi ttingly perhaps, cast
cow. O

The cash cow role proved remarkably persistent, but musicals also fulfilled other roles at
Stratford, and aesthetic considerations were never far from the mind wilSéin director like
John Neville. Golden Age musicals seem to be the favourite choices of Stratford directors not
only because they are well known but also because they are well respected. Stratford has, by and
large, steered clear of mega musicals like Misérable®r even a creation by one of their own,
I i ke Des JavseyBoysahd facssed on Golden Age musicals that are treated as classics
of the genre at Stratford. The motivation for largely keeping with the Golden Age repertory alters
slightly with each director, but it is probable that Neville, Williams, Monette and McAnuff were
all concerned with striking a balance between commercial and artistic needs, and Golden Age
musicals already had some of that balance built in. Musicals by Rodgkkaamerstein or
Lerner and Loewe are familiar enough to attract audiences and are also usually critically well
received in revivals. In late 1985, when Neville was planning for the 1986 séason,
Miserableshad just premiered in the West End arek Plantom of the Operawo ul dnét open
another year, bty Fair LadyandCarouselwere at least 30 years old and already considered
classics of the musical genre.

Des McAnuff strongly advocates for the cl a
battom of my soul that the American musical is part of the classical theatrical repertoire, and |
want [musicals] to be treated as ciMersi cs, wh

company and audience members hankiegsioceme ar ound

397 peterParolin, What revels are in hand?: A change of direction at the Stratford Shakespeare Festival of Canada,
Shakespeare Quarter($0, no. 2 (2009): 219.
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musicals first appeared at Stratford, but there are holdouts that believe musicals have little
aesthetic value of their own, and that their sole function at Stratford is fbyous in seats,
thus financing the true artistic life of Stratférdhakespearean drama. As explored above, the
genre of musicals carries some ideological baggage due to its &iesowith commerce. This
commercial valuatiorms cast into sharp relief when musicals are juxtaposed with Shakespearean
plays and supposedly na@mommercial (i.e. more highbrow) theatre at a place like the Stratford
Festival. There, musicals tend to suffer when they are evaluated with the samécaagtret
used to measure Shakespearean plays. Their aesthetic worth is further undermined by their cash
cow function.

When theatrical genres are compared and contrasted at Stratford, musicals tend to be
placed on the lowest aesthetic rung. Thautypical valuation of generic aesthetic worth might
look something like this: Shakespeare and Classical tragedies > Shakespeare and Classical
comedies > Modern drama > Modern comedy > Musicals. However, artistic decisions made at
Stratford for particulaproductions may upend this schema, so that a producti@oroko and
Juliet might be more populist and accessible than a productigvest Side Stonyn specific
instances. Thus, what genres make money and how they are valued at Stratford looks more like
the AField of Cul t ur>¥ImpoRantty tbuthewaySmatfordiandiedeé g u r e
members are purposely cultivated, musicals had to fit in with the mandate of the Festival and not
alienate members who had upwardly mobile middlebrow or highbastes. Audiences at
Stratford through the 1980s and 90s were still predominantly white, middle or upper class, and

mi ddl e aged or ol der (the school audi ences on

%% am heavilyindet ed t o Bourdieuds conceptualization of a fiel
especially his mapping of the @entury French literary field. BourdieTihe Field of Cultural Productiord9.
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Large audience/economic profit
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somewhat)The directors at Stratford programmed musicals that they thought would appeal to
the typical Stratford audience memdeanaking certain assumptions about the taste, values and
habitusof those audience membef$ie musical gemre as a whole might be more toward the
commercial end of the spectrum than classical drama, but musicals could be chosen from within
the genre that were at the highbrow end of the spectrumGolien Age musicals were usually

well regarded by critics artiose people who did not dismiss the entire genreusiicals

outright. Therefore, most of the musicals at Stratford skewed toward highbrow works within the
genre, providing an interesting reflectiohhow various Artistic Directors viewed the evolving
naure of theStratford audience and tikestival as a culturanstitution.

One of the acknowledged classics of the musical genre, looked upon favourably by critics
from Brooks Atkinson (who wrote fAin ttaste, in
musical p¥hytonAgen®sBrevin (who called it #ft
musi*®a,l 0i s Ler ner an dVyEarétaseThesShdviarbntusicallvass s i ¢ ,
mounted on the Festival main stage in 1988 with John Neville taking on the (Ispg&bn) role
of ProfessoHenry Higgins*** Lucy Peacock, who had come up through the Young Company at
Stratford with John Hirsch and had already played roles such as Ophelia, Lady Anne and Viola
at Stratford, was cast as Eliza Doolittle, the female lead. Jean GascoeddtuStratford to

direct the production. Gascon sadly died before the opening niht Bhir Lady, but it seems

WQuoted in Thomas L. RissessobRodyersfandHarBneessteis from fha 1940s te thec ¢

1 9 6 0 §he Cambridge Companion to the Musjcf ed. Edited by William A. Everett and Paul R. Laird

(Cambridge: Cambridge University Press, 2008), 176.

¥19Quoted in Mark SteyrBroadway babies sagoodnight: Musicals then and npgondon: Faber and Faber,

1997), 119.

31 Lucy Peacock tells the story that John Neville always wanted to play the part of Henry Higgins. He was friends

with Julie Andrews and had watched rehearsals in New York fortte 8rvay pr emi er e, thinking
bugger vyou! |l 6m going to be doing that one day. 0 Peaco:
show at Stratford, and also made her dream come true too. Lucy Peacock, interview.
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fitting that the last production of a man who wanted music theatre to be successful at Stratford
was an incredibly successful productioroat of the best loved musicals of all time, in pride of
pl ace upon the Festival stage. pbacked, AbBodutelg o c k r
packed t o%?Mupkair lradybrake revenuerecords in 1988 and to this day still
holds the reord for the highest audience attendance per performance of any Stratford ffisical.
To make the financial picture even rosier in 1988ther musicait the Avoraccompaniediy
Fair Ladythat seasah Irma La Douce®™®

Irma La Doucewas not expected to be a hit, so even though the percentage of seats sold
was slightly higher folrma than forLady, it was scheduled for 40 fewer performances. The
difference between the capacity at the Festival theatre (2,262) versus the Avon (1982)jn
plus an additional 40 perfmances at the Festival theatneant that. adygrossed $3 million
more tharlrma, even though the house would have looked fuller at the Avon than at the
Festival®'® Attendance, the capacity of the theatre, and the lesfgihrun are three of the main
factors that affect box office gross. Another factor is the cost of the ticketsasaNthrtin Hunter

suggestedhe general managers at Stratford would often tie the cost of tickets into the cost of the

312 ucy Peacock, imrview.

3131t grossed more than $4 million dollars at the time, close to $7 million dollars when adjusted for inflation to 2013
Canadian dollars.

314 More than 135,000 people saly Fair Ladyover its 72 performances in 1988, for an 83% capacity house at the

Festival Theatre. Some operettas and musicals at the Avon had higher percentage cajbeitgdefore and

since, but didndt come close to the raw number of peopl
numbers at the Festival theatre, only twosicals have eclipsed the 198§ FairLadydo s F e st icapacity t heatr e
record the 2002 production d¥ly Fair Ladywi t h 95 % c ap ac i tOjiverhvothudg% capaaity.d 2006 0 s
However, the Festival theatre was renovated for the 2002 season with i@thrggon in the number of seats, so

that 150 fewer people per performance saw the 2002 versidy Bair Ladythan the 1988 version.

315 John Neville played the male lead in the original productidnnoé laDoucéi n Londondés West End i
31%When comparing the two theatres with their different number of seats, comparing percentage of seats sold, or

capacity, is often a better indicator of success that the raw number of seats sold or money made, because the

directors specifically plan on attendanceufigs for the different theatres.
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production in a cafal balancing of the budget so that Stratford would break even but not make
so much that the Festival would be ineligible for government gfants.

The ticket KissMe Kateheore 19189@lst |1 y higher than
My Fair Lady*'®but audenced r opped ten percent, despite the
provenance. The musical still did well at the box office, and helped to leave the Festival in good
financial shape when David William took over from John Neville after the 1989 season.
Unforturately for William, his artistic directorship was marked by the financial hardship
engendered by a recession that affected most businesses and arts organizations in the early
nineties.Guys and Doll®n the Festival Stage played to fuller houses Hias Me, Katethe
year before, and grossed a great deal more over-pge@0rmance run. Howeveguys and
Dolls proved to be the peak of ticket revenue for William. None of the other musicals and
operettas he programmed over the next three years did quite kol w. He expl ained,
recession, and audiences were well below what
well as they *Ahwid Idioanned sb ecf ootmeg@tadtial statusl df thea t e d
Festival in the earlpineties, but it alsindicatedthe attitude that musicashouldmake
moneyd that when they cease to pmfitable forthe Festival, not only does the Festival suffer
financially, but the purpose of musicals at Stratford is somewhat called into question.

The theatre climate i@anada in the early nineties was not only affected by the recession,
but also the megmusical landing in Torontd he Phantom of the Opebeegan its 1dyear

Toronto run at the Pantages Theatre in 1989. The Canadian verBbardabm produced by

317 See HunterRomancing the Bardl 17118, and the quotes on page 11388, above.
18 0n average, each ticket fiiiss Me, Katecost $2 (or 6%) more than a ticket fdy Fair Ladythe year before.
However, the inflation rate between 1988 and 1989 was rather high, so that the hHaftitisted prices show that
there was a difference of no more than 45 cents (or less than 1%) between the ticket costs.
319 OuzounianStratford Gold 369.
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GarthDabi nskyds LivENnt, was i ncr e ilknsogintbeopul ar ,
title role not only spurred ticket sales, but also prompted the release of a Canadian cast recording
that made a large amount of money for the produétibfihe opening oPhantomwas followed
a few short years later by an incredibly successful Canadian producties bdfiséablesand
both shows ran in Toronto for several years in the etrlgnid-nineties. It is probable that
during the recession, audiences who were attlidctenusicaland may have previously seen
them at Stratford;hose to spend their money on one of the big new musicals in Toronto rather
than on a Golden Age musical at Stratford.
William kept to the Golden Age repertoire in his second se@€81) butCarousel
played to only 64% capacity in the Festival theatre, perhaps prompting William to return to the
tried and true Stratford tradition of mounting Gilbert & Sullivan at the A¥bM.S. Pinaforan
1992 andViikadoin 1993 brought in a respectable amount at the box office, but were by no
means the smash hits they had been ten years earlier. Robert Cushman wrote that during
Willamb 8 i me, A G&S wer e t her eThe Mkadiwahick shanetithey , and
seasomwith Gypsy turned out to be an insurance poli@ypsyis one of the halflozen finest
musicals, butitistoohasddged t o make the gener al publ i cos
never a p38ndactahe 1962 filmmersion @ypsystaring Rosalind Russell and
Natalie Wood was very popufarn the top ten grossing films of that yéaand the Stratford
production ofGypsyanticipated the December 1993 television release of the remake starring
Bette Midler. It seemed like the time was ripe & production oGypsy nonetheless, Cushman

is perhaps right thddypsywas At-edgéado df or S t(stilaconmpaseddof audi e n c ¢

320 gtratford did not have the same sorts of merchandiseties t hat the big Toronto shows
321 cushmanFifty Seasons at Stratford 76.
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ma n lusldads of bluehairs from Buffafts?): it played to 49% capacity audiences at the
Festival theatr@ the lowesturnout for a musical there to date. But even with a shorter run than
Mikadoand the dismal hous&ypsysold almost 1,000 tickets more thisiikado, once again
proving that more revenue could be earned if a music theatre production were housed at the
Festval theatre than if it were mounted at the Avon, even if the Festival theatre was half empty.
Together, the two shows brought in more than any other single musical duringaAfitnsre.
Pairing two works of music theatre in 1993 went some distancedaaaning revenue for the
Festival, but they could not completely save
Richard Monette took on the task of turnin
assumed the role of Artistic Director after the 1993 seade said,
It was very difficult at first. Not many people know how bad things really were. My
predecessor, David William, had a very hard time of it because of the GST, the
recession, the rise of the megasical. The councils were cutting money. No,
Stratford was not in a good financial state, and what I tried to do for the first three
years is keep the doors open.
Then, slowly, things got better and better
have a deficit, but we owed a lot of money. | meamak here when we had to
borrow money to pay for the heat in the winter to heat the buildings. So it was a very
serious time. But then the audiences started to grow and kept on growing and now
itds a completely diffet%nt organization t
When Monette took over for the 1994 season, his concern was to get the Festival back in the
black.The growth he spoke of to Ouzounian was due in part to his more populist policies.
Monette was interested in making Shakespeare accessible to as wideaf peugde as

possible, while still satisfying aesthetic demands. Monette also made a concerted effort to

diversify Stratfordds company and audience, s

2Johnnie Wal ker, ADrama ClTorbntoistBam@vatch 42009y our Shakespear
http://torontoist.com/2009/03/drama_club_brush_up_on_your_shakespeare/
323 OuzounianStratford Gold 188.
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passionately about (see beloi#)Monettecontinued with W | | i amés deci sion to
but movedPiratesto the Festival theatre (see Chapter FQase Study Even though the
production had the relatively low attendance figure of 62% capacity, it was a significant

improvement ove6Gypsythe year before, dvlikadoat the Avon. Monette succeeded in turning

the Festival 6s finances around dramatically.
Festival s $1.3 million deficit had become an
looked back, genefiatn g profits in each dJf Monetteds four

In the first eight years of his artistic directorship, Monette put a musical on the main stage
all but two seasons, when he balanced out the earnings potential by putting on two shows at the
Avond The Bofriend andThe Gondoliersn 1995 and/Nest Side StogndDraculain 1999.
For the 58' Anniversary season in 2002, Monette increased revenue further by blending the two
strategies and mounting two musicals on the two biggest stadggd-air Ladyat the Festival
andThreepenny Operat the Avon. He continued with the model of producing one musical at
the Festival theatre and one musical at the Avon theatre for the rest of his time at Stratford, and
had five of the togien grossing musicalsinStrd or d6s hi st ory in those vy
are adjusted for inflation, Monettebds artist.i
grossing musicals at Stratfottf.It is worthwhile noting that only one in those top ten was

housedatt e Av on, \Videst&idelSo@rydnade so much money in the smaller theatre

324 Des McAnuff, interview.

3% peterParolin, What revels are in hand?: A change of direction at the Stratford Shakespeare Festival of Canada,
Shakespeare @arterly (60, no. 2 (2009): 200.

3% The top ten, from highest grossing to lelisthest grossing (adjusted for inflation) are as followig:Fair Lady

(2002),The King and (2003),The Sound of Musi2001),Guys and Doll§2004),West Side Stor{2009),0Oliver!
(2006),0klahoma!(2007),Fiddler on the Roof2000),West Side Stor§1999), andCamelot(1997). The 2009
production ofWest Side Stoiys t he only one that did not occur during
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because its run was a recdnetaking 156 performances (the average for Stratford musicals is
around 93erformances).

Monette, more than William or Neville, was criticiziat diluting Stratford seasons with
musi cals and Af ami |Aye Ewoygle the Leoking &lasElediroavitic | i k e
Kate Taylor ofThe GlobeandMalvas especially harsh on what sh
populism.l explore Taylorandotie cr i ti cs®6 adverse reactions to
Stratford below, so it is worth taking a moment to explore who these critics were, and how they

helped to shape the field of cultural production at Stratford by guiding the discourse about the

Festvd 6s rol e in Canadian cul tural l'ife. Critici
a validation of the right of the critic to cr
their judgement of the work but also their claimtotigehit t o t al k a®dut it an

constructing their reviews about Stratfordos
themselves as theatre experts whose taste and experience gave them the right to direct the
conversation about the role otsicals at Stratford, and the role of Stratford in the Canadian
theatre scene.

The theatre cr i tpapersinthet199C0ssand2d08sats Taylan at thee s t
Globe and Maif?® Robert Cushman at théational Posf?? and Richard Ouzounian at the
Toronto Stat*’s were not enemies of the musical gefifaylor occasionallywrote glowing

reviews of musicals proded by other companies, andimnivorous in her consumption and

%27 Bourdieu,The Field of Cultural Productior42.

3% Kate Taylor is an award winning novelist as well as a cultural critic and journalist. She was the theatre critics for
the Globe and Maifrom 19952003. See http://katetaylor.ca/about/bio

32 Robert Cushman is Britishorn, Canadian journalist and culturaitic. | have quoted from his bodkifty

Seasons at Stratforthroughout this work. See http://arts.nationalpost.com/author/rcushmannp/

330 Richard Ouzounian is an Americaorn theatre critic, actor, director and author. He was an associate director at
Stratford for four seasons and was Atrtistic director of Neptune Theatre in Halifax. See
http://www.thestar.com/authors.ouzounian_richard.html
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reflections on culture, while Cushman and Ouzounian actually wrote musicals. &@udbwised

and directed a West End musical calleabk to the Rainbo\{d985), and Ouzounian wrotiee

book and lyrics for three musicals: the successful Canadian Stage produttianror y 6 s Par ty
starring Brent CarveEmily, based on L. M.lybbdbasnandtioerGeming 6 s E mi
Award-winning Dracula: A chamber musicabith music by Marek Norman, which was

produced at Stratford in 1999 and broadcast later that year on CBICi3Yherefore somewhat

surprising that Cushman and Ouzounian have been glittyspemphasizing the economic

value of musicals at the expense of their aesthetic value, and that comparatively little real estate

in their books on Stratford is devoted to the iTais

Taylor, Ouzounian and Cushman each had specific ideas aboyp¢hef theatre that
Stratford should do, and what musiéali§ anyd were appropriate for the Festival. The three
critics were not always in agreement about musicals, Stratford, or musicals at Stratford. Taylor,
more than the others (perhaps because shaotligict, direct or write for Stratford), was harshly
critical of Monette producing big budget shows with popular appeal at Stétébraws that
made the Festival money.

Mo n edsticee8s in getting the Festival out of debt was frequently conflated vgtit art
decisions that did not satisfy some theatre critics or Festival patrons. The success that Monette
had in attracting audiences and making the Festival less dependent on government grants also
had the effect of solidifying the cash cow role of musit@she Festival. Although the plays
and music theatre Monette selected for his seasons were not a great departure from what Neville
or William had selected;aylor and other critics accus&tbnette of more openly courting

audiences than the previous tdicector® perhaps less because he actually made more populist
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choices than because the Canadian economy was recovering from the recession of the early
nineties and the Festival was making money. F
taken & a direct, causal symptom of its artistic infirmity.

In The Globe and MailTaylore x pr essed the opinion that Str
from Monetteds populism, fAthe | eading classic
performing arts organizai in Carada has put the box office abaveh e *3aim 1998 ghe
complained Al f the Festival i s more financially st
cl assi ¢ a¥*Shewentsa faras t@suggest that Stratford cut in half the naiber
productions offered in a season to protect th
artistic director must recognize that a laudable quest to make the classics accessible should not
be achieved at the expense of the plays themselves orfofalet i val 6 s mandate, e
means gi ving up®Oazoumiarswas asavbiried moet théaudiences that
Stratford was attracting with its (big budget) musicald:t 6 s cl ear t hat a big
will attract an audience, butisitthei ght audi ence? Do t hey**come ba
Likewise, director Urjo Kareda, who had nearly shared the artistic directorship of Stratford with

Martha Henry, Peter Moss and Pam Brighton in 138@iorried that Monette had directed

Stratfordaway r om i ts c¢cl assi cal mandat e,-redliZgd we r eal

zKate Tayl or, f@ASaving St r &lofeandaiulydsdnions) €l.excess of suc
Ibid.

333 ||
Ibid.
3 Richard Ouzounian, #f Al ThéBromoeStafMayt7h2806), Gnds wel | sung, 0
35Much has been written aboutthes@m | | ed fGang of Fouro and their interac

leadup to their dismiss ahtSseMartiKreelmanA Stratfosddaempes{Toaopt@ o i nt me
McClelland and Stewart, 1982). See also the letter from Kareda, Henry, Brighton and Moss after they had been
fired, http://www.canadiantheatre.com/dict.pl?term=Documents%200f%20Interest%20
%20A%20Stratford%20Tempest%2C%20December%206%2C%20498BC news story on the tumultuous lead

up to the 1981 season availatnline http://www.cbc.ca/archives/categories/egtsertainment/theatre/the
stratfordfedival-the-first-50-years/whereforartthou-canadiardirectors.html and two parts of a video interview

of Martha Henry aboutthespal | ed fAGang of Fouro on YouTube
http://www.youtube.com/watch?vEH60JvYHaoandhttp://www.youtube.com/watch?v=wwym6d6c5KU
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http://www.canadiantheatre.com/dict.pl?term=Documents%20of%20Interest%20-%20A%20Stratford%20Tempest%2C%20December%206%2C%201980
http://www.canadiantheatre.com/dict.pl?term=Documents%20of%20Interest%20-%20A%20Stratford%20Tempest%2C%20December%206%2C%201980
http://www.cbc.ca/archives/categories/arts-entertainment/theatre/the-stratford-festival-the-first-50-years/wherefore-art-thou-canadian-directors.html
http://www.cbc.ca/archives/categories/arts-entertainment/theatre/the-stratford-festival-the-first-50-years/wherefore-art-thou-canadian-directors.html
http://www.youtube.com/watch?v=kHH6OJvYHao
http://www.youtube.com/watch?v=wwym6d6c5KU

production ofMan of La Mancha $° These criticisms get at the heart of fheposeof the
Stratford Festival, and sparked an aesthetic debate not only about the purpose ¢6 antica
popular plays at Stratford, but about the purpose of theatre in general.

Peter Parolin, who recounted some of these
hand?0 revealed that he disagreed with Tayl or
criticize Stratford for mounti ng *pParoliddoest i ons
not name the pleasure entertainment value, but that is what he is def@iaging.Ouzounian
(and, to a lesser extent, Kareda) displayed an innate suspfdite mass audience, and exposed
a good deal of snobbery when thegpressed concern that Stratford attracts the wrong kind of
audience by mounting the wrong kind of shoWse susfeion of a popular audience leyltural
gatekeepexis part of a longstating, classbased struggle that dates back to at least the Astor
Place Riobf 1849in America, and long before that in Eurofi&While Taylor does not appear
to have a vendetta against popular culture or its audience in general (she often reviews popular
movies, plays and books, without the same sorts of criticiérageveled at Monette), she does
appear to think that certain types of works belonged in certain venues. Her argument seemed to
be that Stratford was a place for high culture (and, by exterigginclass audiences), and it
should not bother with popular culture that was readily available elsevih&zeunian likely
wished that Stratford did more small, Canadian musicals like hidwacula, rather than
mounting wellknown musicals that weresal on the playbills of feprofit theatre companies

like Mirvish Theatre in TorontdJnderlying this argument is the idea that certain types of art

3Urjo Kareda, fASold out: Scenes farontolLifée (Buy 1,2000),&6.and t i me
337 peterParolin, What revelare in hand?: A change of direction at the Stratford Shakespeare Festival of Canada,
Shakespeare Quarter($0, no. 2 (2009): 204.

3% See a discussion of the Astor Place Riot and the cultural fallout surrounding it in Chapter 5.
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belongedo certain types of people and institutions, and that an intermingling of these arts with
popular entertainmenatt Stratforddegraded the art, the audience, and the institution, by virtue of
popul ar entertainmentds as<camnereet i on with the
Even in Taylorés articles that | isted the
to make her views about Monett edSanuiversaryces f el
season, she wrote, fAthe populist artistic dir
pl easer s: Thi MyFsrdadyandsthe maaled famill expesence is a dramatic
version ofThe Scarlet PimperneAll that leavesittle room for the 18- and 28-century
classics that the Stratford, Ont. compd@ny has
Taylor clearly conveys that she prefers the classics to epd@asing, populist choices like
musicals, and in so dairshe devalues the tastes many of audience members as well as
undermining the entertainment value and aesthetic appeal of those shows.
Tayl or repeated the same criticisms i n man
Artistic Directorship, but many &ttford artists countered her voice by defending the way
Monette balanced artistic and financial motivations. James Blendick thought that Monette was
Avery good for [Stratford] because heds sense
governmentcitac ks, we have to rely basically on spo
that. And obviously the audi ence¥TRerwasao mi ng
definite change in the business of thedaira politicaleconomidandscape that hdzkben
drastically alered by the neoliberalisof Brian Mulroney(following in Canada, earlier trends

from Thatchein the UKand Reagam the United StatgsSimon Frith notes that government

%Kate Taylond BBawafFeetidval s 200 2The @obedndMagMay 18r esh and
2002), R4
340 OuzounianStratford Gold 206.
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support of the artsan work when it promotes aipdotects natral resources and spaces, and is

disinterestedgh owever, Athe difficulty is to disentanc

who shoul d %' the pagt BOo/eats,ambre arts organizations have had to try to

survive with lower levels of fundg, andnot-for-profit theatrdike Stratfordneeded money

making shows té&eep their doors opeRrom opera houses to ballet companies to orchestras and

for-profit arts organizations, the search was on to find works that would attract audiences in an

eraof dwindling fundingandin a marketvas highly competitive witkever more choicefor

wherepeople could spend their time ambneyAct or Car | Dani el sen st at e

every art form. I1toés all ab oNuttracker®%Wheoi ng. Bal

asked him i f he tNotoackpdet at h&t e awéoedany 2012,

threeA Nut crackers. 0 And t hNutcrackerissa ggat gead of nausia | o gy ,

and ités also a great ball et. I f youdAe mount

ChristmasCargl whi ch is the same thing), °*f you trec:
Danielsen believes that t@proachmaters when one is remounting shows that may be

less than challenging for performers who have been in them time and again. He also notes that

the aesthetic worth of a ballet liRdne Nutcrackeis not in question, even though it may also

f unct i onc @wlheNutirackebalances aesthetic value with economic value and

entertainment value in its ability to attract audiences, plbase, and offer them a chance at

artistic uplift, only i® and this is ke¥ it is goodbecause it is taken seriously. Whaattis the

case, arts companies can not only attract audiencealsoith e audi ences wi ||, i

wor ds, fweobvree VdmaitBilgemdi ckdés assessment, pleasi
¥Erith, fEntertainment, o 1765.

342 Carl Danielsen, interview.

33 bid.
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negative thing the way it seems to beKatte Taylord perhap because Blendick was less
concerned with the demographics of the audience than Taylor seemed to be

When David William was interviewed in 2002
now borne by the musicals. Well, this inevitably generates a elifféand of audience. But what
does Dr. Johnson say? O0The dramadés | aws, the
must pl e a¥wiliamseems seneewhatambivalent about the change in the type of
audience Stratford attracted, but pleasingaudience does not have the completely negative,
pandering association implied in Taylorbs cri
Johnson by expressing much the same senti ment
of TwelfthNight 6 We 6r e here to please you evetandday. 6
Ayou do theatre for peopleéthe art of theatre
|l iterature. Pl ays on the stage acoming Anéthat r e. S
thril*s me. o

Cynthia Dale, star of many musicals during
praised his business savvy, fiSure he does mus

some of the shows that are more experimaggatlone. And thank God somebody can program

%44 OuzounianStratford Gold 367. The stanza preceding ttwuplet quoted by William (written by Samuel

Johnson for the opening of the Theatre Royal in 1747) expands upon the relationship between actors and audience
with regards to changing trends in tasttewildHard is his
vicissitudes of taste;/ With every meteor of caprice must play,/ And chase tHaaowemwbubbles of the day./ Ah!

Let not censure term our fate our choice,/ The stage b

patronsgiveFor we that | i ve t oApIMeSimigheSevemrerduties of veese, Erglishi® | i ve . O
American, from the early English lyrics to the present, dsgw York: Scribner, 1967).
Monette, interviewed by CartorlatGfofr, dCHEBREs¢timvdEMygy t he Boo

20, 1994), available onlinéttp://www.cbc.ca/archives/categori@dsentertainment/theatre/thetratfordfestival
thefirst-50-years/balancinghe-books.html
34® OuzounianStratford Gold 188.
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the theatre so that it makes nitbae)Blendickeandh us e i
William all acknowledge that attracting audiences is the job of a good artistic director, and that
musicals, inheir cash cow role, usually do a good job of attracting audiences. Where they part
ways with Taylor is in the idea that attracting audiences is a badtlointhat there is aght
kind of audience that thight kind of work would attractHowever, therés an admission, even
fromDale,St r at f or d 6 s mtuhat pact aflthe pupese df musieals at Stratford is to
keep the doors open for more experimental works, or works with a more highbrow appeal.
Musicals are not always valued for themselves,itistead are sometimes valued for the way
they can keep an institution in business to also produce works that would gain the approval of a
critic like Taylor.
Peter Parolin wrote,
for all his populist aesthetic, Monette encouraged a wide range of appsoto the
plays he programmed. But because he worked so hard to persuade the largest
possible audience to come to Stratford each year, his Festival often relied on the
templates of previous seasons, sometimes resulting in safe and predictable fare. Both
the best and the worst of Monettedbds Festiyv
deepest understanding of his role: to make the classics accessible and to generate the
revenue to keep the theatres runniffy.
Parolin analyzed the way Monette programmeadh season and describes a certain formula to
the seasons. Each of Monetteds seasons tended
plays; a lesseknown work from the classical canon; a r2id" century American play; two

Broadway mudiyc alxsp;era efnfceemi <000 wnew @amatianwoicom 19 9

For all the focus by critics |Ii ke Taylor on M

%47 OuzounianStratford Gold 393.
348 peterParolin, What revels are in hand?: A change of direction at the Stratford Shakespstaral of Canada,
Shakespeare Quarter($0, no. 2 (2009): 20Q01.
9 bid., 202.
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Monette managed to get through trgiretyo f Shakespeareds wor ks i

h

programning not just the popular tragedies and comedies, but the histories and romances that are

hardly ever produce®’

Under Monettebs Artistic Directorship,
Especially after Monette began including more than ongigalin each season, there was room
for one of the musicals to be a wkiltown Golden Age musical, but for the other work to be a
lesserknown musical, or even a new Canadian musical. Like Neville before him, Monette had
acted in musicals in the past amall a great deal of respect for the genre, defending them to
critics who derided their aesthetic value. Also like Neville, he took on the role of Henry Higgins
in an incredibly popular production bfy Fair Lady(in 2002, with Cynthia Dale as Eliza
Doolittle). He shared the role of Higgins with fellow Shakespearean actors Colm Feore and
Geraint Wyn Davied two Stratford favourites who had previously played twinhe Boys
from SyracuseThe decision to cast Shakespearean actors in musicals not only gty
toward breaking down divisions between the acting and musical sides of the company (see
Chapter Five), but also to legitimizing the genre for many company members and Festival
patrons. When the artistic merits of a musical production were dheaattitude that musicals
were only at Stratford to make money was lessened.

In the Stratford context, musicals that were critically well received and were lauded for
their artistry also tended to do better at the box office than a musical that appgaaadedr

artistically to its audience. Thully Fair Lady, a classic, weltegarekd musical, has done

stratford mounted 56 Shakespearean productions in
season. While better known plays suctMagsbeth, TwelftiNight, King LearandA Comedy of Errorsvere

produced three times each in those years, even the lesser known pl&ysdikehnandTimon of Athensvere

produced at least once.
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especiallywelat t he box office both times it has app
production broke records and was the first production to exceed the $10 million mark, with 95%
houses over 119 performances at the Festival Theatre. That production still host®ttidor
the top grossing musical at Stratfdréven before adjusting for inflatioMy Fair Lady
managed to hit a sweet spot for Stratford audiences, being neither too obscure a show, nor too
obviously the type of popular shows commonly produced in suratoek or in high schools.
The lowest grossing shows at the Ava the past decade include~unny Thing Happened on
the Way to the ForurandInto the Woodsy Stephen Sondheirfthe Threepenny Opelsy Kurt
Weill and Bertolt BrechtandY o u 6 r e a , Gharlie BrowMlay €lark GesneiOn the one
hand, Sondheim and Weill 6s more obscure shows
brand appeal to do well at the Stratford box office, but on the other hand, there is also a poor box
office showing for Bows likeCharlie Brownthat have perhaps been overexposed in amateur
productions.

Shows | i k elntGthenMbdda n thd 8VEhreepenhysOpereepresent the
more artistically adventurous spirit of some of the musicals mounted at Stratford, el for
actors, they also represent more musical challenges than the average Golden AgeKatsesical.
Taylor was not uniformly against musicals at Stratford, and commented in 2002 that that
s e a sThmedpenny Operi mar ks t he first tratfandéhassiagede t he 19
anything mu $%Thearore garindy enusicats gnaychave earned some critical praise,
but there alsseems to be some correlation between more challenging musicatsanidket

revenue. Therefore, Artisticii2ctors must decidi they want to spend the money earned by

®lKkate Taylor, AStratford and ShawThE@lebeand MaifMay 1B002: a mi
2002), R4.
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Golden Age musicals on other, leskapwn musicals, or if they want to spend it on new plays,
on experimental Shakespeare, or on some combination thereof. Sometimes Artistic Directors
appear to double down on thausicatascashcow tendency and produce two musicals that have
proven box office track records at the Festival. However, there is no surety of financial success
with any given production, and sometimes an appearance of overt populism can backfire, as it
did with Charlie Brownin 201232

Monetteds | ong and financially successful
and the artistic directorship was split into three roles, shared by Des McAnuff, Marti Maraden
and Don Shipley. They planned the 2088son with five Shakespearean plays, four of them on
the Festival stage, which meant that the two music@lse Music MarandCabare® were both
housed at the Avon, marig thefirst i me si nce 2000 that there was
stage. The split dectorship was abandonbdfore theseasorwas overand McAnuff took over
the job of helming the Festival on his own. McAnuff has a background in classical acting and
directing, but has also been associated with the creation of popular musicals in tiveqisst
years likeTommyandJerseyBoys Some <critics feared that McANI
would steer the Festival further away from its classical mandate. Lynn Slotkin criticized his
Shakespearean product i on s,fhseecefit Stkattordiprodudtiont e d 0 a
of Twelfth Nightdiminished the play to a rollicking Broadway type musical, ignoring all the

compl exity, an gs’tNoneahaless BlcAsUff largety stacle tp thehpattzrn

352 Charlie Brownalso seems to have been a miscalculation in terms of its appeal as a family show. It was marketed
to familiesand schoofroups, but many children 2012 had no clue who Charlie Brown was. As one of four
musicals in 2012, it seemed to be the last choice of the four even for musical lovers. It might have done better at the
Tom Patterson Theatre, since it was a show orilyikgsigned for a small Of8Broadway cast and not for a theatre
that could seat more than a thousand audience members like the Avon.
¥3LynnSl1 ot kin, AA bit of perspect i VheSloknLetter®archtl3d, 2012j.or d Sh a
Accessd September 22, 2013. http://www.slotkinletter.com/site/?p=1433
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Monette had established of putting a GoldageAnusical on the Festival stage and putting a
slightly riskier musical at the Avon.
McAnuff also reintroduced the Tom Patterson theatre as a house for experimental
musicals, putting a third offering there in 2010 and 2012. In XKit8,Me, Katevas at tle
Festival Theatre, and McAnuff choBeita for the Avon, marking the first time an Andrew
Lloyd Webber musical was mounted at Stratford. Those two musicals were designed to attract
crowds with their name brand appeal, and in contrast, thekittern Jacques Brel is Alive and
Well and Living in Parigvas selected for the Tom Patterson The&rel was more like the
chamber operas produced in Stratfordés Music
followed. There were minimal sets gmps and he show had a cast of four singer/actors plus
a fourpiece band. It cost substantially less to produce kissnMe, Katgthat had a cast of 24
and an orchestra of 18 at the Festival theatr&via (that had a cast of 29 and an orchestra of
16 at the Aron).Brel was therefore a calculated risk for the Festival because it cost much less to
produce than the | arger musical s. Ri chard Mon
the bigger theatre$* but the corollary to that is that bigger diea riskscanbe taken in the
small er theatres, espedand!|l guavhencéasmdcohotr sexd
on production there.
In 2012, McAnuff took a larger risk with the show he patah the Tom Patterson
Theatre; a new Canadian musibglMorris Panych with music by Marek Normaianderlust

was commissioned by the Festivalh#td much higher production values tllatcques Brelwith

%4 Quoted in Parolin, 208.
16E&



a larger cast and orchestrabut the risks were offset by the fact that it was one of four musicals
produced that year. The glitzy 1980s pastiche of the 1930s428@treetat the Festival
attracted crowds comparableG@Gamelotthe year before; the G&S standBiratesof Penzance
drew respectable numbers at the Avon; and althdughu 6 r e a GCharle Browvifdled ,
only 40% of the seats on sale over its run at the Avon, its box office take provided extra
cushioning for the experiment of a new Canadian mudi¢ahderlusivas a fictionalized
account of Canadi an p o edrvicRwab familiar wigheoeing deciced s |
as a populist poet. He wrote:

Ah yes, | know my brow is low

And often wished it high.

So that | might with rapture write

An epic of the sky;

A poem cast in contour vast;

Of fabled gods and fays;

A classic screed th&w would read

Yet nearly all would prais&?®
Serviceodos life is an interesting choice for
that he is a figure who was more associated with popular art than high art, much like musicals,
but his work $ removed temporally from popular culture, so that it is possibledesis could
be sacralized much like the works@itkens Shakespeare, and other authors who had popular

and elite audiences when their works first appeared, and only later were digimddiral

elites as highbrow works

¥5Wanderlushad an orchestra of seven musicians, with Norman conducting from the keyboard, and a cast of 15
plus 2 additional understudies.

*Robert Serevi chea wshoPnyried dliadowbmvg(l.ondon: E. Benn, 1951), 1. This passage was
guoted in Bob White, #AAnd whWanderthshdusepoogran, (Stratfold &estivahe a
2012), 3.
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Wanderlustvas written and directed by Morris Panych with music by Marek Norman,
whose earlier music@racula: A Chamber Musicakas the first Canadian musical to be
produced at Stratford. Norman said,

The dramaturgial process (particularly for musicals) is still relatively new to the
Stratford Festival. Unt i | Des McAnuffos art
original material (of any kind) had been developed by the Festival. That said, the

hope is that moreriginal work will be presented throughout the coming seasons.

|l 6m happy to report t h\eanderlsiactually tuenediae r e pr o
handsome profit in its run at the Patterson Theatre. Hopefully this happy fact will

lead the Festival to initta future commissions”

Wanderlusimay have turned a profit, but it brought in less than half of Bhaltgrossed, so

it remains to be seen whether the Festival is more interested in commissioning new works of
music theatre, or if they are more interdstethe potential cash cow functionality of proven
musicals. McAnuff dreamed aloud that he would love to see Stratford create a successful

musical production to which it owns the riglatsd could license to other theatre companies

for profit.3*®

McAnuff reflected on balancinbox office success withisk taking in his statement

on the 2012 season,

Our enforced reliancen the box office leaves us vegyposed. What keepdlzeatre

alive is the excitement of di s ofcavd@dr vy, whet
yearold-work that has never been staged in Canada beforeBhkhnolomew Faiy

or the potential for a new musical inspired by the work of a Canadian icon like

Robert Service. But whenever we program new or unfamiliar thtmsever

brilliantly they mightbe stagedhowever glowinglytheymightbepraisedby critics,

and however enthusiastically their audiences respond to them, we will inevitably run

the risk of failing to attract those who will come to see only what they already

know® or at leashave heard of*

%7 Marek Norman, personal communication (Novent&r2012).

358 Des McANuff, interview.

*®Des McAnuff, #2013 AGM Remarks, o Stratford Festival A
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Here McAnuff acknowledged that a new musical on a popular Canadian figure can be as much
or more of a risk for the Stratford Festival than mounting a classic, but little known piece of
theatre.

Musicals have been accepted at the Strdtf@stival as a financial necessity in keeping
the doors open for what the Stratford Festival is know@ ft productions of Shakespeare.
Cushman writes ADoing nothing but Shakespeare
(It may not be artistally desirable either). The audience for plays will no longer support the size
of t he ©&%Cashman ielegatesdo brackets the idea that Stratford offering more than
Shakespeare may be artistically desirable, but it is one of the main points ajumeat.
Musicals have an aesthetic worth of their own, and the differences between their aesthetics and
the aesthetics of classical drama do not detract from each other, but, for a company like
Stratford, enrich the experience of each otheliatecticalfashion.McAnuff argued for this
point in a speech he made at the Stratford Festival Annual General Meeting ifila0hy:
vision of this Festival, the classical and the contemporary sustain each other, infuse each other
with their energies and insighBoth have equal currency in the modern world; both speak to us
with equal clarity heré*and now, in the etern

| f musicals have become a financi al necess
are that they may as well be the besisicals available in the canon, in the best productions
possi ble. Brian Macdonald said that he feels
money maker. So, thatos wonder’*#Théqualitwefy not ? A

musicals produced &tratford, and the musicals chosen have led to the gradual acceptance of

350 cushmanFifty Seasons at Stratfor@11212.
¥'Des McAnuff, fASpeech at the 2011 Annual General Meeti
%52 OuzounianStratford Gold 319.
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musicals at Stratford not only for the money they can bring in, but for the diversity they bring to
the company, the way they illuminate themes in the plays, and for their owataestbrth.
Theatre scholar David Savran writes that many of the cultural critiques abatethe
contain, at their core, adeologythatliterary, textbased wrks for the legitimate stage are high,
and everything el s eguaranted thmwiterarydrtexbased theatet r uct i on
(regardless of its provenance) was granted a degree of prestige denied musical or variety
ent er t a’fBamranrurtter atgues that the hierarchy of theatrical entertainments in the
first quarter of the twentiethreatury mapped almost exactly to class hierarchies, and most
artist/entertainers and audiences addreseedawar e
themselves (sometimes deliberately, sometime not) to particular class fractions, however
indistincty and carelessly those fractions m&y have
The relationship to economics comes into play when we consider that certain forms of theatre in
certain venues were more affordable to some classes than others. Thelhggesr could pay
more for highbrow works, but their numbers were fewer than the middle and working classes,
who paid less per person fotkets to variety entertainmeriist asagroupa 6 ma s s 0
audiencé could popularize and fund entire genres.
In a postnedern society like Canada, we have inherited theckeghthese distinctions,
but we have also seen many hierarahiespecially of clags break down, so thamhany
consumes of culture tends to be omnivoroustheirtastesThe arguments from theatre argi

and company members about whatsof theatre genres are produced at Stratford is based on

assumptions about thastesof the ticket buying publi@ who they are in terms of education,

353 savran Highbrow/Lowdown 105.
34 savran Highbrow/Lowdown 106.



occupation, race, religion and class. Certain works are valuedhghitg than others by artists
and those who consume art because they are a reflection of the cultural, political and economic
capital of their audiences. Des McAnuff has been vocal in his desire tivesgteatford
company and itaudiences represent Gadl a 6 s mu | t i cKatk Tavlar antd Michaek e u p
Posner wrote a summary of his Artistic Directordioipglatein 2011
bothMc Anuf fdés fans and his detractors | ove |
monochromatic company into something far more multicultural, bringing Stratford
up to speed with casting practices in the U.S.
AStudents come in off saméocompositibnuas pesple and t
onstage, 0 McAnuf f says, adding that t he e
audiences have embraced the casting is gratififhg
His vision of Stratford is a democratic one with both Stratford shows and audiences embodying
the reterogeneous twenfyrst century Canadian identity. As Antoni Cimolino steers the

Stratfordcompanyinto the future, it remains to be seen if thatonswill help Stratford to

mainta n i ts role as a culearnthedFkestivhlamex eé and i f it

®Mi chael Posner and Kate Taylor, fAAppl ausEeGlohead | y) f o
Mail (September 23, 2011).
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CHAPTER FOUR: PLACE AND SPACE, OR, STRATFORD 5 THEATRES
AA theatre is a place
- J. Lowell Lewis

STRATFORD® THEATRES

In 1953, the Stratford Festival had two productions at one itbeaire, purposbuilt to
stage Shakespearean productions. By its sixtieth anniversary season in 2012, the Festival had
fourteen productions across five distinct spaBédosopher J. Lowell Lewis writes that a theatre
i's Aa tangi bl e, nt witball itsdeaturesdfoibées &nd qualiies) &ithin which
acts of spatial and pl aci &fThe setsand costumésofreacar e m
production help the actors and audience to imagine the space(s) of a play within the physical
phace of a theatre. The specific fAifeatures, fo
artists and audiences in creating imagined spaces and places. In this chapter, | therefore describe
each of Stratfordoés t hehaheatreand desgribmg ite gjructure dnd i e f
its place in relation to the other theatres. | then analyze which types of productions are mounted
on which stages, arguing that there are specific traditions at Stratford (such as new and Canadian
works being ppduced at the smaller Tom Patterson and Studio theatres) that reveal how
Stratford and its audience value certain types of works. In this chapter | also examine how the

thrust stage (which is emblematic of Stratford) contribtdasique stagings of musils at

Stratford and how Stratfordés stages can alte

%% ewisbelieves hi s st atement aligns with Gay McAul Spades anal ys
in Performance: Making Meaning in the Theatf&nn Arbor: University of Michigan Press, 1999).Lowell

Lewi s, AAfter wor d: ThsabeGmund: PeafébrmaRoe &nd the Rolitics of Plaeeli Gay

McAuley, Dramaturgies No. 20 (Bruxelles: P.I.E. Peter Lang, 2006), 285.
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The Festival Theatre

The Stratford Festival s stage was designed b
desire to create a space suited for classical theatren3jieation for the stage, its creation and

the stage itself have been much written af®¥gspecially as the design of the Festival stage

was highly influential on modern stage desiftiThe repetition of these stories has lent the stage

an aura of specia@iss, a mythic status that Stratfordians explain with awed and loving voices.

Current Artistic Director At o n i Cimolino states, AThis stage
resonates. It allows the actor to be a source of vibration. A source of inspirationdit for

Shakes’Aater 0Sar a Toph anfFestivaliTheatre fedls likearo@am anch at t

weodre all in it *wiastHittopinedfieTlhliisn ¢s ta gset csreyr.vée s S
%’SeeEuan Ross Stuart, fAAn analysis of productions on the
of Toronto,1974;

seealsm f f i ci al publications of the Stratford Fdketival: Ja

Stratford Festival 1972 Souvenir PrograBtratford Festival Archives; Stratford FestivBihe Stratford Festival
Story 1984 (Stratbrd, Ont: Mirror Press Ltd1, 98 4) ; and AThe Tanya Stageo Stratfoc
accessed May 17, 201ttp://www.youtube.com/watch?v=XNN7Erg2KXk

books and films about the early yeafshe Festival: Tyrone Guthrie and Robertson DaResjown at Stratford; a

record of the Shakespeare Festival in Canada, X988onto: Clarke, Irwin, 1953); Jdealocco,Reimagining

Shakespeare's playhouse: early modern staging conventions in theettveetitury (Cambridge, UK: D.S. Brewer,

2010); TomPatterson, and Allan Goul#jrst stage: the making of the Stratford Festjydloronto: McClelland and

Stewart, 1987); JohRettigrew and Jamie PortmeBtratford: the first thirty years. Volume I: 198367 (Toronto:

MacMillan of Canada, 1985a); afthe Stratford Adventur®irector: Morten Parker, (National Film Board of

Canada, 195Mttp://www.nfb.ca/film/stratford_adventure

books about and byyrone Guthrie: Jamdsorsyth,Tyrone Guthrie: a biographyLondon: Hamilton, 1976);

Tyrone GuthrieA life in the theatréNew York: McGrawHill, 1959); Tyrone Guthrie A new theatréNew York:

McGrawHill, 1964); andAlfred Rossi,Astonish us in thenorning: Tyrone Guthrie remembergdondon:

Hutchinson & Co., Ltd., 1977).

and books about and by Tanya Moiseiwitddle nni s L. Behl , ATanya Moisei witsch:
from19351 980, 6 (PhD diss. , XemnaMoSdwitsche T. Il Edelstan; ad Alap Barlaw9 8 1

The stage is all the world: the theatrical designs of Tanya Moiseiwif€tlcago: David and Alfred Smart Museum

of Art, the University of Chicago, in association with the University of Washington Press, 1994

8 gee, for example, Richard and Helen Leacffieatre and playhouse: an illustrated survey of theatre building

from ancient Greece to the present déyew York: Methuen, 1984), 17530.

¥3HThe Tanya Stageo StratfordMay®/s20i3val YouTube channel,
http://www.youtube.com/watch?v=XNN7Erg2KXk

A Oour Labour of Loveodo Stratford Festival YouTube chann
http://www.youtube.com/watch?v=Jya9FdoWmq8
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http://www.youtube.com/watch?v=XNN7Erg2KXk
http://www.youtube.com/watch?v=Jya9FdoWmq8

better than any other, but it is still to my mindexperimental one. No one can prejudge what
may or may no t*'luey Pehcockenthusedan it . O
There was something that Tanya Moisewitsch did that is like science married with

magiceée it ma d e 4 for langhage, fpraextf fer the Shakesvean
text in particular, for the iamb. For some reason, | always thought if someone asked

me how big that stage was, |l would say it
perfectly there"?
Actor Kyle Blair said, Al think I almost had

shackled me because | was so busy playing homage to the space and who had walked before that

| wasndt freeing myself t o vereakzédydultapushaoditn dar i e
will push back. 1t can take it. YoJ©dThesanse real |
of reverence is due in part to an awareness of all the famous and talented actwasentnod

the boards of the Festivateége, and due in part to the stage itself.

Guthrie had dreamed of creating a thrust stage for years before he ever heard of Stratford
Ontario. In his autobiographies aather writingshe explains how he wished to creatplaying
spacebased on the typd the stage for which Shakespeare might have wétteistage that was
surrounded by the audience on three si@®8/hen Tom Patterson approached Guthrie about
coming to Stratford to direct a Shakespeare festival, he approached a director who had very
definite ideas of the spaces best suited for productions of Shakespeare. Guthrie made his

agreement with the Stratford Festival Board conditional upon his being in charge of the type of

Quoted in James R. Aikens, TheSthord&estival ¥9720SbuveninRrogfare st i v a l
Stratford Festival Archives.

372 ucy Peacock, interview.

373 Kyle Blair, interview.

37 See Tyrone Glirie, A life in the theatr¢éNew York: McGrawHill, 1959), Tyrone GuthrieA new theatréNew

York: McGrawHill, 1964) and Tyrone Guthrie and Robertson Daviganown at Stratford; a record of the

Shakespeare Festival in Canada, 19%8ronto: Clarke, Irwi, 1953).
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stage and auditorium that would be built at Stratférdt was the very thig that so excited
Gut hri e about t hdetheXhanca tb Ereate dométhand nees m & matioa hat
wasnodét married to old ideas of staging. Mi c ha
remembered, AStratford, Onn ahliio,[ Gutmer iag 6 a] plri
resentment of the pictufeame stage had been fermenting. Here was a possible chance to build
the theatre he had, for so long, w¥®nted. | th
Guthrie had worked with designer Tanya Maoigesch in England and they shared a
sensibility about the possibilities of platform stageéathrie gave Moiseiwitsch a loose idea of
what he was after and she came back with a design that thewriiee together. Moiseiwitsch
credited Guthrie with beinthe true visionary of the stagehe humbly claimed that she merely
realized his visiod”’Gut hri eds influence is undeniable, b
Festival, the mai nad#isRameMoisesvitsthiwbas éelElmated a St age 0
whenever the stage is mentionéd.
In the advertising for the first season, much emphasis was placed on the uniqueness of the
stagdit was procl ai med t 0*°bheshas ted tdtel misandebsandima n  t h
t hat Stratf or droofan Elizadbaihan stage. ltadrawsesame espiratioa from the

Eli zabethan stage, true, bmodernisthkeondghe as Ant oni

375 pettigrew and Portmaftratford: the first thirty years. Volume31 and 36.

378 Alfred RossiAstonish us in the morning: Tyrone Guthrie remembgfieshdon: Hutchinson & Co., Ltd., 1977),

279.

37" Moiseiwitsch inGrace Lydiatt ShawStratfordunder cover: memories on tapBoronto: NC Press. 1977), 67.

%The title of the Festivalds most recent paean to the
administrationés admiration for Moi s ddardWestivald¥duTuhend her d«
channel, accessed May 17, 20t8p://www.youtube.com/watch?v=XNN7Erg2KXk

379 gee, for example, the advertisement on the back of the 1953 Souvenir program for John Hancddkf&lutua

I nsurance Company. The ad copy states AEI iwnrllbet h t he Fi
playhouse recreates the days of the Old Vic, when on the banks of another Avon, a playwright gave his immortal

works to the world, the secondiEk abet han era matches the glory of the fi
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Eli zabet¥6ot ktagedécl ared that he wanfted to e
Stratfordhis or i ans Pettigrew and Portman not e, Asom
notion that the Festival Theatre is largely an imitation of the Globe or of an Elizabethan theatre.

It is no such thing the auditorium is more a scalddwn version of a Greekeatre than it is
Shakesp®®¥@nehackhstage tours of the Festival Th
Fe st auliencedmembers are seated in the auditorium and asked to imagine that the half

circle of audience seats continues to completetyrele the stage. In picturing this, the Festival

theatre does indeed resemble a smaller version of a Greek dhegtiedeed, of a Roman

arena’®* Guthrie wrote that the shape of the auditorium had an impact on the way the audience

would experience thear, A The stage is planned upon the tF
performance. The shape of the auditorium, in which the spectators are constantly and inevitably
aware of the presence of other spectators, is a constant reminder that the perfrermbate

is: a ritual in which act 6%Téecacnlarshspeefthe@men@r s a
reinforces the sense of community among actors and audience together in the same room with no
dividing arch or orchestra pit. Actor Juan Chiosaa i d, @A The great thing ab
is that youdre al/l und e rd wheneeve araseparatedibythe Un | i k e

arch], wedre under t d&wesre allknithe sayne roainr And thahaffeeds t h a

3The Tanya Stageo Stratford Festival YouTube channel,
31 TyroneGuthrie,A life in the theatréNew York: McGrawHill, 1959), 286.

382 JohnPettigrew and Jamie PortmgStratford: the first thirty years. Volume I: 198®67(Toronto: MacMillan of

Canada, 1985a),7.

The Friends of the Festival were incorporated in 1985
the Festival o according to the volunteering section of
http://www.stratfordfestival.ca/about/volunteering.aspx?id=17866

34| attended a tour of the Festival where this was pointed out on October 25, 2012.

385 Guthrie, A life in the theatrg301.
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youakindofintimay so that you can say, O6comewith me
The special nature of live theatre is strengthened by the design of the auditorium because an
audience member can gaze past the actors on stage to the audience beyond thenentiee audi
members across the auditorium from each other have different perspectives on the play literally,

and perhaps figuratively, and are also aware of each other as part of the samgaoimegatre

community.

The concept of an arena is also found in a vepoitant and unusual component of the
Festival theatr@ the two tunnels (or vomitories) that lead on diagonals off the front of the stage
and down under the audience. This feature was completely new to theatre design in 1952, and
Moiseiwitsch claimed that Glrie was influenced by football stadiums in his desire for
entrances and exits that actors could come pouring out of in large nuffii@ushrie wanted the
action to be continuous, with plenty of entrances and exits for actors to utilize. The stage was
therefore designed with nine entrances: the previously mentioned vomitories, a central entrance
below the balcony, a central entrance onto the balcony, two entrances on either side of the
balcony, with two more entrances above those doors, and a trapdosiruCthon on the theatre
began in April 1953 on a hill overlooking the Avon river. An amphitheatre was carved into the
hill and concrete was poured to create the arena. The stage was then constructed and one of the
biggest tents on the continent was raibgdent master Skip Manley over the whole arena just in
time for the opening performance on July 13, 1953, only three months after construction began.

The original design had a main frgéeded acting platform eighteen feet wide and eleven

feetdeep,with hr ee wi de steps from the platform down

38 Juan Chioran, interview.
37 pettigrew and Paman, Stratford: the first thirty years. Volume78.
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the acting area from the first row of seats (See lllustration 4.1). The balcony was a diamond
shape that was supported by nine pillars, with the central pillar preventingtone faom

entering in a direct line from the backstage to centre stage. In fact, the design of the sitage and
entrances forcactors to work on the diagonal, encouraging movere plays to the whole

audience, rather than just to the centre.

lllustration 4.1: The Festival Stage, designed’apya Moisewitsch, 1954961.
Stratford Festival Archives. Photo by Peter Smith.

Guthrie wrote about the Festival stage that,

with its gallery, its pillars, its various levels and entrances, the necessary facilities are
provided for grouping the actors and arranging the scenes in a logical and expressive
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way. The relation of the stage to the auditorium is such that a large audiesady
two thousand peoplecan be accommodated so near the actors that the farthest
spectators are only thirteen rows from the frift.
The amphitheatre was a deep bowl with seats that ascended from the gutter in a steeper angle
than would be found in a tld@gional proscenium theatre. Designed with a circular arena in mind,
the audience fills two thirds of the circle around the stage, with the remaining third as a
backstage area. The audience was therefore physically closer to the actors on the Festival stag
than they would be in a proscenium theatre. In the second season the stage was widened to cover

one of the steps and deepened to fourteen feet. The front row of seats was also moved back

because actors and audience members in the first year had foaudiitoeium almostoo

intimate>8°

ol N > \ » & /
lllustration 4.2: Crowds arriving at the permanent Festival Tedatropening night 1962
Stratford Festival Archives. Photo by Peter Smith.

388 Guthrie, A life in the theatre300-301.
39 Some of these stories about the actors and the front rows of audience interacting in unexpected ways are
recounted in Pettigrew and Portm&tratford: the ifrst thirty years. Volume, I80-81
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In 1956, after four successful seasons, the board decided to build a @etrthaatre
around the existing auditorium and stage. The Festival theatre was designed by Robert Fairfield
to look like the seasonal tent it replaced, with the centre peak of the roof built directly over the
central pillar of the stage below (see lllustya 4.2).The backstage and office area was built on
six levels and included rehearsal space and workshop space for costume and props departments.
The floor area of the auditorium was 17,400 square feet and the backstage and administrative
area was 51,45€quare feet, but if measured cubically, the auditorium would take up about half

of the space of the building (see the designs for theameent Festival theatre, lllustration 1.3

CROSS SECTION — STRATFORD FESTIVAL THEATRE

lllustration 4.3 Stratford Festival Permanent Theatre schematic 1@%6sssection
Gut hrie noted, AThe Stratford theatre is
years, subsequent directors will make many alterations and improvements. But | am convinced,

partly by my own productions there, and far more by tlwb$ey successors, that the principle is



r i g°# The stage has been renovated several times, most of the renovations have been in
keeping with Guthrieds principles of the thru
improvements and updates. In 29Ganya Moiseiwitsch altered the stage according to some
things she had &ned in designing the Guthridan@atre in Minneapolis and in response to
requests from the Festival company and Artistic Director Michael Langham. One of the most
significant changewas that the number of pillars supporting the balcony was reduced from nine
slim pillars to five sturddr pillars (see lllustration )4The theatre was also renovated in 1974,
allowing for the balcony to be removed so that the stage could be opeimed thye backstage
space, and included the installation of new electronic sound and lighting systd®81ihe
original floor of the stage was uncovered and refinished, and at that point the theatre seated 2,262
people (1,404 in the orchestra, 858tb@ balcony) in a 220 degree sweep around the &tage.

A large change was made to the buildim@002when the degree of seats surrounding
the stage was reduced to I€preesThe auditorium went from seating 2,262 people to seating
1,833 people, when mpieshaped wedges of seats on either side of the stage were cut off from
the theatre by a new wall. Those seats still remain backstage, a ghost audience that only the
actorsandcrewaeewar e of . Architect RichardngWwasacr of't
taken too far round the stage, so that the end sections of seating at both levels have their view of
the actors restricted by the stairs and balconies, a problem which was recognized by the pricing
of these areas °>¥The2082arowativesahprefard addsessad ths.piblem,
butnotallof t he actors were happy about the change

controversy with the renovations that were made. There have been renovations over the years,

399 Guthrie, A life in the theatre301.
391 stratford FestivalThe Stratford Festival Story 1984Stratford, Ont: Mirror Press Ltd1984), 4.
392Richard and Helen Leacroftheatre and Playhous&78179.
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but with this last big onesomeone forgot to put two actors on the stage and have them line
up**duan Chi olovadthe cldaHeatre. WHak was great about it was you could stand

here [downstage left in front of the stage left vomitory], facing upstage, and you still httehal
audience at your front. S%LucyPeamtkhl$osaid thatuherd a me n
was a fundamental shift, A after the renovat.
years. There was a wrench, like my body would know whaaitted to dd something inside

me would say, o6this is how it works, 6 except

the bones, but it $%ill doesnoét feel quite ri

\ \

-

lllustration 4.4 The bare Festival TheatstageStratford Festival Puliity.

393 ucy Peacock, interview.
394 Juan Chioran, interview.
3% Lucy Peacock, interview.
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Over the years, the sets and designs that were laid atop the basic structure of
Moi sei witschbés stage grew more el aborate. Som
Moi sei witschoés stage and the produmatraditomas wo ul
proscenium theatre. In recent years there have been some gentle rumblings among the company
that the very thing that defined Stratford, G
design but with opulent costumes and props, had badermined®® Actors James Blendick
and Stephen Russell commented in 2012 that the sets had gotten too big and Blendick opined
that some productions, in opening up the back and sides of the stage, have also interfered with

the acoustics of the theatreh@ new artistic director in 2013, Antoni Cimolino, perhaps mindful

of his companyds attitude, decided fduanestor e
Chioransaid,
|l 6m happy to see the original Tanwywa Moi sei

[2013]. Theydore going to eliminate the huge s
space because that space is all about moving in and out of scenes very quickly. So

|l 6m gl ad to see t hadthefare stagé]l meansforcgedone [ ba
primarily by f i nancesé finances have forced then
being minimalistic. And it wild/l be a bette
for; it was designed to have just decoration. The classic [example] is seeing a

Michael Langhamshowd e si gned by Desmond Heel ey, and
scene is established by one chair, or one small prop. And you know where you are

with lighting change and costem c hange. Tha’¥6s how you do i

Blendick also commented thia¢ was looking forwartb Cimd i no6s commi t ment to

back, fAldd love to be on the bare, *Moiseiwits
¥Gut hrie went so far as to say that, fiThe stage is so
not prevented numerous directors and set designers frothlihii ng el aborate sets. Some se:

Henry V, were so large that they impeded the sightlines for some sections of seats and prices for those seats are
adjusted downward. Sé&guthrie,A life in the theatre300.

¥sSee AThe TSiratfprd FeSivahYguldbe channel.

39 juan Chioran, interview.

Bl endick and Russell made these comments at a ATheatr
Stratford on October 13, 2012.
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The Avon Theatre
The Avon theatre was built in 1901 in downtown Stratford as a legitimate theatre and vaudeville
house®Or i gi nally named the Theatre Albert, it w
Ontarioo and welcomed touring productions suc
and the Marks Brothef8 The theatre also showed films, the first Wiag Naw in 1910, and by
1929 the renamed Majestic Theatre was almost exclusively a movie house. The name was
changed once more to the Avon Theatre in 1941 after a change of ownership, and was first
rented by the Stratford Festival for their auxiliary film andsiodestivals starting in 1956.
According to the 1984 edition dthe Stratford Festival Story
In 1963 the Festival s Board of Governors
mounted to refurbish it with enlarged stage facilities, and a comfortable and
attractive auditorium seating 1,102 people. Under the direction of talented designer
Tanya Moiseiwitsch the handsome interior of the Avon was altered in keeping with
its new stature as a partner in the Festival Theatre. In 1967 the project was completed
with an attractive new exterior front designed by John B. Parkin Associates,
architects. Further renovations were undertaken in 1974 when the auditorium was
redecorated and the stage rebuilt, and in 1981 when the original proscenium arch was
restored'*?
Boththe interior and the exterior facade of the Avon were renovated again during a massive

renewal project for the 80anniversary season of the Festival in 2002. The theatre currently

seats 1,090 people in the orchestra, balconyf@mboxes (see lllusttian 4.6).

“CThe term 6l egitimate ttlical hitensimgdActdfalane 21, 1737, whidheend®nredatl i s h Th
theatre not approved by the Lord Chamberl ain as 6ill egi
playhouses. The act was partially a response by the First Lord of the Treasury\Ralpete to works that

satirized hi m Tshuec hB eagsg aJS&Ed<sIalhogradyirdasiohn Gay and the London thegtre

(University Press of Kentucky, 1993),13233) . The act wasnoét suspended until
theatres,suchsa t he Theatre Al bert in Stratford, werendt subje
0l egitimated theatre |Iike Shakespearebds plays and 6il |l «

01 Stratford FestivalPress release: Facts about the Avon Thedt85. Stratford Festival Archives. The Marks
Brothers were a Canadian theatrical troupe that toured all over North America from the 1870s to the 1920s in the
vaudeville circuit. They are not to be confused with the Marx Brothers.

92 stratford FestivalTheStratford Festival Story 1985.
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-
[llustration 4.5 Avon Theatre exterior, 1967
Stratford Festival Archives. Photo by Peter Smith

The Avon theatre is the Stratford Festival
was originally intended to house works of music theatice modern playsMany musicals were
written for the proscenium stage and are therefore well suited to the Avon theatre. It therefore
took several years and some unconventional thinking for Stratford
directors to move music theatre out of the Avon. Tieree been works of Shegpeare
mounted at the Avon on occasi on, but most art
that Shakespearean plays work best on a thrust stage, and have chosen to mount Shakespeare and

the classics on the Festivalgtaand modern plays and musicals on the Avon stage. The
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bifurcation in theatre eras and genres was therefore reinforced to a large extent by the artistic
decisions at the Festival. This started to change when John Neville was appointed Artistic
Directorfor the 1986 seasobut up until that point a clear distinction was made between the

wor ks worthy of being housed at Stratfordés f
fall in |line with Stratfordos theclasgads.MlelAvomandat
was therefore the fiothero house for the Fest.i
i mportance of the Festival 6s stages. The fact
of music theatre is indicativeot only of stagig conventions, but alsitf how music theatre as a

genre has been othered throughout the Festiva

[llustration 4.6 Avon Theatre interior, 2013
Stratford Festival Publicity. Photo by Terry Manzo.
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The Tom PattersonTheatre (previously The Third Stage)

Stratfordds third theatre in size and stat
on the shore of Lake Victoria between a lawn bowling club and a hockey arena, close to the main
downtown area of restauraraisd shops in one direction and a short walk along Lake Victoria to
the Festival Theatre in the other direction. The Casino was first called upon to be used as a
performance space by the Festival in 1955, when Louis Applebaum mounted a series of concerts
there, includingourper f or mances LO6hi StonawvemdiMpédsled atMar c e ¢

solomime show (see lllustration 4.™Music concerts were occasionally housed at the Casino

even aftethe Festival purchased the Avon as its secondary, and bpeise in 1963.

lllustration 4.7 Interior of the Casino set up tee FestivalConcert Hall, 1957
Stratford Festival Archives. Photo by Peter Smith

The Festival board decided that the Casino could be an ideal venue for a third theatre

when the seasomgew large enough to necessitate more space. In 1972, the Festival opened a

18¢



new theatre at the Casino named the Third Stage. As described in thetdai3d Festival

Story, the stage

has been used for Workshops and the presentation of both drama siadamginal
Canadian plays, contemporary plays from abroad, experimental productions of
classic theatre, and chamber opera. The Third Stage has been an important link
bet ween the Festivalods c¢classic work and
Used for Workshop programs and closed to the public in 1976 and 1977, the Third
Stage was open for public performances in 1978, 79 and 80. During the 1981 season,
it was used for workshops and in 1982 housed the Third Stage Company and the
Virtuoso Performace Series. For the 1983 season, the Third Stage building
underwent renovations to accommodate the needs of its resident Young Company.
These renovations included installation of an air conditioning system, a new stage
designed by Desmond Heeley and newtisgglans that gave the Third Stage a total
seating capacity of 416%

[llustration 4.8 TheTom Patterson Theatre interi@Q13
Stratford Festival Publicity.

93 stratford FestivalThe Stratford Festival Story 1988.
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The runwaystyle stage became a favourite of company memvideoswere used to working

on the thrust stage of the Feslitheatre (see lllustration 4.8t the Third Stage, actors had

the opportunity to work on a stage that fostered even closer intimacy with a small audience.
The small number of seats also meéaat the Artistic Directors could program experimental
works for the space without a great deal of financial risk, as they relied on works with wider
appeal to play in the bigger houses at the Festival and Avon theatres and subsidize new
works and workshops$ome of those riskier ventures were musical theatre Piedesmber

operas and new Canadian musicals that had short runs. For example, when the Third Stage

lllustration4.9: Crowds outside the Third Stage in 1972 before a performarieatiod ||
Stratford Festival Archives. Photo by Robert C. Ragsdale.
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was first housed in the Casinoin 1992t he second part ofopRerawurray

Patria Il had its world premiere as part of the Stratford Festival and a workshop of the

chamber oper®rpheus(music by Gabriel Charpentier, lottigne composer of incidental

music at Stratford) had six performances at the Third Stage (I will address how these works

were staged later in this chapter). These chamber operas were a departure from the operettas

ard light opera that had previously been mounted at the Festival. Not since the first years of

the Festival had small, modern operas been a part of the season. So the acquisition of the

Third Stage gave the Festival the opportunity to experiment once agdiim the same

buil ding that had been home to the Festival 6s
In 1991, the space was renamed The Tom Patterson Theatre in honour of the

Festival s founder, and renovadiordany wer e made

ancillary activities continue to be housed at the Tom Patterson, such as lectures on the plays

and free question and answer periods with various company members.

The Studio Theatre

The Studio Theatre is an addition that was built ontd#uk of the Avon theatre that
houses yet anotherrtist stage (see lllustration 4)1& was opened in 2002 as part of th&' 50
anniversary celebrations. An even smaller house than the Tom Patterson, it seats 260 people. In

the past ten years, it has takaver from the Tom Patterson in large part as the experimental

“%4The Third Stage had actually been introduced the previous year in 1971, but was-aniopent heatre cal | e
Stage in the Park.oedbenl@ddaobnoettpyr@dNéwrath8tsesatford
pavilion in the park. A covered theatre in a beauti ful
Theatre of Puppet Arts, the MoG@anadianaMime VMieatre joimed & Stratferd a n d
Festival production ofhe Red Convertiblat the ' Stage in the inaugural year. The following year, the Third

Stage was moved to the Casino where it remained until it was renamed the Tom Patterson theatre in 1991. Stratford
Festival Archives, brochures and visitorés guides.
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space where new works, concerts and workshagspecially of Canadian pieésre mounted.
On the Stratford website, the Studio theatre is describéamagieal space for exploring new

and exerimental works as well as rarely produced classics. It is sublimelyaitjrand actors

t 405

refer to i as Othe chapel . 60

[llustration 4.10 The Studio Theatre interior, 2013
Stratford Festival Publicity. Photo by Terry Manzo.

A rehearsal space the Studio theatre was turned into yet another performance space in 2012,
named The Studio Annex. With only 72 seats, it was home to a visiting production of

Vi de o CaTheeaWaedf IB%2and a concert series developed by Lucy Peacock dadked
Nightwith Lucy In 2013and 2014there were no productions scheduled to be performed at the

Annex, and it is mainly a rehearsal space once more.

% gtratford FestivalStudio Tleatre: History and stage2013 website
http://lwww.stratfordfestival.ca/about/theatre.aspx?id=1868

19C



HIERARCHIES OFPLACE: WHERE ARE THEMUSICALS?

Musicals at the Festival have been housed in all of the three neatneth at Stratford, with

concerts and cabaret nights housed in the Studio and Studio Annex theatres in recent years. The

types and genres of music theatre and the value that various artistic directors placed on the

musical offerings (as compared to thaysd especially Shakespearean) irdkiencedwhere

the musicals have been staged. Music theatre has moved from an afterthought in Festival

programming (as it was when the Festival was founded and Applebaum had to scramble to

advertise his concert series)lolding amore important (though still secondary) place. This shift

in importance has been mirrored and aided by a shift in where the musical works are performed.
Artistic directors like John Neville may have beeore motivated by finances thtre

feding that musicals deserved the same exposure as plays, and put musicals in the Festival

theatre because more tickets could be sold in the bigger house (see Chapter Three). Neville said,

AYes, | did put the musi cal iceedtfooit. Yehyeverynai n st a

severely. | ignored the criticism because | knew that if we did them well, it would make

mo n &% Artistic directors like Richard Monette and Des McAnuff also faced criticism for

their publically expressed beliefs that musical®bg on the same stage as Shakespeare at

Stratford. In 2007, the year Monette left Stratford, Richard Ouzounian wrote,

to some critics, [ Monettebds financial] suc
soul, with the emphasis being placed laorative musicals and theiddle-brow

"family experience" shows like this seasohds Kill A Mockingbird 6 | Know | ' m
mal i gned in the press for this,d concedes
took care of the money, | took care of the audiens | took ®are of the

% OuzounianStratford Gold 354.
“7Ri chard Ouzounian, f@ARi char dheWwmonte Staffaigust5,200).al bow at St
http://www.thestar.comfgertainment/stage/2007/08/05/richard_monettes_final_bow_at_stratford.html
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Des McAnuff acknowledged the financial considerations of putting popular musicals in the

biggest theatre, but he also believes that musicals deserve to be there imeréséing things

happen witifShakespear@hen itis juxtaposed with newer works. McAnuff stated that musicals

and drama should dAall happen in the same chem
things together side by®AstheRestivatahdahe gesrestoh e he al
music theake presented thefreave evolved, so too has the willingness to integrate music theatre

into the same spaces as thassical plays (see Figure 4Musical productions by theatre).

The first music theatre piesavere technically part of the Musiestival organized by
Louis Applebaum (see Chapter One), and so were housed in the Casino with the concert series.
When Applebaum chose to audition and cast local actoisfoe Be g g aimr1858ratbgre r a
than hosting a touring British opera company as the fes a | had for THBenj ami n
Turn of the Screwn 1957, the music theatre works were moved to the Avon. The Avon was
home to the Festival déds music theatre producti
Festival 6ds f i r «ftullifan, ara for the mgeras tiat Jéah 6asdon imagined
would beget an opera festival to match the theatre festival.

Since the year the Festival started including music theatre works in its seasons, there have
only been two t i me susiwtheatre piechseproduced. &hresemwd try spailsy m
for music theatre at the Festival bookended a-fj@ar experiment in commissioning and
producing new music theatre. During the experimental period {I9Ythe new musical works
were housed at the Thi&tage and had short runs of three to eleven performances, while better
knownworks such a3he Threepenny OpeemndLa vie parisiennavere mounted at the Avon

for 36 and 78 performances respectively. When Berthold Carriére took over as music director of

408 Des McANuff, interview.
192



the Festival in 1978, the two year dry spell (1976 when the Third Stage was closed to the
public) that followed the experimental phase was reassessedas the Third Stage as a venue
for music theatr@ and all the musical offerings onagain enjoyed logruns at the Avon.

It wasndét until 1986 t hat stage, and kaddeceaslhowmwa s h o
the stage can affect the productions in the next section. Whabastant to note here is that the
Festival stage almost took over from the Avartlze theatre where musicals were housed after
1986. The Avon continued to be a venue for musicals in years when more than one musical was
on the playbill, but even then, usually one musical would still be performed at the Festival
theatre. This marked aastic shift in how the Festival showcased musicals; no longer were the
musical works and company housed in a separate theatre, but they were irdetatedsicals
more firmly held a central role in the playbill and the musical company was incorpaoriateld
Festival company as a whole.

Since 1986, the Festival theatre has housed a musicpecetta in all but four seasons:

1992, when there was a return to Gilbert and Sullivan at the Avon, 1995, which saw both an
operetta and a musical mounted atAlen, and 1999 and 2008, again with two musicals at the

Avon in each season. In 2008, a conscious decision was made by the troika of Des McAnuff,

Marti Maraden and Don Shipley to stop mounting musicalheriestival stagé news release

that year annawced thatCabaretandThe Music Marwould both appear at the Avon Theatre, a
Anatur al home for musicals, with that | ovely
scenery an d*\Thegransition irléafleesbifors Righard Monett@ s f oyeart e e n

artistic directorship to the shared directorate was not a smooth one, as the directorate lasted for

““Stratford Festival News Release, AChristopher Pl ummer
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Figure 4.1: Musical Productions by Theatt8532014
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the planning stages of the 2008 season bupeyind*’°Pet er Par ol in noted th

2009 playbill reverse[d] the directoratebs de

St af¢ ndleed, with McAnuffoés link to the world

emphasis on musicals was ohlgightened!? During his time as artistic director, there was a

large musical on the Festival stage every year, and one to three other musicals housed at the

Avon and Tom Patterson theatres. However, there has never been a season where more than one

musicda was mounted on the Festival stage, and there were only three years when the season has

opened withamusiodlt wo of those seasof’ in John Nevill
Actor Cynthia Dale, who starred @amelotwhen it opened the 1997 season, stated that

she thoughmany people felt that the Festival has already gone far enough in putting one musical

on the main stage, and to open the season with a musical rather than a Shakespeare play was a

step too far for most Festival puri$t§ Richard Monette wrote in hisaltd ogr aphy, fNo't

everyone agreed with my choice@amelodt he f i r st musi cal | 6d ever

“OMi chael Posner, fAThe unr aGebehkndMag(Mardh 152008A3f or dds dr eam
“1 peter Parolin, What revels are in hand?: A change of direction at the Stratford Shakespeare Festival of Canada,
Shakespeare Quarter{$0, no. 2: 2009), A

“12 McAnuff continued to direct shows away from Stratford during his appointment there, inc@djrsgand Dolls

on Broadway in 2009. In an interview with Peter Parolin, he commented that he thought his connections with the

wider theatrical world was arste n gt h, il think Stratford is going to gai
has another [|ife. I &dm not sure how healthy it is for ai
AwWhat revels are in hand?0 217.

*3The Festival has appening week in May or June, when the performances that will be running all season open
officially with press and dignitaries invited. Often there are previews of the plays and musicals before the official
opening, and musicals usually have longer ruas filays when counting the previews, but the play or musical that
opens the Festival is usually chosen to represent the theme of the season. Musicals that have opened the Festival are:
The Boys from Syracuge1986,Cabaretin 1987; andCamelotin 1997. h addition, 1978 and 1979 were both
opened with a fAGala Shakespeare Revel d that combined s
practice was to open two plays per day, works on the Festival stage would have the more prestigious evening
opening and works at the Avon would have matinee openings. Therefore in 1980 and 1981, the Festival was
technically opened by operettas witth e B e g g aandi d.SCRinefereeespectively, even though the
evening openingsTfvelfth Nightin 1980 andlrhe Misanthropein 1981) at the Festival were the true openings those
years.
““Cynthia Dale, interview. See al so KelobeandBai(August Al t sh
31, 2002).
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always wanted to db as the opening production of our 1997 season. Many thought it
inappropriate to reopen our largest venue with anytbihgr than &hakespeare play. But | felt
strongly thatCamelotwwa s t he r 4°yldnette stdodhy bisedeoision, but never opened
the Festival with a musical again. Neither has McAnuff opened the season with a musical. Dale
believes filt wi Neveevagahapp€®hi sgéd%vusicalShakesp
might have a place beside the Shakespeare plays on the Festival stage, but they anaiswi the
doé°dafrethe Festival, so opening honours since 1
Inthecoursef t he Fe st prodaingnusitheate(l9®52914)dhiere have
been 8%roductions involving music (including opera and operetta, but not including concerts,
workshops, ballet or mime) and more than half of those have beertedai the Avo (see
Figure 4.). The Avon was the main house for musical works before 1986 with 27 musical
productions mounted there in the 30 seasons between 1956 and 1985. In that time period, only 11
other musical works were produced and they were all housed BhitldeStage with much
shorter runs (A1 performances versi2580 performances). In the 29 seasons between 1986
and 2014, 24nusic theatre productiongere mounted at the Avon, 2&re produced at the
Festival Theatre and only two produced at the ToneRsth Theatre. If the trend of producing
at least two musicals a yéaone at the Avon and one at the Festivabntinues in the future,
the Festival Theatre will never overtake the
will play an equallyinportant role.
The 1981 seasois animportant year musically in that it marked the first year of Brian

Macdonal dés i mmensely popular Gilbert and Sul

“15Richard Monette and David Pross€hjs rough magic: The malg of an artistic directar(Stratford: Stratford
Shakespearean Festival of Canada, 2007), 313.
“1® Cynthia Dale, interview.
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his career at Stratford in those operettas, noted thasitheasuccess of those works that proved

to artistic directors and the board that the Stratford audience would enthusiastically attend music
theatre as well as Shakespearean plays in large nufhbigeley said that the success of
Macdonal doés agempassble the idea af fousimg a musical at the larger Festival
theatre*'® Housing a musical at the Festival theatre meant that 736 more people could see each
performance than at the Avarthat difference is more than one and a half full houses at the

Tom Patterson. For many productions, the seats at the Festival theatre were also more expensive
than the seats at the Avon or the Tom Patterson theatres. These financial considerations are more
thoroughly explored in Chapter Three, but it is worth reiterdigrg that the different stages at
Stratford indicate not only different styles of staging and different levels of prestige within the
Festival, butare also linked to the ticket revenue. Because it is largely assumed that musicals
were moved to the Festivdeatre in order to make more money for the Festival, it is worth
examining what types of music theatre produced at which theatres.

The Fegval theatre has been home towdll-k nown musicals from t he
Broadway (19271966f'°and oneopr et t a, Gi | bEhe PiratesmfdPengandsdei v an 6 s
Table 4.1). Compare this togtAvon, which has housedonlyfdu si cal s from Br oad
AGol den A eprwodbwdeti ons of Gilbert and Sullivart
operettas. The Avondsalso been home to eightusicals written after 1966, and/or ron
Broadway musicals that include two Canadian works. In additi@n/Avon housed seven operas

between 1959 and 1978, and five productions of-tmd| assi fy Aot hThe 0 oper a:

“I"David Keeley interview.
18 |pid.
W' am using Mark Grantos parameter s fTherisefafdid@ftheol den Ag

Broadway musicalBoston, MA: Northeastern University Press, 2004).
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Begga 6 s (heeThreepenny OpeemdCandide*?° All the works mounted at the Tom
Patterson theatre have been smaller pieces that suit the size of thé ttexattkamber operas
and three noBroadway musicals. Of these 13 pieces, eight had music by Cacadiposers.
The Avon has been home to two Canadian musicals and the Festival theatre none.

Table 4.1: Genres of musical theatre at The Festival, Avon and Tom Patterson theatr2614956

Festival Theatre Avon Theatre Tom PattersonTheatre
1,826 seats 1,090 seats 480 seats

24 Gol den AgelliGol den Age

musicals musicals
8Aiotherd musi3 Aotherd mu
(including 2 Canadian (including 2 Canadian
musicals ad 2rock musical3
musicab)

1 Gilbert & Sullivan 18 Gilbert& Sullivan

operetta operettas
2 Offenbach operettas
7 operas 10 chamber operas,
5 Aot her 0 o p|including 6 Canadian opera

As artistic directors have made decisions as to what types of works are produced at what
theatres each season, definite trends have emerged. The Festivapitesaines works that will
be most familiar to audiences, both from Shakespeare and from thévi&rp canon. The Avon
houses works that are less familiar but still accessible, such as mid tweetiaiihy American
plays and many different types of music theatre. The Tom Patterson and Studio theatres house
the most experimental works: unique prodtuts of the classics, Canadian works, and chamber
operas such Q@pheu&hmadr pVean tle dagmdasd ite £hoices to house works
in descending ordeaf familiarity to the audience from largest theatre to smallest is a pragmatic
decision thaartistic directors make as they try to forecast how many seats and performances

each production might sell. I n the fiftieth

420 5ee Chapter Two for a discussion of these gdafging works.
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|l arger houses the demands a Htisditde wonder thent hat yo
that the tendency has been to play it safe in the large theatres and to entice new talent (and
hopefully new audiences) to Stratford with unique productions in the smaller theatres. It seems a
shame that newer works and Canadian works agtyrproduced at the Avon, let alone at the

Festival theatre, but they at least have a place at Stratfanaljfetis in smaller theatres.

Il lustration 4. 11: <

1973, reverse
York University Libraries, Clar@homas Archives & Special
Collections, Louis Applebaum fonds, ASC 3304

MUSICALS ON ATHRUST STAGE

The first time a musical (and not a concert) appeared on the Festival stage w&awtiele

was transferred there from the Avon in 1978 for a shorffiifhe Festival stage would not

21 Quoted in Parolin, 208.
“22|n the Stratford Festival Archives, there are archival fiim€afidideas it was staged on the Avon stage, and as
it appeared on the Festival stage. The set for the Avon mimicked the thrust stage at the Festival, so very few
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house another musi cal until the firstTheear of
Boys from Syracuse Rodger s & Hart, 1 9 3A8ComedyeokEgralsDesn S h ak e
McAnNuff calls Neville avisionaryfo putting a musi cal onHeat t he |
said he didndét know i f Neville was actually b
McAnNuff likes to ascribe him visionary status,
| think the major turning point came under the leadershigohn Neville when he
started to put musicals on the Festival Stage. And many, many people were horrified
(and some stild]l ar e, by the way). | 6m no
visionary although | like to give him credit for that, and | havesgitim credit for
that. | actually believe that to a large extenthas mot i vated by fi nat
whatever reason he managed to be an icebrézker.
Putting a musical on a thrust stage was revolutignaingther Neville intended to start a staging
revolution in musicals or not. Since the beginning of the genre, musical comedies were created
for the picture frame staging of the proscenium arch theatre. One merely needs to think of chorus
girls lined up along the front of the stage doing high kicks to emvigie type of forwardiacing
staging that was common to revues, vaudeville, operetta and musical comedies alike.
There had been experiments in breaking down the fourth wall of the proscenium stage in
the 1910s and 26smost notably with platforms extendedo the audience for performers such
as Al Jolson to take solo turns singing show stopping numbers. Jolson and others utilized these
ramps to get as close to the audience as possible, but broke the narrative of the show in order to
do so%?* Theatre produers like the Shuberts and Ziegfeld built ramps and staircases out into the

audience not to suit the exigencies a book musical, but for fashion parades, and star turns in

musical comedies and revues that broke down the fourth wall. Writers and directarsicdls

alterations had to be made in blocking or choreography when the show was transferred to thestegstiviade the
case study later in this chapter.

423 Des McAnuff, interview.

424 arry StempelShowtime: A History of the Broadway Musical Theatiiew York: W. W. Norton, 2010), 153.

20C



continued to create musicals for the proscenium stage, but audiences had also been given a
glimpse of the intimacy and immediacy that was possible when a performer was surrounded by
the audience.
Before Desmond Heeley designegermanent platforstage at the Tom Patterson
Theatre in 1983, various stages and seating plans were experimented with in that space. For
many of the chamber operas that were commissioned by or premiéred at the Festival in the
seventies, the creative process for the writssmposers and directors included a combination of
writing the work to suit the space, and alter
Patria Il, for example, was premiered at Stratford in 1972 on a sunken stage with audience
membersonalldur si des of the stage |l ooking down i nt
hospital. I n t he s am@rphgus: A Liturgy@aSbven Parss Sdyedr pent i
on a long runway, similar to the later Heeley design, surrounded by the audiethceeosides.
The set design fadDrpheusby Art Penson included a bridge from an angled platform upstage to
a multilevel platform downstage that encouraged quick movement on an otherwise bare stage.
After a long break when no musical works were mountédeaTom Patterson Theatre,
the small fowhand cabarestyle Jacques Brel is Alive and Well and Living in Paxias
performed there in the 2010 season when three musicals were part of the &sdbNMé¢, Kate
at the Festival theatre aBtita at the Avon). The staging was extremely simple, with a four
piece band on a platform against the upstage curtain, and the four actors taking various positions
on the bare stage so that they faced every part of the audience throughout the course of each
song. Moodandsetting were suggested by the lighting design and simple props, and the violinist

and guitarist at times stepped down off the m
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more cbsely with the performers. In recent years, musicals have onlyskegad at the Tom
Patterson when there were more than two musicals produced in a season.
In the 2012, 68 anniversary seasowhenfour musicals were included in the play$il?
a musical was again mounted at the Tom Pattérddarris Panych and Marek Normad s
WanderlustThe creative team also directed the si{Panych as director and Norman as music
director) sothey were able tadapt their writingor the specific requirements a runwaystyle
stage. The skpiece orchestra was situated upstage arttiypfstage, somewhat obscured in
some scenes by set pieces and backdrops. Norman conducted from the piano for all of the
performances. When asked about conceptualizing a new work for the Tom Patterson Theatre, he
said,
The Tom Patterson Theatre isvanderful (and unusual) spac#.is much beloved
by actors, mostlylue to the fact that it presents a typéntiftnacy (orcommunionif
you will) between cast and audiendénere is a comfortingyomblike sensibility
within its long, dark frame. Patrerare similarly taken witthe hall's quirky shape
and many oddities.Personally, | haveongadmired he "TPT'® however, as
composer/musical director @¥anderlust my appreciation has lessened in one
important respect. The spa®nders good/appropriate owd production
anenormous challengeOur intrepid sound designer, Jim Neil, and board operator,
Jim Stewart, worked likerojansin their valiant attempts to overcome the space
deficiencies. Sadly, it wasn't until well into our rtivat we all felt comfdable with
the overall mic/monitor relationship. Really, the only true frustration végards to
our time at the TPTIf the Festival's futurplans ardgo present more musicals in the
space, the organization would be wiseconsider ralesigning the xasting system in
order to betteaccommodate and ensisteong sound productioii®
In addition to concerns about the sound design, the Tom Patterson also poses a challenge for
choreographers. In the history of the Tom Patterdéanderlustvas the first musical that made

much use of choreography and choreographer Diana Coatsworth made good use of the whole

%5 The other three musicals, addressed in previous chapters4#li&&reetat the Festival, anfihe Pirates of
PenzancandYou 6r e a Good MatheAvabhar |l i e Br own
426 Marek Norman, email communication November 16, 2012.
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stage, turning the dancers to every corner of the audience. Whether or not the Tom Patterson
Theatre continues to be used as a venumimicals in the future will likely depend on whether
or not the Festival continues to mount smaller and hgraen musicals.

Unlike the new and experimental works at the Third Stage/Tom Patterson Theatre that
were created for an unusual stage and sgdweBoys from Syracuses a Golden Age
Broadway musical that had been created for the standard proscenium stage. It therefore needed a
strong director to renvision it for the Festival stage. Neville chose Douglas Campbell to direct
the musical after Ban Macdonald withdrew from the 1986 season. Campbell had singing and
dance training in addition to his reputation as a classical actor, and Neville believed that
Campbell could as easily have had a career in opera as in tfié@aenpbell had been with
Stratford since the very first season; he was one of four British actors that Tyrone Guthrie
brought to Canada with him in 1953 and Campbell had directed or acted in more than 30 shows
across 34 seasons prior to helmirige Boys from Syracusgven prior to Is experience on the
Stratford stage, Campbell h aAdSatbrecottime Tlreep ar t o f
Estateddone in the protohrust space of the Assembly Hall of the Scottish Church at the 1948
Edinburgh Festival®® One of the first works Camgbl | directed at Stratfor
L6éhi st oi aspardotithesl@6 rdusit festival. He also choreographed for the Tyrone
Guthriedirected Gilbert and Sullivan operettas in the 186B81S PinaforeandThe Pirates of

PenzanceCampbell therefe had familiarity with directing action on thrs@led stages asell

2" Robert A. Gaines]ohn Neville takes command: the story of the Stratford Shakespearean Fegieallintion
(Stratford, Ont: William Street Presk987), 179.

28 SeeGaines,John Neville takes commant74 andPettigrew and Portmaftratford: the first thirty years.
Volume | 75.
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as familiarity with musi¢t heat re and he was a solid choice f
staging a Broadway musical on their iconic stage.

The Boys from Syracuses the first musal to open the Festival and the first to run for
a full season on the Festival stage (65 performances bet@eay and 19 November, 1986
In programming his first season as artistic diredtimville knew that Brian Maazhald, director
of a string of vey successful Gilbert and Sullivan productions at the Avon between 1981 and
1985, would not be returning to Stratford in 1986. Neville therefore took the opportunity to make
three major programming changes. First, Neville chose a musical that was based on
Shakespeare play, rather than continue with the Gilbert and Sullivan operettas. Second, he cast
classically trained actors in the musical rather than having an almost completely separate musical
company that emphasized vocal and dance training. Andyfih& decided to stage the musical
at the Festival theatre rather than the proscenium arch Avon, or the Third Stage, where every
opera, operetta and musical had previously been performed. These threé famaisange in
genre, the attempt to integraletopera and acting companies, and giving a musical pride of
place on the Festival stage, ushered in the golden age of musicals at the Stratford Festival.

Staging musicals at the Festival theatre has not been a uniform success in terms of
adapting the mowveent to a thrust space, but it has been almost uniformly successful in financial
terms.Robert Cushman wrote théhe Boys from Syracugei s d e f i ni-drch, lined osceni
up-in-front-oftheaudi ence materi al ; a*pdma acfortike Retes t age d i
Donal dson were vocal in their criticism of mu

have been put on in that theatre is in my view sacrilegious. Because in order to do it, you have to

2% CushmanFifty Seasons at Stratford 71.
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destroy “*®lhre «dmtgrea Dt views ouBmoken dritits of thedttsust stage have

opined that it isnoresuited to musical theatre than to Shakespearean plays. English theatre critic
Kenneth Tynan stated, Aonly thoseddudhasns of t h
musicals,dancd r ama, and Co meé davamudhed ghidfrom & terseled i c ]

s t a“j*€laudia Cassidy, in a scathing review of the first seastine Tyrone Guthrie Theatre

in Minneapolis, said that the fAoutthAmose stag
suited to the theatre of fdwenmedCassidybathn t o t he
implied a mind/body split mapped ontlifferent genres of theatre in their opinidhat theatre

that privileges the body over the mind is better suited to tetages than intellectual works.
Shakespeareds tragedies are often taken as th
of English language theatre, and musicals are often considered to be entertainment that puts

bodi es on di s pdtayangiot¢llecdiad demandstherafoaekpeaks to the

fervent disagreement th&tratfordians from Guthrie on down have had to views like those held

by Cassidy and Tynaihat the Festival stage was the domain of Shakespeare and the classics for
decads before a musical was allowed on its boaPidsving that the Festivatage was ideal for

the works of Shakespeare was one of the unspoken missions of the Stratford Festival, which is
perhaps why it took thEestival more than thirty years to experimeith mounting a musical

on the Festival stage.

430 peter Peolin, What rewels are in hand?: A change of direction at the Stratford Shakespeare Festival of Canada.
Shakespeare Quarter(g0, no. 2, 2009), 219, note 93.

31 Quoted in Pettigrew and PortmaBtratford: the first thirty years. Volume84.

“32The review is reproduced full in Guthrie,A new theatrg121-124.
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The thrust stage calls for changes in the choreography and movement patterns from the
patterns typical of musicals created for the proscenium stage. Kyle Blair, who has acted in both

musicals and plays at &tford, explained,

[

all enge when all of a likcaltbdtégn youor
hat Itdos a much more natur al rel ati
people. In a thrust, you relate to the person as you would in life because the

[ @audi ence] are al/l the way aroundouyou so
would in a proscenium. The proscenium has a more presentational style by nature
because you always have to be turning out so that the audience can see you. But in a
thrust it works more in circles. Youol |

he opportunity to do a musi cal on
cals are written with the proscert

oo musicals that weol |l be 6turning the act

upstage and do sort of a banana around them and they follow you, eventually
throughout the scene everyone wil/|l have
diagonals that & work on at the thrust at the Festival, where you line up the other
actorods head with the aisle so the rest
yourself with that other person. There are just different rules for movement. And
these are not harand fast, you break all the rules too, of course, otherwise stage
movement would get really boring. But you know your basic patféfns.
Theblocking patterns on the Festival stage follow their own logic. Directors like Campbell, who
embraced the thrust and its unique patterns woiea (if not alwaysyuccessful in reimagining
musicals for a different space. In dialogue scenes, the directols follow the patterns that had
proven useful on the Festival stage in the more than thirty years plays had been performed there.
For choreographers, the challenges were a little more daunting. Instead of mostly moving
dancers in two dimensions, sideside across a proscenium stage, choreographers needed to be
aware of the sides of the audience that wrapped around the thrust stage. The way the stage is
surrounded on three sides also means that weak dancers cannot be hidden in the back; every

actor onthat stage is visible from multiple places in the audience. For an inventive

choreographer, each challedgthe number of stairs, a fairly narrow main stage area, the need to

43 Kyle Blair interview.
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address all 220 degrees of the audiénceuld become strengths. Circular, Busbyk&éeylike
patterns could be enacted on the Festival stage in ways that would never work on proscenium
stages. Filrlike qualities could also be found in quick movements out of multiple entrances and
exits that gave the effect of crelsgles between scemand numbers.
Director/choreographers like Brian Macdonald and Donna Feore have had the most
success adapting musicals for the Festival stage when they have used circular and diagonal
patterns in blocking and choreogragfi{These dynamic patterns of mowent are a large part
of what differentiates musicals on the Festival stage from musicals produced elsewhere. The
musicals produced at the Festival theatre have all beerkm@ln Broadway or operetta
audience favourites. The fact that so many of thedelwstnuts were incredibly successful at
Stratford speaks not only to their btiitt familiarity, but also to the freshness that is achieved
when a welknown work is dynamically reimagined for a unique stage.
Another aspect of producing musicals on aishstage that also applies to plays is the set
design. Inareviewdfly FairLadyd ur i ng t he Stratford Festival 06:¢
writer and critic Jamie Portman wrote,
Designer Debra Hansondés attractilthen Edwar di
her set concept. The Festival Theatre stage has been denied its flexibility because of
those two massive Greek columns which may be appropriate for the exterior of the
Covent Garden Opera House but remind one of a mausoleum in other scenes. One

wishes as well than in directing the show, Monette had honoured the demands of the
Festival Theatreds f*hrust stage more effec

434 Macdonald, for example, directéhbaretin 1987,Guys and Dollsn 1990,Carouselin 1991,Gypsyin 1993,
Pirates of Penzanda 1994 andrhe Music Marin 1996 on the Festival Stage. Feore dire€@éder! in 2006,
Oklahomalin 2007,Fiddler on the Roaiih 2013 andCrazy for Youn 2014 on the Festival Stage. Reviews generally
praised the staging, see newspaper collections in the Stratford Festivaésarchiv
“*®Jami e Portman, fDal eSoathham Newsppearediihe @tawa Citizadurie 8,i2002;
The Calgary HeraldMay 30, 2002; and’he Windsor Stakay 31, 2002).
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Il n contrast, Robert Cushman wrot e, fiMonetteds

proscenium shows look perfectly athom& t he p | &%PerbapsnCushman gnel . o
Portman were seated in different areas of the theatre, and if that were the case, then it would
indeed be true that the design was not completely effective for the space, because in order for it

to be effectivethe whole sweep of the audience should be able to see andrenghow (see

lllustration 4.12)

lllustration 4.12 Maquette for the 2002 productionfy Fair Ladydesigned by Debra Hanson
Stratford Festival Archives, photo by author

One of the ch&nges of the Festival theatre, is that the director and designer cannot

merely be content with sitting in the centre aisle to see how the design and staging looks, they

“*Robert Cushman, #AAs | o WatonalPoséviay 39, 8007).Stradfoxd-estival i t t o

Archives, 2002 reviews.
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must be aware of the full house. Juan Chioran, after seeing the 2009 produ¢ties Side

Storyat the Festival Stage from a seat at the side and back of the auditorium, congratulated

director Gary Griffin, saying, AThank you so
her*Now, Chioran says, fAwhlkatvepacd Grhid fsaysbl
forget Juanés mom!d [Chioran is] hi®%Agousy to r

can be encouraged to play to the full house, but only if the set design allows thesotdtds
telling that there watso much excitement among the Stratford company in 2013 to get back to
the bare stge. And that excitement appliad much to musicals like the 2013 production of
Fiddler on the Rooé&s it didto the plays.
Besides movement and set design, another lamggideration for staging musicals at the
Festival theatre is the music and sound design. Movement on diagonals is all very well for
turning the actor so they can be seen, but in a musical it is also important that they be heard. This
iswhere TynanandCas dy6s argument, that t thecausafr ust i s
acoustic problems, falls flat. The rhyming couplets of a Hammerstein lyric may not be of quite
the same calibre poetically as a Shakespearean soliloquy, but the audience memberg attendi
each show wil/ be equally upset i f they canodt
In the first few years musicals were staged at the Festival, there were few microphones
for the singers. The classically trained actorBalys from Syracuseere expected to apply their
voice training to singing and to project the songs into the natural acoustics of the space, the same
way they would a speech. The problem, of course, is that musicals tend to be louder tidan plays

even plays with incidental mugicand the actors must be healmae the orchestra. Initially,

437 Juan Chioran, interview.
438 Juan Chioran, interview.



some area microphones were used to pick up the chorus and a limited number of radio
microphones were used for the main characters. Lucy Peacock played the lead in the 1988

production ofMy Fair Ladyand she recalls,

In thosedays they were still working out a lot of hade-you-puta-musicaton-the
Festivalstage kinks. You put a mike pack on if you were singing a lead line in a
song, and there were only two or three to share. None of the chorus had microphones.

Douglas Campdel was pl aying Doolittle and everyb:
not wearing that thing!odéd He didndét wear a
was mi ked but It couldndét have been very m

donoét think erewaoehd Wweaawebre doing now.
Directors and sound designers of musicals at the Festival soon moved into more complex sound
design out of necessity, and once budgets and technology allowed, every actor in a musical had
an individual microphone pack. Actor Kyle Blair said,
I t hignuki tiet Gasn i ntri cate setup for sound at
the sound challenges are great. We have monitors at our feet, and | imagine in the
ceiling too, for us [actors]. And same for the orchestra. The orchestra, actually, can
controltheir own feed so they can choose what they listen to, whether it be the singer
or they want the bass line coming through their headphones. And we also have visual
monitord i n each of the voms [vomitories] there
aisle,so we have three different spots where we can see the contffictor.
The television monitors are necessary in all of those places for the actors to see the conductor
because unlike in a proscenium theatre, there is no orchestra pit. At the Festivalttieeatre,
orchestra is concealed above the stage in an 800 square foot roomt he o6 atteust i ¢ | «
Moiseiwitsch design (see lllustration %3

In the early years of mounting musicals at the Festhetre, then Festival Music

Director BertholdCarriere would tell actors not to look at him during rehedrsehuse they

39 ucy Peacock interview.

40 Kyle Blair interview.

“1The Stratford Festival has posted bekinelscenes footage on their YouTube channel of percussionist Graham
Hargrove working his magi c draayfdr Yoahttm/lyautmpe&ZBWupY8d E8 space f
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woul dndét be able to see him during performanc
during a performance could be an iIisesuworkarri
at the Avon theatre bec a*Soandcoblealsebearsissuemdhe e c o
Festival Theatre, fAAt the Festival Theatre, w
li ke itdés coming owt tofo & nmmadtlchbkox Yidahe siilasve it to
way to support the sound is to maintain large numbers in the orchestra and to amplify it. At
times, audience members have been confused as to where the orchestra is at the Festival theatre.
Blair récdomoedkniow i f this is true, but |1 06ve
|l etters saying 6l candét believe youbre wusing
theredsfiave weetsyon or c h e Carrigrefeaounttt h@Mobedhni dde
see us and | dve got-seewenmusidaas At the enchoéteetshow, | pop myt we n
head out from the |l oft. The first time | did
now so they know?®lhaia, far thesfirsttime thheuopeningrwheve Bert had
popped his head out to take a bow was widened so that the orched4@¥ Streetand was
visible to the audienc®®

The orchestra may sound recorded to the audience because of the practice of amplifying
al the sound electronically for the musicals and mixing it IRecent~estival Music Director

Rick Fox(20082013), whomusically directed most of the musicdlsring his music

directorship sai d that the chall engeddesigd hotvthe di f f er e

“42Berthold Carriére, interview.

“43Berttold Carriére, interview.

44 Kyle Blair, interview.

“45 Quoted in Cushmarkifty Seasons at Stratford 76.

4% Most of the orchestra was visible to the audience, but there were certain instruments, like percussion and harp

that were in the orchestra loft, separe f r om the rest of the 424StreetweDes Mc Anu
opened up that balcony where the musicians play, which should have happened years ago. That was a big
breakthrough. d McAnuff, interview.
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audience hears it.o The actors are fAmiked for
the band satisfactorily otherwise. I n the cl a
mi k &*8BWhen the actors are miked, hare more able to indulge in a range of movement that
includes turning their backs to a large portion of the audience while singing, but the mediated
sound can have the effect of undermining the sense of liveness. Of course, this is not just a
product ofsound design at the Festival theatre; at the Avon and Tom Patterson theatres and in
centres of musical theatre from Broadway to Toronto, the trend of miking singers has become
more and more dominafit®

Des McAnuff said that not putting a musical on the ivakstage in his first year as
artistic director was a mistake; he said fiwebd
hou&®aNid h McAnuffoés obligations on Broadway an
artistic directorship at Stratford, he wash@gps more outward looking than his predecessor, and
encouraged a flow of talent and productions into and out of Stratford. He took two musicals that
had great success at Stratford on the road to other citiesudttis noting that musicals rather
than pays were chosen to represent Stratford to the witheld **° It is also noteworthy that
both of the musicafs A Funny Thing Happened on the Way to the Foiu2009 andlesus
Christ Superstam 20110 were staged at the Avon theatre and were therefore éasiansport
to standard proscenium theatres in Toronto, La Jolla and New York. The musicals staged at the

Festival theatr e astSide §orfR009\Kiss Md Katg2010pCamaloe  (

*4"Rick Fox, interview.

48 See Jonathan Bsirt oTrheatrefspace as virtual place: Audio technology, the reconfigured singing body, and the

me g a mu Popala Mysiol7, 2 (May 1998): 20218 for a further exploration of how mediated sound affects

the production and reception of musicals.

49 Des MaAnuff, interview.

“*During Des McAnuffoés tenure, the live productions tha
was al so represented bTVwelfirNmgleuncd | SGassartasd Cl€patrtkat vgepee ar e 6 s
filmed and dissminated via DVD and special viewings at movie theatres.
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(2011) andt2" Street(2012) might have been bettepresentations of the types of musicals

Stratford was known for (and, in the cas@\dst Side Storya stunning display of staging on the

thrust) but they would have required a great deal of restaging in order to go on tour. McAnuff
said, fAlmésehwodkroudv of the Festival theatre
The proscenium arch t heat r*&itis highlygpobablgthat o be ea
McAnuff chose to personally direct the riskier musicals sudfoasm, Superstaiand 24 3 6 s

Tommyat the Aron rather than the weklnown Golden Ae musicals that were housed at the

Festival with the intention that if they were well received by Stratford audiences, the musicals

(@}

could go on tour. Mc Anuf f raneférd] eecaess it geth thetword A it

out. People need to®now that Stratford is he

41 Des McAnuff, interview.
452 Des McAnuff, interview.
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INTERLUDE : A CASE STUDY3 AVON VERSUS FESTIVAL

The Stratford Festival often returns to works they have done in the past. With
Shakespeareds plays this is inevitable, and S
did not cycle through his most popular works on a fairly steady basis. Mangaimuerks have
al so been produced mor e t h&eaMilkadoeignswiththeSt r at f or
number of remounds it has been produced at Stratford five tifi€dndeed, the only musical
works that have been produced at Stratford more than améc€ilbert and Sullivan operettas.
However, a number of musicals have beerdpced more than once, and sixsical works have
been produced at both the Avon and the Festival theatres in different seasons. This allows for a
direct comparison of the sammusical produced on two different stages at Stratford. While many
of the staging choices can be attributed to the director and the designer, the difference between
the proscenium Avon and the thrust Festival undoubtedly plays a part in how the musicals are
produced and received.

Of the sixmusicals that have been produced at both the Avon theatraeaRédtival
theatre (see Tablell), | have personally seen productiond\dst Side Story 1999 at the Avon
and in 2009 at the Festival, ambe Pirates oPenzanceén 1994 at the Festival and at the Avon
in 2012, in addition to viewing t hePirhtesaitmed v e

the Avon®**| have also viewed archival footage of the 1978 productid@enidide both as it

“53Two of the productions were exact remounts of a previous production. In 1982, Brian MacDonald directed
Mikada, in 1983 he remountedikadoand added he Gondoliersand in 1984 he remountéikadoand
Gondoliersand addedolanthe

4S4W. S. Gilbert and Arthur SullivarThe pirates of Penzand®irected and choreographed by Brian MacDonald;
produced and directed for CBC Television by Norman flaeii [1985]. Canada: Morningstar Entertainment/CBC
Home Video, 1999, DVD).
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appeared at thevdn, and in its transfer to the Festival st he following case study is

therefore a comparison of six productions of three works in two different spaces.

Table I.1: Musicals at Stratford that have been produced at the Avon and Festival theatres

Production Festival Avon
Cabaret 1987 2008 A
Candide 1978A 1978A
(same production) «—
Man of La Mancha 1998 2014
The Music Man 1996 2008
The Pirates of Penzancg 1961 2012
1985~
1994
West Side Story 2009 A 1999

* Filmed for CBC television and available on DVD

AArchival

footage on

DVD at

t

he

Stratford

Festival

In 1978, set designer Mary Kerr built a set@andideat the Avon that resembled a

thrust stage on an apron that projected slightly beyondrdsegnium arch of the theatre. It was

a halfcircle platform set atop the Avon stage with a step up to a smaller platform upstage centre.

From the smaller platform, two sets of stairs led in angles to twanlgsmbtefore the steps turned

90degrees and ctinued up to a balcony. A catwalk at the same height as the balcony, flush

against the rear curtain led offstage right and left. This wooden set did not completely resemble

the Festival stage, but it certainlyggested it (see lllustratiori).

%5 These films were made primarily as an archival record and for understudies to watch as an aide to learning
blocking; they are not intended for viewing by the general publibeasdre shot from one fixed point, usually from

t he

Stage

Manager 6s

boot h.
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lllustration . 1 : Mary Ker Céndided38) at the Avongheatré o r
Stratford Festival ArchivedJnknown photographer.

Mary Kerrdés design gave the production a s
design in Canada, NiKad rarl 6 £ &Rmemwhaa sviroten didMalre ar
yielded highly kinetic d&%\itganlgmidinwarsetpiécesandr e, d
props to suggest the fantastic worlds to which Candide travels, the staging by opera director Lotfi
Mansouri and cbreography by Brian Macdonald also was suggestive of the movement typically
seen on the F@é&dastandadndglic open stage

The production was designed from the first to play at both the Avon and the Festival
theatre, so the artistic decisions refigetthe need to adapt to two very different types of stages.

A review in theGlobe & Mail before the season opened noted that the show was being designed

4>® Natalie RewaScenography in Canada: Selected Desigif€osonto: University of Toronto Press, 2004), 121.
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