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CHRISTOPHER WILSON

A MEMOIR

(Reprinted, by kind permission of the Editor, from

The Musical Times of April 1, 1919)




When Christopher Wilson published his master-song, "Come away, Death," in 1901, The Times said of it that it was "all that such a song should be—fantastic, yet deeply pathetic, and as musicianly as a work by a Mendelssohn scholar ought to be." The words italicised remain true of all that this gifted composer left us; and the pity of it is that for various reasons, some of which will appear in the present notice, so little of his work has been printed.

"Chris" Wilson, as he was known to hosts of friends in Bohemian circles, was born at Melbourne, in Derbyshire, on October 7, 1874. He came of musical stock on both sides. Many stories, based on undoubted fact, are current as to the boy's proficiency on the pianoforte, even before he reached his teens; and while at Derby School, where his headmaster was J. R. Sterndale Bennett, a son of the composer, he played for the eleven—a somewhat rare combination of talents. There was never a doubt as to young Christopher's future calling; and his brilliant career at the Academy more than fulfilled his early promise. He carried off no fewer than three bronze and three silver medals, and was at the end of his third year awarded three certificates: for the pianoforte, harmony, and sight-singing. He also gained the Agnes Zimmermann Prize. Wilson received every encouragement from the Principal, Sir Alexander Mackenzie, while his professors for harmony and  composition, pianoforte, and viola (his second subject) were Mr Frank Davenport (his uncle), Mr Oscar Beringer, and Mr Walenn, respectively. No one was surprised when he capped all his previous successes by carrying off the Mendelssohn Scholarship in 1895. He went abroad—as winners of the British Prix de Rome usually do—and studied under Wüllner at Cologne, von Herzogenberg at Berlin, and Widor at Paris. His gifts were appreciated by his foreign teachers as they had been at home. The beautiful Suite for strings (since, 1901, published by Schott) was performed at Cologne at one of the principal concerts—a compliment that had been paid to only one young Englishman before him, Arthur Sullivan. Moreover, he was selected by Wüllner to "coach" a tenor at the Opera in the part of Tristan—no small distinction. There can be no question that Wilson brought back to England one great asset[1]: he had heard all the great operas over and over again, and it was as a composer and conductor for the theatre that he was destined to make his mark. His sense of the stage and of atmosphere and his love for everything relating to the theatre were remarkably keen; so his success in this sphere was not surprising. His gifts were quickly recognised by Sir Frank Benson, Mr Oscar Asche, Miss Ellen Terry, Mr and Mrs Fred Terry, Mr Otho Stuart, Mr Waller, and others; for the two first named he acted as musical director for well over ten years. Apart from the numerous Shakespearian productions for which he wrote the music, his most striking successes were obtained in Kismet, The Pied Piper of Hamelin, and the Greek plays. In these latter he made no more use of the ancient modes than Mendelssohn had done; but the result was highly effective and true to atmosphere.  Opinions are bound to differ as to the comparative merit of the music written for the Shakespeare plays: on the whole, perhaps, King Lear, Richard II., Antony and Cleopatra, Much Ado about Nothing, The Merchant of Venice, and Measure for Measure mark his highest level of achievement. Wilson was, of course, acquainted with all the traditional music, of which he availed himself whenever he considered it suitable; the numerous gaps he filled in with unerring taste and skill. Future searchers in the British Museum Catalogue may consider his output relatively small, in spite of the fact that he died in his forty-fifth year. But it should be remembered that incidental music of this kind, apart from the lyrics, mostly remains in MS. None the less, one may rest assured that its spirit and traditions will live on, and that much of it will be handed on by successive conductors for the enjoyment of future generations.

His published works include, besides those mentioned elsewhere in this memoir, settings of "On the Ground," "Take, oh take those lips away" (1906), and a duet, "It was a Lover and his Lass" (1907); "Rest in Peace" (words by W. Melville, 1900); "If we may not meet" (H. Kendall, 1901); "Roses for my Lady" (Harold Begbie, 1903); "To a Nosegay" (E. Broad, 1903); "There lived a Singer" (Swinburne, 1903); "When Roses blush" (E. Lyall Swete, 1904); "I bring thee Roses" (F. Stayton, 1908); "Ave Maria" for S.A.T.B. (unaccompanied—organ part for rehearsal only—1910); three Duets and a Song from Kismet (1911); and a Novelette in D for the piano, (1903). Of the unpublished works, the most important are the music to a wordless play "Inconstant Pierrot" (the scenario by Sidney Dark); a second Suite for strings; a Mass; a Pianoforte Quartet; two String Quartets; two Violin Sonatas; and a number of lyrics (including several by Shakespeare and a fine setting of Browning's "Prospice"). He also wrote the music for two pageants.

During the last year of his life, when his health was beginning to fail, Wilson worked much at the British  Museum on a series of papers for The Stage, dealing with Shakespeare and the host of composers who have set him to music; here his knowledge and experience, if not unrivalled, were certainly unsurpassed. Of these articles, five had appeared up to the time of his death: (1) and (2), Introductory and "A Midsummer Night's Dream" (October 31 and November 7, 1918); (3) and (4), "Macbeth" (December 5 and December 27, 1918); (5), "Romeo and Juliet" (February 6, 1919). The last of the series was published eleven days before the end came suddenly—for "Chris" died of heart failure in the early morning of February 17. A few hours before he fell asleep he was asked to write the music for the forthcoming production by Miss Doris Keane of this same play of Romeo and Juliet—a pathetic coincidence!

Anyone anxious to form some faint idea of "Chris" Wilson's delightful personality, his kindness to all, his utter selflessness, his childlike simplicity of nature, and his humour, should read the two articles on his experiences as a conductor which he contributed to The Stage in 1917. But it is the humbler members of his orchestras who probably know more of his goodness of heart than even his most intimate friends; and it is their testimony he would have valued most highly. It should be added that he was a widely-read man, and possessed a sound knowledge of art and of architecture.

A fine tribute to his memory was paid him by his brother Savages—among whom he had spent so many happy hours—on the Saturday night of the week in which he died, when Mr George Baker sang his "Come away, Death" with an effect that will never be forgotten by those who were present.




 [1] Another natural result of his stay in Germany was that his interest in the folk-songs of that country was stimulated; and he edited for Messrs Boosey the volume of "German Folk-Songs" in their Imperial Edition, the English versions being by his friend Paul England (1909). Wilson's accompaniments and harmonies to these are models of what such things should be; and a notable feature of the collection is that it contains a large proportion of songs that had never been translated into English.







 

INTRODUCTORY

When I first contemplated writing these articles it seemed to me to be a very interesting, amusing, and pleasant job indeed. I had seen a great number of Shakespeare's plays, read some of them, and written or conducted music for most. All I had to do, I thought, was to jot down a few notes of what I had heard or read, and out of them make a readable couple of columns. I began to make the notes, and swiftly it dawned upon me what an enormous task I had taken on. I found that nearly every composer, great or small, since Shakespeare's time had been inspired, directly or indirectly, by our poet. True, Handel avoided him (I can find no trace of Shakespeare in the opera Julius Cæsar), and I don't suppose Bach ever heard of him; but I feel sure that Beethoven's "Coriolan" Overture owes something to Shakespeare as well as to von Collin, the direct author of the play. But when the plays began to be translated and circulated abroad, composers all over Europe came under his extraordinary influence, and began composing music to his plays or about characters in them.

No music to the plays by contemporary composers has survived. Most people associate him with Purcell, Locke, Robert Johnson, Bannister, or Pelham Humphrey; but all these were born some years after his death, except Johnson, whose settings of "Where the Bee Sucks" and "Full Fathom Five" are supposed to be the original; but, as Johnson was only twelve years old when Shakespeare died, The Tempest must have been produced without these songs, or Johnson must have been more than usually  precocious. The Encyclopaedia Britannica definitely says that Johnson's settings are the original.

There are many theories to account for the singular absence of contemporary musical settings of Shakespeare's lyrics: a quite possible one being that he wrote his songs to popular tunes of the day, which everyone knew and no one troubled to write down and print. Many of our great revue composers hammer out the tune first and then get some versifier to write words to it. Anyhow, if one is going to produce Shakespeare's plays and only use settings composed for the original productions, one would have very little music; and, as he was always calling for music, both in his stage directions and from the mouths of his characters, the performances might please the Stage Society, but certainly would not have pleased the author.

Musically, there are many ways of producing Shakespeare's plays. One is the absolutely "correct" method—that is, to play The Tempest, say, with the precocious Johnson's two songs only. Another way, not so "correct," would be to use the precocious one's two songs, and also use contemporary music not written originally for the words, but adapted by the producer. Yet another way is the "broad-minded," and includes any setting of Shakespeare's words written within a hundred years or so. This method is still roughly described as Elizabethan, but if you include yet another hundred years the music is called Shakespearian. After that you get the Old English Wardour Street variety, and, later still, the tambourin school. To some people a liberal tambourin part in two-four time denotes "Old English" music:



[image: fragment of music]

(The same figure on the tambourin with the tinkling bells, is called "Eastern.")

A quite good method is to use the best of all the written music and make it into a hotch-potch. This is really a very practical way, and often gives good results. Finally,  one takes the whole music written specially for one play by one composer of any period, and does it as written, with no addition or alteration: this is an ideal method very rarely put into practice. Even when commissioning a living composer, managers try to bring in a favourite number by Arne or Horn, and, unless the composer is a very strong or a very rich man, his musical scheme will be broken by some well-known tune not in the least in the style of the rest of his music.

It is difficult to persuade the average Shakespearian producer that Shakespeare, Arne, Sir Henry Bishop, and Horn were not great friends who used to meet daily at the Mermaid Tavern to discuss incidental music.

CHRISTOPHER WILSON.







 

SHAKESPEARE AND MUSIC

ANTONY AND CLEOPATRA

There is a long list of operas under the names Cléopâtre and Kleopatra in Clément et Larousse's Dictionnaire Lyrique, and in Riemann's Opernhandbuch, but it is doubtful if a single one of them can be said to be founded on Shakespeare's Antony and Cleopatra. There seems material in it for hundreds of operas, but no one seems to have been inspired to write them.




Sir Henry Bishop has certainly written an "Epicedium," or funeral dirge, for the end of the play, for the production at Covent Garden; but though no author's name save Shakespeare's appears on the title-page, I can trace no text of Shakespeare's in this "Epicedium." It was produced in November 1813, and Grove's Dictionary of Music and Musicians does not mention it. It was sung at the end of the play, and is for chorus, orchestra, solo tenor and baritone. The first and second choruses are laments of the soldiers over Antony's death; then the solo baritone tells the chorus not to be ashamed of shedding tears, and the chorus sentimentalise over his bravery and generosity. The tenor sings of how he (Antony) was deserted by Mars and Neptune, and tells them to bury the lovers together. The final chorus is quite cheerful. Everyone seems pleased with the monument that has been erected, and "the shout of warriors thunders o'er the tomb." It is not a very dignified production, and I should not have paid much attention to it but for the fact that so little has been written musical on this subject that I thought some of my readers might be interested by this slight and incongruous work.





K. H. Graun in 1742 composed an overture to this play which is, I think, the earliest known work on the subject. The only available copy of the score is in Berlin, and, at the time of writing, rather difficult to get at. Graun was born in 1701, at Wahrenbrück, Saxony, and is one of the few celebrated composers who were famous operatic singers before they were composers. His oratorio The Death of Jesus takes the same place in Germany as Handel's Messiah does here in England.




August Enna, a Danish composer, wrote an opera founded on Shakespeare's play, which was produced at the Royal Opera House, Copenhagen, in 1894; but, with the exception of the overture, none of it has been performed in London. The overture was played under Sir Henry Wood by the Queen's Hall Orchestra on July 6, 1912. The opera was not a success in Copenhagen, in spite of the popularity of the composer and the natural sympathy he would receive from his compatriots. The critics said that he was obviously too much under the double influence of Wagner and Verdi, and, though admiring his prodigious technique in orchestration, gave him otherwise but faint praise. Enna was born May 13, 1860. He was largely self-taught; but, with the help of Niels Gade, won the Ancker Scholarship, a sort of Danish "Prix de Rome," which enabled him to study in Germany and acquire a considerable technique—a useful possession for a modern grand-opera composer.




Rodolphe Kreutzer, whose violin exercises have driven thousands of amateurs nearly to suicide, composed a "Grand Historic Ballet" on Antony and Cleopatra, which was produced in Vienna, but the date is as uncertain as the work's connection with Shakespeare's play. It would seem impossible to anyone who has seen or read the play not to have been influenced by it to a certain extent, and as Kreutzer was born in 1766 he may have seen or read some translation; but he does not appear to have gathered  the slightest glimmer of the tragedy of Antony and Cleopatra, and he was content to compose a whole series of numbers, all equally banal, not one of them suggesting for a single moment either of the great lovers or the surroundings. The only redeeming feature of a long and tedious work is that there is no attempt at Wardour Street Egyptian music.




Hector Berlioz made his third unsuccessful attempt on the Prix de Rome with a cantata on this subject. Though not founded on a scene or scenes from Shakespeare's play, it was undoubtedly inspired by the poet. Berlioz describes the action as follows:—"The subject was, Cleopatra after Actium; dying in convulsions, she invokes the spirit of the Pharaohs, demanding, criminal though she be, whether she dare claim a place beside them in their mighty tombs. It was a magnificent theme, and I had often pondered over Juliet's 'But if, when I am laid into the tomb,' which is, at least in terror of approaching death, analogous to the appeal of the Egyptian Queen." Berlioz himself says: "I think it deserved the prize." And I am sure it did; but the Grand Prix was not awarded that year, so that the composer had to wait twelve months before winning the coveted honour. He afterwards used the music, unchanged, for that curious but interesting work Lelio.




"The Vision of Cleopatra," a "Tragic Poem for Orchestra, Soli, and Chorus," words by Gerald Cumberland, music by Havergal Brian, is inscribed to the Southport Triennial Festival, who gave it its first performance. Though not an actual setting of a scene or scenes from this play, the work owes much to Shakespearian inspiration. For instance, though Antony and Cleopatra belong to anyone, Iris and Charmian, who appear in this work, are essentially Shakespeare's creations. This "Tragic Poem" is scored for a very large orchestra, and two choruses, one large, the other small. In addition to the usual full modern orchestra, there are two extra ad lib. horn parts, making six, and four  trumpet parts. For the sake of "Oriental colour," the percussion list is so unusually heavy that I must quote it: glockenspiel, tympani, bass drum, side drum, triangle, castanets, Indian drum, gong, large cymbals, and small cymbals—rather a healthy lot when they all get going! The work opens with a slave dance, allegro con fuoco, and is marked double pianissimo. After a few introductory bars (twelve), the dance proper begins, still very softly and in a curious syncopated rhythm. According to the composer's directions the dance grows "gradually wild and riotous," then comes a slower passage marked "yearning," followed by a long stringendo passage leading to the climax, "wild and uneven"; this presently dies away, and Iris and Charmian have a long duet, the chorus occasionally breaking in, telling how the "Queen is sick for Antony," and how "once more

Venus and Bacchus meet, and all the world

Stands still to watch the bliss of living gods."





The music here is very difficult; the rhythm changes often, every other bar, as does the key; the intervals are strangely unexpected, and the singer can look for no help from the orchestra. A passage marked "In regal martial style" ushers in the lovers, and we have a long vivid duet. Cleopatra sings a lengthy mystic solo, which is followed by an ominous chorus, at the end of which Antony seems to have died, for Cleopatra sings a very powerful dirge for him:—

Now all is finished, all is done,

    My world is dead;

And he whose glory shamed the sun

    Lies shamed instead.

These lips that frenzied him with love

    Have death bestowed.





The Finale is marked "Marche Funèbre," and is a short chorus, dirge-like in feeling, rounding up the work effectively. It is a very interesting composition, difficult and most complicated, very restless and disjointed, to most  ears singularly unmelodious and unsatisfactory, yet, at the same time, full of novel effects, and to that extent certainly worth study; but I suspect that none of it ever got on the Southport barrel organs.




Unfortunately, I cannot get hold of Dr Ethel Smyth's overture of this name, but Mr J. A. Fuller-Maitland, in his English Music in the Nineteenth Century, writes: "Ethel Smyth's genius lies in the direction of strong and even virile work; her overture 'Antony and Cleopatra,' given at the Crystal Palace and the London Symphony concerts, showed that she understood all the resources of the orchestra, and that she was no amateur." The last six words seem hardly necessary. The composer has since proved her worth in her two operas, The Wreckers and The Boatswain's Mate.




Schubert's setting of "Come, thou monarch of the vine" is not so successful as his "Who is Sylvia?" or "Hark, the lark." It is a straight, robust song, mostly in unison. There is a quite unnecessary second verse added by one "N. N." Other but not important settings of these words are by William Linley, 1815, for solo boy and male chorus; Bishop, 1837, for three male voices; and Weiss, 1863, for bass solo.




Michael Balling's music for Frank Benson's production of Antony and Cleopatra contains, among other very good music, a baritone song to these words, with male chorus. Unfortunately, he did not write an overture or entr'actes, but his Cæsar and Antony marches are full of contrasted character, and his "Rose Procession" for the last "Gaudy Night" is really beautiful. Sir Henry Bishop set these words to a S.A.T.B. quartet and full chorus, and by repeating each line several times, and most of the words pretty often, has made quite a long and uninteresting number out of it.




Thomas Chilcot in 1745 published a setting of these  words for a tenor voice. It is a good florid song, with a running accompaniment for strings. The composer omits the fifth line of the lyric for some reason I cannot understand. Surely the poem is very short as it is. In setting it he certainly seems to have found it so, as he repeats several sentences. The line he cuts makes rather a good refrain—"Cup us till the world goes round"—and most composers make their effect here.




Miss Frances Allitsen has composed for Madame Clara Butt a "Scena"; the text chiefly from Shakespeare, the words of the aria by Thomas S. Collier. It is supposed to be the death scene of Cleopatra, and the words are a sad jumble of odd lines taken from here and there. The music is very pretentious, and obviously not written round Cleopatra, but round Madame Butt's exceptional voice. The prayer to Isis and Osiris, with its un-Shakespearian rhymes of "supplication" and "desolation," would sound quite right with small verbal alterations in any Methodist chapel. The aria is vocal and to a certain extent melodious in a "ballad concert" manner, but it is utterly lacking in dignity. A long recitative follows in which nearly every note has an accent on it; Cleopatra applies the asp to a tremolo accompaniment, and finally dies, singing a series of accented high notes, as if the asp were hurting a good deal; and a few bars of minor chords bring the work to a close.







 

AS YOU LIKE IT

As You Like It has not been dealt with much by musicians, though one of them, Sir Henry Bishop, has been very hard upon it. The earliest known opera on the subject is by Francesco Maria Veracini. It was produced under the title of Rosalinda during the composer's visit to London in 1744. Mr W. Barclay Squire, in his article on Shakespearian operas, mentions three operas of this name, by Capelli, Ziani, and J. C. Smith, but adds that they have no connection with Shakespeare's comedy. Bishop's pasticcio opera on this subject was produced at the Royal, Covent Garden, in 1819. The overture is a potpourri of so-called Shakespearian songs, simply harmonised and roughly hung together. The first number is a duet for Rosalind and Celia, "Whilst inconstant fortune smiled," words freely adapted from The Passionate Pilgrim. There is nothing much to say about it: it seems quite innocuous, but very dull. Rosalind's song, which she sings after having fallen in love with Orlando, is a setting of the 148th Sonnet, minus the two last lines. It is again quite dull. Celia has a long and depressing aria in praise of friendship, the words taken from the 123rd Sonnet. After these numbers it is quite refreshing to come across a cheerful male-voice hunting glee—"Even as the sun" is the title—the words being taken from Venus and Adonis. There are the usual horn effects, fortissimo chorus effects, and pianissimo echoes, all the old tricks, but put together by a good old hand, Bishop. Dr Arne's setting of "Under the greenwood tree" follows for Amiens, and a beautiful setting it is. Touchstone, in this version, is a tenor (somehow I never fancied him as a tenor), and sings a bright little  song, "Fair was my love," from The Passionate Pilgrim. This is followed by a trio for Rosalind, Celia, and Touchstone, beginning "Crabbed age and youth," the words again taken from The Passionate Pilgrim (what a useful poem it is to pasticcio opera composers!). This trio is a very simple one. The first verse consists of alternate phrases by the three singers, who then all sing together, over and over again, the line "For methinks thou stay'st too long." A welcome relief is Dr Arne's broad, flowing setting of "Blow, blow, thou winter wind," by far the best to these words. The next number is a terrible setting by Bishop of the first eight lines of the 7th Sonnet, "Low in the Orient when the gracious light," for male voices. Silvius now has a sentimental song to words taken, slightly altered, from Venus and Adonis. The situation is inverted: Silvius sings Venus's words reproaching Adonis, to Phoebe; but Bishop is undaunted, and "Oh thou obdurate flint, hard as steel" is addressed to a woman! (By the way, Shakespeare wrote "Art," not "Oh.") Rosalind sings a sentimental ballad to the words from Venus and Adonis beginning "If love had lent you twenty thousand tongues," of no great importance. Dr Arne's beautiful setting of "When daisies pied," from Love's Labour's Lost, is another welcome relief, and I remember in several modern revivals of this play managers introducing this song when they had a Rosalind able to sing well enough. The next number is a march and dance for the procession of Hymen, and is for orchestra only. It is a good example of absolutely straight writing, with no bother about the romance or mystery of the masque of Hymen—a good workaday march in D major and common time. This is followed by the last number, words actually from As You Like It. Hymen, who in the original production was played by a boy, sings "Then is there mirth in heaven," a long, tedious, florid song, full of endless repetitions of single words. It is a curious fact that the beautiful lyric, "It was a lover and his lass," does not occur in this version, though really part of the original play.



It was a great pity that Sir George Alexander did not commission Edward German to write the whole of his music for the As You Like It revival at the St James's, instead of the Masque only. This Masque is so very good that one would like to have an overture and full entr'actes, but one must be thankful for what one has got. The work is in four movements. First, an introduction, very quiet and moderately slow, leading to the "Woodland Dance" in the minor, beginning very quietly, but working up to twelve ff bars in the middle, and then dying away. The second number is a very graceful "Children's Dance," piano throughout, most melodious, and very delicately scored. The last number, "Rustic Dance," is the longest and most important. It begins allegro con spirito and fortissimo, and keeps it up till the first episode, which is in the same time, but pianissimo and in the minor. Soon this is worked up to a big forte rallentando effect, which leads into the last theme, pianissimo to begin with, getting quicker and quicker and more crescendo to the coda, which is presto fortissimo. This is by far the most effective of the movements, but the "Children's Dance" is the most beautiful. Mr German's setting of "It was a lover and his lass," one of the best of this lyric, was not composed for this production.




Clarence Lucas's overture to the comedy is one of the few purely orchestral works associated with As You Like It. It begins very brightly, the first theme being a rollicking one in Old English style. This is developed until we come to the second subject, which is much slower, and is first played on the clarinet. The whole overture is really in valse time, and the second half of the second theme makes a most interesting syncopated valse. The first half ends with a horn passage, suggesting the banished Duke and his friends hunting. There are no new themes. Those which I have described are taken through their phases in various keys, and the work comes to a sparkling finish by means of a presto coda. It is a very lively comedy overture, and not at all difficult to perform.







 

THE COMEDY OF ERRORS

I must just copy the whole of the title-page of Sir Henry Bishop's operatic version of The Comedy of Errors. Nothing could give any idea of what Shakespeare has been through save an analysis of the music that follows, but I can only touch on that. "The overture, songs, two duets, and glees in Shakespeare's Comedy of Errors, performed at the Theatre Royal, Covent Garden; the words selected entirely from Shakespeare's Plays, Poems, and Sonnets. The music composed and the whole adapted and compressed from the score for the voice and pianoforte by Sir Henry R. Bishop, Composer and Director of the Music to the Theatre Royal, Covent Garden."

I have written this down just as it was printed. I was so overwhelmed by it that I felt sure that neither I nor anyone else could improve upon it. I knew there was only one bit of the play set to music—and not a very beautiful example either—in the ordinary anthologies of Shakespeare's music. It is by Dr Kemp, who died in 1824. He chose these few lines from Act ii., Scene 2, lines 187-191, but Bishop, very wisely, does not touch these lines. He brings in every kind of song and tune, from, as he puts it, "Shakespeare's Plays, Poems, and Sonnets," with no reference to the play for which he was composing music. The overture is of the "potpourri" style. After four bars of slow music the theme of Ophelia's song in Hamlet, "How shall I my true love know?", is played. A few bars afterwards a theme from The Tempest, then a very cheerful subject from Macbeth, followed by a bright little thing from The Winter's Tale. Then comes an old tune for "When that I was"  (Twelfth Night); next a melody from The Tempest and "St Valentine's Day" lead pleasantly into the catch, "Which is the properest day to drink," from Twelfth Night, all preparing the way for "Under the greenwood tree" (As You Like It). After this theme is given a fair chance, a subject from The Winter's Tale is produced, followed by "Blow, blow," from As You Like It. A sad little bit from Macbeth, succeeded by a very bright coda from The Winter's Tale, brings the overture to a conclusion. But why call it the "Overture to The Comedy of Errors"? There is not a suggestion or a line in this overture, except the one on the title-page, that has anything to do with the play to which that is supposed to be the opening, though it is beautifully printed as "Comedy of Errors Overture."

No one minds Bishop writing a potpourri overture and calling it "Shakespeariana," but why call it "The Comedy of Errors"?—unless he wishes the title to describe the overture, not the overture the play.

The first vocal number in this strange work is a setting of "It was a lover," from As You Like It. It is a simple but quite pretty song. The next is a song for Antipholus of Ephesus, words selected from Shakespeare's Sonnets; it is called "Beauty's valuation," and is a good example of the composer's worst manner. Then comes a strange setting of "Blow, blow," from As You Like It. The melody of the first part is by Dr Arne and the refrain by Mr Stephens, the whole arranged for four male voices by Bishop; it makes a strange medley! After this one is not surprised to find the "Willow song" from Othello sung by Adriana to quite a cheerful tune. Dr Arne's "Under the greenwood tree," arranged for a male quartet by Bishop, follows. The next number is a curious duet for Ceremon and Antipholus of Ephesus to the words beginning "Saint Witnold footed thrice the world," from King Lear (Act iii., Scene 4). There is no attempt to bring out the weirdness of these strange words. Bishop then composed a very obvious duet for tenor and baritone, with effective cantabile  passages and plenty of pauses and shakes. Adriana now sings Bishop's setting of "Come live with me" (Marlowe), quite the prettiest number in the opera, though the words seem a little bold for her, and more suited to the nameless character, the last in Shakespeare's cast. Luciana then sings Sir Henry's "favourite cavatina," "Sweet rose, fair flower," words culled from The Passionate Pilgrim, but ascribed by Bishop to the Sonnets. Perhaps this was a "favourite cavatina." The publisher says so, and ought to know, having bought it; but I cannot say I really like it.
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