James Brooks Kuykendall
Music and Drama in Sullivan’s Works

Die  musikdramatischen  Leistungen des Kosmopoliten ~Arthur  Sullivan
unterscheiden  sich nicht grundsitzlich von denen anderer dramatischer
Komponisten, die hiufig als seine Einfliisse genannt werden (obwobl sie jeweils
unterschiedliche Aspekte seines Schaffens beeinflusst haben): Hiindel, Mozart,
Rossini, Marschner, Lortzing, Mendelssohn, Auber und Berlioz. Sullivan iibertraf
die meisten der genannten darin, dass er seine Uberzeugung durchsetzte, ein
Libretto sei mebr als bloff eine Geschichte, die der Vertonung bedarf, nimlich vor
allem ein Skelett, das noch Fleisch und Muskeln braucht, um durch die Musik
und das Wechselspiel mit dem Publikum zum Leben erweckt zu werden. Selbst in
Augenblicken, da sein Librettist (insbesondere Gilbert) anscheinend das Interesse
an einem Charakter verliert, begegnet Sullivan der Figur mit seiner ganzen
Empathie, die sich in einem wobl durchdachten Nebeneinander musikalischer
Stile zeigt. Wesentlich fiir eine differenzierte Betrachtung sind hierbei sowohbl die
von Dahlhaus eingefiibrten Termini der ,lyrischen” und ,,prosaischen” Mod; als
auch der dramatische Aufbau der Kompositionen Sullivans (sowohl in der Oper
als auch im Konzert), der sich exemplarisch in der Sinfonie, Ivanhoe, The
Golden Legend und The Yeomen of the Guard zeigt.

If a single word may suffice to sum up the function of Arthur Sullivan in
Victorian society, “musician” is scarcely broad enough for an artist who stood
out as composer, pianist, conductor, editor, and unofficial figurehead of the
British musical establishment. Within his specific role as composer, however,
Sullivan always functioned as a dramatist: his music furthers a narrative,
develops characters within a context, decorates a scenic locale. There is little
wonder that he directed the vast majority of his compositional labors toward
works for the stage — comic, romantic and grand operas, ballets, and
incidental music. Apart from the “sacred musical drama” The Martyr of
Antioch (1880) which had also been staged during the composer’s lifetime,
there are unstaged choral works that are explicitly dramatic in nature — the
masque Kenilworth (1865), the “dramatic cantata” On Shore and Sea (1871)
and (the near stageable) The Golden Legend (1886) — in addition to the
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narrative oratorios. Significantly, however, his keen sense of drama is
manifested most in his juxtaposition of relatively static zableaux. As a
composer, Sullivan seems less interested in action than in situation, and for
the latter he would lavish a great deal of effort to accomplish the drama in the
music, sometimes even subverting the dramatic effect of the sung text.

It is easier, naturally, to examine the composer as dramatist in his stage works,
where the “argument” concerned is a concrete situation of plot and character.
This consequently entails a consideration of the libretto as the catalyst for the
eventual product. Although there are occasional remarks in the critical
literature about ways in which Sullivan has diverged from the poetic structure
of the text he set, there has been no systematic study of prosody in Sullivan’s
texted works, even for such a significant figure in Victorian literature as his
long-term collaborator W.S. Gilbert.! Suffice it to say here that, despite a
variety of metrical structures for lyrics, the sections that Gilbert labels as
recitative are conceived more or less after the Italianate prosodiacal model.
While 19®-century Italian operatic recitatives were unrhymed wversi sciolti,
Gilbert’s recitatives mix rhymed (versi lirici) and unrhymed verse; yet Gilbert’s
overwhelming use of varying endecasillabo recitative lines (rather than the
more fixed English patterns) must be intentional, as it is far too frequent to
be mere happenstance.”

Early in their collaboration, Sullivan seems content to take Gilbert’s
instruction for recitative at face value. For example, it is versi sciolti recitative
rather than spoken dialogue that links the opening chorus of The Sorcerer
with Constance’s first aria, and Sullivan sets it in a straightforward style
(“Constance, my daughter, why this strange depression?”).”> Here he
essentially abdicates the dramatization of the narrative to his librettist, and
there is little in his interlude to develop the character of either Mrs. Partlet or
Constance. The composer adopts a similar practice often in the early

' The most extensive contribution is perhaps Gayden Wren, A Most Ingenious Paradox: The Art
of Gilbert and Sullivan (New York, 2001); see particularly his discussion at pp. 220-3.

? For more on Gilbert’s Italianate prosody, and the larger issue of recitative, see James Brooks
Kuykendall, “Recitative in the Savoy Operas,” forthcoming in Musical Quarterly, 95 (2012).

? The version preserved in Sullivan’s setting gives eight lines to Mrs. Partlet, followed by seven
lines for Constance. The first-night printed libretto adds a further exchange of two lines for
each before the aria. See Reginald Allen, The First Night Gilbert and Sullivan (New York,
1958), p. 53.
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collaborations with Gilbert: in Act I of H.M.S. Pinafore, “Sit, you are sad!” is
a comparable setting, and indeed “My gallant crew, good morning” — “Sir,
good morning!” is technically very similar, even if its terseness lends it a more
robust effect.

Gradually we find both librettist and composer exploring more other metrical
and musical structures for the sections marked “recitative,” but even when
Gilbert maintains strict versi sciolti, as in many examples in The Pirates of
Penzance, the orchestra’s involvement becomes integral to the drama rather
than just supplying a perfunctory harmonic underpinning (e.g., “All is
prepared, your gallant crew await you” in Act II). An examination of their
later collaborations demonstrates not only that Gilbert conceded to longer
stretches of music, but that even in such examples the dramatic impetus lies
more in the music than in either the lyrics or the situation. As Sullivan found
his own voice during the 1880s, he began to take charge of the dramatic
pacing. The musical structure of the early operas with Gilbert is essentially
just a series of catchy tunes, linked together by dialogue, and sometimes
prepared by a simple recitative, the first act finale of Patience is a giant leap
forward in the musical handling of the drama.* It is not merely a matter of
Gilbert allowing one musical number to flow into the next, as for example in
the extended passage in the middle of the first act of The Pirates of Penzance
(“Stop ladies pray!” through “I am the very model of a modern major
general”). This still operates as a series of discrete numbers — songs, choruses,
and recitatives — not much different from the oratorio structure of 7he

Prodigal Son a decade before.

Musical lyricism versus musical prose

Although during the 25 years of his collaboration with Gilbert (with several
long interruptions), Sullivan was able to transform the Savoy Opera model to
enable him to produce the sorts of music-drama that appealed to him (as will
be demonstrated below), it is in his major works apart from Gilbert that we
can observe Sullivan’s choices when he had a free hand. For this, it is useful to
posit a distinction between “lyrical” and “prosaic” modes — borrowing from

4 For a preliminary analysis of Sullivan’s finale structures, see John C. Nelson, “Tonal and
Structural Design in the Finales of the Savoy Operas, with Some Suggestions as to Derivation,”
Indiana Theory Review, 12 (1992), 1-22.
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Carl Dahlhaus (who in turn borrows from Arnold Schoenberg) a concept of
“musical prose” which is direct, irregular, developmental — a material through
which musical ideas are worked out. This is in opposition to music in which
melodies exist in their own right, with formulaic — even symmetrical —
constructions, and depending on repetition. My categories simplify what
Dahlhaus posits, and I must further emphasize his point that “these
categories represent an extreme statement of their case and therefore should
not always be taken literally, but some of the essential facts and associations in
nineteenth-century music cannot be revealed or explained by any other
means.”’

It will be granted that the young Sullivan, particularly, was naturally more
predisposed to melody itself (a lyrical trait) than to motivic development
(prosaic), and he seems to have been very happy to revel in the lyrical and
sentimental. At times he seems even impatient to get to it — as in the 1866
Cello Concerto: the opening Allegro moderato is truncated after only 75 bars,
in the middle of what seems to be the solo exposition; it takes some time for
the listener to realize that the ballad melody of the ensuing Andante espressivo
is not actually the contrasting second theme of the first movement. Even the
di Ballo overture (1870), in which Sullivan does transform one melodic idea
to fit three different dance idioms, is built around full melodic statements
rather than developmental sections.

The Symphony in E is a fascinating study from this perspective. The
conservative sonata form of the first movement is one of Sullivan’s great
prosaic accomplishments, and yet — judging from the other music of the time
— it is hard won, not coming naturally to the composer. He was
demonstrating his prowess as a symphonist, and the shadow of Mendelssohn
hovers throughout — not least at the moment of recapitulation, where
Sullivan employs the older composer’s characteristic ploy of introducing the
reprise of the first theme over the as-yet-unresolved cadential ¢ harmony.®
(Although the slightly later overture /n Memoriam comes closest to this in its

5 Carl Dahlhaus, “Issues in Composition: ‘Musical Prose’ and ‘Endless Melody’,” in Between
Romanticism and Modernism, trans. Mary Whittall (Berkeley, 1980), p. 54 (original: Zwischen
Romantik und Moderne [Munich, 1974], p. 52).

6 Schumann’s influence is also palpable; note for example Andante introduction, which borrows
a motive (and, to a lesser extent, the musical texture with it) prominent in the first and last
movements of Schumann’s Symphony No. 4, Op. 120.
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“prosaic” thematische Arbeit, it demonstrates a Sullivan actively seeking to
triumph as both the serious technical craftsman and lyrical poet, setting up a
long-breathed melody at the beginning which can return at the culmination).
The interior movements of the symphony are in sharp contrast to the first,
waxing poetic at great length. The Andante espressivo foreshadows the slow
movement of the Cello Concerto, while the Allegretto is a scherzo-like set of
variations with a contrasting trio, all with the evocative nature of incidental
music. Only in the finale are there hints of the prose-poetry synthesis that
will become characteristic of later Sullivan. In the middle of the exposition,
on his arrival in the dominant, Sullivan presents two themes — one in the
violins, and the other in unison winds:
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Ex. 1: Symphony (1866): IV, bb. 78-89 (reduction simplified to show the

two melodies clearly)

These two themes are then worked out as invertible counterpoint to such an
extent that it is impossible to say which is the primary melody and which a
countermelody. (It should be noted that this is not just a counterpoint of
motives, long a characteristic of development sections generally; rather two
melodies are set in motion simultaneously.)” This is an early example of
Sullivan’s use of contrasting countermelodies, a celebrated hallmark of his

7 The extended contrapuntal treatment of the melodies is more like Beethoven (for example,
Symphony No. 6, I, bb. 67-92) than ostensibly similar moments in Mendelssohn (for example,
the Violin Concerto in E minor, I1I, bb. 147-59).
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later works.® With The Golden Legend (1886) we can see Sullivan’s dramatic
voice working itself free from the encumbrance of his recalcitrant collaborator
in the Savoy Operas. Indeed, in his correspondence with his librettist Joseph
Bennett, we see the composer making practical adjustments to the structure
of the libretto — as any other composer would do, but which he had not been
able to do with Gilbert:

I can[]t make a chorus out of “Slowly, slowly” (commencement

of 2" Scene). Can’t I make it a Solo for a woman? “Ursula”

hasn’t much to do — why not give it to her? What do you say?

I have worked on the 4™ scene (at Salerno) on the lines you
indicated to me. I wrote a chorus, “Let him live to corrupt his
race,” but I found it so unsatisfactory that I cut it out after it
had gone to the printer.... After searching for days I came upon
three beautiful lines [“O pure in heart!”] for the “attendants” to
sing in anticipation of Elsie’s remark — “Weep not, my friends,”
and it makes a charming, little, unaccompanied bit.

I had to re-write “It is the Sea!” because I found that the chorus
entirely robbed the next movement [“The night is calm and
cloudless”] of its effect. The chorus I had written is, I really
think, a fine piece of descriptive music, but it had to be
sacrificed as the following number is what I rely on to bring
about a broad and impressive effect. So I cut out the chorus,
and gave it as a sort of melancholy reverie to Prince Henry.’

These extracts reveal the deliberations of a composer torn between a small-
scale musical effect and a larger-scale issue of dramatic pacing. In every case,
his solution responds to the practical demands of the work — a Leeds Festival

® Probably the most famous examples are from the Savoy Operas: “How beautifully blue the
sky” / “Did ever maiden wake” (The Pirates of Penzance, Act 1), “When the foeman bears his
steal” / “Go, ye heroes” (Pirates, Act 11), and the trio “I am so proud” / “My brain it teems” / “I
heard one day” (The Mikado, Act 1); but his use of this technique in other genres (most
remarkably, perhaps, his two large-scale Te Deum settings) is a reminder that all of his works
come from the same hand.

? Extracts quoted in the editor’s introduction to Arthur Sullivan, 7he Golden Legend, ed. Roger
Harris (Chorleywood, 1986), p. iii.
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commission, which should have solo parts befitting the distinguished soloists,
and choral writing calculated to display the famed festival chorus to its best
advantage. In these letters we see Sullivan reallocating choral text to a soloist
— in so doing giving more profile to a neglected character by sacrificing a
“fine” chorus solely because it interferes with the dramatic climax of the scene
— and adding an entirely unplanned # capella chorus in the middle of the next
scene — adding to the pathos of the moment, but also (practically speaking)
restoring the prominence of the chorus in the work as a whole.

The final result is a synthesis of Sullivan’s lyrical and prosaic modes which
balances the genre’s requirements of substantial parts for the soloists and
chorus (and with descriptive orchestral music) without obstructing the
dramatic pacing of the narrative. Framed by a choral Prologue and Epilogue,
the six scenes of the drama each focus around a different cluster of characters,
and alternate in musicodramatic mode (see table 1):
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Table 1:

The Golden Legend, musicodramatic analysis

Friar Angelo?”

SceNe | TExT INCIPIT PRIMARY CHoRus Musico-
CHARACTER(S) DRAMATIC
Mobk
Pro- | “Hasten! Hasten!” Lucifer Voices/Bells Prosaic
logue
“Nocte surgentes” Bells Lyrical
I “I cannot sleep” Henry Lyrical
“All hail, Prince Henry” | Lucifer — Henry Prosaic
“This little flask” Lucifer Angels Lyrical
“Through every vein I Henry Angels Lyrical
feel again”
II “Slowly, slowly up the Ursula Lyrical
wall”
“O gladsome light” Villagers | Lyrical
“Who was it said Ursula — Elsie Prosaic
‘Amen’?”
“Thou wilt not see it” Elsie — Ursula Lyrical
“I heard him call” Elsie Prosaic
“My redeemer and my Elsie Lyrical
Lord”
“My life is little” Elsie Angels Prosaic
[Orchestral conclusion] Lyrical
III “Onward and onward” Elsie — Henry Prosaic
“Sweet is the air” Elsie — Henry Lyrical
[transition] Pilgrims Prosaic
“Me receptet Sion illa” Pilgrims | Lyrical
“Here am I, too, in the Lucifer Pilgrims Prosaic
pious band”
“It is the sea” Henry Lyrical
“The night is calm and Elsie Attendants | Lyrical
cloudless”
IV “My guests approach” Lucifer Prosaic
[Orchestral march] Lyrical
“Can you direct us to Henry — Lucifer Prosaic
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“O pure in heart!” Attendants | Lyrical
“Weep not, my friends” Elsie Lyrical
“Not one step further” Henry Attendants Prosaic
\'4 [Orchestral introduction] Lyrical
“Who is it coming under | Ursula — Fores- Prosaic
the trees?” ter
“Virgin, who lovest” Ursula Lyrical
VI [Orchestral introduction] Lyrical
“We are alone” Henry — Elsie Prosaic
“Dear Elsie, many years Henry Lyrical
ago’
“In life’s delight, in Elsie — Henry Lyrical
death’s dismay”
Epi- | “God sent his messenger” Chorus Lyrical
logue

In each scene there is a section devoted to lyrical utterance, usually (except in
Scene V) with two contrasting lyrical sections in immediate succession. These
have been carefully placed to act as a dramatic anchor for the scene, but at a
point in which the narrative does not require a continued push forward —and
so often come at the end of a scene. Scene IV, however, concludes with a
dynamic prosaic moment, as Henry and his attendants break down the door
to rescue Elsie. The drama of this moment is so intense that all that follows is
set up as a prolonged catharsis. Scene V has two prolonged, cathartic lyrical
sections, with the Forester’s retelling of the action (complete with orchestral
recollections of material from Scene IV) the only prosaic moment; Scene VI,
too, is given over to substantial lyrical sections, in which Sullivan
concentrates on character more than narrative.

Ivanhoe: prose interrupted?

This sort of musicodramatic construction becomes Sullivan’s default plan in
his later works. fvanhoe (1891) exemplifies this, though it is necessarily much
more complicated because of the number of characters involved. The musical
substance of fvanhoe is generally a synthesis that is predominantly prosaic,
but including quite a number of melodic passages that stand on their own
(e.g., De Bracy’s “I see but one thing wanting to our fare” and Brian’s “Since I
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took ship from Palestine” — amid the generally prosaic texture of Act I, Scene
1). These should not be confused, however, with an impressive variety in
extended lyrical sections, which range from conventional operatic set-pieces
(principally arias and duets) to diegetic “stage songs.” Table 2 lists only these

sections:
Table 2: Ivanhoe, extended lyrical passages
Act/ | TEXT INCIPIT CHARACTER(S) LYRICAL FORM
SC.
/1 “Drink ye all in this our Cedric and De Bracy verse duet
ancient hall” (diegetic)
/2 | “O moon, art thou clad” Rowena strophic
“If thou dost see him” Rowena, Ivanhoe romantic duet
I/3 | “Plantagenesta’ Chorus countermelody
chorus
11/1 | “I ask nor wealth” Richard (diegetic) aaba’ pastorale
\ ballad
“The wind blows cold” Friar (diegetic) strophic, with
chorus
11/2 | “Thou arts his father” Rowena, De Bracy, trio
Cedric
“Her southern splendour” | Brian aria
11/3 | “Whet the keen axes” Ulrica (diegetic) spinning song
“Lord of our chosen race” | Rebecca prayer: aab
with coda
“Ah! As thou dost hope” Rebecca and Brian scena and duet
11I/1 | “Happy with winged feet” | Ivanhoe aab’a’
nocturne
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“Ah, would that thou and I” | Rebecca pastorale ballad

“How canst thou know” Ivanhoe and Rebecca verse duet with
coda

I1I/2 | “Light foot upon the Outlaw chorus (diegetic) | quasi scherzo
dancing green”
“Cederic, good friend” Richard, Cedric, duet with

Rowena, Ivanhoe quartet coda

“How oft beneath the far- | Ivanhoe and Rowena romantic duet
off Syrian skies”

I11/3 | “Fremuere principes” Templar chorus (diegetic) | hymn
“See where the banner of tutti concluding
England” chorus

Although Table 2 does not give an indication of the content of the prosaic
and “synthetic” sections, it will be observed that (as in 7he Golden Legend)
there is an increase in the extant of lyrical passages in the final act. Excluding
choruses, there are fifteen extended lyrical sections listed in the table: among
these, Sullivan accounts for nine principals, and characters not included are
minor indeed. Moreover, while nine principals are featured, Sullivan naturally
differentiates between them in the type of music he allots to them, and the
most passionate moments naturally fall to Ivanhoe, Rowena, Rebecca, and
Brian. Indeed, the table above suggests that Sullivan was most sympathetic to
Rebecca, with two solos and two duets. On the other hand, Rowena is more
involved throughout, even if she is not given as much extended lyrical
writing,
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Multivalent musico-dramatic structures
To conclude, I will return to the Savoy Operas to examine in greater detail
perhaps the most extensive example in which Sullivan takes charge of the
dramatic pacing: the first act of The Yeomen of the Guard.
Sullivan and his librettist heightened the effect after they had agreed upon
two musical changes made during the rehearsal process — and they are
remarkable as they achieve opposing ends. After the grim character of
Ruddigore (much criticized at its premiere), at the last minute Gilbert had
prompted the removal of a song by Sergeant Meryll at the beginning of the
act (“A laughing boy but yesterday”) because of a perceived overly serious
start:
The act commences with Phoebe’s song — zearful in character.
This is followed by entrance of warders — serious and martial in
character. This is followed by Meryll's song — sentimental in
character. This is followed by the trio for Meryll, Phoebe and
Leonard — sentimental in character. Thus it is that a professedly
comic opera commences. '’

With the shadow of Fairfax’s impending execution hanging over the act, it is
perhaps little wonder that Sullivan is not in his most extroverted mood. At
the premiere the aria of the jailor Shadbold was cut and Meryll’s aria was kept
in for the first night and then cut. Sullivan wrote two, probably even three
different versions of Fairfax’s aria ,Is life a boon”. The remaining sketches
reveal that he reworked the song, originally set in light a 6/8 meter
resembling so many other tenor ballads in his operas,'' in 2/4, doing a fair
amount of recomposition in the process. He may at first have taken Fairfax’s
cavalier attitude as his point of inspiration (“it is easier to die well than to live
well — for, in sooth, I have tried both”), where Gilbert probably wanted more
solemnity for the philosophic musing on life and death. The revised version
has a sufficient rhetorical weight.

From this point to the finale, the musical variety is remarkable. The next

10 Gilbert to Sullivan, 3 October 1888; quoted in Arthur Jacobs, Arthur Sullivan: A Victorian
Musician, 2™ ed. (Aldershot, 1992), pp. 277ff.

" “A wandering minstrel I” (7he Mikado, Act 1) is the locus classicus, but other examples
include “When first my old, old love I knew” (7rial by Jury) and “I loved her fondly” (7he Zoo,
libretto by B. C. Stephenson).
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chorus (“Here’s a man of jollity”) represents Sullivan at his most quirky:
Lydian mode, with abrupt modulations up a step from F to G and
subsequently to A, coupled with unpredictable metrical changes. The long
ballad that flows out of this (“I have a song to sing, O!”) contrasts strongly
with this — set throughout in the distant key of E-flat major, with a long
lyrical melody over static accompaniment. The dialogue that follows is serious
in tone, in which the Lieutenant proposes the scheme that Elsie should marry
Fairfax before his execution. In the ensuing trio (“How say you maiden?” in
B-flat major) Sullivan exploits the difference between Elsie’s position (“The
wife of a man I have never seen!”) and Jack Point’s (“An hundred crowns?”) to
produce a moment comedy tinged with sadness. The light dialogue that
follows sets up Jack Point’s next number (“I've jibe and joke” in D major).
At the moment, the conversation between Point and the Lieutenant is
dramatically superfluous, and Sullivan’s straightforward musical setting allows
Elsie’s passionate outburst (““Tis done! I am a bride!” in E flat major) to shine
forth with greater luster. Of course the audience knows already that there are
plans afoot to facilitate Fairfax’s escape, which happens off-stage during the
comic scene between Phoebe and Wilfrid (“Were I thy bride” in E-flat major)
— the cell keys being returned to her in time to precipitate the marked change
at the end of her song (the perfunctory exit with the line “I'm not thy
bride!”). From this point on, the dramatic tension — for the audience —
should be greatly relieved, as Fairfax is safe at least for the time being. It is
remarkable, therefore, that Sullivan succeeds in maintaining and even
increasing this tension during the finale, and he manages this again by a
calculated juxtaposition of varied musical styles. The finale itself consists of
the following sections:
a. Yeomen chorus with solo: “Oh, Sergeant Meryll, is it true?”

(bb. 1-60; E-flat major, but long stretches prolonging the

dominant, Allegro maestoso); introduction and underscoring

employ the “tower motive” extensively; grand and brilliant in

character, and resembling nothing since the splash of color of

the initial double chorus."

' Reginald Allen points out that the choral text “Oh, Sergeant Meryll, is it true?” is not in the
first-night printed libretto, in which the Finale commences with the “recit” (so marked) “Ye
Tower Yeomen [sic], nursed in war’s alarms.” There is no evidence in Sullivan’s manuscript to
indicate that it was a later addition. Presumably its absence in the libretto was an oversight. See
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b. Fairfax recitative: “Forbear, my friends” (bb. 61-78;
wandering tonally, but confirming E-flat at b. 71, before
modulating to A-flat, the subdominant)

c. Yeomen “couplets” with chorus: “Didst thou not, oh,
Leonard Meryll?” (bb. 79-136; A-flat major, Andante
allegretto)

d. Parlando: “Leonard!”/ “I beg your pardon?” (bb. 137-79; F
major, but tonally unsettled, Allegro)

e. [Transition:] “Aye, hug him girl!"” (bb. 179-215; C major, but
tonally unsettled

f. Trio: “To thy fraternal care” (bb. 216-306; C major, Allegro
non troppo); straightforward setting with choral refrain, but
concluding with a deceptive cadence to the flattened
submediant, forming a segue to

g. Funeral march: first strain presented instrumentally, then
with choral text “The prisner comes” (bb. 307-69; C
minor/major, Andante); as abrupt as the transition seems, the
tonic remains the same as in the preceding trio. At the end of
Elsie’s C major verse, Sullivan presents what must surely be
the choral climax of the act at bb. 361ff. — “within these
walls the very worthiest falls.”

h. [Recitative and] Trio: “My lord! my lord!” (bb. 370-414;
settling into G minor by b. 382; Allegro agitato)

jo [Transition:] “Astounding news! The prisoner fled” (bb. 415-
26; tonally unsettled, hovering around D, but with a brief
dodge to A-flat, via an enharmonic reinterpretation of a
German-sixth chord)

k. [quasi-vaudeville-final:] “The prisoner gone — I'm all agape!”
(bb. 427-54; G major, becoming V of...)

L. [Coda:] “All frenzied with despair they rave” (bb. 455-512; C

major, Allegro con molto brio)

The First Night Gilbert and Sullivan, p. 310.
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It is impossible to speak of a principal tonality for the act, nor indeed for the
opera.”” E-flat major would seem the strongest contender: the overture
(composed last and standing outside the act proper) is in this key, and there is
a succession of numbers in E-flat leading into the first act finale.'* Phoebe’s
solo which opens Act I is in D-flat major, however, and the first chorus is in
C major. C comes into prominence in the finale: not only is it the final key,
but of the seven tonally-stable sections of the finale, three share the tonic C —
totaling more than 200 bars of a total of 512. This being said, these three
sections ([f], [gl], and [I]) are astonishingly different in character, and the
return to C at b. 455 may not be recognized as such even by astute listeners.
It seems, then, that Sullivan’s musical planning for the act is not dependent
on an over-arching tonal scheme of departure and return.'” Whatever the
local-level considerations that might affect particular musical strategies,
Sullivan was acting always with an eye to the larger dramatic structure. A
review of the musical synopsis of the Yeomen Act 1 finale above (or, indeed,
analysis of similar lengthy musical sequences in The Pirates of Penzance,
lolanthe, and The Gondoliers) demonstrates a calculated scheme dependent
not on tonal or thematic integration, but on stylistic juxtaposition. That this
technique is not esoteric but rather immediately perceptible to the audience is
immaterial.

Sullivan’s real dramatic contribution at such moments is revealed by
examining these juxtapositions from multiple perspectives. Table 3 below
assesses the sections of the Yeomen Act 1 finale in terms of the following
categories:

" As Sullivan did not work from complete libretti but received the lyrics from Gilbert
piecemeal and out of order, it would be remarkable indeed if he had maintained a tonal
scheme in his collaborations. Fascinating though his reading is, it will be clear from my analysis
that I do not agree with Martin Yates's assertions regarding the “unifying” function of keys in
Yeomen; see his “Musical Unity in the ‘Yeomen’ Score” in The Yeomen of the Guard — A Booklet
to Commemorate the Centenary of the First Production, published by the Sir Arthur Sullivan
Society (1988), pp. 22-31, particularly 29 (German translation in Sullivan-Journal, 2
(December 2009), 41-52).

" Moreover, the “tower motive” is associated exclusively with E-flac in Act L. Its one
appearance in Act Il is in C.

"> If Mozartean tonal planning was a concern of Sullivan’s in the Savoy operas, its manifestation
is quite rare. The key scheme of Act I of The Gondboliers is an intriguing example, articulating a
home tonic of D major, but articulating an astonishing array of mediant relationships. Indeed,
even in Jvanhoe only two of its nine scenes are tonally closed.
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