James Brooks Kuykendall
Sullivan, Victoria and Merrie England, and the National
Tableau

Das ,,GrofSe Nationalballett” fiir das diamantene Thronjubilium von Queen Vic-
toria, Victoria and Merrie England, ist der Hohepunkt von Sullivans Offenbeit
dafiir, nationalen und geschichtlichen Stimmungen in Historienspielen und le-

benden Bildern Ausdruck zu verleihen. Unter Beriicksichtigung der Urspriinge

des Balletts kann man es als ein weiteres Beispiel fiir den von Beckerman konsta-

tierten ,ikonischen Modus® in Sullivans Werk verstehen. Dieses vielfach vernach-
lissigte spiite Ballett, bei dem Sullivan freie Hand hatte, ist wesentlich fiir das
Verstiindnis fritherer Werke, insbesondere Tolanthe und The Yeomen of the
Guard.

The procession itself, as a symbol of our power as a nation, gave
one a thrill that no statistics can give: one realized for the first
time how great we are; how we have overrun the earth and have
turned vanquished foes into willing subjects — surely the most
wonderful thing of all and one that neither the German nor the
French ever does. And all this power was represented by the
most banal of comic-songs and selections from equally banal
comic-operas!...I want to know what our bandmasters are made
of that they did not rise to the occasion. When the regiment is
on the march a comic-song which the men all know may do
much to raise their spirits, but a procession such as that of
Tuesday is not a march, and the music should have been in
keeping with the magnificence of the spectacle and the
magnificence of the nation. As it was it gave to the procession
the character of a gigantic Alhambra ballet....Are we so great
because we are so Philistine a nation?'

Thus reflected a columnist in 7he Musical Standard (one “R. Peggio”) on the
music that accompanied Victoria’s progress toward St. Paul’s Cathedral for the

' R. Peggio (pseudo.), “On military music,” in The Musical Standard, 7/182 (26 June 1897), p.

406.
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service of thanksgiving for her Diamond Jubilee on 22 June 1897. Arthur
Sullivan also complained about this procession, although the substance of his
letter to The Times was the notable absence of British tunes among the
selections played, rather than the aesthetic merit of the music.” If Sullivan
ever saw the critique by “R. Peggio,” however, he may well have felt
personally attacked. At the very moment it appeared, Sullivan’s ballet Victoria
and Merrie England was on the boards of the Alhambra Theatre of Varieties in
Leicester Square.

As variety theatres, the Alhambra, together with its neighbor the Empire,
represented the very top tier of the London music halls. They offered a mixed
program, but the central focus on any night was ballet, with one or two
extended works. Even if the main attraction to a large portion of the audience
was the view of the dancers’ legs in revealing en travestie costumes, a healthy
portion of the budget was devoted to the music; each house maintained an
orchestra that was expansive (c. 50 players) by London theatrical standards.
The high profile West End location put these two houses in a class of their
own in terms of the demographic and revenue they could attract — and
consequently also the ambitious scope of their productions. Music halls
elsewhere in the metropolis catered only to their immediate vicinity, but
middle class audiences would travel from the suburbs (and even the
provinces) to visit the Alhambra or the Empire, much as they would make a
trek to the Savoy for something slightly more refined and more expensive.’
To “R. Peggio,” the Alhambra was apparently the epitome of Philistinism —
its name a byword for a certain class of entertainment below the interest of a
Mousical Standard reader. Admittedly audiences were generally not drawn to
the variety theatres primarily for the repertoire performed. Prudish activists
regarded music hall “ballet” as merely a euphemism for unbecoming conduct
(both on stage and off), and sought court injunctions against many theatres

2 Sullivan’s letter is reprinted, with further comments, in Arthur Lawrence, Sir Arthur Sullivan:
Life Story, Letters, and Reminiscences (Chicago: Herbert S. Stone, 1899), pp. 201-6 (pp. 203-8
in the UK edition).

3 Dagmar Hoher, “The Composition of Music Hall Audiences, 1850-1900,” in Music Hall:
The Business of Pleasure, ed. Peter Bailey (Milton Keynes, 1986), pp. 73-92; Jacky Bratton,
“The Music Hall,” in The Cambridge Companion to Victorian and Edwardian Theatre, ed.
Kerry Powell (Cambridge, 2004), pp. 164-82; and Regina Oost, Gilbert and Sullivan: Class
and the Savoy Tradition, 1875-1896 (Aldershot, 2009).
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in order to regulate the productions more strictly, if not to shut them down.
They had some success against establishments in working-class areas, but the
West End houses weathered these protests without many concessions. Just up
Charing Cross Road from the Alhambra was Richard D’Oyly Carte’s failed
Royal English Opera House, at which Zvanhoe had been premiered in 1891,
When the building was reopened in 1893 as a variety theatre (“the Palace
Theatre of Varieties,” under Charles Morton, former manager of the
Alhambra), regulations for music halls required structural modifications to
separate the promenade areas around the stalls from the lobby and bar areas
where prostitutes could seek clients; as this was not feasible, a compromise
was reached by modifying the costumes of the tableaux vivants so that the
“nudes” were fully clothed in body stockings, but even so the Palace Theatre
fought a series of court battles over the continued indecorous display of the
female body, even when there was little actual skin in evidence. As Tracy C.
Davis concludes, “[t]he moral majority found the ballets in dubious taste, but
the crux of the problem was that other patrons found the dances indecent
and thus provocative of sexual desire. With desire so inflamed regularly each
evening at ten oclock, the women of the promenades had a guaranteed
clientele.™

Sullivan was approached with a commission for an Alhambra ballet in 1895;
it seems that at that time neither the directors of the Alhambra nor Sullivan
himself regarded this commission to be connected to the festivities
surrounding the Diamond Jubilee. In any case, it was news: at that time, only
one other production in twenty years had been composed by anyone other
than Georges Jacobi, the Alhambra’s music director.” Engaging the nation’s
most prominent and popular composer for a ballet was an ambitious move
for the theater, probably an effort to raise it on a level above the Empire. The
press reported that Sullivan’s subject was to be Byron’s Sardanapalus — an item
which was picked up in the “stage gossip” columns of colonial and American
newspapers in the ensuing months. Such a commission was attractive to the
composer because he would not need to answer to a librettist, and that the
same time would have an orchestra at his disposal significantly larger than he

* Tracy C. Davis, “The Moral Sense of the Majorities: Indecency and Vigilance in Late-
Victorian Music Halls,” in Popular Music, 10 (1991), pp. 39-52; quotation from p. 45.

> A complete list of Alhambra productions is included as an appendix in Ivor Guest, Ballet in
Leicester Square: The Alhambra and the Empire 1860-1915 (London, 1992).
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had had at the Savoy. By the time Sullivan settled down to begin the
composition the project had been reconsidered. Precisely how the new
scenario was devised is not recorded, but in late 1896 Jerome K. Jerome’s
Today was reporting that

The difficulties of writing a good ballet must be very great for

the musician, however talented, to whom the work is new. We

now know that the Sullivan Ballet will not be founded upon

Lord Byron's poem play, Sardanapalus; indeed, people are

looking forward to some production in keeping with the spirit

of the coming year, a Victorian production on the scale of

magnificence to which the Alhambra has from time to time

accustomed us.°

Sardanapalus may indeed have made a compelling Alhambra production —
offering ample opportunity excesses of libertinism; as a work “in keeping with
the spirit of the coming year,” however, it would have been tactlessly
offensive. Staging the open debauchery of Sardanapalus would have been a
striking departure for Sullivan, whose career at the Savoy entailed providing a
healthy dose of “innocent merriment” in accord with middle-class morality”

National-Historical Victorianism

That Sullivan was considering such a work indicates that he considered
exploiting the freedom that an Alhambra production would have afforded
him, but the planned work never made it past the gossip columns.®
Sardanapalus was scrapped in favor of something that would draw a wider
(and more “respectable”) crowd without any controversy, and would enable
the house to provide something in celebration of the Queen’s jubilee.’

S Today: A Weekly Magazine-Journal, 13/159 (21 November 1896), p. 96.

7 On the tastes and mores of the audience Carte sought to attract for the Savoy, see Regina
Oost, Gilbert and Sullivan, pp. 16-18 and passim.

8 It is possible that Sullivan regarded a ballet on Sardanapalus as a rejoinder to the Lord
Chamberlain’s prevention of a staged London premiere of Saint-Saens's Samson et Delilah in
1893; because of its Biblical subject it was produced at Covent Garden in a concert
performance instead. What its Bacchanale could evoke only in the minds of the audience
might be more graphically displayed in a ballet of Sardanapalus, with no such ban on the
source of the material.

9 Whether the idea came from the composer, choreographer, or management is unclear; the
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Moreover, Victoria and Merrie England allowed Sullivan freedom from
narrating a plot altogether. Significantly, Sullivan returns to a basic formula
he had employed in several earlier works: a series of comparatively static
scenes, nostalgic and picturesque, and evocative of British history as the
Victorian middle-class preferred to narrate it — with particular emphasis on
the Arthurian and Robin Hood legends.'® Sullivan’s own interest in these
themes clearly picks up in the 1890s, with his incidental music for King
Arthur (1895) and The Foresters (1892), as well as the long-awaited
“Romantic opera” Ivanhoe (1891). The aborted grand opera project
Guinevere of the early 1870s displays Sullivan’s early concern for such
national-historical themes, as does his overture Marmion (1867) and his long
string of Shakespearean works."' Moreover, his interest in Elizabethan subjects
demonstrate that he shared the general historical mindset of his time
throughout his career. The clearest antecedents to Victoria and Merrie
England, however, are the early festival cantata The Masque at Kenilworth
(1864), and the comic opera Haddon Hall (1892), both of which rely on a
comparatively static presentation of national historical topics.

For Michael Beckerman, Haddon Hall can be read as “a collection of tableaux
vivants,” and thus an example of “iconic” drama.'” Here Beckerman draws
upon the work of his father, who theorized different dramatic modes in
Shakespeare: the “iconic mode” marginalizes conflict in favor of timeless

latter scems most likely, given the popular success of such works. Jane Pritchard, “Collaborative
Collaborations for the Alhambra and the Empire,” Dance Chronicle, 24 (2001), 55-82; see 69.
Landon Ronald’s two subsequent patriotic ballets for the Alhambra— Britannias Realm (1902)
and The Entente Cordiale (1904)—were among the most successful Alhambra productions
ever, with 46 and 67 weeks respectively (eclipsing Victoria and Merrie England’s 24 weeks by a
substantial margin); see Guest, Ballet in Leicester Square, p. 150. Also illustrative of the
Alhambra’s eagerness to capitalize on current events was the 1893 production Chicago,
depicting the Columbian Exposition of that year; see Guest, Ballet in Leicester Square, p. 47.

9 A fascinating account of this phenomenon is Stephanie L. Barczewski, Myth and National
Identity in Nineteenth-Century Britain: The Legends of King Arthur and Robin Hood (Oxford,
2000).

1! Wilfrid Bendall’s preface to the vocal score of Sullivan’s King Arthur music (Novello, 1903)
records that even in his final years Sullivan “still hoped some day to compose a grand opera on
the subject to which some of this music would be incorporated.”

2 Michael Beckerman, “ The Mikado, Haddon Hall and concepts of time in the Savoy operas,”
in The Cambridge Companion to Gilbert and Sullivan, ed. David Eden and Meinhard Saremba
(Cambridge, 2009), pp. 109-21.
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stasis, while in the more typical “dialectic mode” the characters struggle
toward a future dependent on the action within the narrative, with the
audience in held suspense. Beckerman goes further to suggest “Sullivan had a
natural tendency to respond to that notion of ‘perfected time’ which we have
termed iconic.”*? Expanding upon this, Benedict Taylor argues compellingly
for a new reading of Ivanhoe in which the tableau nature of the work
(criticized harshly even at the first production) facilitates a more complex
presentation of national identity as iconic history.'

More tangibly than these other works, however, Victoria and Merrie England
represents a revived tradition of English pageantry. Perhaps the most notable
of these was the Lord Mayor’s Show, an annual London occasion dating at
least into the thirteenth century, which at times combined elements of
history, allegory and artifact, with staged action and tableaux on stationary
wagons and in procession (on land or water or both), with music and
sometimes dancing as well, and triumphal arches erected.'” The Lord Mayor’s
Show had limped weakly into the nineteenth century, but was the focus of a
revival campaign in the mid-Victorian years, when it acquired a distinctly
imperial flavor, and became explicitly an “educational” (recte propagandistic)
tool, with pamphlets published to explain the significance of the display for
those who “may have forgotten some of the ‘memorable incidents’ they were
taught in their school days.”'® Some may indeed have forgotten, but many
were seeing a new version of national history that related less to lists of
reigning monarchs and battles won than to images of a bucolic, idyllic, and
iconic past: “Merrie England.”

B Ibid., p. 119.

14 Benedict Taylor, “Sullivan, Scott, and Jvanhoe: Constructing Historical Time and National
Identity in Victorian Opera,” forthcoming in Nineteenth-Century Music Review. 1 am grateful
to him for providing me with a typescript of this article. An earlier version appears as “Sullivan,
Scott und fvanhoe — Das Konstruieren historischer Zeit und nationaler Identitit im
Viktorianischen Zeitalter,” in Sullivan-Journal, 3 (2010), pp. 2-14.

5 The most comprehensive survey of English pageantry remains Robert Withington, English
Pageantry: An Historical Outline, 2 vols. (1926; repr. New York, 1963). The Lord Mayor’s Show
is discussed in vol. II, pp. 3-145.

16 Quoted in ibid., vol. 11, p. 122.
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The “Olden Time”
Indeed, “Merrie England” is the only unifying theme of Sullivan’s 1897
ballet. The prologue depicts a prophecy of Britannia’s greatness foretold
during the “period of the Druids.” The final scene represents the 1897 Jubilee
presented with military maneuvers and “Four Emblematical Pedestal
Groups...exact reproductions of the Sculptures on the base of the Albert
Memorial, Hyde Park.”"” “Britain’s glory” is revealed as a fzit accompli in the
monumental final scene, the fulfillment of inexorable destiny."® In between
these bookends is a series of tableaux, none of which has any direct link to the
overriding theme, but all of which reference iconic images in the imagination
of the audience: two scenes of an Elizabethan May-day, two scenes involving
Windsor Forest and the legend of Herne the Hunter; Christmas in the time
of Charles II; the 1837 coronation of Victoria herself.
“The Scenario Arranged and the Ballet Invented by / Carlo Coppi” reads the
playbill from the original production. That Coppi, resident in Britain since
only 1891, could have devised a scenario celebrated (and mocked by Punch)
as “pre-eminently English”' underscores the prevalence of the Merrie
England myth in popular historical understanding in the late Victorian
period. Merrie England was itself a nebulous concept, the juncture of a
number of distinct but compatible images (anachronistically juxtaposed),
injected into the public sphere particularly by mass-circulation weeklies such
as the [llustrated London News decade after decade. Scenes of “Merrie
England” (or, alternately, “Olden Time”) had nothing whatsoever to do with
urban Victorian life (despite its new importance to the Lord Mayor’s Show);
on the contrary, the essence of the myth was nostalgic escapism. As Keith
Thomas has put it:

By mid-Victorian times, the past invoked by the demure revivals

of maypoles and rush-bearing was too vague to be capable of

any precise chronological location. But the attributes of Merry

7T have drawn my description from three competing sources: the scenario appearing in the
front matter of the published piano reduction, the captions appearing within the piano
reduction score, and the original programme (details of which are included in Ivor Guest,
Ballet in Leicester Square, pp. 159-61).

'* The same disconnect characterizes Elgar’s contemporaneous Caractacus (1898), the finale of
which celebrates Victorian Britain without any attempt to contrive connections with the rest of
the narrative other than prophecy fulfilled.

" “Church and Stage,” in Punch (5 June 1897), p. 269.
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England were constant: a contented, reveling peasantry and a
hierarchical order in which each one happily accepted his place
and where the feast in the baronial hall symbolized the ideal
social relationship.”

Sullivan’s Victoria and Merrie England consists of a representative selection of
these tropes, already standardized in the popular arts in the England in which
the composer grew up: as Selwyn Tillet has noted, it is a short step indeed
from William Powell Frith's celebrated 1849 canvas Coming of Age in the
Olden Time and the second scene of Sullivan’s ballet (“May-day festivities in
the Elizabethan period: coming of age of the Duke’s eldest son”).?' The May-
pole and Morrice [sic] dancers which Sullivan presents in the third scene also
reflect popular subjects for Victorian artists who wanted to present an
idealized (indeed, stylized) local history.?? The Carolingian Christmas
festivities of the sixth scene manifest a similar dominant trope of
romanticizing the ancient holiday as peculiarly English. This, from the
Illustrated London News on 23 December 1871 could almost serve as the
staging instructions for the ballet more than two decades later:

We can fancy, however, the scene formerly presented by the

interior of an old manor-hall, profusely decked with evergreens,

holly, ivy, laurel, and the mistletoe bough....The fine old

English country gentleman, arrayed in his best clothes, his

doublet of crimson, his gold chain, his plumed cap of dignity,

his lace collar and ruffles, stands at the head of the room, with

his lady beside him, not less bravely dressed, and with all their

kinsfolk and friends of equal rank at the same high table; while

2 Keith Thomas, The Perception of the Past in Early Modern England (London, 1983), p. 22;
quoted in Roy Judge, “May Day and Merrie England,” in Folklore, 102 (1991), p. 131.

2 Selwyn Tillett, The Ballets of Arthur Sullivan (Coventry, 1998), p. 22. Tilletc aptly
characterizes the work’s aim as “the bringing to life of scenes which existed, if not in historical
fact, at le[a]st in popular prints and the loyal imagination” (p. 23). For a discussion of these
tropes in Frith’s painting, see Rebecca Jeffrey Easby, “The Myth of Merrie England in Victorian
Painting,” in History and Community: Essays in Victorian Medievalism, ed. Florence S. Boos
(New York, 1992), pp. GOff.

2 Easby, “The Myth of Merrie England in Victorian Painting,” p. 69; see also Judge, “May
Day and Merrie England,” pp. 133f. and idem, “Merrie England and the Morris 1881-1910”
in Folklore, 104 (1993), pp. 124-43.
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the seats below are filled in due order by the attached yeomanry,
the burgesses of a neighbouring town, the dependents of the
wealthy household and estate of their common patron.”

The captions included in the piano score indicate the hierarchy of the guests
— all sharing the same feast, albeit in their proper places:

The servants bustling about arranging the room.

Enter the players who go and occupy benches at the far end of

the room.

The guests begin to arrive.

The Lord and Lady of the Manor enter with the principal

guests|.]

The Lord of the Manor gives the sign for everyone to be seated,

whilst he alone stands — a fine old English Gentleman!

This last instruction coincides with Sullivan’s quotation of “A fine old English
gentleman” (a popular melody of mysterious origin, which in the 1840s had
been the subject of a famous copyright trial),?* but it is striking that the line
appears almost verbatim in the 1871 Illlustrated London News vignette. The
ballet then illustrates the older traditions of an English Christmas, with the
ensuing procession of the boar’s head accompanied by the famous “Boar’s
Head Carol.” Sullivan presents a verse first in octaves followed by the refrain
in full harmony; the second verse adds to this pattern a running quasi-
Handelian bass-line.”” The peasants of the manor enter to present their
Christmas greetings, followed a comic dance by a drunken jester, a game of
Blind Man’s Buff, the entrance of Father Christmas, and a dance under the

 Quoted in Mark Connelly, Christmas: A Social History (London, 1999), p. 25.

* The trial is described in amusing detail in Henry Phillips, Musical and Personal Recollections
during Half a Century (London, 1864), pp. 197-212. The British Library possesses a folio
compiled by the plaintiff, Charles Henry Purday, including exemplars of the contested
competing editions and subsequent press cuttings (BL Music Misc. H1623).

% Sullivan’s melody is essentially the same as found in William Chappell, Popular Music of the
Olden Time (London: Chappell & Co., 1859). In the New Oxford Book of Carols, Andrew
Parrott and Hugh Keyte claim that the carol’s refrain was rewritten in 1901, providing the new
refrain as an alternate to their primary version; but Chappell gives the “new” refrain already
forty years earlier. See Parrott and Keyte, New Oxford Books of Carols (Oxford: Oxford
University Press, 1992), p. 433.
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mistletoe. The whole scene is calculated to illustrate contented rural life
under a rigid class structure — the paternal lord of the manor feasting his
dependents in celebration of the holiday. As with that of fvanhoe, the success
of Victoria and Merrie England depended to a large extent how well the
viewers familiarity with the source would enable them to connect the
disconnected scenes together. As Taylor argues, opera-goers of the 1890s
could generally be expected to know Scott’s Jvanhoe well, although this is
“increasingly infrequent” today. With Sullivan’s ballet, the problem is
exacerbated: the nineteenth century “Merrie England” myth is virtually
unknown (although the Camelot and Sherwood Forest tales have survived
independently). It is revived only as an occasional object of parody and satire;
in Peter Sellers’s comic sketch “Lord Badminton’s Memoirs,” for example, a
hapless aged aristocrat recounts incidents of his childhood that are supposed
to illustrate “the wonderful sort of relationship that used to exist between the
family at the hall and the peasantry on the estate,” but which only show a
patronizing ignorance and disregard of the true needs of the poor (all the
while accompanied by a suitably pompous Elgarian tune by Ron Goodwin).*
Much of Sullivan’s ballet is consequently irredeemably quaint and naive to
modern sensibilities.

Ceremonial music as tableau vivant

This notwithstanding, and beyond any other claims that might be made for
it, Victoria and Merrie England is a culturally significant work because in its
last two scenes Sullivan codifies the elements of a ceremonial musical style
that in the decades following becomes universally associated with English
musical nationalism. In both of these instances (and in a large portion of the
whole work), Sullivan chose to reuse music from other works — but in these
last two scenes he chose music which was widely available in print (and, in
one case, excessively familiar to the audience). In the first of these scenes is
the only true tableau vivant (in which the dancers were practically
motionless), “reproducing the celebrated picture by E. T. Parris, illustrating
the Coronation of Her Majesty the Queen in Westminster Abbey on June 28,
1838.” This scene was accompanied by Sullivan’s Imperial March, composed

2% On Songs for Swingin’ Sellers, LP (Parlaphone PMC111, 1959). W. S. Gilbert anticipates
Sellers’s portrayal of misguided charity with Rose Maybud in Act I of Ruddigore.
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for the 1893 opening of the Imperial Institute in Kensington. In this march
Sullivan had synthesized the grand operatic march style (Meyerbeer, Verdi,
Wagner) that he had emulated in the March of the Peers in Jolanthe (1882) —
with its brass fanfares, loud tutti crashes, and slowly developing themes, and
cumulative peroration — while putting a much greater emphasis on a long-
breathed and subdued trio melody. In fact, the trio sections of both marches
share an almost identical motive (see Ex. 1), but Sullivan spins out the
Imperial March theme at more than twice the length of the lolanthe melody,
and then incorporates the initial motive into a lengthy transition back to the
main march section.
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Ex. 1: Comparison of the trio melodies of Jolanthe’s March of the Peers and
Imperial March

This construction may have served as a direct model for Elgar’s own Imperial
March (1897, another jubilee work), the trio of which goes through similar
development and recurrence. In one important respect, however, Sullivan’s
march looks decades beyond even Elgar’s subsequent “Pomp &
Circumstance” Marches: the trio is set not in the subdominant (as it was in
Iolanthe) but in the flattened submediant major via common-tone
modulation, which was to become the default practice in the subsequent
flowering of this English ceremonial style (e.g., Walton’s 1937 and 1953
coronation marches Crown Imperial and Orb & Sceptre). By choosing to
accompany the tableau vivant of the 1838 coronation with music of such an
up-to-the-moment style, Sullivan reveals himself as an active part of the self-
conscious “invention of tradition” phenomenon surrounding the monarchy
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chronicled by David Cannadine.” In 1838 the coronation had been almost a
hon-event; in 1897 it was represented as one of the great moments of the
nation’s history which, in Victoria’s seventy-eighth year, must necessarily have
brought to mind thoughts of another coronation in the not-too-distant
future. The 1901 coronation of Edward VII was an occasion so unlike
anything that came before (except perhaps Victoria’s Diamond Jubilee
festivities) that it transformed the nation’s memory and expectations of what
such events should be.
Writing of a very different work (the slow movement of Mendelssohn’s
“Italian” Symphony), Thomas Grey posits a psychological means by which
the music might animate the picture not so much by suggesting the physical
movement of the scene’s characters but of the changing images:
[W]hether miming the unassuming activities of figures in a
rustic landscape, or simply the abstract “rhythms” of the
landscape itself (as much of Beethoven’s Pastoral Symphony
might be thought to do), such music is not so much aspiring to
a fully narrative or dramatic mode of representation as it is
reconceiving a pictorial one, as a sonorous tableau vivant. The
temporal dimension that the music contributes to the animated
tableau may not take the form of a continuous, logically
developed “action” in the dramatic sense, but simply convey the
movement of freely shifting images.”

(This is, of course, Beckerman’s iconic mode.) An audience that could watch
a representation of the 1838 coronation while investing in it the particular
grandeur of the 1893 Imperial March was itself participating in Cannadine’s
invention of tradition. The budding English ceremonial style of music was
cast back upon the past as if it had always been there, much as would be the
newly devised liturgy for the 1901 coronation. Through Victoria and Merrie
England, Sullivan had a hand in shaping the musical-historical expectations of

7 David Cannadine, “The Context, Performance and Meaning of Ritual: The British
Monarchy and the ‘Invention of Tradition’, ¢. 1820-1977,” in The Invention of Tradition, ed.
Eric Hobsbawm and Terence Ranger (Cambridge, 1983), pp- 101-64

28 Thomas S. Grey, “ Tableaux vivants: Landscape, History Painting, and the Visual Imagination
in Mendelssohn’s Orchestral Music,” in 19"-Century Music, 21 (1997), pp. 38-76; quotation
from 52.
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the coming generations. The final scene of the ballet was contrived to fulfill
the audience’s expectations of a typical Alhambra production. 7%e Times, for
example, reviewing the 1885 Alhambra production Le Bivouac, declared
No barrack yard drill could be more accurate than the training
which these stalwart female battalions have been put through
under the direction of M. Hansen, with their brilliant
evolutions and groupings. All branches of Her Majesty’s services
are represented, Irish jigs and Scottish reels alternating with
English dances and hornpipes, the whole stirring up the house
to a fever of patriotic enthusiasm.?

“Alternating” is perhaps the most significant word: Sullivan’s unique

contribution to this aspect of the Alhambra tradition was his attempt in

Victoria and Merrie England to combine the national themes contrapuntally.

Such combination of countermelodies had long been one of the hallmarks of
Sullivan’s opera choruses, and it was natural that he would want to exploit the

technique for this scene.’® The piano score is ill-equipped to convey the

whole texture (which is otherwise no longer extant), but the task clearly

required some dexterity, if not gymnastics — requiring him to drop his Welsh

representative (“Men of Harlech”) altogether: “gallant little Wales has been
sacrificed and I am triumphant.™'

This “Union” march has two trio sections. The second, marked “Enter

representatives of the Colonies,” is a setting of Sir Henry Bishop’s 1823 ballad

“Home, Sweet Home”; the first trio, intended for the entry of the Volunteers,

is Sullivan’s own “He is an Englishman” from H.M.S. Pinafore (1878). The

familiar melody (“heartily welcomed by the audience”)? fits splendidly in its

new context as a march trio, where its low tessitura contrasts strongly with

the three melodies of the previous section. As in his Imperial March, the trio

modulation (this time up a semitone) is unexpected. This trio, although

lacking the broad lyricism later characteristic of Elgar marches, is more closely

» Quoted in Guest, Ballet in Leicester Square, p. 38.

% He has somewhat greater success in the sixth scene of the ballet, which presents the Boar’s
Head Carol and “The Roast Beef of England” in counterpoint.

> Sullivan to Wilfrid Bendall, 27 March 1897; quoted in Arthur Jacobs, Arthur Sullivan: A
Victorian Musician, 2" ed. (Aldershot, 1992), p. 379.

32 The Times (26 May 1897), 12.
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