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Music provides a kaleidoscopic array of

perspectives through which scholars can view
the works and influences of William
Shakespeare. While many people are familiar
with the most famous uses of Shakespeare in
music in such works as Tchaikovsky’s Rowzeo and
Juliet Overture-Fantasy, Verdi’s Shakespeare
operas (Falstaff, Macbeth, and Otello),
Mendelssohn’s incidental music for .4
Midsummer Night’s Dream, and Prokotiev’s Romeo
and Juliet ballet, this exhibit will highlight some
of the most significant topics related to the
intersections of Shakespeare and music with some lesser-known examples
trom the holdings of the Music Library.

The use of music in Shakespeare’s plays

Music plays a significant role in Shakespeare’s plays through three guises:

music performed as part of the play, references in the text to song titles,
and the use of words with musical connotations.

Shakespeare’s use of performed music in his plays was so extensive that
only The Comedy of Errors is without music. One of the remarkable aspects
of Shakespeare’s use of music is how integral it is to the dramatic structure
in the plays. Some of the music serves as a direct part of the action, such as
tanfares associated with processions or to mark royal entrances. In other
instances Shakespeare used music as an agent for an action, such as when a
lullaby is sung to put a character to sleep. Shakespeare also employed music
to express elements about a character or to set an atmosphere. Much of the
music performed or referenced in Shakespeare’s plays would have been
immediately recognizable by sound or title to his audiences, thus making
the usage for characterizations more apparent.



Unfortunately, no documentation exists that can authenticate the melodies
for vocal or instrumental music used in the plays. Thomas Morley’s “It
Was a Lover and His Lass” is one of the few works whose existence and

dating at least allows speculation about its use by Shakespeare in the play,
As You Like 1.

Thomas Morley (1557 or 58-1602): “It Was a Lover and His

Lass” from Motley’s First Booke of Ayres

The First Booke of Ayres, 1600, edited by David Greer. Menston, England: Scolar Press,
1970.
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Facsimile reproduction of the only extant copy of the printing by
William Barley (London, 1600), from the Folger Shakespeare
Library.



The use of words with musical meanings in
Shakespeare’s texts

Shakespeare makes reference to more than three hundred terms with

acoustical or musical connotations throughout his plays. Although we may
no longer recognize many of the terms that would have been familiar to
the Elizabethan and Jacobean audiences, there are still enough in current
use to resonate with today’s audiences. Definitions can be found in Music in
Shakespeare, a Dictionary (Christopher R. Wilson and Michela Calore, 2007)
which also contains an index that lists the plays along with the musical
terms stated within them. For example, the list of musical words used by
Shakespeare in The Tempest includes the following:

air, bass, beat, burden, catch, charm, dance, ditty, harmony, harp,
hum, instrument, knell, music, noise, organ, play, rattle, soft, song,
tabor, thunder, tongue, troll, tune, twang, whistle, wind

Incidental music for Shakespeare’s plays

Music written to be used with a complete

performance of a play 1s commonly called
incidental music. The earliest examples of
incidental music written to accompany
Shakespeare’s plays date to the mid-17"
century with Matthew Locke (circa 1621-
1677) and other composers’ music for
William Davenant’s productions of Macbeth in
Matthew Locke 1664 and The Tempesz‘ in 1674.




Henry Purcell composed A Fairy Queen for a
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London in 1692. It is a hybrid type of work

sometimes called semi-opera. Purcell’s music for 4
Fairy Queen chiefly consists of four (later revised to

include five) individual masques that were

interpolated into an adaptation of Shakespeare’s .4

Midsummer Night’s Dream. The music is incidental in
the sense that it is added to the play, yet together

with the play functions as a new entity that is not quite an opera in the
Henry Purcell (1659-1695): “Heark, How All Things with One

Sound Rejoice” from The Fairy Queen (1692)

tullest sense. It is important to note that none of Shakespeare’s lines are
The Gresham Manuscript. London: Novello, 1995.

actually set to music by Purcell.
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Facsimile reproduction of manuscript score in Purcell’s hand.

Thomas Arne composed incidental music for

productions of Shakespeare plays at London’s
Drury Lane in 1740-41, including The Tempest, As
You Like It, Twelfth Night, and The Merchant of
Venice. One of the texts Arne set from The Tempest
is the song “Where the Bee Sucks.” Although it
has not been proven that it was actually written for
the production at Drury Lane, it remains one of
Arne’s most popular songs that has been widely
distributed.




Thomas Arne (1710-1778): Where the Bee Sucks (circa 1740)
The Vocalist’s Companion, compiled by William Mitchison. Glasgow: W. Mitchison,
circa 1839-1850.

% WHERE THE BEE sucks.

The Music by Dr. Arne. Arranged:by 8. Nelso.
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A pocket-sized edition from the Music Library’s British Vocal
Music Collection (BVM76).
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Titania and Bottom in 4 Midiassmer Na_‘g.ﬁ;_'r Diream
Painting by Henry Fuseli

Perhaps the most famous example of incidental music for a Shakespeare

play is Felix Mendelssohn’s music for .4 Midsummer Night’s Dreanm.
Mendelssohn composed the overture in 1826 when he was only seventeen
years old. He returned to the subject to compose the remainder of the
incidental music (including his famous “Wedding March”) for a production
of the play in 1843.

Felix Mendelssohn (1809-1847): Sommernachtstraum. Ouverture
(1826)
Kassel: Barenreiter, 2009.
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Facsimile reproduction of the manuscript score in the composer’s
hand of his Overture to a Midsummer Night’s Dream. The score is
opened to one of the passages that Mendelssohn wrote to imitate
the braying of an ass to mark the place in the play where Puck
transforms Bottom by replacing his head with that of an ass.




Musical settings of Shakespeare’s texts

T'he five volumes of Bryan N. S. Gooch and David Thatcher’s .4

Shakespeare Music Catalogue (1991) lists more than 20,000 entries for musical
works that are either based on Shakespeare’s works or settings of his texts.
The song settings include such famous songs as Schubert’s Az Sylvia
(“Who is Silvia?” trom Two Gentlemen of 1Verona). The list of composers who
have set Shakespeare texts for songs includes Berlioz, Birtwistle, Brahms,
Britten, Carter, Chausson, Copland, Delius, Diamond, Druckman, Finzi,
Foss, Haubenstock-Ramati, Haydn, Honegger, Rorem, Saariaho, Schubert,
Schumann, Sibelius, Richard Strauss, Stravinsky, Thomson, Tippett, and
Vaughan Williams.

Two composers with Buffalo connections that are not represented in the
Gooch and Thatcher catalog are Michael Sahl and Arnold Cornelissen.

Michael Sahl was botn in Boston in 1934. He studied at Amherst College

and received a master’s degree at Princeton in 1957 after studies with
Roger Sessions and Milton Babbitt. Sahl came to Buffalo to spend a year as
a Creative Associate with the Center of the Creative and Performing Arts
1965-1966. He spent 1968-1969 as pianist and music director for singer
Judy Collins. His music is noted for its inclusion of a variety of musical
styles.

Michael Sahl (born 1934): Lord of My Love and That Time of

Year (1956)
From the Music Library’s Michael Sahl S core Collection.

Lord of My Love 1s a setting of Shakespeare’s Sonnet 26 and That Time of
Yearis a setting of Shakespeare’s Sonnet 73.
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Manuscript scores in the composer’s hand.



Anold Cornelissen was born in Abcoude, Holland on 1 June 1887 and
moved to the United States in 1906. He was a cellist (including with the
Buffalo Philharmonic Orchestra, 1935-1940), pianist, composer, and
conductor of the Buffalo Symphony Orchestra, a predecessor of the

Philharmonic. The Music Library’s Armold Cornelissen Score Collection
contains more than sixty works.

Arnold Cornelissen (1887-1953): Under the

Greenwood Tree (undated)
From the Music Library’s Armold Cornelissen Score Collection.

The text is from Shakespeare’s As You Like It.
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Manuscript score in the composer’s hand.



Iannis Xenakis (1922-2001): Sea-Nymphs (1994)

Paris: Editions Salabert, 1994.

Iannis Xenakis adopted an entirely different method of setting text in his

choral work, Sea-INymphs. Using “Ariel’s Song” from Shakespeare’s The
Tempest as source material, Xenakis extracted single syllables from the text
and set them randomly to his music. Cleatly, his goal has nothing to do
with trying to represent the coherent meaning of Shakespeare’s text.
Instead, he treats text as a soutrce for vocal sounds.

Ariel's Song
From The Tempest, Act 1, Scene 2

Come unto these yellow sands,
And then take hands:

Curtsied when you have, and kiss'd
The wild waves whist,

Foot it featly here and there;

And, sweet sprites, the burthen bear.
Hark, hark!

Bow-wow. //
The watch-dogs bark. // i
Bow-wow. / e
Hark, harkl 1 hear /

Of his bones,.fe al made,
Those are pearls t%re his eyes 57

Nothing of h/V/ that-aoth fade,
But doth suffer/ﬁiea -change

Into something rich and strange.—— T

SEA NYMPHS '

pour cheeur mixte — for mixed cherus

Tannis XENAKIS
=54 MM (approx.) 1994

Sea-nymphs hourly ring his knell:
Ding-dong.
Hark! now I hear them—Ding-dong, bell.

The first page of the score to Xenakis’s Sea-Nymphs with Shakespeare’s
original text of “Ariel’s Song,” set beside it with arrows added to match
the placement of words from the original to the score.




Adaptations of Shakespeare’s plays for operas and
musicals

The article on Shakespeare in the New Grove Dictionary of Opera lists about

270 operas based on, or adapted from, Shakespeare plays. Surprisingly,
considering the strength of the plays, very few of the operatic settings have
successfully found a place in the repertory. The most notable successes
include Rossini’s Otello, Betlioz’s Béatrice et Bénédict, Gounod’s Romséo et
Juliette, Verdi’s Shakespeare operas, and Britten’s A Midsummer Night's
Dream. Successtul adaptations as musicals include Leonard Bernstein’s West
Side Story (based on Romeo and Julief), Cole Porter’s Kiss Me Kate (based on
The Taming of the Shrew), and Richard Rodgers and Lorenz Hart’s The Boys
from Syracuse (based on The Comedy of Errors).

Very few plays of any kind can simply be set to music in their entirety
without changes necessitated by the different demands of the musical
setting of opera. Librettists approach the challenge of adapting plays in
many different ways and with varying degrees of intent regarding how
much of the original source will remain in the new work. As a result, there
are many examples where a musical work bears little resemblance to the
original play. Adaptations of Shakespeare’s plays for operas and musicals
run the gamut of works that retain as much of the original as possible to
works that have only faint resemblance to the original.



Johann Mattheson (1681-1764): Cleopatra (1704)
Das Erbe Deutscher Musik, Band 69. Mainz: B. Schott’s S6hne, 1975.

One of the first complete operatic treatments of a Shakespeare play was
Johann Mattheson’s Clespatra, composed in 1704. It was at the premiere
performance of this work that Mattheson challenged George Frideric
Handel to a duel. Mattheson performed on stage in the role of Antonio
while Handel conducted from the keyboard. After performing Antonio’s
suicide in Act I1I, Mattheson attempted to return to the orchestra to take
over the role of conducting from the
keyboard, but Handel would not relinquish
the post. Apparently this only heightened an
earlier dispute, and the infuriated Mattheson
challenged Handel to a duel. Accounts differ
as to whether a button on Handel’s coat or a

score in his pocket saved Handel from
Mattheson’s sword.
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Facsimile reproduction of the title page and list of characters from
the 1704 printing of the libretto.



Georg Benda (1722-1795): Romeo und Julie (1776)
German Opera 1770-1800, volume 5. New York: Garland Publishing, 1985.

The Shakespeare article in the New Grove Dictionary of Opera lists more than
twenty operas based on Romeo and Juliet. Georg Benda’s Singspiel based on
the German libretto by Friedrich Wilhelm Gotter was one of the first two
musical adaptations of the play. It was premiered 25 September 1776 at the
Hoftheater in Gotha, Germany. In keeping with the lighter nature of
Singspiel, Gotter’s libretto ends happily, with Romeo and Juliet alive and
well.
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Facsimile reproduction of the manuscript score, opened to the
final duet between Romeo and Juliet.



Daniel Steibelt (1765-1823): Roméo et Juliette (1793)

Paris: Chez Boyer et Nadermann, circa 1793.

Daniel Steibelt’s setting of Romeo and Juliet is based on the French libretto

by Alexandre de Ségur. Steibelt submitted the first version of the score to
the Académie Royale de Musique in Paris for performance, but when they
were unable to produce it Steibelt replaced the recitative sections with
spoken dialogue to treat it as an opéra comique. This version of the work
received its premiere at the Théatre Feydeau in Paris on 9 October 1793.
Like the Benda opera, Steibelt’s also ends happily with both Romeo and
Juliet alive.
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The Music Library’s copy of the score has several markings in it,
including deletions of entire passages, indicating that at some
time the score was used for a performance.



Gioacchino Rossini (1792-1868): Otello (1816)
Paris: Pacini, 1820.

Gioacchino Rossini composed his operatic
setting of Shakespeare’s Othello in 1816. 1t
was premiered at the Teatro del Fondo on
4 December 1816. The Italian libretto by
Francesco Berio di Salsa was based on the
French adaptation of the play by Jean-
Francois Ducis. As a result there are some
notable differences between Rossini’s work

and Shakespeare’s play.
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The portrait of influential tenor, Giovanni Battista Rub

from a prefatory page in the publication. The score is opened to

Desdemona’s “Willow song.”



Nicola Vaccai (1790-1848): Giulietta ¢ Romeo (1830)
Music Library’s British Vocal Music Collection.

Nicola Vaccai’s opera, Ginlietta e Romeo, premiered at the Teatro alla

Canobbiana in Milan on 25 October 1825. Its libretto was by Felice
Romani, who used an adaptation of the original play by Luigi Scevola.
Vaccai’s opera was very successful until it was eclipsed in popularity by
Vincenzo Bellini’s setting of the same libretto. Bellini’s opera, I Capuleti ¢ i
Montecchi, premiered on 11 March 1830. The famous soprano Maria
Malibran, who performed the role of Romeo in Bellini’s opera, preferred
Vaccai’s setting of Romeo’s death scene. She had Vaccai’s music for the
scene interpolated into Bellini’s opera in her performances, a practice that
continued into the twentieth century with performances by Marilyn Horne.
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Manuscript vocal score version of Romeo’s final aria, “Ah! Se tu

tten out in a

i

dormi svegliati,” in Vaccai’s Giulietta e Romeo, as wr

bound collection of manuscript music bearing the name Mrs. S.

Smith.



Edmond Missa (1861-1910): Dinah (1894)
Paris: Choudens, 1894.

Edmond Missa composed more than twenty operas, including Dinah, one
of only seven operas based on Shakespeare’s Cymbeline as listed in the New
Grove Dictionary of Opera. The opera was premiered at the Théatre de la
Comédie-Parisienne on 25 June 1894. The libretto was by Michel-Antoine
Carré. He was the son of Michel-Florentin, librettist of Gounod’s Ronzéo et
Juliette and Hamlet and Ofttenbach’s Les Contes des Hoffmann.

DINAH

Comedie Lyrique en Quatre Actes
4 Hprés Shakespeare

PAR

MicHeL CARRE & PauLde CHOUDENS

Musique de

Epmonn MISSA

Partition Chant et Piano

—_——

PARIS
CHOUDENS FILS, Editeur,
30,Boulevard des Capucines, 30
Copyrigt 1854, by CHOUDENS LS

| Défense. ext fuite par les auteurs 2 tout directeur de représenter cet ouvrage sams avoif
traité avec  'Editenr -propriétaive du droit de représentation CHOUDERS Fils.




DINAH

Comedie lyrique en quatre actes
Représentée pour ta premivre fois it Paris, sur le Thédtre de bn Comédie-

Direetion de MF ALBERT ALEXANDRE..

Pavizienne, le 25, Juin 1894,

R
MENTANO, Téor ............ w EXNGEL. DINAH, Sopramo ...... selle  MARCOLINF.
IACHINOG,  Barytn .......... M MANOCRY. FLORA, Chanteuse légiee. . . MU Rosatia LAMBRECHT.
PHILARIO, Basse chantante .. .. .. M! R. LAFON. UN OFFICIER .......... wr CH. FABER.

Seigneurs, Conrtisanes — A Venise, XVE Sieele.

Chef d'Orehestre: M8 ALBRRT VIZENTINL
Chef die Chant: M2 BARKAS, Chef deg Chieurs: M7 A TORKIE.
Régissenmgeéndral: M CRAVANON.
Décors de MM. BUTEL ¢f VALTORN.
————S e

- ACTE I.-

Place publique devant le palais du seigneur Philario.

SCF-IE ¥ e CFE GORUOITEE. v s s rase s o o . Cheenr, Flora, Philarie
SCENE W, .. .. La fleur @ son parfim . . . . . . Mentano, Dinab . . oot n. ..
SCENE WIZ.... Le voita done celui qutelle aime . lachimo . ..... o Boor T B
= SCENE IVI.... Le xefanewr Philario, oo soir, donne une Sete
,,,,, Arrétez! mex amiz, ..., ...
e—a—a L s UOn seignewr pres dwne belle
..... Dinoh! toujowrs & fo, je t'aime! ... ... .......... Mentano, Flors,Philatia, Inchimo . . . ... 39
..... Bel amowreuzs, 50is sage . ...................... Flora ot lsmimes .............. 43
- ACTE .-
Le houdoir de Dinah.
PRELEDE ...ttt et e 56
SCENE I ... Sur le fiot blew, Réveric ... .. . Dinsh .. . 57
e O SR e Sommeil de Dinah ..., .............. .. 62
SCENE 1I..... Dans ma nacelle  Sérénade. ... ...... Tachimo ... ....... .. 64
SCENE Wi, .. .. Akl quelle voiz s%éleve . . . .| - Dinah, Jschimo 73
SCENE IVI..... L# voici done ce dowr gage . . . . Lachimo Dinah . . 86
—ACTE lll.-
Le bal masqué eliez Philario
ENTR'ACTE .. ....... K e A AR s a1 sera s ens T S T el 0
SCENE 17, .. .. Angoisse cruelie, torture de fous les instants . . .. .. .. b R S 93
SCENE II7..... Ak! Seignewr Mentana . ... ... .. ... ... ....... Flara, Mentano, Courtisanes . . oo . ... . 9%
- « oo MU fuit, paurre amoursusz, ..., Barcarolle ....... Flora, Courtisanes « o oo v vvnsvnn . 101
SCENE e, . ... Messaignenrs, le jour vient de naitre . ... ... ... ... Irs mémes , Philario, Seigneurs . . ... .. in9
SCENE IVI..... Mentann? — Me voici! parlel .. ... .............. Irs mémes, dachima o o.iii . 116
SCENE vI..... RUee. Bofl DIV st o) eaiilas Tnchimn , Dinab, Philarin . . ..o 0on 126
SOENE VIS ool s e e Musique de seéne . ... .... Mentano, Flora, Conrlisanes. . .. . . . ... 135
SCENE VUL ___. Ew rain jo veur tufter .o .. .. ... Menlonn . . o veenan e 141
—ACTE IV.-
Place publique_les engagements
SCENE I7... .. Monsieur Uofficier .. .. ... . ... ... ... o - o oot . 145
e C'est Mentano . ... ... ... .. ....... . Cheur #i Mentano . .. ¥46
— ... Adieu Venize la folle . ... . Mentano . . ... .. .. 148
SCENE 1IIZ.. ... Dans un instant je me bats Mentana, Philaris . . 152
= . .... linocente] longlemps jooi xoffert . . . .. «+ Mentana, Diuah, ., ... .. 154

SCENE FINALE .. A4! o"un monrant aceeplez lex regrefx . Inchimn  Mentano, Dinah , Philaria, Flara . . 167

Pour toule In musique, "". mise e sedne, e deoit de representalion,
fadresser 1 M CHOUDENS Editenr-propridlaire de DINAR pour tous pays.

Haudan gr. _ AC.BATT

This copy of the vocal score is from the Music Library’s Florian
Bruyas Collection of French Opera Scores. A list of the cast



members and directors of the original production are listed on a
page preceding the score.

Frédéric Le Rey (1858-1942): La Mégére apprivoisée (1895)
Paris: Paul Dupont, 1895.

Frédéric Le Rey composed La Mégére apprivoisée on a libretto by Emile

Deshays based on Shakespeare’s The Taming of the Shrew. The premiere took
place in December 1895 at the Théatre-des-Arts de Rouen.



- Lta Megere

apprivoisee
COJU:IDIE-LYI(IQUE EN TROIS ACTES ET QUATRE TABLEAUX

(D'APRES SHAKESPEARE)

Par Emile DESHAYS

Musique de FREDERIC LE REY

Représentée pour la premiére fois au Thédtre-des-Arts de Rouen ( Décembre 1895 ).

Direction : H. o’ Arsert (officier de I'Instruction publigue).

DISTRIBUTION
} MM. LABIS .

Petruchio garyton) .. % VAUTIER Curtis (rriay . . . . M. MONVAL
Lucentio ¢ renar reger) - Aubisio Catharina ®ezze sopan> Mt 'fgxwo Roupé
: ; HAIJANE

Baptrsta (Basse chantante), DARNAUD Bianca (chanteuse régére;.t pE LEcA
Grumio (second Ténor) . BIANCONI Biondello (,f.;;{:;';?) & 4 DE CRAPGNNE
Chef d'orchestre : M. AMALOU
Mise en scéne de M.J. SPECK, Régisseur général
Décors: M. RAMBERT
PROPRIETE POUR TOUS PAYS. — TOUS DROITS RESERVES

Pour trailer des conditions de représentation

S’adresser a M. PAUL DUPONT, 4, rue du Bouloij, Paris

COPYRIGHT BY PAUL DUPONT; 18¢5



ACTE II, SCENE VI, ;

The title page of this score from the Music Library’s Florian
Bruyas Collection of French Opera Scores lists personnel of the
premiere. The illustration of a moment from Act II, Scene 6 is by
the librettist, Emile Deshays, also a noted illustrator.



Georges Adolphe Hiie (1858-1948): Titania (1903)
Paris: Choudens, 1903.

Georges Adolphe Hiie composed his
opera Titania using a libretto by Louis
Gallet and André Corneau based on
Shakespeare’s A Midsummer Night's Dream.
The opera was premiered 20 January 1903
at the Théatre National de 'Opéra-
Comique.




TITANIA

Drame musical
en
Trois Actes
Représenté pour la premiere fois & Paris,
«u Théatre National de V'Opéra-Comique
le 20 Janvier 1903

Divection de MF ALBERT CARRE

DISTRIBUTION:

TITANIA, rveine des fées............... MMES JEANNE RAUNAY

BERMINE: ;o o insvs sviisain wie il sibmsiaisin u MARGUERITE CARRE
. ROBIN, fils bitard d'Obéeon, lutin........ —  DE CRAPONNE

UNE FEE . ............. A s —~  CORTEZ

PHILIDA, favovite ’Obéron . ............. — CHASLES

VANN e Rimaume o Cri e e MM. MAREGCHAL

OBERON, voi des fées ... .......... viiis = ALLARD

MATHIAS, BOUEEr « o oooens e eeaeeen . DELVOYE

Gargons, deunes Filles, Esprits de Uaiv, de la terve el des caux,

Dirvecleur de lu scéne: Divecteur de ta musique:
MNP ALBERT VIZENTINI M ANDRE MESSAGER

Chef d'0rchestre:
M A, LUIGINI

Chef du Chant: Chet des Chaurs:

MT GUIGNACHE MM. 0 BUSSER of M, CARRE

Danse réglée par
Mue MARIQUITA

ACTE I

Dans une claiviére de antique forét.

) Pages;
DR LT D O RO P P R0 o 0., 0. 0 P, B W1 1
!‘I_CENE | ROBIN, MATHIAS, LES JEUNES FILLES ... « Dansez sous le chéne vert......... ..... 3
SC.ENE i YANN, senl . .. oo « O la wverte fraicheur des mousses . ... ... . 22
SCENE 11l FANN, HERMINE . . . vioicie or o s e (50 1L 50 e it e P SR e Ak it Co Gy et o 32
SCENE v YANN, LES YOIX . .. oo cioiv vn sisoesie «o.. « Douce enfant!.. Al s¢ je savais aimer!. ... 48
SCENE V YANN, TITANIA . ........onnnnnnnn. « Tes pieds legers, tes pieds roses . .. ........ 67
ACTE 11
Le séjour féerique d’Ohéron.
. INTRODUCTION 50 o vcd sioninis oh SGhdeiisis =0 23 Cat e ibis ot = o Finsotd o o ey v wie aminne 80
SCENE | OBERON, LES VOIX .. ............... « Nuit et jour, jour et nnit! .. ... . 92
" DANBE DE PHILIDA .. ... . ... .ttt e e e e it
SCFNE fl OBERON, ROBIN, LES VOIX . ... ........ « Il dort comme un fpowr vulgaire P o swee 124
chﬂf ] TITANIA, YANN . ... « Yann! cest le pays des meveeilles!. ... ... 14y
SCENE IV TITANIA, YANN, OBERON .. ... ... ... « Tilania, ma reine, m'attendait . ... ... ... 166
ACTE II
Paysage d'hiver,
T SR AN e e S e e R S 187
:EE:E | « Est-fl mort . ... .. Sl e T e e 1901
ENE 11 « La femme, towjorrs belle . ... ... 218
ggFNE i TG E BT R S 8 e 8 o e D S D 34 e 242
ENE |V M TH EAS P o o e ot idsv) 2iie s s « Les jours de vigueur. ... ... 235

A.C. 11,298

Eaudon G



ik Cotia § Perser. THEATRE NATIONAL DE L'OPE] MIOUE
TiranT
— M, dardelal

2 'OPENA-COMIQUE
TITANTA
s, — Mer Mirguorilo Carmé
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(CI. P, Boyer) b
M™® MARGUERITE CARRE
| - dans le vole d’Hermine I
{ ¥ de ** Titania " .




The Music Library’s copy from the Florian Bruyas Collection of
French Opera Scores is an example of the added information
contained in that collection. Florian Bruyas inserted many
clippings and other artifacts into his scores. In this case he
inserted photographs of soprano Marguerite Carré (Hermine),
tenor Adolphe Maréchal (Yann le Reimeur), and one of the
composer.

Leonard Bernstein (1918-1990): Four Movements from West

Side Story arranged for solo piano by Leo Smit (1921-1999)
New York: G. Schirmer, 1968.

Leo Smit was born in Philadelphia in 1921.

After studies at Curtis Institute of Music
and private studies in New York, Smit
became a rehearsal pianist for George
Balanchine’s American Ballet Company in
1936. It was in that position that he met
Igor Stravinsky during rehearsals of
Stravinsky’s ballet, Jex de Cartes. Smit met
Aaron Copland in 1943, and through
Copland met Leonard Bernstein later the
same year. In October 1946 Smit
performed as the soloist in the world
premiere of Copland’s Concerto for Piano and Orchestra with the New York
City Symphony, conducted by Leonard Bernstein.

Smit was hired as Slee Visiting Professor of Music at the University at
Buffalo in 1962 and was appointed to the full-time music faculty in 1963.
He taught both composition and piano in Buffalo until his retirement in
1998.

Leo Smit arranged four movements from Leonard Bernstein’s musical,
West Side Story, for solo piano in 1968 for publication by G. Schirmer. Wes?



Side Story, with its book by Arthur Laurents and lyrics by Stephen
Sondheim, opened on Broadway 19 August 1957.

|i

Doplreate !

" 'l ilWd B F LSl

Four Movements from “West Side Story”
1
Jets

Leonard B

Arranged for piano

Piano




Ppdolce

This score is from the Music Library’s Leo Smit Score Collection.
It is a negative print of a proof copy with corrections by Leo Smit.



Additional display materials:

The broadsides on display are from the Music Library’s Christopher Coover

Collection of Theater Broadsides. The tive broadsides on this wall were all for
productions at Sadler’s Wells Theatre in London, with announcements for
performances of nine Shakespeare plays: Henry IV, Romeo and Juliet, Measure
for Measure, The Tempest, The Merchant of V' enice, Antony and Cleopatra, Macbeth,
As you Like It, and Othello. Thirty four of Shakespeare’s plays were
performed at Sadler’s Wells during the twenty years that Samuel Phelps was
the theatrical manager. Among his other accomplishments, he was noted
for performing Shakespeare from the original versions, not the altered
versions that had previously been popular.

The playbill for Sadler's Wells dated 22 September 1849 contains an
unusual statement: "... this evening, Friday, Sept. 21st, there will be no
performance, in consequence of the Churchwardens of the Parish having
appointed the day as one of humiliation and prayer." This is most likely due
to the cholera epidemic that killed more than 33,000 people in Great
Britain in 1849, including more than 13,000 people in London.



l-mm, Magsrs, GREENWOOD and PHE
mm THE MANAGEMERY

WEDNESDAY Aug.
g 23 THURSDAY 27 FRIDAY. 28 & SATURD.
Will be produced (for tlel"lu! Time hare),WlsTl.AND MARSTON's Play O?TY“ ”

Patrwlan S
PAUGHTER

Lord Lynterne, Mr. 6, BENNETT.
Captain Pierpoint, Mr. HUSK]NB ﬂwt‘ell Mr MELLON
Mordaunt, - — Mr. \ PHELPS
.ﬁmler Mr. MORTON, Peancourt, Mr. STILT, . Colville, Mr. C. FENTON
Lord Chatterly, Mr. BRANSON, Sir A, Taunten, Mr. SCHARF
Physician, Mr. GRAHAM, ‘The Earl’s Servant, Mr. FRANKS
Mordaunt's Servant, Mr, WILKINS, - Notary, Mr, SCOLEY

Lady Mabel Lynterne, Miss LAURA ADDISON
(Her Firsi Appearance in London)
Lady Lydia Lynterne, Mrs, BROUGHAM, Lady Chatterly, Miss STEPHENS

Lady Taunton, Mrs, FRANCIS. Attendant, Mrs. GRAHANM,
Ta be followed by an Interlude (by CHARLES SELBY) entitled A

"LAPY &K GENTLEMAN
' PECULIARLY PERPLEXING Pnr.chMEM’.’

The Gentleman.
'He[-cn Mrs LEIGR mMURRAY,

Madzluo lahnrdn Mrs FRANCES ~

To conclude with 4 Farce entitled

NEUVRING

Whimsey, ! A, YOUNGE, Colonel Random. — Mr. HOSKINS
Licutenant Talboy, Mr. MORTON, Sprace  Mr. SCHARFE, Elward, Mr. WILKINS
Clarisse, — Mrs. LEIGH MURRAY.

B ENRY IVth

Will be repeated TWICE NEXT WEEK.
SHAESPERES TRAGEDY OF

ROMEO AND Jv:.:.ﬂ!'

Witk New Scenery, Dresses. and Deceorations, will be speedily produced, !
SERJEANT TALFOURD'S TRAGEDY OF

IS ALSO IN A FORWARD STATE OF REHEARSAL.

Stage Manager,. Mx PHELPS, Acting Ilm;n., -Hir T. L. GREEN AN
‘The Decuvrations and l’moﬂlel by M HARVEY. ' X%
Sceune Painters. lann F.FENTON and FINLA' Machinist, Gﬁm &
'he Costames. by Mr onoml and Miss u:t..lv. A
Mausical Director. Nr, W. HONTGONERY-

Boxes; First Circle (10 wheh 0 36, Secend de- 25 Pitls Gu
Ve Bos Office $ypen from Eleven till 1hrec, under the Diraction of Mr. AUSTIN., - Bill Inapestor, u‘lﬁ.!\‘ﬁ T
Private Boxes. £1. 1s and £1, 11a 6d to he ohiained on Application to Mr. AUSTIN, st he. Box- ﬁ
St Jumes's Street; ued of Mr. MITCHELL, Royul Library, Ny Bond Bire f':FI P’Nd‘
Children under Thres Ynnongc unmnhe admitted, and sll Children crtgring e PIT, must ‘b- G ‘““"*"‘
Doors open at Ha f-rlISI 0'Clsck, and the mm% “\‘th
Ml-pplnnnun- nhlne 10 the Billwof ihe "I‘bnuow'be mdn w My G Pﬂn“m. T ﬁw s"“‘"uw‘n R




Messrs. GREEN WOOD and PHELPS,
UNDER THE WANAGEWMENT OF

Mr. PHEHELPS.

THIS EVENING, FRIDAY, 21st, there will be No Performance,
In consequence of the Churchwardens of the hlrlu appointed the Day as one of Humiliation and

'_.‘:m-uomw, umnar, Sept. 22nd. 1849,

‘Will be presented (for the First Time at this Theatre) CGLLEV CIBBER's Comedy of

- SHE WOULD
SIIE Wlll.ll.ll NOT.

Du Hnuel - Mr A, YOUNGE
Bon Phillip, - .« - Mr HENRY MARSTON
Don Octavio, - -~ Mr G. K. DICKINSON
Don l.mul, « Mr BELFORD

Tr. 1"3* - Mr HOSKINS
Sete, - - Mr C. ﬂﬁn Vasquez, - - Mr FRANKS
Alguazil, Mr HARRIS Corrigidore, Mr KNIGHT
ﬂmﬁu‘ - - - Miss FITZPATRICK
.- - llm '.I‘ BASSANO
Flora, Miss JULIA ST. GEORG'! Yilletta, Mrs
To be followed by the Petite Comedy, in Two Acts, of A

A WEDI

Colonel Freelove, — - Mr HENRY MARST
vers, Mr IEI-FO i
-— Mr WILLIAMS mn, - M: DOLMAN
lald,’ .Einhth Fneiavo, - Hill Ca II.I. STEI
‘Mrs. Da e Mrs. H. MABBTON

1‘o conelude with' g’]’“ TIME) » New Faree, by J. WOOLER, entitled

- PLOTSFOR PETTICOATS

En- Aundrew Gray mg. —_ Mr. WILLIAMS
Finish, Esq = - - Mr. HOSKI
i iI’[l!'rv' Atherton, —_— — Mr. CLINTON 3 & “
Waiter, Mr. FRANKS Servent, = Mr. DOLMAN
Rose Everton, — Mln T. BASSANO Caroline Grayling, - Miss JULIA ST, GEORGE.

-nAKBlEm‘- Play of

Wil be repeluul on MONDAY and TUESDAY.
SHANSPERE's Play of =1 |

Will be performed on WEDNVESDAY and THU RSDAY,

TEHE MERCEANT OF vm\rmn

Will be repeated in a few days,
The production of BHAKSPERE's Tragedy of

A.NTON i 4 & CLEOPATRA

untit October,

Stage Mauager, Mr PHELPS, Aellu'r Manager, Mr T. L. GREE
3 Scene Fllnler, Mr F. FENT The gmpemp,, by Mr HAR&? QYD
Machinist, Mr CAWDERY ’l'ln Costumes, by Mr COOMBES and Miss BAILEY
Musical Director, — Mr W. H. MONTGOMERY

BOXES: — First Circle, 35. Second dtto, 2s PlT Is. GALLERY, 6d.

PRIVATE BOXES, £1.1s. & £1.11.00 00 beon e on u plm.lqon oyt wartN a0, at the Boy- Office; at MeSAMS Libmy
Bt James's Street ; Mr Mll‘GHuJ., Royal Librar: ond Street; ANDREWS, New Bond simr ¥ EBERS, Boad a
Mr. ALLS l:l(y . Bou nd s the Catllon \ racy 13, nguwl Sypeer,
The BOX-~ OFFICEoEm from 11wl 9, underlh ctigh of Mr, AUSTIN, Junr il lmmmr Mr. {HILLlPs.
Children under 3 Years of Age, cannat hn admitied, nd okt Chxldrn sntering the PIT must pay the Pl Bri
Doors open at Half- epast 6, tlw lyat7. §.G. Faibrather,Printer, 31, Bow sum eormu“‘-




This unplu;; mmy. lov. l!,
£ AND FRIDAY, NOVEMBER 1Sth,
with SHERIDAN ENOWLES' Comedy of The

ook S

T ,'_‘_-_ili

 _Mr. FREDERICK ROBINSON

Bn William londlave, Mr. J. W. RAY 1) Mr Trueworth; Mr. T, C. HARRI'S
Master Wildrake s S MARSTON k

Master Neville = Mr. C. SEYTON Master Humphreys = Mr. IM'

Lash - Mr. CHAPMAN Chwl a7 lr MIB!O
Gwzgo, Mr. LICKFOLD | hw;er, M GATES Servant, Mr. rnon-
; dow Green, . Mrs. H. nnsms Lydn.‘li- HERBERT

g ol gatn \

I!rn 7 B’mu. rwn Miss HART.  Amelin, m-enn‘
 Bridesmaids - - u-u IQRELLI &P ' !

-a_-l—-m.-'wm‘ 'S Comedy, (in Two Ast,) entidelt

n.—n—uumc.‘u-,n Attraction attendant on the ¥ :
mn’g RBVBNG'.
T WILL BE “’u". on ‘mﬂ&' AND FRIDAY NDXT.
ml—ﬁmwﬁl lg;e.ln ro:@z:ﬁﬂy 1:-.“ lh-rl.orﬂo:nlnﬂu\'nh the care of ah&mlm,
> The Sale of Wine, Beer, umwqumhmdﬁmupmunm
e
Ditto, 5. PIT, 1, GALLERY, ',‘ =

BOm—!!l’lt Circle, 38, _.M‘_
Boors apen A8 Mok B ot ths Box-Ofce of tlie Theatv, elten o :aTa-m, A e Librariom, |

PRIVATE BOXES to.be had of n: AUSTIYN, at the e
HALF-PRICE, ‘I‘OMBOXE“SNOHHLT. d‘ﬁ) . INE:- PO al.-i?“ P‘. =

A i be Admiul and n_enterins e Pitaoust Pa ul Tiee ol n“-

guidna eiC e o o i witcodie oo HENRY R,wmm" Sicim Nachin P, 43, Lemaa St Whobopsh




SADLER’S WELLS.

LAST NIGHT OF PERFORMANCE

Until SHPTEMRER NEXT, In ofthe ©

FEEE GPENENG GE EEEE @EAI@N.
ﬂ;—_—b—f—____

The Public is thata will takc place at this Thentoe,

On SATURDAY, August 17th, 1861

BENEFIT of an ARTIST suﬁ'ermg' from severe illness.

MR. PHELPS

Much interested in this unfortunate case, has most liberally granted the use of the Theatre, Free of Charge, and his Bon

MR. EDMUND PHELP

1 Has kindly consented to enstain Two Characters, both nllyed by him on this occasion rnr L
r.l:a owi.{ Fopn]&‘li Favor%{:a u‘ﬂnl;y -mu-dlnz "hé‘; ‘gs ol . aid of thy &.t imumlnnd;n :?rg
earnes: 50 ¢ an Entertainmen;
of tho ublic and the Patrons of this now celebrat: sdpi"h pE, “ i. el ea, S8 AnpRors hath

Mrs STIRLING Miss TITZPATRIGK Mrs C. YOUNG
Miss HEATH  Miss OLIVER Miss ATKINSON
MrsH.MARSTON Miss I.AVINE Miss PANNY JOSEPHS

Mrs ST, HENRY " Mias GAEOI-IN‘E PARKES

(Pupil of Mrs Selby)

Miss ALICE E AHB - Miss

(by permission of ROBSON' d: EMDEN, Eaqs. (w permission of B. 0. CONQUEST, Esq.

Mr RYDER Mr H. MARSTON Mr HERMAN VEZIN
Mr BELFORD Mr W. H SWANBOROUGH
Mr BARRETT Mr J. W. RAY Mr F. MORTON
Mr WEBSTER VERNON Mr LEWIS BALL
Mr ALFRED RAYNER Mr C. FENTON

(by permission of B. 0. CONQUEST, Bm)

‘The Entertainments will commence It & Quarter to Seven, with Four Scenes [rom SHERIDAN KNOWLES* Flay of The

HUNCHBAGE 2

Ry M ¥, MORTON i A R SR L L T
L & G avesne L 2 lodus oo r {1
Al “'"'" sl o liss WEATH Helen '.'...... Tins OLIVER

By Miss FANNY JOSEPHS

_ To be followed by Three Scenes from THE

LOVE CHASE!

Iliam Fondlo Me BARRETT Wildra * M, HA
I}nnl?ulfm‘z..... Misa Fl'l‘zl'A'llll(‘K Wilow Green Mirs H. HAIIBTON l.'dl ll-- IIILI

In the aonrse of the Evening, Mrs STIRLING will deliver AN ADDRESS, written by TOM TAYLOR, Esq.

To be followed by a Selection of Scenes, from SHAKRESPEARE'S Comedy of

AS YOU LIKE IT!

nulo iy . Mr .S, IJAIII,II'I‘D!
s llr ummam lmz-l s = r CHAPMAN
S X 3 e Ebiiven PHELEs
Mz C.F ¥ Co . Mr PIGRON
Mes clulu.m: TousG

™ rllhuﬂu, from STAKESPRARE'S P-ynrra,

“ERC]IAN'I‘ 0F VENICE

l)uko nl Venice e Mr LIIAHIIA
Ang--ln e .

"nr EDRUN Y PaRLes

-lll ATK[]EEI\ Mins JOHSSON

HE COURSE OF TUE EVENL
Miss CAROLINE PARKES " B DELIGHTS of the DANC F‘

After which, Two Bcenes from SHERIDAN'S Com dy of THE

SOHOOL l.-"OR SCANDAL

Sic Peter Toazld b Burface MrALFRED ﬂel"h HR
(‘hnrln; Burface oty r BELFORD
v Teaxle et > Myl W, HENEY, (mel of Mrs. Sgiav)
e Y e

The whole to conclude with BUCKBTOVE'S }:wonlu Farce, entiled

y. ¥ KISS L ] THE b A ER B

Mir l'ellilmll! wlr LEWIS BALL Frank B‘mlunm ..nr Hmun*ml VERNON
Mra Pémibhone: . oo Miss LAVINE ry.. - Mins ALICE EVANS

BOXES—Firt Clxole 3a. Second ditto - l" 1s. Gallery ... 6d.
Dram open it & Quarter past Sk u ence it n Quarter to Seven.— Half-price to Hnusun!v it 0 0'Clock.  Childcen under Thr.e Yeurs cannot be admitted,
and all Childien entering the Pit must pay the Pull Price of Admistion.

Private Boxon ond ‘Lickeis.to be hud o cnion 10,1z 11- SMUTH, ot e Box Ofict of tbe Thealse, from Twelve till Three,
Mouager - M T L GREEAWOOD Hinge Mauager Nir BARRETT
Acting e [ pn«rr:bv Bicam Prioter, 45, Loman Stceer, Whitsohtpel,




GRS WAL,

of Miss CATHERINE LUCETTE.

-EVERY EVENING, ivz
1 Limited Number of ng-nm.

SI'EGIAI. ROTIGE s oo v b e ot W M,

On Saturday, Oct. 26th, & Monday and Tuesday following,

_Thﬂ Performances will conimence with SHAKSPEARE'S TRAGEDY, in Five Acts, of

HELLO

THE MOOR OF VENIGE

ThonuteorVenlcc Mr.
Senator) : lr. .mums JDBNITDHH
_(Bmther to Brubintio) Mr. ©. LLOYD
‘Lodovico (Klnlmn to Brabantio) Tr. !WOTT sﬂm“' =y
Othello (the Moor) Mr. rnm.n
c.,.go (b-gLueulenant) Hr. E. !'. EDGA
!m - (hm Ancieat) Mr. mn' RB!S'I.'BB
Roder: (a Venetim Gmmman) Mr. LEWIS BALL
.Pudmmrinthﬂnm-mtnlﬂnmd Mr. A. MONTAGUE
At HORTON Paniy . nonggoon
A aulo T.
Giovanni Mr. BENDER  Luca W.

Mr. i
O Messenger  Mr. nlqﬁnnns.; S o8, Tl

‘m‘ ,ﬁrw.ng\umnnbmua.na Wife to Oth. m mu o
1 (Wife to Tago) Mrs. DO it : E

‘Officers, Mﬂom. Senators, Messengers, Sailors, A ttendants, &e.

Bcene—Act I. VEN%O RDurﬁ the rest ot the Play,

Gharacteristic Pas Seul by Miss ROBA NATEAN ‘

To conclude with ('irst Time) a NEW COMIC DRAHA written by the Author of “ Two Heads are
ter than Oune,” entitled

CHINESE ROMANCE

Mr, Munzy‘ru'h ) (n mh Imhgn P!lnh‘) Mr. C. LDOYDS
A MONTAGUE
Major Mheﬂd (mlhaElstlndmOnm ysSlwma) HER.,
Cnphm 'Wnry. (of H. M. Frigate the * Invincible,” formerly Lieutenant in the * Undxnnied ’) Mr MOWBRAY
k Flexible  (his Friend, & young Midshipman in the ** Invincible ") C. CROOK
Bill Tackle (Cnxmln in the “ Invincible ') Mr. J. J'DH NSTONE
Florence . (Niece to Mr. Moneygrub) 5 Miss
Susan (Confidential Attendant upon Fiorence) H.in EMILY DOWTON
Mrs. Olderaft (a Widow Iady Friend to Mr. Moneygrub) Mrs. DOWTON
SEAAT Ladies and Gentlemen, Hindoo Bervants, Sailors, &c.

"?uin—-ns"s. Scene—GARDEN REACH, CALCUTTA.
; BALLET OF NAUTCH GIRLS.

On WEDNESDAY, Oct. 29th, Shakespeare's Play of The
MERCHANT OF VENIOL

M
‘Mr. 1.PS’ Farewell Benefit, and Last Performance but
m:(‘hinafthiu Theatre, on THITREODAY Eve:ung Nov. 6th.

. s GEORCE
Miasical Director, Mr. Jon; l‘l'. UKE KRS,
1 % ©. DUDLEY.
0L Scenic Arhlt. Mr ROGERS. Mwlmnilt Mr. W. CAWDERY!{
: b Mr J. HEOGDEN Perruquier, Mr. CLARKSON. Cﬂhlmﬂ'l, Mr. 8. MAY & Mrs. SCOTT

917
Private Bo: l £lls.and£110l.0d,
."fngll?eyu:' 'ggazpmmmumm m».u

to nder
o oot Opm D o B o e, e R 2 ORI RTE




This broadside for the performance of Macbeth at the Theatre Royal,

Covent Garden on April 26 1837 indicates that the play will be performed
with the incidental music composed by Matthew Locke. This music,

originally written for a production in 1664, was the first incidental music
written for a Shakespeare play.



Upger Gauer[

This Evening, mhn.u, April 26th, 1837,
Will be presented (wwrith the yinal Musio Ur Matthew Locke) Shakspeare's Tragedy of

B, iy dﬂuoﬂ Mr THOMPSON.  Maleolm, M

‘Maleol mnm
Macbeth : la ll ACREA D R A :
Macduff, - - - Mr. PRY O!In ; Banque, -~ - - Mr. G. BENNETT,
nmm Mins r& n' m"‘u, - , Mr. J. WEBSTER,
!‘hﬂ)ﬂm. Mr MS ! ! yton, )!r. I}EN Plliddm, Mr. HUCKEL.

1 entlewoman, Miss NICHOLSON,
m«.r-um Mr. RANSFO lstmid;y wwm Mr. WEBMS'!'ER mitch, Mr. ROSS,

Singing Witchis—Mr. coxmu. ASHTON My GLEDHILL, M LLOYD, Miss LAND,
o Mn.GARRICK, Mi Miss VINUENT, i mn-mmsn umuvwn e e e

Mo na‘“ﬁ"ﬁ"“"‘ é"'nﬂ-l EUS!

. ORm, MUSIO TH 00” or LoV,
Achilles Dumont, M ] Mr. W. l-&RREN
M,.,..(.mmm m & ‘ "' r. J. WEBSTER,

Geelle, A T R Mns NICHOLSON.

D O:

OF NOTRE DAME.
of CARL MA

MARIA VON WEBER.

Tk !‘lu Grand Provont, M! TI-!OMPSON’
Emest, (| ) Mr.J. WEBS

?ﬂﬁ"k‘ﬁm‘.f'aﬁ

Miss LACY, . lhhlesta Min I
Julie, (the Gypsey Boh’c)Mn GARRICK.

Tomcrrs, Thanday, (46 tme) TLLAN & h m‘ emefudo with (Firs Time ot Mr, Sheridsu Knowles” Histarieal
Play of WILL o\‘;‘l TB!TI:-—W!I!mNI Mr. Shnl& Kno %mllr G.lhnnm. Swﬂa. ‘Mr. Tﬂb‘nﬁm + Webster, Emma, Mrs, W. West
o nﬁjmuﬂbo (bymhﬂ)mmd 6 H.

Ton, Mr, M Kiaaton, M. Vandion r- nele, Mi r et which, the Origionl Droma. of THE cotm'rw
n::i Enﬁ"l'.'&‘a.."’ta i, g i S e ity This MODER 0 un%g'm
On there will be no Performance, mnrﬁm-lngha nur_rﬁcﬂiq yﬂmd&ﬁwkﬂm

ﬁMm-ﬂthliNwW
‘WA ¥ H’ . B D

In which Mr. Maeready. Mr. Vandenkof, M, Dale, (ko & M WbMMaPﬁwMHI‘JWm
H;Hdn.ﬂuuhmihﬁ:l;'?unt?mr . (m e e

On Tundoy () BRIAN BOROLH E; or, the Maid of Bl
Wi , oln.Dmmn!'l‘HEWOD AN'S HUT,

f&‘- il take
hic] lon will b‘ l,:;nﬂﬁhgﬂ:,g gﬁlﬁ Play of
) R

HENRY THE (i HTH.
l'hh giiﬁolwuchwm be su mﬂtb a ﬁﬁ;ﬁﬁemment ofeluﬁ j

A Mo R, M i,

Stalls Ts.  Boxas 4s, Haz .Price Pit 2. Ha . Uf Price 1s. Lower Ga 1, Ha{f-Frmﬁd er Gatlery 6d.
W isare By rany alve i W b e F Tt R :‘:'-‘n'.'wem-l e et .'5'.'.'.";’:; Seaa Sl |
Yigant RosetHogos,  Doomonen st half pas iz, b ,mﬁ” .':er uer retumed. .G, Foirbrothe - Frinter ExererGoyr l




The second-to-last performance advertised on this broadside from

March 29 1860 is for The Christy Minstrels. The original group was formed
in Buffalo by Edwin Pearce Christy in 1843. A new form of the group first
performed in London in 1857. Eventually there were at least four groups
using the name Christy’s Minstrels presumably because they could claim
one or two members of the original group as members. This led to the
name becoming generalized to mean any blackface minstrel show.



o
Me. FAEDERICK GYE h!-vl-ﬁi-t Mhn-naﬁmu&-c--nu

&, NI T

IN ATD O I-Fm.l‘m

MMA

i W R
© Mr T. P K
woomi '(-n A mmu

Sl e & pERL

The Bereen Sceme from the Pourth Act of SHERIDAN's Comedy of

&Gllﬂlll; F(Dli SCANDAL

-.I' cmrrmn.l Joseph 'ﬁ‘m
e Sea r ﬁllnllllnlll mtnlw- +
e " e llAill.EI MATHEWS

During the Evening, a Selm of

vocAl. MmMusic.

Miiss LOUISA PYNE Madame ou_namn HAYES . Mr W. HARRIAGN

J. MADDISON MORTON's Fasce of "
i

O0X & cox;

_Hr J.B. BUOKATONE ! r . COMPTON
‘ :lu enlnlﬂu

THE CELEBRATED

W give selections from tllelr Popular Entertainment.

SR
Birs Funcheom g

Gonﬂnum v sevest v B A MOELLON (who, with the Band of m-ngn English Opers, have rendered their
Atage MARREEr. . ... Mr BDWARD STIRLING A r.. Hir EDWARD

PRINTED BY PEELS' STEAM MAOHINE, 74, NEW QUT, LAMBE ﬂ"_




Also displayed were the following images of
Shakespeare characters from operas and ballets.



\-"ﬁ: e

Mario Del Monaco as Otello in the 1956 Metropolitan Opera production of Verdrt’s Ofello
Photograph by Sedge LeBlang

J. Warren Perry Collection of Photographs, C04_023



Tito Gobbit as Sir John Falstatf in Verdr’s Falstaff
Unidentified Photographer

J. Warren Perry Collection of Photographs, C06_026



Martial Singher as Hamlet in Ambroise Thomas’s Hawzlet
Photograph by Granere

J. Warren Perry Collection of Photographs, C12_059



Renata Tebaldi as Desdemona in a Metropolitan Opera production of Verdi’s Otello
Photograph by Sedge LeBlang

J. Warren Perry Collection of Photographs, C16_053



Moira Shearer as Titania and Robert Helpmann as Oberon in an Old Vic Company production
of Midsuwmmer Nights Dream, choreographed by Helpmann with music by Mendelssohn
Unidentitied photographer

J. Warren Perry Collection of Ballet Photographs, [WPB194



Galina Ulanova and luri Zhdanov in a Bolshot Ballet production of Prokotiev’s Romeo and [uliet
Unidentified photographer

J- Warren Perry Collection of Ballet Photographs, J[WPB239
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	If music be the food of love: Shakespeare in the Music Library 
	 
	An exhibit in commemoration of the 400 anniversary of the death of William Shakespeare 
	th

	 
	 
	 
	 
	 
	 
	Curated and written by  
	John Bewley, Ph.D. 
	Associate Librarian 
	 
	 
	 
	 
	 
	 
	 
	Music Library 
	University at Buffalo 
	April 2016-June 2016 
	  
	 
	Music provides a kaleidoscopic array of perspectives through which scholars can view the works and influences of William Shakespeare. While many people are familiar with the most famous uses of Shakespeare in music in such works as Tchaikovsky’s Romeo and Juliet Overture-Fantasy, Verdi’s Shakespeare operas (Falstaff, Macbeth, and Otello), Mendelssohn’s incidental music for A Midsummer Night’s Dream, and Prokofiev’s Romeo and Juliet ballet, this exhibit will highlight some of the most significant topics rela
	 
	 
	 
	The use of music in Shakespeare’s plays 
	 
	Music plays a significant role in Shakespeare’s plays through three guises: music performed as part of the play, references in the text to song titles, and the use of words with musical connotations.  
	 
	Shakespeare’s use of performed music in his plays was so extensive that only The Comedy of Errors is without music. One of the remarkable aspects of Shakespeare’s use of music is how integral it is to the dramatic structure in the plays. Some of the music serves as a direct part of the action, such as fanfares associated with processions or to mark royal entrances. In other instances Shakespeare used music as an agent for an action, such as when a lullaby is sung to put a character to sleep. Shakespeare als
	 
	Unfortunately, no documentation exists that can authenticate the melodies for vocal or instrumental music used in the plays. Thomas Morley’s “It Was a Lover and His Lass” is one of the few works whose existence and dating at least allows speculation about its use by Shakespeare in the play, As You Like It.  
	 
	 
	 
	 
	Thomas Morley (1557 or 58-1602): “It Was a Lover and His Lass” from Morley’s First Booke of Ayres 
	The First Booke of Ayres, 1600, edited by David Greer. Menston, England: Scolar Press, 1970. 
	 
	Facsimile reproduction of the only extant copy of the printing by William Barley (London, 1600), from the Folger Shakespeare Library. 
	 
	 
	 
	The use of words with musical meanings in Shakespeare’s texts 
	 
	Shakespeare makes reference to more than three hundred terms with acoustical or musical connotations throughout his plays. Although we may no longer recognize many of the terms that would have been familiar to the Elizabethan and Jacobean audiences, there are still enough in current use to resonate with today’s audiences. Definitions can be found in Music in Shakespeare, a Dictionary (Christopher R. Wilson and Michela Calore, 2007) which also contains an index that lists the plays along with the musical ter
	 
	air, bass, beat, burden, catch, charm, dance, ditty, harmony, harp, hum, instrument, knell, music, noise, organ, play, rattle, soft, song, tabor, thunder, tongue, troll, tune, twang, whistle, wind 
	 
	 
	 
	Incidental music for Shakespeare’s plays 
	 
	Music written to be used with a complete performance of a play is commonly called incidental music. The earliest examples of incidental music written to accompany Shakespeare’s plays date to the mid-17 century with Matthew Locke (circa 1621-1677) and other composers’ music for William Davenant’s productions of Macbeth in 1664 and The Tempest in 1674.  
	th

	 
	 
	 
	Henry Purcell composed A Fairy Queen for a production at the Dorset Garden Theatre in London in 1692. It is a hybrid type of work sometimes called semi-opera. Purcell’s music for A Fairy Queen chiefly consists of four (later revised to include five) individual masques that were interpolated into an adaptation of Shakespeare’s A Midsummer Night’s Dream. The music is incidental in the sense that it is added to the play, yet together with the play functions as a new entity that is not quite an opera in the ful
	 
	Henry Purcell (1659-1695): “Heark, How All Things with One Sound Rejoice” from The Fairy Queen (1692) 
	The Gresham Manuscript. London: Novello, 1995. 
	 
	 
	 
	 
	 
	Facsimile reproduction of manuscript score in Purcell’s hand. 
	 
	 
	 
	 
	Thomas Arne composed incidental music for productions of Shakespeare plays at London’s Drury Lane in 1740-41, including The Tempest, As You Like It, Twelfth Night, and The Merchant of Venice. One of the texts Arne set from The Tempest is the song “Where the Bee Sucks.” Although it has not been proven that it was actually written for the production at Drury Lane, it remains one of Arne’s most popular songs that has been widely distributed. 
	 
	 
	 
	Thomas Arne (1710-1778): Where the Bee Sucks (circa 1740) 
	The Vocalist’s Companion, compiled by William Mitchison. Glasgow: W. Mitchison, circa 1839-1850. 
	 
	 
	                                    
	 
	 
	A pocket-sized edition from the Music Library’s British Vocal Music Collection (BVM76).  
	 
	 
	Perhaps the most famous example of incidental music for a Shakespeare play is Felix Mendelssohn’s music for A Midsummer Night’s Dream. Mendelssohn composed the overture in 1826 when he was only seventeen years old. He returned to the subject to compose the remainder of the incidental music (including his famous “Wedding March”) for a production of the play in 1843. 
	 
	 
	 
	Felix Mendelssohn (1809-1847): Sommernachtstraum. Ouverture (1826) 
	Kassel: Bärenreiter, 2009. 
	 
	 
	 
	 
	Facsimile reproduction of the manuscript score in the composer’s hand of his Overture to a Midsummer Night’s Dream. The score is opened to one of the passages that Mendelssohn wrote to imitate the braying of an ass to mark the place in the play where Puck transforms Bottom by replacing his head with that of an ass.  
	 
	 
	 
	 
	  
	Musical settings of Shakespeare’s texts 
	 
	The five volumes of Bryan N. S. Gooch and David Thatcher’s A Shakespeare Music Catalogue (1991) lists more than 20,000 entries for musical works that are either based on Shakespeare’s works or settings of his texts. The song settings include such famous songs as Schubert’s An Sylvia (“Who is Silvia?” from Two Gentlemen of Verona). The list of composers who have set Shakespeare texts for songs includes Berlioz, Birtwistle, Brahms, Britten, Carter, Chausson, Copland, Delius, Diamond, Druckman, Finzi, Foss, Ha
	 
	Two composers with Buffalo connections that are not represented in the Gooch and Thatcher catalog are Michael Sahl and Arnold Cornelissen.  
	 
	Michael Sahl was born in Boston in 1934. He studied at Amherst College and received a master’s degree at Princeton in 1957 after studies with Roger Sessions and Milton Babbitt. Sahl came to Buffalo to spend a year as a Creative Associate with the Center of the Creative and Performing Arts 1965-1966. He spent 1968-1969 as pianist and music director for singer Judy Collins. His music is noted for its inclusion of a variety of musical styles. 
	 
	 
	 
	Michael Sahl (born 1934): Lord of My Love and That Time of Year (1956) 
	From the Music Library’s Michael Sahl Score Collection. 
	 
	Lord of My Love is a setting of Shakespeare’s Sonnet 26 and That Time of Year is a setting of Shakespeare’s Sonnet 73. 
	 
	 
	 
	 
	 
	Manuscript scores in the composer’s hand. 
	 
	 
	Arnold Cornelissen was born in Abcoude, Holland on 1 June 1887 and moved to the United States in 1906. He was a cellist (including with the Buffalo Philharmonic Orchestra, 1935-1940), pianist, composer, and conductor of the Buffalo Symphony Orchestra, a predecessor of the Philharmonic. The Music Library’s Arnold Cornelissen Score Collection  contains more than sixty works. 
	 
	 
	 
	Arnold Cornelissen (1887-1953): Under the Greenwood Tree (undated) 
	From the Music Library’s Arnold Cornelissen Score Collection. 
	 
	The text is from Shakespeare’s As You Like It. 
	 
	 
	 
	 
	 
	 
	 
	Manuscript score in the composer’s hand. 
	 
	 
	 
	Iannis Xenakis (1922-2001): Sea-Nymphs (1994) 
	Paris: Editions Salabert, 1994. 
	 
	Iannis Xenakis adopted an entirely different method of setting text in his choral work, Sea-Nymphs. Using “Ariel’s Song” from Shakespeare’s The Tempest as source material, Xenakis extracted single syllables from the text and set them randomly to his music. Clearly, his goal has nothing to do with trying to represent the coherent meaning of Shakespeare’s text. Instead, he treats text as a source for vocal sounds. 
	 
	 
	 
	The first page of the score to Xenakis’s Sea-Nymphs with Shakespeare’s original text of “Ariel’s Song,” set beside it with arrows added to match the placement of words from the original to the score.  
	 
	 
	 
	  
	Adaptations of Shakespeare’s plays for operas and musicals 
	 
	The article on Shakespeare in the New Grove Dictionary of Opera lists about 270 operas based on, or adapted from, Shakespeare plays. Surprisingly, considering the strength of the plays, very few of the operatic settings have successfully found a place in the repertory. The most notable successes include Rossini’s Otello, Berlioz’s Béatrice et Bénédict, Gounod’s Roméo et Juliette, Verdi’s Shakespeare operas, and Britten’s A Midsummer Night’s Dream. Successful adaptations as musicals include Leonard Bernstein
	 
	Very few plays of any kind can simply be set to music in their entirety without changes necessitated by the different demands of the musical setting of opera. Librettists approach the challenge of adapting plays in many different ways and with varying degrees of intent regarding how much of the original source will remain in the new work. As a result, there are many examples where a musical work bears little resemblance to the original play. Adaptations of Shakespeare’s plays for operas and musicals run the
	 
	 
	  
	 
	Johann Mattheson (1681-1764): Cleopatra (1704) 
	Das Erbe Deutscher Musik, Band 69. Mainz: B. Schott’s Söhne, 1975. 
	 
	One of the first complete operatic treatments of a Shakespeare play was Johann Mattheson’s Cleopatra, composed in 1704. It was at the premiere performance of this work that Mattheson challenged George Frideric Handel to a duel. Mattheson performed on stage in the role of Antonio while Handel conducted from the keyboard. After performing Antonio’s suicide in Act III, Mattheson attempted to return to the orchestra to take over the role of conducting from the keyboard, but Handel would not relinquish the post.
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Facsimile reproduction of the title page and list of characters from the 1704 printing of the libretto. 
	 
	Georg Benda (1722-1795): Romeo und Julie (1776) 
	German Opera 1770-1800, volume 5. New York: Garland Publishing, 1985. 
	 
	The Shakespeare article in the New Grove Dictionary of Opera lists more than twenty operas based on Romeo and Juliet. Georg Benda’s Singspiel based on the German libretto by Friedrich Wilhelm Gotter was one of the first two musical adaptations of the play. It was premiered 25 September 1776 at the Hoftheater in Gotha, Germany. In keeping with the lighter nature of Singspiel, Gotter’s libretto ends happily, with Romeo and Juliet alive and well. 
	 
	 
	 
	 
	 
	 
	Facsimile reproduction of the manuscript score, opened to the final duet between Romeo and Juliet.  
	Daniel Steibelt (1765-1823): Roméo et Juliette (1793) 
	Paris: Chez Boyer et Nadermann, circa 1793. 
	 
	Daniel Steibelt’s setting of Romeo and Juliet is based on the French libretto by Alexandre de Ségur. Steibelt submitted the first version of the score to the Académie Royale de Musique in Paris for performance, but when they were unable to produce it Steibelt replaced the recitative sections with spoken dialogue to treat it as an opéra comique. This version of the work received its premiere at the Théâtre Feydeau in Paris on 9 October 1793. Like the Benda opera, Steibelt’s also ends happily with both Romeo 
	 
	 
	 
	 
	 
	 
	 
	 
	The Music Library’s copy of the score has several markings in it, including deletions of entire passages, indicating that at some time the score was used for a performance.  
	 
	Gioacchino Rossini (1792-1868): Otello (1816) 
	Paris: Pacini, 1820. 
	 
	 
	Gioacchino Rossini composed his operatic setting of Shakespeare’s Othello in 1816. It was premiered at the Teatro del Fondo on 4 December 1816. The Italian libretto by Francesco Berio di Salsa was based on the French adaptation of the play by Jean-François Ducis. As a result there are some notable differences between Rossini’s work and Shakespeare’s play. 
	 
	 
	 
	 
	 
	 
	 
	 
	The portrait of influential tenor, Giovanni Battista Rubini, is from a prefatory page in the publication. The score is opened to Desdemona’s “Willow song.” 
	Nicola Vaccai (1790-1848): Giulietta e Romeo (1830) 
	Music Library’s British Vocal Music Collection. 
	 
	Nicola Vaccai’s opera, Giulietta e Romeo, premiered at the Teatro alla Canobbiana in Milan on 25 October 1825. Its libretto was by Felice Romani, who used an adaptation of the original play by Luigi Scevola. Vaccai’s opera was very successful until it was eclipsed in popularity by Vincenzo Bellini’s setting of the same libretto. Bellini’s opera, I Capuleti e i Montecchi, premiered on 11 March 1830. The famous soprano Maria Malibran, who performed the role of Romeo in Bellini’s opera, preferred Vaccai’s sett
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Manuscript vocal score version of Romeo’s final aria, “Ah! Se tu dormi svegliati,” in Vaccai’s Giulietta e Romeo, as written out in a bound collection of manuscript music bearing the name Mrs. S. Smith.  
	Edmond Missa (1861-1910): Dinah (1894) 
	Paris: Choudens, 1894. 
	 
	Edmond Missa composed more than twenty operas, including Dinah, one of only seven operas based on Shakespeare’s Cymbeline as listed in the New Grove Dictionary of Opera. The opera was premiered at the Théâtre de la Comédie-Parisienne on 25 June 1894. The libretto was by Michel-Antoine Carré. He was the son of Michel-Florentin, librettist of Gounod’s Roméo et Juliette and Hamlet and Offenbach’s Les Contes des Hoffmann.  
	 
	 
	 
	 
	 
	This copy of the vocal score is from the Music Library’s Florian Bruyas Collection of French Opera Scores. A list of the cast members and directors of the original production are listed on a page preceding the score. 
	 
	Frédéric Le Rey (1858-1942): La Mégère apprivoisée (1895) 
	Paris: Paul Dupont, 1895. 
	 
	Frédéric Le Rey composed La Mégère apprivoisée on a libretto by Émile Deshays based on Shakespeare’s The Taming of the Shrew. The premiere took place in December 1895 at the Théâtre-des-Arts de Rouen.  
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	The title page of this score from the Music Library’s Florian Bruyas Collection of French Opera Scores lists personnel of the premiere. The illustration of a moment from Act II, Scene 6 is by the librettist, Émile Deshays, also a noted illustrator. 
	 
	 
	Georges Adolphe Hüe (1858-1948): Titania (1903) 
	Paris: Choudens, 1903. 
	 
	 
	Georges Adolphe Hüe composed his opera Titania using a libretto by Louis Gallet and André Corneau based on Shakespeare’s A Midsummer Night’s Dream. The opera was premiered 20 January 1903 at the Théâtre National de l’Opéra-Comique.  
	 
	 
	 
	 
	 
	            
	 
	 
	 
	 
	The Music Library’s copy from the Florian Bruyas Collection of French Opera Scores is an example of the added information contained in that collection. Florian Bruyas inserted many clippings and other artifacts into his scores. In this case he inserted photographs of soprano Marguerite Carré (Hermine), tenor Adolphe Maréchal (Yann le Reimeur), and one of the composer. 
	 
	Leonard Bernstein (1918-1990): Four Movements from West Side Story arranged for solo piano by Leo Smit (1921-1999) 
	New York: G. Schirmer, 1968. 
	 
	Leo Smit was born in Philadelphia in 1921. After studies at Curtis Institute of Music and private studies in New York, Smit became a rehearsal pianist for George Balanchine’s American Ballet Company in 1936. It was in that position that he met Igor Stravinsky during rehearsals of Stravinsky’s ballet, Jeu de Cartes. Smit met Aaron Copland in 1943, and through Copland met Leonard Bernstein later the same year. In October 1946 Smit performed as the soloist in the world premiere of Copland’s Concerto for Piano 
	 
	Smit was hired as Slee Visiting Professor of Music at the University at Buffalo in 1962 and was appointed to the full-time music faculty in 1963. He taught both composition and piano in Buffalo until his retirement in 1998. 
	 
	Leo Smit arranged four movements from Leonard Bernstein’s musical, West Side Story, for solo piano in 1968 for publication by G. Schirmer. West Side Story, with its book by Arthur Laurents and lyrics by Stephen Sondheim, opened on Broadway 19 August 1957.  
	 
	 
	 
	 
	 
	 
	This score is from the Music Library’s Leo Smit Score Collection. It is a negative print of a proof copy with corrections by Leo Smit. 
	 
	 
	 
	Additional display materials:  
	 
	The broadsides on display are from the Music Library’s Christopher Coover Collection of Theater Broadsides. The five broadsides on this wall were all for productions at Sadler’s Wells Theatre in London, with announcements for  performances of nine Shakespeare plays: Henry IV, Romeo and Juliet, Measure for Measure, The Tempest, The Merchant of Venice, Antony and Cleopatra, Macbeth, As you Like It, and Othello. Thirty four of Shakespeare’s plays were performed at Sadler’s Wells during the twenty years that Sa
	 
	The playbill for Sadler's Wells dated 22 September 1849 contains an unusual statement: "... this evening, Friday, Sept. 21st, there will be no performance, in consequence of the Churchwardens of the Parish having appointed the day as one of humiliation and prayer." This is most likely due to the cholera epidemic that killed more than 33,000 people in Great Britain in 1849, including more than 13,000 people in London. 
	 
	 
	 
	  
	 
	 
	 
	 
	 
	This broadside for the performance of Macbeth at the Theatre Royal, Covent Garden on April 26 1837 indicates that the play will be performed with the incidental music composed by Matthew Locke. This music, originally written for a production in 1664, was the first incidental music written for a Shakespeare play. 
	 
	 
	 
	The second-to-last performance advertised on this broadside from March 29 1860 is for The Christy Minstrels. The original group was formed in Buffalo by Edwin Pearce Christy in 1843. A new form of the group first performed in London in 1857. Eventually there were at least four groups using the name Christy’s Minstrels presumably because they could claim one or two members of the original group as members. This led to the name becoming generalized to mean any blackface minstrel show.  
	 
	  
	 
	Also displayed were the following images of Shakespeare characters from operas and ballets. 
	 
	 
	 
	 
	 
	 
	 
	 



