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John Pritchard (1918–89). Walthamstow-born, John Pritchard learned his craft as 
principal conductor of the Derby String Orchestra, before joining the music staff of 
Glyndebourne in 1947. Appointed Chorus Master in 1949, he was soon sharing major 
Mozart productions with Fritz Busch, conducting the London Philharmonic Orchestra 
there and swiftly expanding his repertoire. The company’s Musical Director from 1969 to 
1977, he was also a regular guest at the Royal Opera, where in 1955 he conducted the 
premiere of Tippett’s A Midsummer Marriage. His opera and concert work encircled the 
globe, with periods at the helm of many companies and orchestras, notably the Royal 
Liverpool Philharmonic and BBC Symphony. He was knighted in 1983. Though his full 
diary could result in perfunctory routine, fiery theatricality and a grasp of essentials inform 
his best work – not least in many studio and off-air recordings made with his ‘home’, 
Glyndebourne company, and for BBC radio.

Joan Sutherland (1926–2010). The world-renowned soprano Joan Sutherland left her 
Sydney home for London in 1952, with the ultimate aim of singing Wagner. Contracted 
to Covent Garden, she felt her future lay in heavy, dramatic roles; and her early 
assignments there included Amelia in Verdi’s Un ballo in maschera and the title role in 
Aida. Soon her breathtaking agility, crystalline staccatos and unique stratospheric purity 
became evident – not least as Jenifer in Tippett’s The Midsummer Marriage, followed 
swiftly by the doll Olympia in Offenbach’s Les contes d’Hoffmann (both 1955). Although 
increasingly identified with the bel canto repertoire, until her 1959 Covent Garden triumph 
in Donizetti’s Lucia di Lammermoor she kept her options open. The title role in Weber’s 
Euryanthe was one of several German, lyric roles added to her repertoire during the 
mid-1950s, alongside Pamina in Mozart’s Die Zauberflöte and Eva in Wagner’s Die 
Meistersinger von Nürnberg. She was also to remain a staunch Handelian throughout her 
career, recording the title role in Athalia under Christopher Hogwood (Decca) as late as 
1986. 
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company debut in 1939 while still a student at the Royal College of Music, as Faninal in 
Der Rosenkavalier. His supple, lyric baritone excelled in Mozart and Rossini, not least as 
Figaro in Tyrone Guthrie’s production of The Barber of Seville (from 1950); but he was 
equally outstanding in character roles, from Gianni Schicchi to the Commandant in 
Janá�ek’s From the House of the Dead, via Gilbert and Sullivan. He also sang at Covent 
Garden and – bookending his career – for the English Opera Group. Following his 1984 
retirement from English National Opera, as Nikolai Bolkonsky in Prokofiev’s War and 
Peace, he remained the company’s Vocal Consultant.

William McAlpine (1922–2004). The Stenhousemuir-born tenor William McAlpine worked 
as a bricklayer to finance studies at the Guildhall School of Music, and made his Covent 
Garden debut in a 1951 revival of Strauss’s Salome. There he created such small but 
significant roles as The Novice in Billy Budd (also 1951) and The Spirit of the Masque in 
Gloriana (1953), before signing with Sadler’s Wells in 1956. The move enabled him to 
develop the lyric repertoire he later sang with Scottish Opera, Glyndebourne and in 
Europe. His range extended from Mozart, through Alfredo in La traviata – which he also 
played at Covent Garden – to Lensky in Eugene Onegin. McAlpine’s ringing timbre 
eventually allowed him to try heavier roles, including Cavaradossi, Hermann in The Queen 
of Spades and Erik in The Flying Dutchman. After retirement he taught singing at his alma 
mater, the Guildhall.

Bernard Miles (1907–91). The actor, writer and theatre manager Bernard Miles was born 
into a market-gardening family near Uxbridge, which provided the basis for his popular 
series of comic monologues, Over the Gate. An Oxford scholar, he worked as a school-
teacher before succumbing to repertory acting. Gradually making his name during the late 
1930s in London revue, he found fame in Noël Coward’s 1942 film In Which We Serve 
and with the Old Vic, which he rejoined after the war. From the late 1940s until his death 
Miles’s energies centred on his Mermaid Theatre, which in 1951 mounted a famous 
revival of Dido and Aeneas (starring Kirsten Flagstad) for the Festival of Britain. An 
old-school actor-manager, out of sympathy with modern ‘director’s theatre’, he was 
knighted in 1969, and given a life peerage as Baron Miles of Blackfriars in 1979.

JOAN SUTHERLAND

3

Joan Sutherland 
- in Performance, 1957-1960

= bãáäá~=Çá=iáîÉêéççä== =
= ^å=léÉê~=áå=qïç=^Åíë=E~ÄêáÇÖÉÇF
 Libretto by Giuseppe Checcherini
 Music by Gaetano Donizetti
 
 Edited and prepared for performance by Bridget Fry and Fritz Spiegl
 (First broadcast performance in the UK)   
 BBC Home Service, 8 September 1957

 Emilia Joan Sutherland
 Candida, Emilia’s companion  
 and Bettina, Count Asdrubale’s niece April Cantelo
 Colonel Tompson (alias Villars) William McAlpine
 Count Asdrubale, a Neapolitan nobleman Hervey Alan
 Claudio, Emilia’s father Denis Dowling

 Singers of the Liverpool Music Group
 Repetiteur, George Coop 
 Royal Liverpool Philharmonic Orchestra (Leader, Peter Mountain)
 Conductor, John Pritchard

 Introductory talk by Fritz Spiegl
 Narrator, Bernard Miles
 Producer, David Harris
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The action takes place in the mountains just outside Liverpool, 
not many leagues distant from London

 
 DISC ONE (68.58)

= bãáäá~=Çá=iáîÉêéççä
1 Continuity announcement 0.56
2 Introduction by Fritz Spiegl  2.35

3 Orchestral Prelude and narration  3.00
4 Storm Scene (Count and Chorus)  
 ‘Fosca nube a noi minacchia… N’è? È passata veramente?’ 2.41
5 Ensemble (Bettina, Villars, Count and Chorus) and narration
 ‘Cara, serena i rai’  4.00
6 Aria (Claudio) and narration
 ‘In dura schiavitù’  2.57
7 Aria (Emilia, Candida and Chorus) and narration  
 ‘Madre! deh placati!… Ah! di contento’  5.39
8 Duet (Emilia, Count) and narration
 ‘Che sia d’esso! Oh sventurata!’  6.16
9 Finale I (Emilia, Bettina, Villars, Count, Claudio) and narration
 ‘Giusto ciel! che vedo! oh Dio!’  9.00
10 Duet (Emilia, Claudio) and narration
 ‘Vive il padre?… Taci, oh Dio!… Deh! ti consoli, o figlia’  8.11
11 Duet (Claudio, Villars) and narration
 ‘Nel campo del valore… Per te son misero padre dolente’ 5.43
12 Finale II (Emilia and All)
 ‘Confusa è l’alma mia… Non intende il mio contento’  6.43
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but purloined by Sutherland on stage and disc) is all gracious, even flirtatious wit. Both 
arias are greeted with rapture by the Prommers, who – then as now – knew a good thing 
when they heard it.

Biographies

Hervey Alan (1910–82). A Whitstable-born pupil of Roy Henderson, the basso cantante 
Hervey Alan made his reputation in oratorio, gravitating towards opera after World War II 
as a contract principal at Sadler’s Wells. With his brilliant diction, he was much in demand 
at Glyndebourne; was the first Redburn in Billy Budd (1951) at Covent Garden; a frequent 
guest with Welsh National Opera, notably as Zaccaria in Nabucco; and sang with the 
Handel Society. Retiring from the stage in 1963 he continued his concert career, while 
serving as a lay vicar at Westminster Abbey and teaching: his pupils included Thomas 
Allen and Janet Price. Alan’s recordings include Alidoro (La Cenerentola) and Neptune 
(Idomeneo) – both EMI Glyndebourne productions – as well as King Arthur for Decca, and 
Damnation of Faust under Sargent (Cameo Classics).

April Cantelo (b.1928). Born in Purbrook, [Rosemary] April Cantelo studied in London with 
Joan Cross, and sang in the Glyndebourne chorus before making her solo debut as 
Barbarina in Le nozze di Figaro at the 1950 Edinburgh Festival. In the early 1960s her 
bright, clear soprano progressed from soubrette roles at Covent Garden, the BBC and 
Glyndebourne to lyric leads – especially in contemporary opera, where her musicality and 
refined acting shone. At Aldeburgh she sang new works by Lennox Berkeley and Britten 
(Helena in A Midsummer Night’s Dream), while Williamson created four roles for her at 
Sadler’s Wells and English National Opera, including Berthe in The Violins of Saint-
Jacques. Also at Sadler’s Wells, she led the British premieres of Henze’s Boulevard 
Solitude (as Manon Lescaut) and Weill’s Mahagonny (as Jenny). Her many recordings 
reflect her range, from baroque to the moderns, through Berlioz and Wagner.
 
Denis Dowling (1910–96). Born in Ranfurly, New Zealand, Denis Dowling was closely 
associated with Sadler’s Wells and English National Opera for over 45 years, making his 
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Bel canto arias

Eighteen months or so after the broadcast of Emilia di Liverpool came the Covent Garden 
Lucia di Lammermoor. Sixty years on, the quality of Sutherland’s music-making in that 
famous production of Donizetti’s 1835 opera shines on, in a ‘Mad Scene’ as memorable 
for theatrical edge as for astonishing voice control [CD2, 4-5]. The range of Lucia’s 
emotions displayed here is huge … sensual yearning (‘ah! Edgardo mio!’) … the horror of 
loss (‘il fantasma!’) … tender purity (‘Sparsa è di rose’) … radiance at the dream-wedding 
(‘Ardon gl’incensi’) … mental fragility (‘Spargi d’amaro pianto’) … a desperate cry for 
union beyond the grave (‘ah sì, ah sì, per me’) … what’s more, everything is conveyed 
through purely vocal means, mirrored in Serafin’s and the orchestra’s accompaniment. 
This is no wilting coloratura violet, but a muscular lyric soprano at the inspired height of 
her interpretative powers.

The two, slightly later broadcasts of Lucia’s first aria, ‘Regnava nel silenzio’ frank that 
impression, in contrasting ways. Sutherland’s studio broadcast of 24 May 1959 is an 
intimate portrait of a straightforward, deeply-feeling young woman [CD1, 13]; while the 
following year’s Promenade Concert under Malcolm Sargent finds her in more imperious 
mode, as the wide-open spaces of the Royal Albert Hall perhaps dictated [CD2, 3]. In a 
previous Prom, twelve days earlier, she had given another celebrated ‘Mad Scene’ – 
Elvira’s, from Bellini’s I puritani (1835) – with the immaculate musical and emotional 
precision which were becoming her trademark [CD2, 6]. Those virtues lend vigour to her 
smiling delivery of Elena’s bolero, ‘Mercè dilette amiche’ from Verdi’s I vespri siciliani 
(1855), again from the May 1959 studio broadcast [CD1, 14].

Handel was always dear to Sutherland. In the mid-1950s she had taken part in Handel 
Opera Society’s pioneering stagings, which opened eyes and ears to a host of wonders 
including Alcina (1735), which she played onstage in 1957 and recorded for Decca five 
years later. At the 1960 Prom under Sargent she presented two, contrasted character 
portraits from the opera [CD2, 1-2]. ‘Di cor mio, quanto t’amai’ displays Alcina’s warmth 
and generosity, while ‘Tornami a vagheggiar’ (written for the sorceress’s sister Morgana, 
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13  açåáòÉííáI=iìÅá~=Çá=i~ããÉêãççê
 ‘Regnava nel silenzio… Quando rapito in estasi’ 7.47
14  sÉêÇáI=f=îÉëéêá=ëáÅáäá~åá
 ‘Mercè dilette amiche’ 3.23
 London Symphony Orchestra
 Conductor, George Hurst
 BBC Studio Broadcast, 24 May 1959

 DISC TWO (45.46)
 
 e~åÇÉäI=^äÅáå~
1 ‘Di cor mio, quanto t’amai’ 6.33
2 ‘Tornami a vagheggiar’ 5.01
3  açåáòÉííáI=iìÅá~=Çá=i~ããÉêãççê
 ‘Regnava nel silenzio… Quando rapito in estasi’ 8.55
 BBC Symphony Orchestra
 Conductor, Malcolm Sargent
 BBC Promenade Concert, Royal Albert Hall, 13 August 1960

 açåáòÉííáI=iìÅá~=Çá=i~ããÉêãççê=
4 ‘Mad Scene’ Part 1 12.52
5 ‘Mad Scene’ Part 2 4.33
 Covent Garden Orchestra and Chorus
 Conductor, Tullio Serafin
 Royal Opera House, 26 February 1959

 _ÉääáåáI=f=éìêáí~åá=
6 ‘O rendetemi la speme... Qui la voce sua soave… Vien, diletto’   7.50
 London Symphony Orchestra
 Conductor, Basil Cameron  
 BBC Promenade Concert, Royal Albert Hall, 1 August 1960
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Transfers from acetate discs & LP by Norman White and Adrian Tuttenham
Sourced from the Itter Broadcast Collection

Cover image: Bride of Lammermoor by J E Millais, (1878), Bristol Museum

c 2021 Lyrita Recorded Edition  © 2021 Lyrita Recorded Edition
CAMEO CLASSICS is a wholly owned label of LYRITA RECORDED EDITION TRUST

Produced under an exclusive licence from Lyrita by Wyastone Estate Limited, 
Monmouth, NP25 3SR, UK    www.lyrita.co.uk

Sutherland in Performance

17 February 1959 is a date wired into the brains of many opera lovers. For that night Joan 
Sutherland’s triumph in Franco Zeffirelli’s new, Covent Garden production of Lucia di 
Lammermoor turned her from a local favourite into a global celebrity, the brightest star in 
the firmament of young bel canto singers, breathing fresh life into a genre Wagnerians had 
declared dead. Overnight success turned a plain-speaking Sydney girl into ‘La Stupenda’, 
queen of the operatic stage until her retirement over 30 years later.

Of course, the reality is less simple than the legend. Sutherland’s ‘overnight success’ was 
actually the culmination of a decade’s hard work, persistence and planning by the 
soprano and her advisors (notably her coach and husband, Richard Bonynge) together 
with the Royal Opera’s ambitious manager David Webster, who was to be knighted the 
next year. This double album, taken from the Itter Collection of BBC radio recordings, 
presents an important staging post on the road to supremacy – the 1957 broadcast of an 
abridged version of Donizetti’s Emilia di Liverpool – plus a selection of bel canto 
broadcasts made during the 18 months following her Covent Garden coup. The great 
night itself is represented – how else? – by Sutherland’s ‘Mad Scene’ from the 26 
February broadcast, conducted by the veteran Italian maestro Tullio Serafin, another key 
player in the final moves of this long-range game of operatic chess.
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Emilia di Liverpool [CD1, 1-12]

Donizetti’s youthful opera semiseria exists in two distinct versions, from 1824 and 1828, 
when it was retitled L’eremittagio di Liwerpool. Hardly rippling the operatic pond, its 
Rossinian charms lay submerged for over a century until 12 June 1957, when Fritz Spiegl 
revived the complete 1828 score with his Liverpool Music Group, and Doreen Murray as 
Emilia. The original’s spoken dialogue was replaced by narrations, written and delivered 
by Bernard Miles in his inimitable style. Three months later came this abridged broadcast 
from the BBC, with a top-flight cast led by Sutherland, and with John Pritchard taking over 
the baton from Spiegl – another sign of mainstream interest in neglected bel canto 
repertoire.

Aside from the dialogue, neatly condensed in Miles’s narrative, the BBC abridgement cut 
most of Donizetti’s secco recitative, while trimming some of the arias and ensembles to 
fit the broadcast’s allotted hour. Emilia was sandwiched between Alistair Cooke’s ‘Letter 
from America’ and ‘Recollections of early flying by H. C. Biard’, and ‘early flying’ is exactly 
what we get from Sutherland: in freshly stratospheric form for her arias, she soars breezily 
through the duets with her seasoned, bass-baritone colleagues. Hervey Alan’s part 
subsumes the small role of Giacomo, and uses a revised text excising the convoluted 
Neapolitan dialect Checcherini wrote for Count Asdrubale – with the exception of one 
passage in the duet with Emilia, where the character pompously reels off his endless list 
of titles, in the words of the anonymous 1824 libretto.

Spiegl’s introduction muddies the water in some ways, conflating the two, differing 
versions of the opera into one and failing to mention that the composer borrowed Emilia’s 
brilliant, final rondo from his 1826 opera Alahor in Granata. None the less, it is good to 
recall the pert, pointed English of this pre-war Austrian emigré, whose multi-faceted gifts 
as humourist, flautist and composer led him to seek out what must have seemed to many 
an impossibly obscure operatic footnote. Thanks to this broadcast, and Joan 
Sutherland’s later flight to fame, Spiegl’s light-hearted revival helped trigger something 
unforeseen – the renewal of Donizetti’s fortunes in the mid-20th century.
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Bel canto arias

Eighteen months or so after the broadcast of Emilia di Liverpool came the Covent Garden 
Lucia di Lammermoor. Sixty years on, the quality of Sutherland’s music-making in that 
famous production of Donizetti’s 1835 opera shines on, in a ‘Mad Scene’ as memorable 
for theatrical edge as for astonishing voice control [CD2, 4-5]. The range of Lucia’s 
emotions displayed here is huge … sensual yearning (‘ah! Edgardo mio!’) … the horror of 
loss (‘il fantasma!’) … tender purity (‘Sparsa è di rose’) … radiance at the dream-wedding 
(‘Ardon gl’incensi’) … mental fragility (‘Spargi d’amaro pianto’) … a desperate cry for 
union beyond the grave (‘ah sì, ah sì, per me’) … what’s more, everything is conveyed 
through purely vocal means, mirrored in Serafin’s and the orchestra’s accompaniment. 
This is no wilting coloratura violet, but a muscular lyric soprano at the inspired height of 
her interpretative powers.

The two, slightly later broadcasts of Lucia’s first aria, ‘Regnava nel silenzio’ frank that 
impression, in contrasting ways. Sutherland’s studio broadcast of 24 May 1959 is an 
intimate portrait of a straightforward, deeply-feeling young woman [CD1, 13]; while the 
following year’s Promenade Concert under Malcolm Sargent finds her in more imperious 
mode, as the wide-open spaces of the Royal Albert Hall perhaps dictated [CD2, 3]. In a 
previous Prom, twelve days earlier, she had given another celebrated ‘Mad Scene’ – 
Elvira’s, from Bellini’s I puritani (1835) – with the immaculate musical and emotional 
precision which were becoming her trademark [CD2, 6]. Those virtues lend vigour to her 
smiling delivery of Elena’s bolero, ‘Mercè dilette amiche’ from Verdi’s I vespri siciliani 
(1855), again from the May 1959 studio broadcast [CD1, 14].

Handel was always dear to Sutherland. In the mid-1950s she had taken part in Handel 
Opera Society’s pioneering stagings, which opened eyes and ears to a host of wonders 
including Alcina (1735), which she played onstage in 1957 and recorded for Decca five 
years later. At the 1960 Prom under Sargent she presented two, contrasted character 
portraits from the opera [CD2, 1-2]. ‘Di cor mio, quanto t’amai’ displays Alcina’s warmth 
and generosity, while ‘Tornami a vagheggiar’ (written for the sorceress’s sister Morgana, 
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13  açåáòÉííáI=iìÅá~=Çá=i~ããÉêãççê
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reflect her range, from baroque to the moderns, through Berlioz and Wagner.
 
Denis Dowling (1910–96). Born in Ranfurly, New Zealand, Denis Dowling was closely 
associated with Sadler’s Wells and English National Opera for over 45 years, making his 
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company debut in 1939 while still a student at the Royal College of Music, as Faninal in 
Der Rosenkavalier. His supple, lyric baritone excelled in Mozart and Rossini, not least as 
Figaro in Tyrone Guthrie’s production of The Barber of Seville (from 1950); but he was 
equally outstanding in character roles, from Gianni Schicchi to the Commandant in 
Janá�ek’s From the House of the Dead, via Gilbert and Sullivan. He also sang at Covent 
Garden and – bookending his career – for the English Opera Group. Following his 1984 
retirement from English National Opera, as Nikolai Bolkonsky in Prokofiev’s War and 
Peace, he remained the company’s Vocal Consultant.

William McAlpine (1922–2004). The Stenhousemuir-born tenor William McAlpine worked 
as a bricklayer to finance studies at the Guildhall School of Music, and made his Covent 
Garden debut in a 1951 revival of Strauss’s Salome. There he created such small but 
significant roles as The Novice in Billy Budd (also 1951) and The Spirit of the Masque in 
Gloriana (1953), before signing with Sadler’s Wells in 1956. The move enabled him to 
develop the lyric repertoire he later sang with Scottish Opera, Glyndebourne and in 
Europe. His range extended from Mozart, through Alfredo in La traviata – which he also 
played at Covent Garden – to Lensky in Eugene Onegin. McAlpine’s ringing timbre 
eventually allowed him to try heavier roles, including Cavaradossi, Hermann in The Queen 
of Spades and Erik in The Flying Dutchman. After retirement he taught singing at his alma 
mater, the Guildhall.

Bernard Miles (1907–91). The actor, writer and theatre manager Bernard Miles was born 
into a market-gardening family near Uxbridge, which provided the basis for his popular 
series of comic monologues, Over the Gate. An Oxford scholar, he worked as a school-
teacher before succumbing to repertory acting. Gradually making his name during the late 
1930s in London revue, he found fame in Noël Coward’s 1942 film In Which We Serve 
and with the Old Vic, which he rejoined after the war. From the late 1940s until his death 
Miles’s energies centred on his Mermaid Theatre, which in 1951 mounted a famous 
revival of Dido and Aeneas (starring Kirsten Flagstad) for the Festival of Britain. An 
old-school actor-manager, out of sympathy with modern ‘director’s theatre’, he was 
knighted in 1969, and given a life peerage as Baron Miles of Blackfriars in 1979.
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Joan Sutherland 
- in Performance, 1957-1960
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 Libretto by Giuseppe Checcherini
 Music by Gaetano Donizetti
 
 Edited and prepared for performance by Bridget Fry and Fritz Spiegl
 (First broadcast performance in the UK)   
 BBC Home Service, 8 September 1957

 Emilia Joan Sutherland
 Candida, Emilia’s companion  
 and Bettina, Count Asdrubale’s niece April Cantelo
 Colonel Tompson (alias Villars) William McAlpine
 Count Asdrubale, a Neapolitan nobleman Hervey Alan
 Claudio, Emilia’s father Denis Dowling

 Singers of the Liverpool Music Group
 Repetiteur, George Coop 
 Royal Liverpool Philharmonic Orchestra (Leader, Peter Mountain)
 Conductor, John Pritchard

 Introductory talk by Fritz Spiegl
 Narrator, Bernard Miles
 Producer, David Harris
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John Pritchard (1918–89). Walthamstow-born, John Pritchard learned his craft as 
principal conductor of the Derby String Orchestra, before joining the music staff of 
Glyndebourne in 1947. Appointed Chorus Master in 1949, he was soon sharing major 
Mozart productions with Fritz Busch, conducting the London Philharmonic Orchestra 
there and swiftly expanding his repertoire. The company’s Musical Director from 1969 to 
1977, he was also a regular guest at the Royal Opera, where in 1955 he conducted the 
premiere of Tippett’s A Midsummer Marriage. His opera and concert work encircled the 
globe, with periods at the helm of many companies and orchestras, notably the Royal 
Liverpool Philharmonic and BBC Symphony. He was knighted in 1983. Though his full 
diary could result in perfunctory routine, fiery theatricality and a grasp of essentials inform 
his best work – not least in many studio and off-air recordings made with his ‘home’, 
Glyndebourne company, and for BBC radio.

Joan Sutherland (1926–2010). The world-renowned soprano Joan Sutherland left her 
Sydney home for London in 1952, with the ultimate aim of singing Wagner. Contracted 
to Covent Garden, she felt her future lay in heavy, dramatic roles; and her early 
assignments there included Amelia in Verdi’s Un ballo in maschera and the title role in 
Aida. Soon her breathtaking agility, crystalline staccatos and unique stratospheric purity 
became evident – not least as Jenifer in Tippett’s The Midsummer Marriage, followed 
swiftly by the doll Olympia in Offenbach’s Les contes d’Hoffmann (both 1955). Although 
increasingly identified with the bel canto repertoire, until her 1959 Covent Garden triumph 
in Donizetti’s Lucia di Lammermoor she kept her options open. The title role in Weber’s 
Euryanthe was one of several German, lyric roles added to her repertoire during the 
mid-1950s, alongside Pamina in Mozart’s Die Zauberflöte and Eva in Wagner’s Die 
Meistersinger von Nürnberg. She was also to remain a staunch Handelian throughout her 
career, recording the title role in Athalia under Christopher Hogwood (Decca) as late as 
1986. 

© Christopher Webber, 2020
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Cast for both operas
The Mayor of Padua - Bernard Lefort
Véronique - Fanély Revoil
Laurette - Claudine Collart
Captain Silvio - Alexander Young

Royal Philharmonic Orchestra, Conducted by Stanford Robinson
A BBC studio recording, sung in French. Broadcast 7 February 1954. 

Le docteur Miracle (Doctor Miracle) is an opérette in 
one act. The libretto, by Léon Battu and Ludovic 
Halévy, is based on Sheridan's play Saint Patrick's 
Day. Bizet wrote the work when he was just 18 years 
old for a competition organised by Jacques Offenbach. 
He shared first prize with Charles Lecocq, 6 years his 
senior. Their reward was to have both pieces 
performed at Offenbach's Bouffes-Parisiens theatre. 
The premieres took place on 9 April 1857 and 
although neither opera was a palpable hit both were 
performed 11 times before falling into oblivion. It 
seems that public opinion favoured Lecocq - now we 
can all be judge and jury
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Donizetti ‘Emilia di Liverpool’

Scenes & Arias by Donizetti, Verdi, Handel & Bellini

- in performance, 1957-1960
Joan Sutherland




