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Abstract of Argument 

 

Irish playwright John O’Keeffe (1737–1833) wrote some of the most popular musical works 

for the London stage, which consisted of spoken dialogue and songs interwoven throughout. 

While modern scholarship explores issues of identity, subversion, satire, and colonialism in 

O’Keeffe’s musical works, it tends to overlook music and song. This is the basis for this 

dissertation’s main thesis that scholarly evaluations of O’Keeffe’s musical works should not 

overlook the interpretive role that music and song contribute to the drama. The first argument 

to support this thesis is that the analysis of music and song in O’Keeffe’s musical works 

provides a critical lens through which subversive and empowering subtexts can be viewed. 

Eighteenth-century English theatre censorship means that musical accompaniments, which 

were not submitted to the Examiner of Plays, are open to interpretation. The second argument 

is that O’Keeffe is known to have played an active role in the compilation of borrowed 

musical material for his London works. Music had a special significance for O’Keeffe, as is 

evident in his constant referral to music, Irish and otherwise, throughout his memoirs. The 

third argument to support this thesis is that O’Keeffe’s career on the Dublin stages in the 

1770s, which included his exposure to Irish song as serious entertainment and as political 

propaganda, meant that Irish song in his London works provided an opportunity for O’Keeffe 

to empower Irish identity and distance himself from complete British solidarity. This 

dissertation explores how O’Keeffe’s application of music and song in his seemingly 

uncontroversial works not only empowers Irish identity but exposes a hybrid colonial identity 

that combines O’Keeffe’s fluctuating sense of acquiescence and resistance to British 

solidarity.  

Chapter One provides a biographic overview of O’Keeffe and a review of the 

scholarly literature that has focused on O’Keeffe to date. Chapter Two examines O’Keeffe’s 

career on the Dublin stage before he moved to London in 1781. O’Keeffe’s Dublin career is 

critical to understanding his engagement with music and drama how this shaped his creative 

motivations and sense of national identity. Chapters Three to Six are case study chapters, 

each of which evaluates the interpretive role of music in the drama. Chapter Three explores 

how the unconventional distribution of borrowed musical material in The Castle of Andalusia 

(1782) challenges the musical hierarchy that existed in eighteenth-century English comic 

opera and empowers Irish music and cultural identity. Chapter Four investigates how the 

musical characterisation of the Mrs Casey character in Fontainbleau; or our Way in France 

(1784) exposes her ambivalent national identity and challenges a perception of British 

superiority abroad. Chapter Five investigates how the musical characterisation of the civilised 

and uncivilised colonised other in Omai; or, a Trip round the World (1785) reflects 

O’Keeffe’s colonial anxieties and cultural compromise onstage. Chapter Six explores how the 

musical characterisation of two seventeenth-century Irish outlaws in The Wicklow Mountains 

(1796) reveals subversive nuances of Jacobitism and Irish sympathies at a time when Irish 

republicanism was growing.  
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Chapter One  

 

The Life of O’Keeffe 

 

John O’Keeffe was born in Dublin on 24 June 1747 (Figure 1.1) His father was of the 

Fermoy O’Keeffes and his mother of the Wexford O’Connors, and both families lost their 

landed property due to their ‘devoted attachment to the royal house of Stewart’.1 O’Keeffe 

was raised in Dublin and according to his daughter Adelaide was ‘intended for foreign 

military service, in furtherance of which he studied fortification and drawing’ with Robert 

West (d. 1770) at the Royal Dublin Society.2 But in 1762, O’Keeffe began a two-year sojourn 

with his aunt in London where he attended the theatre. He recalls attending a production 

starring David Garrick (1717–1777) and states that ‘the delight his acting gave me was one of 

the silken cords that drew me towards theatre’.3 O’Keeffe returned to Dublin and on 14 

January 1767, Smock Alley theatre saw O’Keeffe’s stage debut with his newly written   

 
1 Adelaide O’Keeffe, O’Keeffe’s Legacy to his Daughter being The Poetical Works of the late John O’Keeffe 

Esq. The Dramatic Author (London: Whittaker and Co., 1834), p. xxii. Also see John O’Keeffe, Recollections of 

the Life of John O’Keeffe. Written by Himself, 2 vols (London: H. Coburn, 1826), I, p. 8.  

2 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xxii. See F. M. O'Donoghue, revised by Anne Pimlott Baker, 

‘West, Robert’, in Oxford Dictionary of National Biography < https://doi.org/10.1093/ref:odnb/29096> 

[accessed 18 February 2020].  

3 O’Keeffe, Recollections, I, p. 81. O’Keeffe also saw Richard Yates (1706? –1796), Charles Holland (1733–

1769), William Powell (1735/36–1769) and William Smith (1730–1819). The London Stage reports that these 

actors were active in both Covent Garden and Drury Lane theatres, which suggests that O’Keeffe attended both 

theatres.  

https://doi-org.queens.ezp1.qub.ac.uk/10.1093/ref:odnb/29096
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Figure 1.1 Thomas and William Lawranson, John O’Keeffe (1782), oil on canvas 
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two-act farce, The She Gallant; or, Square-Toes Outwitted, in which he played the role of 

Delamore.4 O’Keeffe’s big break came on 13 April 1773 when he was cast as Tony Lumpkin 

in Smock Alley’s Irish premiere of Oliver Goldsmith’s She Stoop to Conquer (CG: 15 March 

1773). O’Keeffe reprised the Tony Lumpkin role in a sequel farce that O’Keeffe wrote 

entitled Tony Lumpkin in Town; or the Dillettante (SA: 13 April 1774), which was 

O’Keeffe’s very first work performed on the London stage.5 When in London in December 

1777, O’Keeffe sent Tony Lumpkin in Town to the manager at the Little Theatre in the 

Haymarket, George Colman the Elder, who produced it on 2 July 1778. O’Keeffe agreed to 

write another piece for Colman and on 14 August 1779, the Haymarket produced O’Keeffe’s 

musical farce The Son-in-Law, which went on to become the fourth most performed London 

afterpiece in the last quarter of the eighteenth century.6 The final work O’Keeffe wrote for 

Colman from Dublin was the comic opera The Dead Alive, which premiered in the 

Haymarket on 16 June 1781. It was around this time that O’Keeffe’s marriage began to fall 

apart.  

O’Keeffe’s wife Mary was the daughter of Limerick and Cork theatre manager Mr 

Tottenham Heaphy.7 Thespian protocol at this time saw O’Keeffe tour the county town 

 
4 The She Gallant is reported as being performed 4 times this season. O’Keeffe played Delamore each time. (See 

Appendix One). It was later revised as The Positive Man and premiered in Covent Garden theatre on 16 March 

1782. 

5 Other O’Keeffe farces starring Tony Lumpkin include Tony Lumpkin's Rambles thro' Cork (1773) and Tony 

Lumpkin's Frolics thro' Cork (1780). 

6 Colman and O’Keeffe later met in Dublin where Colman requested that O’Keeffe sell him the copyright of The 

Son-in-Law rather than allowing it to be printed. See O’Keeffe, Recollections, I, p. 400. 

7 Philip H. Highfill, Jr., Kalman A. Burnim, Edward A. Langhans, ‘O’Keeffe, Mrs John, Mary, nee Heaphy’ 

(1758–1813), A Biographical Dictionary of Actors, Actresses, Musicians, Dancers, Managers & other Stage 
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theatres over the summer months when the Dublin theatres were closed. O’Keeffe met Mary, 

they married in 1774 and had three children – Gerald died in infancy, John Tottenham (1775–

1804) died of fever in Jamaica, and his daughter Adelaide (1776c.1865) survived him. By 

1781, his wife had begun an affair with fellow actor George Graham who she later married.8 

O’Keeffe moved to London in 1781 ‘a wreck of domestic happiness’ and never remarried or 

returned to Ireland.9 He took the children to London with him and enrolled Tottenham in a 

boarding school in Chiswick and Adelaide in a school in Lincoln’s Inn Fields.10 On hearing 

that his ex-wife had visited the children at night unbeknownst to him, O’Keeffe sent them to 

be educated in France. According to Adelaide, news of his wife’s death years later brought 

him great sadness.11  

On moving to London, O’Keeffe was immersed in the vibrant Irish community on a 

social and professional level. He was a known member of the Benevolent Society of St. 

Patrick (BSSP) – a charity that dedicated itself to the alleviation of Irish poverty in London. 

O’Keeffe reports his attendance at the first meeting of ‘the Institution of St. Patrick’ in the 

Freemason’s Hall near Lincoln’s Inn Fields with his ‘old friend and countryman Dr Kennedy, 

 
Personnel in London, 1660-1800, 16 vols (Carbondale: Southern Illinois University Press, 1973–93), XI, pp. 

97–99. 

8 Catalogue of Five Hundred Celebrated Authors of Great Britain, now living (London: R. Faulder, 1788) states 

that on hearing of Mary’s infidelity, O’Keeffe demolished her nose in a jealous rage, p. ‘O’HA O’KE’. 

9 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xv.  

10 Diane K. Bolton, Patricia E. C. Croot, M. A. Hicks, 'Chiswick: Education', in A History of the County of 

Middlesex: Volume 7, Acton, Chiswick, Ealing and Brentford, West Twyford, Willesden, ed. T. F. T. Baker and 

C. R. Elrington (London: [n. pub.], 1982), pp. 95–99. British History Online <http://www.british-

history.ac.uk/vch/middx/vol7/pp95–99> [accessed 6 February 2019].  

11 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xvii. 
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of Great Queen-street, who was one of the first founders of that national meeting’.12 Most of 

the BSSP members were Irish and from a wide range of professional backgrounds such as 

law, medicine, trade, politics, and the arts.13 The BSSP membership also included the London 

Irish dramatists Charles Macklin, Leonard MacNally, Dennis O’Bryen, and Richard Brinsley 

Sheridan, to name a few. Research conducted by Craig Bailey and David O’Shaughnessy has 

shown that the BSSP was ‘an important site for networking and male sociability, where 

members would come to converse, sing, and drink’.14 London celebrity actors and singers 

who performed at BSSP meetings included Macklin, Michael Kelly, John Bannister, John 

Henry Johnstone, Charles Incledon, Samuel Webbe, John Danby, John Sale, and Charles 

Knyvett – a list of names that includes performers with whom O’Keeffe collaborated on the 

Dublin and London stage.15 Even though O’Keeffe does not discuss his BSSP membership at 

length in Recollections, he does recall occasions on which he met with several of the above 

dramatists at a Mr. Brande’s house in London:  

At his hospitable table I have at different times met Macklin, Counsellor Mac Nally, 

my good friend Mr. O’Bryen, Captain (and Counsellor, for he was both) Robinson 

(who being a Dublin man, sung very good Irish songs,) Dr Kennedy, of Great Queen-

street and many other literary characters.16 

 
12 O’Keeffe, Recollections, II, p. 97. Its first public meeting took place on 17 March 1783. 

13 Craig Bailey, ‘Innovation to Emulation: London's Benevolent Society of St Patrick, 1783-1800’, Eighteenth-

Century Ireland / Iris an dá chultúr, 27 (2012), 162–184 (p. 169). 

14 David O’Shaughnessy, ‘Metropolitan Theatre’, in Irish Literature in Transition, 1780–1830 (Cambridge: 

Cambridge University Press, 2020), pp.107–121 (p. 110). 

15 Bailey, ‘Innovation to Emulation’, p. 176. Danby was a composer of glees, Sale an English bass singer of 

church music, and Knyvett an English singer and organist.  

16 O’Keeffe, Recollections, II, p. 84. 
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This network of London-Irish performers and dramatists (which also included Frederick 

Pilon, Robert Jephson, and Isaac Jackson) inevitably raises questions of shared identities in 

theatrical outputs. In terms of political identity, these Irish dramatists were associated with 

Foxite Whiggism, which not only supported Irish patriotism and the Irish Volunteers but 

welcomed autonomous legislation in Dublin.17 Charles James Fox’s support for the Irish 

patriots no doubt encouraged Whig overtones within the London Irish theatrical output of the 

1780s, most notably in Pilon’s celebration of Admiral Augustus Keppel’s acquittal in 

Illumination (1779) and of Fox’s election in The Humours of an Election (1780). Sheridan’s 

thirty-year career as a Whig MP is well-researched and documented, but lesser known is 

London Irish dramatist and BSSP member Dennis O’Bryen’s association with the party. A 

Whig pamphleteer, O’Bryen first came to public attention with a satirical attack on Fox’s 

rival, Lord Shelburne (Henry Fitzmaurice-Petty), in A Defence of the Right Honorable the 

Earl of Shelburne, from the Reproaches of His Numerous Enemies (1782). O’Bryen’s 

promotion of Foxite Whiggism continued in his 1783 comedy A Friend in Need is a Friend 

Indeed.18 These works established a strong bond between Fox and O’Bryen who ultimately 

became Fox’s public relations adviser and agent in parliament.19 This political milieu of 

London Irish dramatists with whom O’Keeffe associated demonstrates a vibrant social 

network that contextualises O’Keeffe’s Irish cultural empowerment in his London works 

particularly via his integration of Irish song. 

 
17 O’Shaughnessy, ‘Metropolitan Theatre’, p. 110; Martyn Powell, ‘Charles James Fox and Ireland’, Irish 

Historical Studies, 33 (13) (2002), 169–90 (p. 169).  

18 O’Shaughnessy, ‘Making a Play for Patronage: Dennis O’Bryen’s A Friend in Need Is a Friend 

Indeed (1783)’, Eighteenth-Century Life, 39 (1) (2015), 183–211 (p. 202). 

19 O’Shaughnessy states that O’Keeffe wrote political journalism for the leading Whig paper Morning Chronicle 

in the 1790s. O’Shaughnessy, ‘Metropolitan Theatre’, p. 111. 
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There was also a professional association amongst these Irish dramatists and those 

active in the 1780s and 1790s looked to Goldsmith and Macklin for inspiration. O’Keeffe 

performed their works on the Dublin stage and his ticket to London, Tony Lumpkin in Town, 

took its titular character from Goldsmith’s She Stoops to Conquer (1773). Similarly, 

Goldsmith’s play The Good Natur’d Man (1768) inspired O’Bryen’s A Friend in Need and 

Goldsmith’s poem Edwin and Angelina (1767) inspired MacNally’s Robin Hood (1783).20 

MacNally dedicated his Sentimental Excursions to Windsor (1781) to Macklin; Pilon wrote 

the prologue for Macklin’s The Man of the World (1781) and later created the Stage Irishman 

character for Jephson’s The Campaign (1784) – a comedy that O’Keeffe adapted as the two-

act afterpiece Love and War (1787).21 This professional alliance exemplifies the sense of 

camaraderie within the London Irish dramatist community on a social, political, and 

professional level.  

O’Keeffe also enjoyed a cordial relationship with his main musical collaborators, 

William Shield and Samuel Arnold (Figures 1.4 and 1.5). At the time of writing 

Recollections, Arnold had passed away, Shield was still alive, but O’Keeffe holds them both 

in high regard.22 In Recollections, O’Keeffe considers Shield an ‘excellent friend’, an 

admiration that appears to be mutual based on a letter from Shield in which he states he has 

 
20 O’Shaughnessy has also argued that O’Bryen’s comedy was a tribute to Macklin’s Shylock. See 

O’Shaughnessy, ‘Making a Play for Patronage’, p. 193. 

21 O'Shaughnessy, ‘Civility, Patriotism and Performance: Cato and the Irish History Play’, in Ireland, 

Enlightenment and the English Stage, 1740-1820, pp. 167–188. O'Shaughnessy, ‘"Bit, by some mad whig": 

Charles Macklin and the Theater of Irish Enlightenment’, Huntington Library Quarterly, 80 (4) (2017), 559–

584. 

22 I realise that O’Keeffe’s account of his relationships with Shield and Arnold is subjective. I only refer to the 

reproduced letters from Shield and Arnold in Recollections for the purpose of this overview and do not rely on 

O’Keeffe’s account of these relationships to support this dissertation’s argument. 
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‘the highest esteem’ for O’Keeffe’s ‘talents and character’ and promises to secure more 

subscribers to O’Keeffe’s upcoming memoir. 23 This sense of friendship is reiterated in 

O’Keeffe’s relationship with Arnold. O’Keeffe also includes letters that he exchanged with 

Arnold when he (Arnold) spent the summer in Margate as well as reports of social outings 

that they took to the Vauxhall Gardens and the Orange Coffee-House.24 O’Keeffe also 

mentions Arnold’s kind consideration for his health and well-being. The first example 

O’Keeffe gives is when Arnold took his reduced eyesight into account when he attended the 

Handel memorial concert in Westminster Abbey (1784); and the second example is when 

Arnold followed a distressed O’Keeffe home to console him after the failed opening night of 

their comic opera, The Banditti (1781).25  

In terms of their working methodology, O’Keeffe suggests a collaborative approach 

and varied practice. On some occasions, O’Keeffe would write the play text and song lyrics 

and then send them to the Shield or Arnold who would compose and compile the music 

accordingly. This was the case with Sprigs of Laurel when Harris instructed O’Keeffe to 

write the songs and send them to Shield.26 On other occasions, the composer would be partial 

to writing a particular song type for a particular singer. This was the case with The Czar Peter 

when Shield requested that O’Keeffe write a hunting bravura for Mrs Martyr and he would 

write the music.27 In terms of their collaborative approach to borrowed musical material,  

  

 
23 O’Keeffe, Recollections, II, p. 153, p. 370 

24 Ibid., pp. 14–16, p. 5, pp. 81–82. 

25 Ibid., pp. 95–97, p. 18.  

26 Ibid., pp. 323–324. 

27 Ibid., p. 153. 
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Figure 1.2: George Dance, Samuel Arnold (1795), pencil sketch 
 

 
 

Figure 1.3: John Jackson, William Shield (1822), engraving 
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O’Keeffe accounts for times when the composer introduced him to an existing air for which 

he wrote new lyrics. O’Keeffe recalls two such examples with Arnold: the first was during 

their collaboration on The Dead Alive (1781) when Arnold introduced O’Keeffe to the 

Charles Dibdin air ‘Flow on, Silver Avon’ to which he wrote new lyrics for the air entitled 

‘See the Blossom of Spring’.28  

I must pause here and point to an explicit example of O’Keeffe’s unreliability in his 

memoirs. O’Keeffe states that Arnold introduced him to Dibdin’s air ‘Flow on, Silver Avon’. 

This, however, is incorrect. O’Keeffe is actually referring to the air ‘Soft-Flowing Avon’, 

which was not written by Dibdin but by Thomas Arne. This is confirmed in The Dead Alive 

songbook and score, and while this is probably no more than an honest mistake, such errors 

present themselves throughout Recollections and it is important to err on the side of caution 

when consulting this source – especially in reference to dates. 

The second example that O’Keeffe gives of Arnold introducing him to an existing air 

is when they collaborated on The Castle of Andalusia (1782). Arnold introduced O’Keeffe to 

Tommaso Giordani’s air ‘Di mi Amor’ to which O’Keeffe wrote new lyrics for the air 

entitled ‘Heart-Beating Repeating’.29 O’Keeffe also recalls such an instance of collaboration 

when working with Shield on The Irish Mimic (1795). Shield provided O’Keeffe with the 

music for ‘Non piu andrai’ to which O’Keeffe wrote new lyrics for the air entitled ‘Masteri 

Wasi Opera Singer’.30 This was done at request of actor-singer John Fawcett who wanted 

O’Keeffe to write him a song for The Irish Mimic (1795) that would imitate ‘a famous Italian 

Buffo, then in high vogue at the Opera-house in the Haymarket’.31 Mozart’s Le nozze di 

 
28 Ibid., p. 323. 

29 Ibid., p. 34.  

30 Ibid., p. 343.  

31 Ibid. 
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Figaro (1786) was not performed in London until 1812 but the London Stage accounts for 

two dates on which ‘Non piu andrai’ was performed before 1812.32 Both performances were 

given by Giovanni Morelli who was the primo buffo at the King’s Theatre where Shield 

played principal viola.  

The composers were not, however, solely responsible for suggesting Italian or French 

music as borrowed material. O’Keeffe was also exposed to the vibrant Italian music scene in 

Dublin and London, and interestingly states in Recollections that his son Tottenham, who 

lived in Paris, sent him music by Grétry from which he chose ‘two or three of the fine airs’ 

for his and Shield’s comic opera The Highland Reel (1788).33 O’Keeffe does not confirm 

what this music was nor does the score indicate which airs were borrowed, but this musical 

exchange could suggest that O’Keeffe was musically literate.34 On the other hand, perhaps 

Shield or another musical associate played the music for O’Keeffe – it is impossible to know 

for sure. 

In terms of the integration of Irish music, O’Keeffe states that he used to sing Irish 

songs to Shield and Arnold who transcribed and adapted them accordingly. O’Keeffe gives 

examples of such when working with Arnold on The Castle of Andalusia, Peeping Tom 

(1784), and The Siege of Curzola (1786); and with Shield when working on The Poor Soldier 

(1783).35 Shield shared O’Keeffe’s passion for national airs and collected tunes from his 

 
32 KT: 15 Feb 1793; HAY: 8 Mar 1793.  

33 O’Keeffe, Recollections, II, p. 135. 

34 Shield, The Highland Reel, a Musical Romance ... Selected & Composed by W. Shield. The Words by J. 

O'Keefe (London: Longman and Broderip, 1788). Neither has Fiske been successful in tracing the Grétry music, 

English Theatre Music, p. 540.  

35 O’Keeffe, Recollections, II, p. 33, p. 77, p. 117, p. 70. 
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native Northumbria.36 He includes a variety of national airs in The Rudiments of 

Thoroughbass (1815), which also includes a pedagogical discussion concerning the 

arrangement of folk music:  

Harmony should never destroy the character of melody; besides, the conclusion of a 

composition in three or four parts, without a major third being heard in the chord 

immediately preceding the final key note or last chord, is displeasing to modern ears 

(those of Scotchmen or Irishmen excepted) I hope that I shall not be misunderstood in 

this place, by any one supposing that I am arraigning the taste of Caledonian or 

Hibernian bards, whom I venerate; for had I not been partial to their original 

simplicity, I should not have succeeded in those imitations of it, which have by many 

been denominated my happiest compositions.37 

This statement honestly reflects Shield’s stylistic approach to adapting folk music for the 

stage, which is apparent in the musical examples throughout this dissertation. The tunes that 

Shield includes in Rudiments are either taken from existing printed sources or are his own 

adaptations of existing airs that he has set for voice. He interestingly includes the Irish air 

‘Tiagharna Mhaigh Eo’ from Edward Bunting’s Ancient Music of Ireland (1809), a collection 

that he regards as ‘valuable’ and its editor as ‘a friend’.38 Other collections of Shield’s 

include the Select Collection of English Songs (1783) and Scottish Songs (1794), and he also 

wrote many original vocal and instrumental works. As well as being resident composer in 

Covent Garden, Shield played principal viola at the King’s Theatre, was a member of the 

 
36 PhD candidate Amélie Addison is currently writing her dissertation entitled “‘National airs” in the Life and 

Works of William Shield’ under the supervision of Dr Bryan White at the University of Leeds. 

37 William Shield, The Rudiments of Thoroughbass (London: Printed for the author and sold by J. Robinson, 

1815), p. 3.  

38 Ibid., p. 26.   
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King’s Musick, and in 1817 became Master of the King’s Musick. Similarly, Arnold’s career 

in theatre music was accompanied by his successful career as organist at the Chapel Royal 

and Westminster Abbey. He had a passion for oratorios and along with Thomas Linley the 

Elder curated the Lenten oratorios at Drury Lane. He also served as editor on The Songs of 

Handel (1786–7) and The Works of Handel (1787–97); conducted the Academy of Ancient 

Music; and edited The New Musical Magazine – but unlike Shield and O’Keeffe, Arnold does 

not seem to have shared their passion for national airs and folk music.  

Unfortunately, neither Shield nor Arnold published a memoir and private diaries are 

not extant. In terms of correspondence in the archives, Princeton University holds a letter 

dated 2 May 1800 from O’Keeffe to Shield in which he asks Shield’s permission to publish 

‘Masteri Wasi Opera Singer’ because he has fallen on hard financial times.39 To my 

knowledge, no other archival correspondence between O’Keeffe and his main musical 

collaborators is available at this time and even though Recollections provides valuable insight 

into these collaborations, it is subjective evidence and as aforementioned, one must err on the 

side of caution when consulting it. 

The Agreeable Surprise (HAY: 4 September 1781) was the first work O’Keeffe wrote 

as a resident in London, but the last he wrote in his own hand due to his deteriorating 

eyesight. According to Adelaide, O’Keeffe suffered a terrible inflammation of the eyes 

around the time his children were born in Dublin, which worsened quickly and brought his 

acting career to a premature end.40 He worked with different amanuenses throughout the 

1780s but from 1788 onwards, Adelaide fulfilled the role.  

 
39 John Wild Autograph Collection, 36 vols (13), C0047, Princeton University Library.  

40 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xxi. 
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By the end of the 1780s, O’Keeffe was firmly established and well-regarded. In 1788, 

The European Magazine provided a flattering account of his dramatic contribution to the 

London stage so far. The introduction reads: 

If to have illumined the gaiety of nations, and to have increased the publick stock of 

harmless pleasure, without contaminating the mind and without seducing the 

imagination, are circumstances which deserve applause, and intitle any person to the 

acknowledgements of mankind, the Gentleman whose portrait ornaments the present 

Magazine, will be thought of by posterity with kindness, and by his contemporaries 

with approbation. 41 

This admiration for O’Keeffe’s work continued into the 1790s and beyond with Robert 

Hitchcock highlighting his gratitude to Colman and O’Keeffe ‘for a succession of the many 

of pleasantest pieces that enrich the drama’, and Thomas Gilliland defining O’Keeffe as ‘a 

great genius’ whose dramas had been ‘the medium of conveying some of the best Music 

known to the Stage’. 42  

O’Keeffe spent the majority of his London career writing for the playhouses in 

Covent Garden and the Haymarket.43 Table 1.1 below illustrates O’Keeffe’s dramatic corpus 

according to his ‘genuine list of dramatic works’ in Recollections.44 The table is arranged 

according to the genre that O’Keeffe allocated a work in his list. In 1798, O’Keeffe decided   

 
41 ‘An Account of John O'Keeffe, Esq.’, European Magazine and London Review, 14 (London: J. Sewell, 1788), 

pp. 5–6.  

42 Robert Hitchcock, An Historical View of the Irish Stage, 2 vols (Dublin: William Folds, 1794), II, p. 254; 

Thomas Gilliland, A Dramatic Synopsis (London: Lackington, Allen and Co., 1804), pp. 76–77. 

43 His comedy, She’s Eloped (19 May 1798) was the only work that O’Keeffe wrote for Drury Lane.   

44 O’Keeffe, Recollections, II, pp. 359–362.    
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Table 1.1 O’Keeffe’s Dramatic Corpus (* signals a work that was never staged but O’Keeffe 

included in his list) 
2-Act Opera  
The She-Gallant (SA: 14 Jan 1767; HAY: 13 Oct 1779;)   
The Son in Law (HAY: 14 Aug 1779)  
The Dead Alive (HAY: 16 Jun 1781)   
The Agreeable Surprise (HAY: 4 Sept 1781)   
The Positive Man (CG: 16 Mar 1782)  
The Servant Mistress (CG: 14 Feb 1783)  
The Birth Day; or, Prince of Aragon (HAY: 12 Aug 

1783)   
The Poor Soldier (CG: 4 Nov 1783)   
Peeping Tom (HAY: 6 Sept 1784)   
Love in a Camp; or, Patrick in Prussia (CG: 17 Feb 1786)   
The Siege of Curzola (HAY: 12 Aug 1786)  
The Farmer (CG: 31 Oct 1787)   
The Royal Bandeau *  
The Basket Maker (HAY: 4 Sept 1790)   
The Czar Peter; altered to The Fugitive (CG: 8 Mar 1790;  
CG: 4 Nov 1790)   
Sprigs of Laurel (CG: 11 May 1793)   
The Irish Mimic (CG: 23 Apr 1795)   

  

Afterpiece   
The Comical Duel (Cork: 29 Sept 1775)  
Tony Lumpkin in Town (SA: 13 Apr 1774; HAY: 2 Jul 1778)  
The Blacksmith of Antwerp (CG: 7 Feb 1785)  
The Beggar on Horseback (HAY: 16 Jun 1785)  
The Man Milliner (CG: 27 Jan 1787)   
Tantara Rara (CG: 1 Mar 1788)  
Prisoner at Large (HAY: 2 Jul 1788)   
Modern Antiquities (CG: 14 Mar 1791)   
The Doldrum (CG: 23 Apr 1796)  
Jack and his Master *  
 Stray Sheep *   
The India Ship (no performance listed before 1800)  

  

Burletta  
Olympus in an Uproar (CG: 5 Nov 1796)  

Drama  
The Siege of Troy *  
Valentine and Orson *  

  

3-Act Opera   
The Castle of Andalusia (CG: 2 Nov 1782)   
Fontainbleau; or, our Way in France (CG: 16 Nov 1784)  

The Highland Reel (CG: 6 Nov 1788)   

The Lad of the Hills, or The Wicklow Mountains (CG: 9 

Apr  
1796); revised as The Wicklow Mountains (CG: 7 Oct 

1796)  

Interlude  
The Definite Treaty *  
All to St. Paul’s (CG: 19 Dec 1797)  
A Nosegay of Weeds (DL: 6 Jun 1798)   
The Eleventh of June (DL: 15 Jun 1798)  

  

Musical Play  
Omai (CG: 20 Dec 1785)   
The Grenadier *   

  

Musical Pastoral   
Colin’s Welcome (CS: 24 Feb 1772)  

  

3-Act Comedy  
The London Hermit (Hay: 29 Jun 1793)   
The Annuity *  

  

Other  
William Tell * (an entertainment of show and action)  
A Pageant (Two acts, show, songs, &c)  

5-Act Comedy  

The Young Quaker (HAY: 26 Jul 1783)  

The Toy; or Hampton Court Frolicks (CG: 3 Feb 1789)   

Wild Oats (CG: 16 Apr 1791)  

The World in a Village (CG: 23 Nov 1793)   

Life’s Vagaries (CG: 19 Mar 1795)   

The Generous Lovers *  

Reputation *   

Olympia; or, Both sides Temple Bar *  

 

Pantomime  

Harlequin Teague (HAY: 17 Aug 1782)  

Lord Mayor’s Day (CG: 25 Nov 1782)    

Friar Bacon (CG: 29 Jan 1784; Harlequin Rambler on 29 Jan 

1784)  

Aladdin, or the Wonderful Lamp (CG: 26 Dec 1788)   

 Play  

Alfred; or the Magic Banner (3 acts; HAY 22 Jun 1796) 

Emanuel* 

Jenny’s Whim; or the Emperor Roasted*  

Alban and Aphanasia* 

Rhyme 

Tony Lumpkin’s Rambles (one act) 
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to have a collection of his dramatic works published (Figure 1.4).45 In the spirit of ‘Irish 

promptitude’, O’Keeffe wrote the Prince of Wales and asked his permission to dedicate the 

collection to him.46 The prince agreed and donated fifty guineas in patronage. Harris 

approved all O’Keeffe’s Covent Garden works being included but O’Keeffe did not ‘obtain 

leave’ for the works that belonged to the Haymarket Theatre.47 This explains why neither The 

Agreeable Surprise, The Son-in-Law nor Peeping Tom, three of the most popular works on 

the London stage in the last quarter of the eighteenth century, feature in the four published 

volumes.48 Five hundred copies were printed with subscribers including music historian Dr 

Charles Burney, playwright Richard Cumberland, singer Isabella Mattocks, and the Prince of 

Wales.  

Throughout his personal life, O’Keeffe experienced great upset from the premature 

passing of his brother Daniel in 1787 and his son Tottenham in 1804, to his own physical 

deterioration and financial stress. Irish tenor Michael Kelly, who had performed with 

O’Keeffe in Crow Street theatre in the summer of 1779, recalls O’Keeffe’s physical state at a 

dinner that they both attended in London in the summer of 1793:  

I was highly gratified in having at my table O’Keefe, who had played with me in 

Dublin, in “Lionel and Clarissa”, before my departure for Italy. But, alas! How 

changed I found him! When he acted Jessamy, he was a fine, sprightly, animated 

 
45 O’Keeffe, The Dramatic Works of John O’Keeffe, 4 vols (London: T. Woodfall, 1798). 

46 O’Keeffe, Recollections, II, p. 368.  

47 Ibid.  

48 Thespian Dictionary; or, Dramatic Biography of the Eighteenth Century (London: Printed by J. Cundee for T. 

Hurst, 1802), p. ‘OK OL’.   
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young man; now, poor fellow, broken down, and almost blind; but still full of 

pleasantry and anecdote. 49 

12 June 1800 was O’Keeffe’s benefit night at Covent Garden, which The Thespian 

Dictionary described as follows:  

The manager of Covent Garden, mindful of the services he (O’Keeffe) has rendered 

the theatre, generously gave him a benefit in 1800, when the season concluded on that 

occasion with “The Lie of the Day,” “Three Weeks after Marriage;” and “Paul and 

Virginia.” At the end of the second act, Mr. O’Keeffe was led on the stage by Mr. 

Lewis, and delivered a poetical address, in which humour and pathos were 

whimsically blended. The subject of this address was miscellaneous. It contained 

some high eulogiums on Shakespeare, and some modest allusions to himself, with a 

tribute of gratitude to the actors who supported his cause, and to the public, who had 

so long patronized his works. The address was delivered with simplicity and feeling, 

and with some attempts at pleasantry, which, however, his own sensibility interrupted, 

and which, indeed, hardly accorded with the sympathy of the audience, who seemed, 

throughout the recitation, to be deeply affected. He was led away amidst the warmest 

testimonies of public compassion and applause. 50 

With the benefit night’s proceedings, O’Keeffe bought himself an annuity at the Westminster 

Insurance Office. In 1803, he was granted an annual annuity of twenty guineas for his 

lifelong contribution to the Covent Garden stage, which was followed by an annual royal 

pension of 100 guineas from 1826. Later that year, O’Keeffe’s memoir Recollections of the  

 
49 Michael Kelly, Reminiscences of Michael Kelly: Of the King’s Theatre, and Theatre Royal Drury Lane, 

including a Period of Nearly Half a Century, 2 vols (London: H. Coburn, 1826), II, p. 37.  

50 Thespian Dictionary (1802), p. ‘OK OL’.  
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Figure 1.4: John O’Keeffe, The Dramatic Works of John O’Keeffe (1798) 

 
 

Figure 1.5: John O’Keeffe, Recollections (1826) 
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Life of John O’Keeffe (Figure 1.5) was published in two volumes and dedicated to King 

George IV.51 O’Keeffe died in 1833 in Southampton where he lived with his daughter 

Adelaide who served as both his home carer and amanuensis. His obituary in The 

Gentleman’s Magazine wrote that he ‘gladdened the hearts of his auditors, and sent them 

laughing to their beds’.52 His obituary in the New Monthly Magazine is of a similar tone, 

which wrote that O’Keeffe was responsible to many for ‘the gladdest moments, which their 

social existence has known’.53 One year following O’Keeffe’s death, Adelaide prepared a 

collection of her father’s poetry in O’Keeffe’s Legacy to his Daughter, which includes a 

thirty-eight page biography that details O’Keeffe’s life post-London stage.54 Adelaide 

provides some insight into his seclusion, piety, and heartbreak, a lot of which was comforted 

by the solace he found in his Catholic faith. She writes of his departed countenance as 

follows:  

His daughter sat at the head of his bed, his hands in hers, her maid servant and an 

aged woman called in for the first time that morning, being the only persons present, 

he breathed his last. His fervent prayers were granted, his daughter closed his eyes, 

and under the direction of the nurse, passed the fatal white binder round the calm and 

serene countenance, which, after death, assumed a kind of holy smile. He left the 

world in full possession of every earthly comfort, with a mind and heart resigned and 

 
51 George IV was The Prince of Wales to whom O’Keeffe dedicated his Dramatic Works in 1798. George IV 

became King on his father’s death in 1820.  

52 ‘Obituary, John O’Keefe, Esq.’, Gentleman’s Magazine and Historical Chronicle, (April 1833), pp. 375-377.  

53 New Monthly Magazine and Literary Journal (London: Colburn Street, 1833), XXXVIII, part II (1833), pp. 

35–45 (p. 35). 

54 O’Keeffe, O’Keeffe’s Legacy to his Daughter, pp. i-xxxviii. 
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purified, and his mental faculties still in perfection; with a pang or convulsion, like 

holy Simeon, he passed away in peace.55 

Monuments & Memorials in Southampton accounts for a memorial stone that previously 

stood in tribute to O’Keeffe in the All-Saints Church graveyard.56 When the graveyard 

reached its headstone limit in the mid-nineteenth century, it was deconsecrated, and its 

headstones removed.57 The church was bombed by the Luftwaffe beyond repair on 30 

November 1940 and never rebuilt.  

Posthumous acclaim for O’Keeffe continued into the nineteenth century with literary 

critic William Hazlitt describing O’Keeffe as ‘the English Moliere’.58 Novelist and socialite 

Lady Morgan shared Hazlitt’s opinion of O’Keeffe and described him as ‘the Berenger of 

Ireland […] contributing towards the maintenance of public spirit by songs, whose honest 

independence was only equalled by their genuine humour’; and novelist William Clark 

Russell described him as ‘the most brilliant of English dramatists’.59 The centenary of 

O’Keeffe’s death was noted in Notes and Queries, which stated that those who ‘have an 

affection for the hard-working chequered lives of minor dramatists and actors, may like to 

 
55 Ibid, p. xxxviii. 

56 Robert Douche, Monuments & Memorials in Southampton, Southampton Papers (Southampton: The City of 

Southampton, 1968), p. 40.  

57 ‘All Saints Catacombs and Burial Ground (Defunct)’ <https://www.findagrave.com/cemetery/2346410/all-

saints-catacombs-and-burial-ground-(defunct)> [accessed 18 February 2020]. 

58 William Hazlitt, Lectures on the English Comic Writers. Delivered at the Surrey Institution (London: Taylor 

and Hessey, 1819), p. 339. 

59 Lady Morgan is quoted by O’Keeffe in O’Keeffe’s Legacy to his daughter, pp. xi–xii; William Clark Russel, 

Representative Actors: A Collection of Criticisms, Anecdotes, Personal Descriptions (London: Frederick Warne, 

1870), p. 186. 

https://www.findagrave.com/cemetery/2346410/all-saints-catacombs-and-burial-ground-(defunct)
https://www.findagrave.com/cemetery/2346410/all-saints-catacombs-and-burial-ground-(defunct)
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remember that John O’Keeffe died on Feb. 4 a hundred years ago’.60 Of all the above 

compliments, Lady Morgan’s description of O’Keeffe as the ‘Berenger of Ireland’ truly sets 

the tone for which this project is to proceed. Lady Morgan is most likely referring to Gabriel 

Beranger (1729–1817), the Huguenot landscape draughtsman who had a passion for Irish 

antiquities.61 Beranger founded the Hibernian Antiquarian Society (1779–1783) and toured 

the west of Ireland documenting the locale in a series of watercolour illustrations.62 Morgan’s 

comparison of O’Keeffe to Beranger alludes to O’Keeffe’s passion for Irish folk song and its 

innovative incorporation in his theatrical works. That is not to say, however, that O’Keeffe 

was the first dramatist to include folk song in works for the London playhouse stage. John 

Gay’s pioneering ballad opera The Beggar’s Opera (1728) initiated the vogue for English 

folk song on stage; Irish dramatist Charles Coffey followed suit and included Irish song his 

ballad opera, The Beggar’s Wedding (1729). Aloys Fleischmann has traced 15 songs in The 

Beggar’s Wedding to Irish sources, the best known being the Irish air ‘Eibhlín a Rúin’.63 

Following its inclusion in The Beggar’s Wedding, ‘Eibhlín a Rúin’ went on to gain status as a 

solo recital piece and O’Keeffe later borrowed the air for The Wicklow Mountains (1796). By 

the second half of the eighteenth-century, new ballad operas were no longer being written and 

in 1762, the genre of English comic opera emerged with Isaac Bickerstaff and Thomas 

Arne’s Love in a Village. A sentimental tone dominated the drama, and the music relied 

 
60 ‘100-Year Anniversary of O’Keeffe’s Death’, Notes and Queries, 14th series, 73 (1933).  

61 Timothy Clayton and Anita McConnell, ‘Beranger, Gabriel’ in Oxford Dictionary of Biography 

<https://doi.org/10.1093/ref:odnb/2184> [accessed 17 February 2020].  

62 Walter D. Love, ‘The Hibernian Antiquarian Society: A Forgotten Predecessor to the Royal Irish Academy’, 

Studies: An Irish Quarterly Review, 51 (Autumn, 1962), 419–431.  

63 Charles Coffey, ‘How Bashful Maids Appear’, in The Beggar’s Wedding (London: James and John Knapton, 

1729), p. 63. Aloys Fleischmann, Mícheál Ó Súilleabháin, Paul McGettrick (eds), Sources of Irish Traditional 

Music, c. 1600-1855 (New York; London: Garland, 1998). 

https://doi.org/10.1093/ref:odnb/2184
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heavily on borrowings from contemporary English composers, Italian opera, and Handel 

oratorio. It was not until 1775 that Sheridan and the Linleys’ The Duenna changed music 

borrowing protocol and reinstated (Scottish) folk song in musical works for the London 

playhouse stage. This permeated the music theatre of the 1780s including the works of 

O’Keeffe and his main musical collaborators. O’Keeffe’s allocation of Irish song to both 

comic and serious characters as well as his presentation of Irish characters who sang Irish airs 

in Irish settings in works such as The Poor Soldier and The Wicklow Mountains was 

unforeseen on the London stage. O’Keeffe’s fellow London Irish dramatist MacNally also 

used Irish song in his comic operas in the 1780s, but while he did not use Irish settings, the 

allocation of Irish song to both serious and comic characters in Robin Hood (1784) and 

Richard Coeur de Lion (1786) may well have been informed by O’Keeffe and Sheridan’s 

integration of folk music. 64 Shield collaborated with MacNally and O’Keeffe on these comic 

operas and played a major role in the successful adaptation and integration of folk music for 

the London playhouse stage in the last quarter of the eighteenth century. As aforementioned, 

when discussing his ‘imitations’ of folk music, Shield admits his appreciation for its ‘original 

simplicity’, a simplicity that was also a national idiom of eighteenth-century English song 

more generally.65  

 
64 See Fleischmann, Midas (tunes: 1630–1644), Robin Hood (tunes: 2082–2084), Richard Coeur de Lion (tunes: 

2229–2231). MacNally returned to Dublin and eventually become a government informer in the society of 

United Irishmen. See Thomas Bartlett, ‘The Life and Opinions of Leonard MacNally (1752–1820): Playwright, 

Barrister, United Irishman, and Informer’, in Information, Media and Power through the Ages, edited by Hiram 

Morgan (Dublin: University College Dublin Press, 1999) Historical Studies (XXII), pp. 113–136. 

65 Oskar Cox Jensen, “‘True Courage”: A Song in History’, in Charles Dibdin and Late Georgian Culture, ed. 

by Oskar Cox Jensen, David Kennerley, and Ian Newman (Oxford: Oxford University Press, 2018), pp. 115–

136 (pp. 116–118). 



23 

 

It is also important to note that Irish music was not confined to the musical works of 

London Irish dramatists. Shield’s collaboration with English dramatist Frances Brooke on 

Rosina (1782) and Marian (1788) includes two and three melodies respectively that have 

been traced to Irish tunes.66 Similarly, Arnold’s collaboration with George Colman the 

Younger on The Surrender of Calais (1791) includes two melodies that have been traced to 

two Irish tunes.67 But what distinguishes the Irish theatrical song of O’Keeffe from other 

dramatists was the formation of a myth that his songs were sources of Irish melodies – as 

seen in the collection of airs, Hibernian Muse (1790).68 This of course was not the case as 

these were borrowed tunes, but it nonetheless demonstrates the wider dissemination of 

O’Keeffe’s unprecedented Irish theatrical song in London.  

Very little scholarship, however, has been dedicated to the dramatic function of 

O’Keeffe’s Irish theatrical song, and music more generally, in his musical works. This is 

most likely because scholarly interest in O’Keeffe emanates from academic departments of 

English literature and theatre studies. This dissertation will address this research gap and 

demonstrate that music and song are worthy of reference in any scholarly discussion of 

identity, subversion, and empowerment in O’Keeffe’s musical works. The following 

literature review will highlight how music in O’Keeffe’s musical works has tended to be 

overlooked in modern scholarship but will identify an emergent interdisciplinary musical 

 
66 See Fleischmann for Rosina (tunes: 2080–2081); Marian (tunes: 2405–2407). 

67 See Fleischmann for The Surrender of Calais (tunes: 3051–3052). 

68 S. A. and P. Thompson, The Hibernian Muse; a Collection of Irish Airs (London: Thompson, 1790), No. III: 

‘Carolan’s Receipt, in The Castle of Andalusia’; No. IV: ‘Jacky Bull, in The Agreeable Surprise’; No. VI: ‘Mrs 

Casey, in Fontainbleau’; No. IX: ‘Aileacan Dubh O!, in The Poor Soldier’;  No. XV: ‘Planxty Conor, in The 

Poor Soldier’; XVIII: ‘Ballinamona Oro’, in The Poor Soldier’;  No. XL: ‘Irish Air, in the Love in a Camp’; No. 

XLIII: ‘Irish Air, in Love in a Camp’. Tune nos. LXVI, LXXII, LXXV, CIII, and CV, are all entitled ‘Irish Air, 

in The Poor Soldier’. 
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agenda in Irish theatre studies within which this dissertation can firmly position itself. The 

literature review will begin with an overview of O’Keeffe’s renaissance in the academy as 

well as on stage, which began in the 1970s with the rediscovery of O’Keeffe by the Royal 

Shakespeare Company’s literary editor Ronald Bryden. 

Literature Review 

1.1 O’Keeffe’s Modern Revival  

In 1978, Eire-Ireland included Desmond Rushe’s discussion of the RSC’s recent staging of 

O’Keeffe’s Wild Oats; or, the Strolling Gentleman (1791).69 The RSC had not staged an 

O’Keeffe work since 1882 when it produced Wild Oats at the Shakespeare Memorial Theatre, 

Stratford-upon-Avon. Nearly one-hundred years later, Bryden brought Wild Oats to the 

attention of RSC director Clifford Williams who staged it at the Aldwych Theatre, London on 

9 December 1976. The RSC restaged Wild Oats the following year in Stratford-upon-Avon 

and at the Piccadilly Theatre, London.70 The Abbey Theatre followed suit in Dublin and ran 

the comedy for twenty-seven nights during its 1977–1978 season; and in the United States, 

New York City’s Classic Stage Company and Washington D.C.’s Folger Company staged it 

in their respective cities during their 1978–1979 seasons. 71 Five years later, American 

playwright James McLure wrote an adaptation of the comedy entitled Wild Oats; a Romance 

 
69 Desmond Rushe, ‘Wild Oats’, Eire-Ireland (1978), 13 (1), 124-27. The American revival of The Poor Soldier 

predates the RSC’s production of Wild Oats in 1976 when it featured as part of the Ohio Sesquicentennial 

celebrations in Cincinnati in 1950.   

70 ‘Discover Shakespeare’ <http://collections.shakespeare.org.uk/search/rsc-

performances/search/play_title:wild-oats/page/1/view_as/list> [accessed 18 February 2020]. The RSC also 

performed Wild Oats at the Theatre-Royal, Newcastle-upon-Tyne (20 February 1979) and at the Aldwych 

Theatre (2 July 1979). 

71 Mel Gussow, ‘Theater: “WILD OATS”’, The New York Times, 13 January 1983. James Lardner, ‘“Oats” Well 

Sown’, The Washington Post, 4 December 1979. 

http://collections.shakespeare.org.uk/search/rsc-performances/search/play_title:wild-oats/page/1/view_as/list
http://collections.shakespeare.org.uk/search/rsc-performances/search/play_title:wild-oats/page/1/view_as/list
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of the Old West, which transported the late eighteenth-century London setting to the late 

nineteenth-century American Old West, and opened in Los Angeles on 16 June 1984.72 

O’Keeffe’s staged revival continues into the twenty-first century – in 2010, The Poor Soldier 

featured as part of the ‘Restoring the Repertoire’ series at the Theatre Royal, Bury St 

Edmunds due to its ‘post-conflict homecoming theme’; and in 2012, Wild Oats reopened the 

Bristol Old Vic following its £23,000,000 refurbishment project.73 However, scholarship 

exclusively dedicated to O’Keeffe was not in abundance at the time of his staged revival, 

which could have had something to do with the unfavourable regard that leading British-

theatre historian Allardyce Nicoll held O’Keeffe in the twentieth century. 

1.2 O’Keeffe in Twentieth-Century Scholarship 

While nineteenth-century critics regarded O’Keeffe’s musical comedies as producing a happy 

and light-hearted effect, Nicoll was of a different opinion.74 He describes O’Keeffe as an 

‘irritating figure’ and dismisses his musical farce The Agreeable Surprise as showing ‘at once 

the poverty of his invention and the perennial curse of mawkish artificiality, which has ever 

clung to musical comedy’.75 Nicoll’s disregard for The Agreeable Surprise not only implies a 

 
72 James McLure, Wild Oats; A Romance of the Old West (Dramatists Play Service Inc., 1985). 

73 An Interview with Colin Blumenau, ‘Restoring a Georgian Playhouse’, in Oxford Handbook of the Georgian 

Theatre 1737–1832, ed. by Julia Swindells and David Francis Taylor (Oxford: Oxford University Press, 2014), 

pp. 333–343 (p. 340). Other works to feature as part of the ‘Restoring the Repertoire’ series included George 

Lillo, The London Merchant (1731); Elizabeth Inchbald, Animal Magnetism (1788), The Massacre (1792), and 

Wives as They Were; and, Maids as They Are (1797); Thomas Holcroft, He’s Much to Blame (1798); Douglas 

Jerrold, Black Eyed Susan (1829). 

74  Gilliland, A Dramatic Synopsis, p. 76. Allardyce Nicoll, A History of English Drama, 1600-1900, 6 vols, 

(Cambridge: Cambridge University Press, 1927), 2nd edn (Cambridge: Cambridge University Press, 1952-1959). 

This chapter refers to the 1969 reprint of the second edition.  

75 Nicoll, III, p. 200.  
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personal bias towards musical comedy, but also ignores the fact that The Agreeable Surprise 

was the third most performed afterpiece on the London stage in the last quarter of the 

eighteenth century. Nicoll does, however, acknowledge that O’Keeffe ‘deserves a place of 

importance in any account of the comic opera of his time’.76 Such an opinion was not held by 

English-opera historian Eric Walter White whose The Rise of English Opera holds O’Keeffe 

responsible for degrading light opera to the level of farce and dismisses him as follows: 

Despite William Hazlitt’s extraordinary eulogy of this Irish writer in his Lectures on 

the English Comic Writers […], it must be generally conceded that the greater part of 

this prolific writer’s work is remarkable only for its poverty of invention and mawkish 

sentimentality. 77 

Similar in tone (and wording) to Nicoll’s above opinion, White undermines O’Keeffe’s 

contribution to the rise of English opera, an opinion that subsides in his next history of 

English opera.78 White’s modified opinion of O’Keeffe could have had something to the do 

with the intermedial publication of Roger Fiske’s English Theatre Music in the Eighteenth 

Century.79 Even though Fiske quotes Nicoll’s suggestion that ‘mediocrity is the chief 

characteristic of O’Keeffe’s farces’,  Fiske commends O’Keeffe and does not overlook 

eighteenth-century popular opinion of him.80 O’Keeffe and his collaborations with Shield and 

Arnold feature throughout Fiske’s monograph and appendix ‘Borrowings 1760–1800’, which 

 
76 Nicoll, p. 176, 185, 200.  

77 Eric Walter White, The Rise of English Opera (London: J. Lehmann, 1951), p. 73.  

78 White, The History of English Opera (London: Faber, 1983). 

79 Roger Fiske, English Theatre Music in the Eighteenth Century, 2nd edn. (Oxford: Oxford University Press, 

1986).   

80 I cannot find these exact words in Nicoll. The closest similarity I can find in the 1969 reprint is ‘The same 

mediocrity mars another work which has found contemporary praise, Sprigs of Laurel (1793)’, A History of 

English Drama, III, p. 200. See Fiske, English Theatre Music, p. 436. 
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has been indispensable to this dissertation.81 Fiske’s appendix includes three O’Keeffe 

operas: The Castle of Andalusia with Arnold; and The Poor Soldier and The Farmer with 

Shield.82 Fiske traces the borrowed musical material in these works and compliments 

O’Keeffe’s incorporation of Irish song, especially in The Poor Soldier.83 Not only is the 

popularity of The Poor Soldier evident in it being the fifth most performed afterpiece in the 

last quarter of the eighteenth century, but also in its theatrical exportation to the English 

provinces, Dublin, and the newly freed republic of America. 

Scholarly attention to focus exclusively on O’Keeffe and not as part of a wider 

discussion of eighteenth-century theatre history began to appear mid twentieth century. 

Research conducted by Stewart S. Morgan and L. W. Connolly examined the works of 

O’Keeffe that caused controversy at the Examiner of Play’s office, which was followed by 

catalogues, scores, and dissertations that paved the way towards Karen J. Harvey and Kevin 

B. Pry’s exploration of subtext and identity in ‘John O’Keeffe as an Irish Playwright within 

the Theatrical, Social and Economic Context of his Time’.84 Today, scholarly interest in 

 
81 Ibid., pp. 600–612. 

82 The other works that feature in this appendix include Love in a Village (1762), Midas (1762), The Maid of the 

Mill (1765), Lionel and Clarissa (1768), The Duenna (1778), Rosina (1782), The Pirates (1786), The Haunted 

Tower (1789). 

83 Fiske, p. 459.  

84 Stewart S. Morgan, ‘The Damning of Holcroft's “Knave or Not?” and O'Keeffe's “She's Eloped”’, Huntington 

Library Quarterly, 22 (1) (1958), 51–62. L. W. Connolly, ‘More on John O’Keeffe and the Lord Chamberlain’, 

Notes and Queries, 16 (5) (May 1969), 190–192; L.W. Connolly,‘A Case of Political Censorship at the Little 

Theater in the Haymarket in 1794: John O'Keeffe's Jenny's Whim; or, the Roasted Emperor’, Restoration and 

18th Century Theatre Research, 2 (1971), 34–40. John O’Keeffe, Recollections, 2 vols, (New York and London: 

Benjamin Blom, 1969; 1 edn: London, 1826); Muriel S. Friedman, ‘The Theatrical Career of John O'Keefe’ 

(unpublished doctoral thesis, Loyola University Chicago, 1974); John O’Keeffe and William Shield, The Poor 
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O’Keeffe emanates from academic institutions across Ireland, the United Kingdom, the 

United States, and New Zealand within the fields of eighteenth-century studies, Irish studies, 

British and American theatre history and criticism, and music studies. This literature review 

will evaluate critical views O’Keeffe’s works that address issues of identity, hegemony and 

social criticism, and highlight how this dissertation situates itself in relation to these views. It 

should be noted, however, that O’Keeffe’s creative motivation and inspiration was also 

informed by contemporary literary trends and current affairs that should also be taken into 

consideration when exploring O’Keeffe’s musical works.  

1.3 Contemporary Literary Trends and Current Affairs  

Research by O’Shaughnessy has highlighted that O’Keeffe was one of a group of dramatists 

who ‘kept the theatres viable commercial enterprises’.85 Indeed, in order to safeguard 

commercial success, O’Keeffe and theatre managers often looked to trending literature, 

domestic politics, and foreign affairs when choosing subject matter. For example, O’Keeffe’s 

oriental themed works The Dead Alive (1781) and Aladdin (1788) coincided with the new 

editions of Arabian Nights Entertainments; his comic opera The Highland Reel (1788) 

followed the publication of James Boswell’s A Journal of a Tour to the Hebrides (1785); and 

his pantomime Omai (1785) premiered one year after Captain James Cook’s A Voyage to the 

Pacific Ocean (1784). O’Keeffe also responded to popular staged works, most famously in 

 
Soldier, William Brasmer and William Osbourne (eds) (Madison: A-R Editions, 1978); Phillip B. Anderson, 

‘John O'Keeffe and the Restoration of Farce on the Later Eighteenth-Century Stage’, University of Mississippi 

Studies in English, 1 (1980), 106–20; Frederick M. Link, John O’Keeffe: A Bibliography (Lincoln: University of 

Nebraska, 1983). Karen J. Harvey and Kevin B. Pry, ‘John O’Keeffe as an Irish Playwright within the 

Theatrical, Social and Economic Context of his Time’, Éire-Ireland, 22, (1987), 4–18. 

85 O’Shaughnessy, ‘William Godwin and the Politics of Playgoing’, in Oxford Handbook of Georgian Theatre, 

pp. 514–531 (p. 521). 
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his one-act farce Tony Lumpkin in Town whose titular character was taken from Goldsmith’s 

She Stoops to Conquer. He also wrote works based on English legends such as Peeping Tom 

as well as real figures such as King Alfred in Alfred the Great (1796), the Polynesian people 

in Omai, Count Benyowski in Jenny’s Whim (1794), and Edmond O’Ryan in The Wicklow 

Mountains. Irish current affairs also featured in his Irish-based works – in The Poor Soldier 

O’Keeffe presents Irish Catholics fighting for the British in America and in The Wicklow 

Mountains he presents the discovery of an Irish gold mine in Arklow. These contemporary 

trends and affairs are taken into consideration when contemplating O’Keeffe’s creative 

motivations. 

1.4 New Directions in Irish Theatre Studies 

Irish-theatre historian John C. Greene is of the opinion that there are still people out there 

who regard eighteenth-century Irish theatres as British colonial institutions: 

The biggest impediment to the advancement of the study of eighteenth and most of 

nineteenth-century Irish theatre was, and remains, in my opinion, the insidious notion 

that the Irish theatre is not Irish at all, but instead, is English, or, at least, “West 

British”. 86 

Greene is quite right in his assertation. Even though theatre personnel and popular new works 

moved quite freely between London and Dublin theatres, there were many works of special 

Irish interest that remained exclusive to Dublin. Likewise, there were entr’acte entertainments 

in Dublin presented Irish song (in English and Irish), Irish poetry, and Irish dance that did not 

make it to London. As will be seen in the next chapter, Irish politics permeated the Dublin 

stage via the Irish Volunteers (1779), a citizen army (of which O’Keeffe was an alleged 

member) that campaigned for legislative independence during O’Keeffe’s tenure there. 

 
86 John C. Greene, Theatre in Dublin, 1745–1820: A History, 2 vols. (Bethlehem, PA: Lehigh University Press, 

2011), I, p. 19. 
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Combined with the dispossessed Catholic status of the O’Keeffe family, overlooking 

O’Keeffe’s Dublin career and political background in explorations of identity and 

imperialism in his works can be problematic. Take for example Rachel Cheman Roy’s 

discussion of the co-existence of British and native law in O’Keeffe’s Omai and The Basket 

Maker.87 Roy acknowledges O’Keeffe’s proud sense of Irishness, but considers it of a 

different ranking in comparison to his fellow dramatist MacNally due to MacNally’s United 

Irishmen membership.88 Roy overlooks the O’Keeffe family’s Stuart affiliation and his 

Volunteers membership, and even though she raises valid points of satire and irony, 

acknowledging O’Keeffe’s political background could have steered Roy’s argument towards 

parallels being drawn between the co-existence of British and Irish law in Ireland – which 

was a priority for the Volunteers. Recognising O’Keeffe’s background in this context offers 

more scope and insight into creative motivation and political manifestation in his works. 

Therefore, this dissertation contextualises itself against the backdrop of O’Keeffe’s hybrid 

identity that combines the dispossessed Irish Catholic and the loyal colonial subject, focusing 

on how music and Irish song in his musical works not only empower his Irish identity but 

distance him from complete British solidarity. In fact, it is somewhat perplexing that the 

interpretive role of music and song in O’Keeffe’s musical works has been overlooked in 

modern scholarship – especially considering that O’Keeffe was writing during a time of strict 

theatre censorship that did not require music to be submitted, and also that O’Keeffe’s most 

successful works were musical. Very few scholarly investigations of empowerment and 

identity in his successful musical works reference the musical representation of the characters 

that are up for discussion, which again is problematic. For example, Brittany Hause has 

 
87 Rachel Cheman Roy, ‘With Universal Applause: The Exotic and Eighteenth-Century Afterpieces’ 

(unpublished doctoral thesis, University of Notre Dame, 2007), pp. 167–233.  

88 MacNally turned out to be an informer for the British. 
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argued that O’Keeffe combats Irish prejudice in his revised Stage Irishman characters Darby 

in The Poor Soldier and Billy in The Wicklow Mountains, and Asier Altuna-García de Salazar 

has argued that the revised Stage Irishman character Pedrillo in The Castle of Andalusia 

exposes Irish colonial exploitation.89 These arguments are plausible and offer new insight 

into these revised Stage Irishman characters, but could further insight be gained from 

questioning their musical characterisation? These three characters sing and therefore have 

musical identities, which automatically raises a multitude of questions – do these identities 

undermine or reinforce the arguments that endorse O’Keeffe’s denunciation of Irish prejudice 

and colonial exploitation? Do these singing roles contribute to a comic representation or an 

empathic exposition? The missing answer to these questions is understandable considering 

Salazar and Hause’s literary backgrounds, but where does one draw the line? Missing musical 

reference is particularly problematic in Daniel O’Quinn’s exploration of imperialism from the 

perspective of the English middle-class national in O’Keeffe and Shield’s all-sung 

pantomime Omai.90 There is no denying that O’Quinn offers much insight into socio-political 

issues of transracial sex and class hierarchies in the pantomime, which are hotly contested by 

 
89 Brittany Hause, ‘Staging Ireland: The Socio-political Import of John O’Keeffe’s Comedies’ (unpublished 

master’s thesis, Florida State University, 2012). Asier Altuna-García de Salazar, ‘The Stage-Irishman 

Represented through Spain: The Castle of Andalusia (1782) by John O'Keeffe (1744-1833)’, Back to the Future 

of Irish Studies: festschrift for Tadhg Foley, ed. by Maureen O'Connor (Oxford: Peter Lang, 2010), 191-204, 

201, 203. 

90 Daniel O’Quinn, ‘As Much as Science Can Approach Barbarity: Pantomimical Ethnography in Omai; or, a 

Trip round the World’, in Staging Governance: Theatrical Imperialism in London 1770-1800 (Baltimore: John 

Hopkins University Press, 2005), pp. 74–114. 
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David Worrall.91 But O’Quinn’s omission of music in his analysis, which relies heavily on 

the performative elements of ethnography in set and costume, leaves a gap in his argument 

from the perspective of the English national. Not only is the performative element of music in 

an all-sung work the essence of its initial dissemination to the English audience, but also its 

subsequent dissemination to the English consumer via printed song sheets, songbooks, and 

scores. O’Quinn’s indifference to music is most evident in a quotation that he takes from the 

European Magazine to support his claim that Omai is a work of imperial pedagogy: 

A procession of the natives of the different islands and other places visited by Captain 

Cook is here introduced. The music preserves the characteristic airs of the different 

people in the procession, as much as science can approach barbarity.92 

The European Magazine alludes to ethnographic efforts taken by Shield in the musical 

characterisation of the Polynesian people, but realises the challenging task at hand – how can 

one be expected to demonstrate barbarity using western art music that is scientific in its 

vernacular? Not only does O’Quinn fail to comment on this comparative allusion to western 

music as a signifier of civility here, or anywhere in the text for that matter, but he uses the 

underlined phrase in the above quotation in his chapter title ‘As Much as Science Can 

Approach Barbarity: Pantomimical Ethnography in Omai; or, a Trip round the World’. This 

dissertation’s interdisciplinary approach will address the relegation of music in O’Keeffe’s 

musical works and highlight the interpretative role it contributes to the overall drama of a 

piece. Fortunately, an interdisciplinary music agenda in Irish theatre studies has already been 

 
91 David Worrall ‘Pacific Pantomime: Omai; or, A Trip Round the World and The Death of Captain Cook’, in 

Harlequin Empire: Race, Ethnicity and the Drama of the Popular Enlightenment, 2nd edn (London: Routledge, 

2016), pp. 139–170. O’Quinn and Worrall’s diverging analyses of Omai are returned to in Chapter Five. 

92 O’Quinn, Staging Governance, pp. 75–76. Underlined for my emphasis. The quotation is taken from The 

European Magazine and London Review (London: Philological Society of London, December 1785), p. 469. 
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addressed in research conducted by Helen M. Burke and O’Shaughnessy who have offered 

valuable insight into O’Keeffe’s use of music by Irish bard and harper Turlough O’Carolan 

(1670–1738) in his Irish-based works.  

1.5 A Musical Agenda in O’Keeffe Studies 

Firstly, it is important to mention Burke’s monograph Riotous Performances, which not only 

informed and inspired this dissertation’s second chapter but is one of the leading monographs 

in discrediting eighteenth-century Irish theatre as British colonial institutions.93 O’Keeffe’s 

brief appearance in Burke’s exposition of a Dublin counter-theatre highlights his interaction 

with politics and his performance of patriotic Irish songs on stage.94 Burke has also 

researched O’Keeffe’s London career and exposed political subtexts in his and Shield’s 

comic opera, The Poor Soldier, which she contextualises against the backdrop of middle-

class Irish Catholic activism in the 1770s.95 A central component of Burke’s argument is that 

O’Keeffe uses Irish tunes with political associations in The Poor Soldier. The first example 

she gives is O’Keeffe’s use of the tune ‘Móirín ní Chuileannáin’, a name that Jacobite poets 

used for Ireland; and the second example is ‘Planxty Conor’, an air that Carolan composed 

for Charles Conor who was the leading Catholic activist of the 1770s. Burke not only 

associates O’Keeffe’s use of Irish tunes with political subtext but also with cultural 

empowerment – a critical viewpoint that this dissertation shares. This theme of music as 

 
93 Helen M. Burke, Riotous Performances: The Struggle for Hegemony in the Irish Theater, 1712-1784 

(Indiana: University of Notre Dame Press, 2003).  

94 Ibid.  

95 Burke, ‘The Catholic Question, Print Media, and John O’Keeffe’s The Poor Soldier (1783)’, Eighteenth-

Century Fiction, 27: 3-4 (Spring-Summer 2015), 419-448. Burke is unique in her reference to music when 

discussing a musical work.  See Riotous Performances (2003) and ‘The Revolutionary Prelude: The Dublin 

Stage in the Late 1770s and Early 1780s’, Eighteenth-Century Life, 22(3) (1998), 7–16.   
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cultural empowerment also appears O’Shaughnessy’s investigation of Carolan airs in 

O’Keeffe’s The Shamrock and The Poor Soldier, which he contextualises against the 

backdrop of O’Keeffe’s BSSP membership. O’Shaughnessy argues that O’Keeffe uses 

Carolan airs to ‘reconcile cosmopolitan ambition with patriotic loyalty’ and proclaim an 

‘Irish civility and diasporic success to the city’.96 These investigations of empowered 

multiculturalism and political subtext in O’Keeffe’s Irish theatrical song are examples of the 

emerging interdisciplinary music agenda in Irish theatre studies within which this dissertation 

can position itself. Burke and O’Shaughnessy, however, only focus on O’Keeffe’s use of 

Irish song in Irish settings. Building on this, I wish to widen the criterion and investigate the 

dramatic use of music and song more generally and in a variety of settings in O’Keeffe’s 

works. The tendency to only consider O’Keeffe’s Irish theatrical song in his Irish works also 

transfers into Irish opera and music theatre studies, where a misconception of O’Keeffe’s 

Irish theatrical song exists. 

1.6 O’Keeffe in Irish Music Studies 

One could argue that O’Keeffe does not belong in music studies because he is not a 

composer, but he should appear in contemporary musicological discussion alongside other 

Irish songwriters Kane O’Hara and Thomas Moore.97 Just as O’Hara and Moore did, 

O’Keeffe contributed to the dissemination of Irish music to an Irish, English, and American 

theatre audience, and it is his Irish theatrical song that has attracted musicological attention in 

projects that trace musical sources. As noted above, Fiske has done a stellar job in tracing 

Irish tunes in three O’Keeffe comic operas, an undertaking that continued by Fleischmann 

 
96 David O’ Shaughnessy 'Rip'ning Buds in Freedom's Field': Staging Irish Improvement in the 1780s’, in 

Journal for Eighteenth Century Studies, 30 (4) (2015), 541–555 (p, 550, p. 551).  

97 See bibliography for recent musicological scholarship dedicated to Moore and O’Hara. 
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who has traced Irish tunes in seven O’Keeffe comic operas.98 Fiske states that O’Keeffe’s 

The Poor Soldier ‘cashed in on the vogue for Irish songs’ and together with Irish singers 

Johnstone and Kennedy in the Covent Garden company did ‘full justice to an Irish opera’.99 

Fiske does not flesh out what an Irish opera is, but such a classification no doubt refers to 

Irish songs, Irish singers and Irish setting in The Poor Soldier. Fiske goes as far as to allocate 

O’Keeffe the status of folk song collector.100 However, musicologist Axel Klein has 

suggested that the effect of O’Keeffe’s Irish theatrical song on the London stage ‘was rather 

one of mockery than of genuine cultural interest’.101 Klein’s opinion of O’Keeffe continues in 

the Encyclopaedia of Music in Ireland in which he states that O’Keeffe 

provided the English composers William Shield and Samuel Arnold with libretti on 

Irish subjects and with Irish traditional tunes to accompany Irish characters […] 

Knowingly or not, O’Keeffe thus contributed to the ‘stage-Irish’ image of Irish people 

as poor servants, drunkards or petty criminals that aroused mockery and laughter in 

English theatres. 102  

 
98 Sources of Traditional Irish Music traces Irish tunes used in O’Keeffe’s The Agreeable Surprise (1781), The 

Castle of Andalusia (1782), Gretna Green (1782), The Poor Soldier (1783), Fontainbleau (1784), Peeping Tom 

(1784), The Wicklow Mountains (1796).  

99 Fiske, p. 459. 

100 Fiske, English Theatre Music, p. 439. 

101 Alex Klein, ‘Stage-Irish, or the National in Irish Opera, 1780-1925’, The Opera Quarterly, 21(1) (2005), 22–

67, (p. 33). 

102 Alex Klein, ‘Opera and Theatre Music’, in Encyclopaedia of Music in Ireland, ed. by Harry White and Barra 

Boydell, 2 vols (Dublin: UCD Press, 2013), II, pp. 785–790 (pp. 786–787). 
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For the record, there does not seem to be an extant score for The Irish Mimick and therefore 

any argument concerning its contribution to a musical ‘stage-Irish’ must be dismissed.103 

Klein does not consider O’Keeffe’s use of Irish music in works that are not set in Ireland and 

neither does he consider the wider distribution of Irish music amongst characters in his 

musical works. This dissertation will address this misconception in the Encyclopaedia of 

Music in Ireland and demonstrate that O’Keeffe deserves a place alongside O’Hara and 

Moore (both of whom receive an individual entry in EMIR) in contemporary musicological 

scholarship as well as demonstrating that music in O’Keeffe’s musical works is a pertinent 

part of his oeuvre in theatre history and criticism.104 Raising musicological awareness in 

O’Keeffe’s musical works will provide a new lens through which dramatic narratives along 

with subversive and empowering subtexts can be viewed against the backdrop of O’Keeffe’s 

hybrid identity that combines the dispossessed Irish Catholic and loyal colonial subject. 

1.7 Understanding O’Keeffe: Acquiescence and Resistance 

This chapter has already clarified that O’Keeffe moved to London following the break-up of 

his marriage in 1781 and never returned. In Recollections, O’Keeffe depicts an idealised and 

romantic Ireland that never faded from his memory as evidenced in his final comic opera for 

the London stage, The Wicklow Mountains.105 Recollections juxtaposes this nostalgic 

affection for Ireland alongside his loyal devotion to the Hanoverian Monarchy throughout. 

Examples of this loyalty include his dedication of The Sprigs of Laurel to Queen Charlotte, 

 
103 ESTC and ECCO list two published versions of The Irish Mimic, a play text, and a songbook. RISM does not 

list any musical sources for The Irish Mimic and neither does Fleischmann include The Irish Mimic in Sources 

of Irish Traditional Music. 

104 ‘Moore, Thomas’, Encyclopaedia of Music in Ireland, II, pp. 680–682’; ‘O’Hara, Kane’, II, pp. 765–766.  

105 O’Keeffe states that his time spent hiking the Wicklow Mountains as a youngster informed the set design for 

The Wicklow Mountains. See Recollections, II, p. 174.  
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Dramatic Works to the Prince of Wales, and Recollections to George IV. O’Keeffe never 

speaks ill of the crown in Recollections; however, there are different lines of interpretation 

that can be considered when determining the legitimacy of his Hanoverian loyalties. Firstly, 

royal dedications could have enhanced the commercial success of the works; and secondly, 

loyalty to the Hanoverian monarchy was part of the Irish Catholic rhetoric in its campaign for 

Catholic relief in Dublin in the 1770s, a connection that Burke has made as discussed 

above.106  O’Keeffe was also an alleged member of the Irish Volunteers whose resistance to 

complete English hegemony in Ireland was promoted on the Dublin stages where O’Keeffe 

performed before he relocated to London. This also contextualizes O’Keeffe’s conceivable 

acquiescence and resistance to English hegemony for the betterment of Ireland and its 

residents: accepting the Hanoverian monarchy secured the passing of several Catholic relief 

bills while protesting the political establishment secured Dublin’s legislative independence.  

This raises interesting questions concerning O’Keeffe national identity and loyalty on 

a personal and professional level. Critics who have questioned O’Keeffe’s identity offer 

diverging accounts of what this is. Heinz Kosok has described O’Keeffe as representing the 

‘schizophrenic’ state of the eighteenth-century Irish dramatist who immerses him/herself in 

the English tradition.107 Kosok implies an inflexible and rigorously defined English drama, 

but this was not the case. O’Keeffe broke convention by integrating Irish song that not only 

empowered Irish cultural identity but was unforeseen, and well received, on the London 

stage. As will be argued in the upcoming chapters, O’Keeffe’s Irish theatrical song was not 

overtly rebellious, but nuanced musical readings can at times be interpreted as demonstrating 

a covert resistance to complete British solidarity. This dissertation can align itself with Ruth 

 
106 Burke, p. 421.  

107 Heinz Kosok ‘“George My Belov’d King, and Ireland My Honour’d Country”: John O’Keeffe and Ireland’, 

Irish University Review, 22 (1) (1992), 40–54, (p. 43). 
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Wehlau’s suggestion that O’Keeffe presents ‘combined rather than divided loyalties’, which 

O’Shaughnessy has recognised and further argued that O’Keeffe’s career ‘epitomises both 

practices of attachment and resistance to London’s institutional forces’. 108 . Building upon 

Wehlau and O’Shaughnessy’s views of identity in O’Keeffe’s works, this dissertation will 

demonstrate how O’Keeffe hovers between acquiescence and resistance to British loyalty as a 

result of his hybrid identity that combines the dispossessed Irish Catholic and the loyal 

colonial subject. Any resistance O’Keeffe might have felt towards a British solidarity would 

have been informed by his activity on the Dublin playhouse stages before he relocated to 

London in 1781. This is explored in Chapter Two ‘O’Keeffe in the Dublin Playhouses: 

Politics, Culture, and the Stage (1767–1781)’.  

1.8 Chapter Summaries  

O’Keeffe’s exposure to and engagement with music and drama as a performer on the Dublin 

stage was crucial to his London career. Chapter Two explores the influence that Dublin had 

on O’Keeffe both creatively and politically and sets the scene for this project’s investigation 

of O’Keeffe’s fluctuating stance of acquiescence and resistance to England through the 

application of music and song in his simple, and seemingly uncontroversial works. Chapters 

Three to Six present case studies chapters, each of which critically evaluates how music and 

song contribute to critical analysis of identity, subversion, and empowerment in O’Keeffe’s 

musical works against the backdrop of his fluctuating sense of identity. Each chapter focuses 

on singing characters in different dramatic scenarios and explores creative decisions that 

either empower them, give them a voice of resistance, or equip them with the tools to survive 

within a colonial framework. Chapter Three ‘Musical Hierarchy and Irish Civility in The 

 
108 Ruth Wehlau, ‘Alfred and Ireland: Irony and Irish Identity in John O'Keeffe's Alfred’, European Romantic 

Review, 22 (6) (2011), 801–817 (p. 811); O’Shaughnessy, 'Rip'ning Buds in Freedom's Field': Staging Irish 

Improvement in the 1780s’, p. 546. 
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Castle of Andalusia (1782)’ will focus on the serious non-Irish roles premiered by Italian 

soprano Giovanna Sestini and Irish contralto Margaret Kennedy in a Spanish setting. The 

Castle of Andalusia was the first main piece O’Keeffe wrote for the London stage. This 

chapter will explore the distribution of borrowed musical material, Irish and Italian alike, to 

Sestini and Kennedy’s characters. This will challenge a musical hierarchy that existed in 

eighteenth-century English comic opera and demonstrate that O’Keeffe and Arnold’s use of 

Irish music did not further prejudice against Ireland but endorsed an empowered Irish identity 

on the London stage. Chapter Four ‘“English? That I am, born in Dublin”: The Ambiguous 

Case of Mrs Casey in Fontainbleau; or our Way in France (1784)’ will focus on the 

subversive role music plays in comic portrayal of the Irish innkeeper, Mrs Casey, in the 

French setting of Fontainebleau. Set against the backdrop of the recuperation of British 

national spirit following the humiliating loss in America, this chapter explores Casey’s hybrid 

sense of national identity in its fluctuation between accepting and rejecting British patriotism. 

This chapter interprets the subversive element of Casey’s musical characterisation as it 

destabilises perceptions of British superiority abroad as embodied in the grandiloquent John 

Bull character. Like Chapter Four, Chapter Five ‘Colonial Pantomime: Identity and Cultural 

Difference in Omai; or a Trip round the World (1785)’ is situated against the backdrop of 

another British national loss – that of explorer Captain James Cook (1728–1779) – and 

investigates non-Irish roles in the non-Irish setting of Polynesia.109 Chapter Five will 

investigate O’Keeffe and the Covent Garden creative team’s ethnographic efforts in 

producing a tasteful depiction of ethnic difference on the London stage against the backdrop 

of British patriotism. Its focus on the musical characterisation of the Polynesian people will 

 
109 Omai falls under the category of pantomime, not comic opera. This is discussed in Chapter Three, which also 

focuses on O’Keeffe’s categorisation of Omai as a musical play and not as a pantomime in his Recollections, 

suggesting that O’Keeffe did not consider pantomime a serious enough category in which to list Omai.  
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expose O’Keeffe and Shield’s construction of a civilised and uncivilised colonial identity 

onstage, which can be interpreted as alluding to O’Keeffe’s sense of cultural compromise 

when working as a loyal colonial subject for the London stage. This leads us to the final case 

study chapter, ‘Empathetic Exposition and Irish Sympathies in The Wicklow Mountains 

(1796)’. Unlike the previous two chapters, Chapter Six is not set against the backdrop of 

British patriotism but rather the steep surge in Irish republicanism in the 1790s. Chapter Six 

will investigate the subversive and empowering role that music plays in the serious portrayal 

of two Irish characters (both of whom are based on seventeenth-century Irish outlaws) and 

uncover subversive nuances of Jacobitism and Irish sympathies in their musical portrayals. 

The four case studies chapters will reveal the interpretive role of music and song in the 

respective works and validate this dissertation’s main thesis that scholarly evaluations of 

O’Keeffe’s musical works should not overlook the interpretive role that music and song 

contribute to the drama.  

1.9 Range of Evidence 

This dissertation makes use of a range of primary source material including the Larpent 

Collection, eighteenth-century play texts and scores, O’Keeffe’s autobiography, and 

newspaper reviews. Contemporary newspaper reviews of playhouse productions are plentiful 

in the last quarter of the eighteenth century; they are detailed in plot overview, cast lists, and 

commentary, but are lacking in stage craft, costume, music, and songs. This is unfortunate, 

but relying on the objectivity of newspaper reviews is problematic nonetheless, especially 

considering the fact that the art of puffing was commonplace – painter Joseph Farington 

states in his diary that Harris paid the Times a £100 annuity to recommend Covent Garden 

productions.110 O’Keeffe also name drops William Woodfall and James Perry who were the 

 
110 Charles Beecher Hogan, The London Stage, V, p. clxxix. Quotation taken from Farington, Diary, I, p.156. 
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owners of the leading opposition paper in the 1790s, the Morning Chronicle, to which 

O’Keeffe is said have contributed political journalism.111 But all puffs and preferences 

considered, the initial success or failure of a new piece was not solely dependent on reviews, 

but also on opening night reception in the playhouse where the audience made it quite clear 

how they felt about a new work.112 Therefore, this dissertation does not take reviews at face 

value; it acknowledges the realities of the partisan press and the fact that newspaper reviews 

do not demonstrate objective evidence. When reviews are reproduced in the dissertation, it is 

usually in reference to a favourable impression of a singer, an encored air, or a recommended 

revision to a work. The same limitation of evidence presents itself in O’Keeffe’s 

autobiography. As mentioned above, Recollections presents inaccuracies in its historical 

reports and is subjective in its point of view, but it nonetheless provides insight into 

O’Keeffe’s working methodology, creative motivation, wider social circle, and theatre 

preference. Recollections continues to be a valuable resource for theatre and music historians 

today on account of its insight into eighteenth-century life. 

 
111 O’Shaughnessy, ‘Metropolitan Theatre’, p. 111.  

112 Hogan, The London Stage, V, p. clxxix. 
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Chapter Two 

 

O’Keeffe in the Dublin Playhouses: Politics, Culture, and the Stage (1767–1781) 

Introduction  

On 21 May 1781, Crow Street theatre saw O’Keeffe play the role of Lord Abberville in 

Richard Cumberland’s The Fashionable Lover (1772). This is the final recorded performance 

that brought O’Keeffe’s fourteen-year acting career on the Dublin stage to a close before he 

left for London, never to return. Considering that O’Keeffe dedicated the entire first volume 

of Recollections to his life in Ireland, it is unfortunate that he fails to mention his thespian life 

in any detail – an omission that his daughter Adelaide reckons was due to its involvement of 

‘a domestic and family nature’.1 Recollections is, however, plentiful in its nostalgic anecdotes 

that recall O’Keeffe’s exposure to music in Ireland, Irish and Italian alike. O’Keeffe’s first 

musical memory is the funeral procession of Italian composer Pietro Castrucci (1679–1752), 

which he describes as follows:  

When I was about four years old, there took place in Dublin a most splendid funeral 

in honour of the Italian musical composer, Castruccio; the procession formed a fine 

concert, vocal and instrumental through the streets. I got running after it, and was 

suddenly struck speechless, and remained in that state some hours.2  

O’Keeffe does not disclose what it was exactly about the procession that left him in such an 

awe-inspired state, but according to the Faulkner’s Journal, the Band of Musick from the 

New Gardens in Great Britain Street performed Handel’s ‘Dead March’ from Saul (1739).3 It 

cannot be verified that it was Handel’s ‘Dead March’ that struck O’Keeffe speechless, but 

when O’Keeffe presents a list of composers in Recollections whose melodies ‘graced’ the 

 
1 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xiv. 

2 O’Keeffe, Recollections, I, p. 3.  

3 Faulkner’s Journal reference is taken from BDA, III, p. 105.  
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lyrics of his own songs, he places Handel right  at the top of his non-alphabetical, non-

chronological list: 

It may not be uninteresting to the reader, to see at one view, a list of the composers 

whose melodies have graced my words, in the songs I wrote for my comic operas, 

whereby I stamped my thoughts with the value of their harmony :- Handel, Carolan, 

Dr. Arne, Michael Arne (I would fain add Michael Kelly, but his talents were 

clutched up by other houses), Arnold, Corri, Grètry, Pleyel, Shield, Reeve, 

Stephenson, Attwood, Rauzzini, Hook, T. Casrter, C. Claggitt, Giordani, Giordini, 

Tenducci, David Rizzio, Fisher, Jackson of Limerick, Charles Dibdin, Sen., and 

Dubourg.4  

Immediately following the eighteenth-century master of Italian opera seria and English 

oratorio is Turlough O’Carolan, the eighteenth-century Irish composer and harpist. Carolan 

died before O’Keeffe was born, but O’Keeffe refers to him in Recollections as ‘the Irish bard’ 

and claims to have spoken with many who ‘heard him chant his minstrelsies’.5 O’Keeffe’s 

thespian career exposed him to the performance of Carolan and Irish traditional music on 

stage throughout the 1770s, which coincided with the increased publication of notated Irish 

music as well as the growing appetite for cultural and antiquarian histories that promoted a 

highly civilised Ancient Ireland. Notions of Irish cultural and musical autonomy in the 1770s 

were met by visions of Irish political autonomy with the formation of the Volunteers – a 

citizen militia established in 1778 that O’Keeffe allegedly joined.6 The Volunteers had close 

links to the Patriot Party and together rallied for and achieved tree trade with the colonies as 

well as Irish legislative independence from Westminster. The Volunteers did not renounce 

 
4 O’Keeffe, Recollections, II, p. 358.  

5 Ibid., p. 71.   

6 O’Keeffe, O’Keeffe’s Legacy to his Daughter, p. xxii.   
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the crown but endorsed an Irish patriotism that was promoted on the Dublin stages from 

Autumn 1779. This propaganda often took the form of entr’acte musical entertainments, with 

singer, actor and gaeilgeoir Robert Owenson (1744–1812) to the fore and O’Keeffe in the 

wings. 

This chapter and its accompanying appendix ‘John O’Keeffe: An Actor in Dublin 

(1767–1781)’ will provide some insight into the impact that O’Keeffe’s Dublin career had on 

him before he moved to London. It must be noted that a critical evaluation of O’Keeffe’s 

Irish career mandates a doctoral dissertation in itself. Therefore, this chapter selects the 

theatre and music practitioners that I have deemed of most significance to this project’s 

investigation of O’Keeffe’s fluctuating sense of acquiescence and resistance to complete 

British solidarity through the application of music and song in his works. Chapter Two will 

be presented in three sections. The first section, ‘Context and Background: Catholic Relief, 

the Volunteers, and the Patriots’ will provide an overview of the political situation in 

eighteenth-century Ireland with an emphasis on the 1770s. This is the historical backdrop 

against which this dissertation is set and will serve as a reference point going forward. This is 

followed by Section Two: ‘Influential Theatre Practitioners: Charles Macklin, Oliver 

Goldsmith, Richard Brinsley Sheridan and Kane O’Hara’. As a young actor in Dublin, 

O’Keeffe was introduced to an array of dramatic conventions via the roles he played in the 

works of leading Irish dramatists, which made him conversant with the changing 

representation of the Irish character on stage. While these roles were crucial to O’Keeffe’s 

professional development as a performer and writer, his most successful works in London 

were musical. The final part of Section Two will outline O’Keeffe’s exposure to Sheridan’s 

comic opera The Duenna (1775) and to O’Hara’s burletta Midas (1762) and argue that these 

works informed his incorporation of borrowed musical material. A brief intermezzo section 

entitled ‘The State of Ancient Irish Music in the Eighteenth Century’ will contextualise the 
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sense of cultural and musical autonomy that permeated Ireland in the 1770s via popular 

publishing trends across antiquarian histories and notated Irish folk music; and finally, the 

concluding section ‘Influential Music Practitioners: James Jones, Robert Aldridge and Robert 

Owenson’ will provide some insight into O’Keeffe’s exposure to the diversity of Irish music 

performance on the Dublin stage via Jones and Aldridge whose performances may have 

encouraged O’Keeffe to write songs using Irish melodies for the London stage. Section Three 

will finish with O’Keeffe’s interaction with Owenson and his exposure to Irish song as 

political propaganda right before he moved to London in 1781.  

2.1 Context and Background: Catholic Relief, the Volunteers, and the Patriots  

During the 1770s, O’Keeffe’s time on stage overlapped with the passing of a number of 

Catholic relief acts. Mid-eighteenth-century Dublin had seen the rise of a Catholic middle 

class and the beginnings of Catholic rights activism with the Catholic Committee. Formed by 

John Curry and Charles O’Conor in 1756, the Catholic Committee initially lobbied on behalf 

of Catholic commercial rights before focusing on Catholic relief more generally. Relief acts 

passed in 1774, 1778, and 1782 granted Catholics partial political recognition, the right to 

longer leases and to purchase land, and removed most constraints on Catholic clergy and 

education. This in turn encouraged Irish Catholic support for the war in America (1775–

1783); Irish bishops fasted for the British in America and pled allegiance to the Hanoverian 

crown.7 The number of Irish Catholics in the British army increased, which further 

contributed to the lacking military presence in Ireland during the war in America. As a result, 

the citizen militia, the Volunteers, was formed and by the end of 1779 had a membership of 

40,000. O’Keeffe claims that his father-in-law Gerald Heaphy and his son Tottenham were 

both members of the Volunteers and recalls the green Volunteer uniform that his son used to 

 
7 Thomas O’Connor, ‘The Catholic Church and Catholics in an Era of Sanctions’, in The Cambridge History of 

Ireland (Cambridge: Cambridge University Press, 2018), III, pp. 257–279 (p. 279). 
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wear – ‘with a little cap, and L. I. upon it – Light Infantry’.8 O’Keeffe fails to mention his 

own alleged membership, which is affirmed by Adelaide who states that her father ‘gloried in 

being marshalled a Dublin Volunteer, his own little son being in the Light Infantry corps, and 

his brother a lieutenant in the same’.9 O’Keeffe was one of a limited number of Catholic 

members of the Volunteers whose membership mainly consisted of middle-class Protestant 

professionals and politicians. O’Keeffe’s exact motivation for joining the Volunteers is 

unknown – perhaps he was inspired by his father-in-law’s membership, or perhaps he was 

attracted by the sense of security that the Volunteers offered.10  As aforementioned, 

O’Keeffe’s family were ‘devoted to the house of Stewart’ and Adelaide even indicates that 

her father was at one point ‘intended for foreign military service’, which suggests that 

O’Keeffe intended to join the Jacobite army overseas.11 This did not materialise, and 

O’Keeffe pled allegiance to the Hanoverian crown. But unlike other Irish performers in his 

socio-professional circle such as Macklin and Owenson, O’Keeffe never renounced his 

Catholic faith. It is reasonable to suggest that this amalgamation of loyalties that included his 

Hanoverian allegiance, Irish patriotism, and Catholic devotion cultivated a fusion of national 

identity for O’Keeffe ever before he left for London. 

As aforementioned, the Volunteers membership included middle-class professionals 

and politicians, and it was the unification of elite and popular politics that led to Irish 

commercial and constitutional reform with the Free Trade Act (1779) and Irish legislative 

 
8 O’Keeffe, Recollections, I, p. 260.  

9 O’Keeffe, O’Keeffe’s Legacy to his Daughter, pp. xxii–xxiii.  

10 Ibid., p. xxii. See also Burke, Riotous Performances, p. 272. 

11 Ibid.  
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independence (1782).12 Politician members of the Volunteers included Patriot Party MPs 

Henry Grattan and Henry Flood who O’Keeffe mentions in Recollections: he describes 

Grattan as ‘vehement and animated’ and Flood as the ‘Irish Cicero’.13 While verification of 

O’Keeffe’s Volunteer membership relies on his daughter’s word, theatre records verify 

O’Keeffe’s direct interaction with Volunteer propaganda on the Dublin stage. But before 

delving into O’Keeffe’s exposure to political theatre and song at the end of his Dublin career, 

it is necessary to outline O’Keeffe’s exposure to Irish music and drama throughout his Dublin 

career. There is little doubt that O’Keeffe’s thespian days in Dublin contributed towards his 

well-known epithet, ‘The English Moliere’ and the next section will outline the formative 

roles he played in works by Irish dramatists that influenced his comic and musical oeuvre.  

2.2 Influential Theatre Practitioners 

On 14 January 1767, Smock Alley theatre produced O’Keeffe’s authorial debut with his two-

act farce The She-Gallant; or, Square Toes Outwitted. 14 The plot concerns a sixty-three-year-

old bachelor named Sir Geoffry Gingle who has had a falling out with his nephew and heir, 

Delamore (played by O’Keeffe). Gingle is left with the dilemma of procuring an heir and is 

promised the eighteen-year-old Emily. Emily does not want to marry Gingle because she is in 

love with Delamore and Delamore with her. After an incognito escapade formulated by 

Delamore’s sister Florimel (the She-Gallant), Gingle decides against marrying Emily and 

requests that her father consent to Emily and Delamore’s marriage. The subplot concerns the 

romantic endeavours of Delamore’s servant Thady McBrogue and Emily’s maid Betty. 

Thady MacBrogue is a character of note because he is the only example of a stereotypical 

 
12 James Kelly, ‘The Politics of Protestant Ascendancy, 1730–1790’ in The Cambridge History of Ireland, III, 

pp. 48–73 (p. 49). 

13 O’Keeffe, Recollections, I, p. 263, p. 261.  

14 The She-Gallant received a total of five performances the 1766–1767 season. See Appendix.  
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Stage Irishman in a work by O’Keeffe. Played by actor James Jones who was associated with 

Stage Irishman roles, Thady reveals Stage Irishman conventions of blundering, 

mispronunciation, and illiteracy that are apparent in his very first line – ‘Je vous remercies, I 

am bravely sir, thank your axing’, as well as a nonchalant attitude to violence: 

murther, arrah fat murther, an ould son of a whore that has one leg already in the 

grave, and if I trip the other after it, is that murther, oh the devil’ a murther in that 

sure.15 

There is no question that Thady displays an outdated Irish stereotype and therefore it is 

reasonable to suggest that O’Keeffe’s inclusion of Thady was a premature unawareness of the 

more contemporary representation of Irish characters on the stage, characters with whom he 

was quickly familiarised via the roles he played in leading Irish dramatists’ works, 

particularly those of Charles Macklin. 

2.2.1 O’Keeffe and Charles Macklin: Love a la Mode (1759) and The Trueborn Irishman 

(1762) 

Born Cathal MacLochlainn (1699?–1797) to an Irish-speaking Catholic family in Donegal, 

Macklin moved to England and was active on the London stage from the 1720s. On 14 

February 1741, Drury Lane theatre saw Macklin’s debut as Shylock in The Merchant of 

Venice, a role with which he became synonymous and relished for the next fifty years. 

Macklin’s movement between Dublin and London theatres in the early 1770s provided 

O’Keeffe with the opportunity to perform in The Merchant of Venice as Gratiano alongside 

Macklin as Shylock.16 In Recollections, O’Keeffe does not reflect on acting alongside 

Macklin, but holds him in high regard:  

 
15 O’Keeffe, The She-Gallant; or, Square Toes Outwitted (Dublin: Thomas Wilkinson, 1767), p. 4, p. 6.  

16 CAP: 26 Nov 1770, 14 Jan 1771; SA: 20 Nov 1772. 
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He was full of information, had a powerful mind, and his conversation gave me a 

great pleasure. I often contradicted him, purposely to draw him out; this few dared to 

do except myself, but I was his favourite of all whom he made happy by his society. 

His conversation among young people was perfectly moral, and always tended to 

make us better: he was, in my opinion, as to intellect, a very shining character, and in 

all instances, I knew him to be a worthy man.17 

O’Keeffe also performed alongside Macklin in Colley Cibber’s The Provoked Husband 

(1728) as well as in Macklin’s farces Love a la Mode and The True-Born Irishman; or, Fine 

Irish Lady. These farces introduced O’Keeffe to a modern representation of the Irish 

character as well as on-stage criticism of the political situation in Ireland.  

According to Theatre in Dublin, O’Keeffe performed the role of Beau Mordecai 

alongside Macklin as Archy Macsarcasm in Love a la Mode on two recorded occasions.18 

Based on Portia’s dilemma in The Merchant of Venice, Love a la Mode presents a young lady 

named Charlotte who is faced with four potential suitors – the Scotsman Sir Archy 

MacSarcasm, the Englishman Squire Groom, the Jewish man Beau Mordecai, and the 

Irishman Sir Callaghan O’Brallaghan. The Irishman O’Brallaghan outshines his competitors 

and gets the girl. Love a la Mode’s originality is seen in his repositioning of the Irish 

character from one of ridicule to one of triumph, but the Sir Archy MacSarcasm character is 

known to have offended the Scots.19 The farce did not, however, cause controversy to the 

extent that The True-Born Irishman did, the second Macklin farce that O’Keeffe had the 

opportunity to act in alongside the dramatist himself. 

 
17 O’Keeffe, Recollections, II, p. 318.  

18 CAP: 6 Mar 1771; SA: 20 Nov 1772. 

19 A Scotsman’s Remarks on the Farce of Love a la Mode Scene by Scene. As it is Acted at the Theatre Royal in 

Drury Lane (London: J. Burd, 1760). 
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Theatre in Dublin accounts for five recorded occasions on which O’Keeffe performed 

the role Pat Fitzmungrel alongside Macklin as O’Dogherty in The True-Born Irishman.20 

Based on Shakespeare’s Taming of the Shrew, The True-Born Irishman presents Dubliner 

Murrough O’Dogherty who is determined to relieve his wife of her obsession with London 

fashions, an obsession that reveals itself in her attempt to eradicate her Irish accent. 

O’Dogherty also criticises the penal code and absentee landlords, and calls for political 

reform. All ends well and O’Dogherty restores his wife’s national pride; however, The True-

Born Irishman’s outright teasing of London fashions meant that it had to be revised as The 

Irish Fine Lady for the London stage in which O’Doherty ridicules the French instead of the 

English. The Irish Fine Lady premiered in Covent Garden on 28 November 1767 and failed. 

In Recollections, O’Keeffe praises The True-Born Irishman’s handling of national identity, 

but also reflects on Macklin’s indiscretion in its adaptation: 

This piece “The True-born Irishman’, was highly complimentary to the Irish national 

character. […] With its powerful strokes of satire, Macklin was yet indiscreet enough 

to bring it on the London stage, under the name of “the Irish Fine Lady”; but John 

Bull, pit, box, and gallery, said No!’21 

O’Keeffe’s reprised roles in these Macklin farces could have enlightened him as to the 

receptive realities of Irish political commentary on the London stage as well as evolving Irish 

representation that repositioned the Irish character from one of mockery to one of agency. 

Macklin’s influence on O’Keeffe is accompanied by that of Oliver Goldsmith (1728–1774) 

whose mischievous character Tony Lumpkin in She Stoops to Conquer (1773) proved to be 

O’Keeffe’s ticket to London.  

2.2.2 O’Keeffe and Oliver Goldsmith: She Stoops to Conquer 

 
20 CAP: 7, 10, 18, 24, 31 Dec 1770.  

21 O’Keeffe, Recollections, I, p. 62.  
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Goldsmith’s She Stoops to Conquer had its Irish premiere in Smock Alley theatre on 13 April 

1773 with O’Keeffe in the role Tony Lumpkin, a role that O’Keeffe reprised throughout his 

Dublin career. She Stoops to Conquer documents the affairs of the well-to-do country family 

the Hardcastles, their guests, and consequent mishaps over the course of one day. The comic 

relief reveals itself in Tony Lumpkin’s destructive disturbances – two guests on their way to 

the Hardcastle home unfortunately bump into Tony in the local tavern who mischievously 

misdirects them to the nearby ‘inn’, which is in fact the Hardcastle home. Revisiting the 

Restoration comedy of manners in its immoral behaviour, comic calamity, and witty repartee, 

She Stoops to Conquer played a major role in informing O’Keeffe’s comic oeuvre, especially 

the Tony character who was the protagonist of O’Keeffe’s sequel Tony Lumpkin in Town 

(SA: 13 April 1774). This farce not only saw O’Keeffe star as Tony, but it went on to be his 

first work performed in London (HAY: 2 July 1778).22
 It must be noted, however, that 

O’Keeffe’s positive reception in London was not solely down to comic convention. O’Keeffe 

struck a fine balance between sentimentalism and comedy in his musical works, a balance 

that was spearheaded by Sheridan and the Linleys’ comic opera, The Duenna (1775).   

2.2.3 O’Keeffe, Richard Brinsley Sheridan, Italian Music, and Kane O’Hara  

Although O’Keeffe did not appear in The Duenna’s Dublin premiere in Fishamble Street on 

21 February 1777, he did appear as Octavian (Antonio in The Duenna) in its unauthorised 

adaptation, The Governess, in Crow Street on 1 February 1777.23 The Duenna’s dramatic 

innovation was seen in its departure from the all-encompassing sentimental plotline that had 

 
22 O’Keeffe also wrote Tony Lumpkin’s Ramble thro’ Cork (1773), Tony Lumpkin’s Frolics through Dublin 

(1776) and Tony Lumpkin’s Frolics thro’ Cork (1780). 

23 While the names of characters were changed, dialogue and songs remained the same for the most part. See 

Greene, Theatre in Dublin, III, p. 1694.  
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dominated English comic opera of the 1760s.24 The Duenna’s plot focuses on Don Jerome 

and his children Louisa and Ferdinand; Don Jerome does not approve of his children’s love 

interests and this leads to a series of hoax elopements and incognito mishaps. The sentimental 

plot reveals itself in true love conquering all with the joyous reunion of the lovers in the final 

scene, while the comedy reveals itself in Don Jerome’s foolishness. The Duenna was also 

notable for its inclusion of Scottish airs and O’Keeffe’s familiarity with The Duenna could 

have inspired the integration of Irish airs in his London comic operas. It might be assumed 

that the composer took full responsibility for choosing the borrowed musical material, but as 

mentioned in the previous chapter, this was not the case for O’Keeffe who also contributed to 

the compilation of musical borrowings, Irish and otherwise.25 O’Keeffe’s wider knowledge of 

Italian music could have been a result of his exposure to the vibrant Italian music scene in 

Dublin. As well as referencing Castrucci’s funeral procession in Recollections, O’Keeffe also 

mentions the oratorios and serenatas of Giuseppe Passerini, the minuets and rondos of 

Francesco Saverio Geminiani, the vocal performances of Giusto Ferdinando Tenducci, and 

the infamous De Amici burletta company’s performance of La Cascina, which O’Keeffe says 

he attended.26 As well as being exposed to Italian burletta in Dublin, O’Keeffe was exposed 

to the emergence of a new genre, the English burletta. 

 
24 The blending of sentimental and farcical plots in O’Keeffe’s works is the focus of Michael David Swanson’s 

dissertation ‘The Vehicle of Delight and Morality: Humour and Sentiment in the Plays of John O’Keeffe as a 

Reflection of Late Eighteenth-Century British Theatrical Comedy’ (unpublished doctoral thesis, Ohio State 

University, 1991). 

25 See Chapter One, p. 7–13.  

26 O’Keeffe, Recollections, I: Passerini, pp. 56–57; Geminani, p. 57; Tenducci, pp. 139–140; De Amici, p. 52–

53.  
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Librettist and amateur musician Kane O’Hara’s pioneering English burletta Midas 

(CS: 22 January 1762) was an all-sung pasticcio with recitative based on classical mythology. 

According to O’Keeffe, Lord Mornington (Garret Wesley) commissioned O’Hara to write 

Midas for Crow Street theatre ‘in opposition to the Italian burletta at Smock-Alley’.27 

O’Keeffe also claims to have been present in O’Hara’s home in Dublin when O’Hara along 

with amateur musicians Lord Mornington and William Brownlow MP were ‘settling the 

music for Midas’.28 O’Keeffe’s use of the word ‘settling’ suggests that all three men had 

some say in the compilation of the borrowed musical material for Midas and O’Keeffe’s 

alleged presence during this exchange demonstrates his early exposure to a collaborative 

approach in compiling a pastiche score – and what better example than Midas with its 

eclectic borrowed material ranging from Hasse, Arne, Burney, Boyce, Handel, Rousseau, 

Pescetti, and Carolan.29 O’Keeffe reprised the roles of Damaetas and Midas in O’Hara’s 

burletta throughout his Dublin career.30  

This section on Dublin theatre practitioners has provided some valuable insight into 

the influential roles that may have informed O’Keeffe’s creative motivations, with roles in 

Midas and The Duenna enlightening him as to the conventions of borrowed musical material 

and roles in Macklin and Goldsmith informing his comic oeuvre, social critique, and Irish 

representation. As stated above, O’Keeffe’s authorial debut The She Gallant presents the only 

example of a traditional Stage Irishman character that O’Keeffe ever wrote, but The She 

Gallant also presents O’Keeffe’s early disposition to include song in his written works. The 

 
27 Ibid., p. 53.  

28 Ibid.  

29 Most of the borrowed musical material in Midas has been traced by Fiske in English Theatre Music, pp. 608–

610. 

30 See Appendix One for O’Keeffe’s recorded performances in Midas.  
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She Gallant includes three songs, the third of which was performed by Thady McBrogue 

played by Stage Irishman character actor James Jones who also performed Irish airs as 

entr’acte musical entertainment. This performance reality raises questions concerning the 

status of Irish music in Dublin at this time. Therefore, a brief intermezzo section entitled ‘The 

State of Ancient Irish Music in the Eighteenth Century’ will intercede before providing any 

insight into Jones’ Irish music performances on the Dublin playhouse stage. This intermezzo 

section will contextualise the sense of cultural and musical autonomy that permeated Dublin 

in the 1770s via the publication of Irish music and antiquarian histories in the build up 

towards the first history of music in Ireland, which also included the first extensive biography 

of Carolan.31  

  

 
31 Joseph Cooper Walker, Historical Memoirs of the Irish Bards (Dublin: Luke White, 1786). 
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Figure 2.1 Francis Bindon, Portrait of Turlough O’Carolan (c.1720), oil on copper 
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Intermezzo: Ancient Ireland and Irish Music in the Eighteenth Century 

Eighteenth-century Irish musical autonomy and antiquarianism was embodied in the musical 

innovation of Carolan that combined Italian baroque modes with Irish folk melodies. This 

hybridity was also reflected in his patronage that included families of the dispossessed 

Catholic Gentry and the Protestant Ascendancy. 32 Carolan’s movement across religious and 

cultural divides in eighteenth-century Ireland also coincided with the realisation that Irish 

harp music was in decline. Its marginalisation was lamented in poetry and critical essays 

before and after Carolan’s death. Matthew Pilkington suggests that Carolan represents the 

apex of a bygone Irish tradition that had been overtaken by Italian art music, which is echoed 

by Laurence Whyte who draws parallels between Carolan and Orpheus: 

The greatest Genius in his way, 

An Orpheus, who could sing and play, 

So great a Bard where can we find,  

Like him illiterate and blind. 33 

This classical comparison implies a high intellectual and cultural standing, and is revisited by 

Goldsmith who compares Carolan’s songs to those of Pindar.34 Greek analogies continue in 

the writings of travel writer Thomas Campbell who states that ‘like Homer [Carolan] was 

 
32 Leith Davis, Music, Postcolonialism, and Gender. The Construction of Irish National Identity, 1724–1874 

(Indiana: University of Notre Dame Press, 2006), p. 47; Joan Trimble, ‘Carolan and His Patrons in Fermanagh 

and Neighbouring Areas’, Clogher Record, 10 (1) (1979), 26–50. 

33 Matthew Pilkington, ‘The Progress of Music in Ireland. TO Mira’ (Dublin: 1725), in The Field Day 

Anthology of Irish Writing, Seamus Deane (ed), 5 vols (Derry: Field Day Publications, 1991), I, pp. 409–412 

(p.411). Laurence Whyte ‘Dissertation on Italian and Irish Musick (Dublin: [n. pub.],1740); reprinted in Field 

Day Anthology, I, pp. 412–425. 

34 Goldsmith, ‘Carolan: The Last Irish Bard’, in The British Magazine (July 1760); reprinted in Field Day 

Anthology, I, p. 667. 
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blind, and like him, went about singing and playing his rhapsodies.35 Campbell and 

Goldsmith also comment on his virtuosic musicianship: Campbell defines Carolan’s ear as 

‘exquisite’, his memory ‘tenacious’ and Goldsmith reports his ability to reproduce a Vivaldi 

concerto having heard it once.36  

 Publications concerning the declining bardic musicianship corresponded with the first 

notated music collection that was dedicated entirely to Irish music, the Neals’ A Collection of 

the Most Celebrated Irish Tunes (1724). Such publications continued with T. Carolan’s 

Compositions of Carolan (c. 1742), Burk Thumoth’s Twelve Scotch and Twelve Irish Airs (c. 

1745) and Twelve English and Twelve Irish Airs (c. 1745), John Lee’s A Favourite Collection 

of the So Admired Old Irish Tunes (1778), Jackson’s Celebrated Irish Tunes (1778), and 

Edmund Lee’s A Collection of Irish Airs by the Celebrated Composers Carolan and Conolan 

(1780). The spike in Irish music publications in the late 1770s might have had something to 

do with the emerging associational culture with antiquarian interests such as the Dublin 

Society (1772–1774), the Hibernian Antiquarian Society (1778–1783), and later, the Royal 

Irish Academy (from 1785). The 1770s also saw the publication of Sylvester O’Halloran’s 

histories of Ancient Ireland as well as the more extreme antiquarian histories of Charles 

Vallancey who endorsed Indo-Scythian migration as the origin of the Ancient Ireland. 37 

 
35 Thomas Campbell, Philosophical Survey of the South of Ireland in a Series of Letters to John Watkinson, MD 

(London: T. Cadell, 1777), p. 450. 

36 Campbell, Historical Survey, p. 453; Goldsmith, ‘Carolan: The Last Irish Bard’, p. 284.  

37 Sylvester O’Halloran, An Introduction to the Study of the History and Antiquities of Ireland (London: J. 

Murray, 1772) and General History of Ireland (London: A. Hamilton, 1778) Charles Vallancey, Collectanea de 

rebus Hibernicis, 6 vols (Dublin: R. Marchbank; Luke White; Graisberry and Campbell, 1770–1804); An Essay 

on the Antiquity of the Irish Language ((Dublin: Samuel Powell, 1772); A Grammar of the Iberno-Celtic, or 

Irish Language (Dublin: G. Faulkner, T. Ewing, and R. Moncrieffe, 1773). See Norman Vance, ‘Vallancey, 

Charles’, in Oxford DNB <https://doi.org/10.1093/ref:odnb/28051> [accessed 23 April 2020]. 
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Vallancey’s theories were given some credence and were referenced in the first history of 

Irish music, Historical Memoirs of the Irish Bards (1786), which traces Irish bards and their 

music to the mythological Irish races of the Tuatha de Dannan and the Milesians.38 In 

Recollections, O’Keeffe acknowledges his Milesian heritage when recalling an incident that 

took place in the Smock Alley green room. O’Keeffe states that he came to a ‘terrified’ 

Elizabeth Pope’s rescue when theatre manager Richard Daly was pounding on the door: 

for the honour of our Green Island, I brushed up my bit of Milesian valour, desired 

her to take my arm, and with my sheathed sword in my hand (all wore swords in those 

days) I led her through the riotous group.39 

O’Keeffe’s acknowledgement of his Milesian heritage suggests his familiarity with the 

promotion of a civilised Ancient Ireland in the antiquarian histories of the 1770s and 1780s. 

Dublin’s appetite for antiquities combined with its associational culture, the publication of 

Irish folk music, and the realisation of the waning bardic tradition demonstrates Irish 

motivation for the cultivation and preservation of Irish music. This of course culminated in 

the Belfast Harp Festival in 1792 and Edward Bunting’s three-volume music collection, The 

Ancient Music of Ireland (1796, 1809, 1840).  

Having outlined the sense of Irish cultural and musical autonomy that permeated 

Dublin city while O’Keeffe lived there, the next section will provide some insight into the 

direct interaction that O’Keeffe had with Irish music performance on the Dublin stage, before 

and after the Volunteers infiltrated the theatre in 1779.  

 
38 Walker, Historical Memoirs of the Irish Bards p. 4. 

39 O’Keeffe, Recollections, II, pp. 42–43. Theatre in Dublin lists Elizabeth Pope as an actor in Capel Street 

during the 1770–1771 season. 
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Influential Music Practitioners 

2.3.1 O’Keeffe and James Jones: The She-Gallant and Irish song 

As discussed above, The She Gallant saw the end of O’Keeffe’s association with the 

traditional Stage Irishman, but it also saw his early disposition to include song in his works. 

The She-Gallant accounts for three singing characters who each perform one air. 

Unfortunately, any investigation into the songs in The She-Gallant comes to a quick dead end 

– neither music nor lyrics exists. The songs feature as stage directions as follows: Florimel: 

‘Oh sir I protest you do not leave us’ (sings); Betty: ‘I’ll divert myself with a song’ (sings); 

Thady: ‘I’ll sing a bit of a song’ (sings).40 O’Keeffe’s inclusion of songs in The She Gallant 

could be easily overlooked and considered irrelevant, but his reference to them when writing 

about the violinist and Smock-alley band leader Charles Clagett suggests otherwise: 

Charles Clagitt was a very good musician… he was leader on violin of all the great 

concerts and theatre bands, and was excellent in accompanying the voice, which he 

never drowned by his own scrappery; by this the singer was heard in words and 

melody, and the fortes and pianos were more distinct…Charles Claggit was the leader 

of the band at Smock-alley when my “She Gallant” came out and accompanied the 

songs in that piece.41  

O’Keeffe’s mention of the songs in this context, as well as his categorisation of The She 

Gallant as a two-act opera in Recollections, indicates that the songs in The She Gallant were 

of significance to him even though the spoken text that introduces them suggests that they 

were simplemusical entertainments.42 The third song is performed by Thady who was played 

by James Jones, a performer that Theatre in Dublin lists as both an actor and a singer in the 

 
40 O’Keeffe, The She-Gallant (Dublin: Thomas Wilkinson, 1767), p. 8, p. 14, p. 15. 

41 O’Keeffe, Recollections, I, pp. 141-142.  

42 O’Keeffe, Recollections, II, p. 359.  
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1766–1767 season.43 A closer look at Jones’ recorded performances this season reveal that as 

well as playing Stage Irishman characters, Jones also sang as part of the entr’acte and end of 

play musical entertainments.44 Take for example Jones’ first listed performance this season on 

26 December 1766: as well as starring as Stage Irishman O’Clabber in the afterpiece, The 

Reprisal (1757), Jones also performed an Irish cantata at the end of the third act in the main 

piece, Macbeth.45 Such a performance pattern continued the following evening. Jones 

performed an Irish cantata at the end of the third act in the main piece, King Richard III; then 

starred as O’Blunder in the afterpiece, The Brave Irishman; and finally, he brought the 

evening to a close with ‘an Irish song’.46 Theatre in Dublin lists Jones’ other vocal 

performances this season as follows:  

  

 
43 Greene, ‘Stage Irishmen, 1745-1820’ in Theatre in Dublin, 1745-1820: A History, II, pp. 532-533.  

44 Other Stage Irishman roles that Jones played include O’Blunder in The Brave Irishman, Macahone in The 

Stage Coach, O’Clabber in The Reprisal, Terry McCarthy in The Connaught Wife, Teague in The Committee, 

O’Cutter in The Jealous Wife, O’Flaherty in The West Indian.  

45 For the other music interpolations, see Theatre in Dublin, II, p. 1079. 

46 Ibid. 
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Table 2.1 James Jones’ Vocal Performances (1766–1767) 

 

No record of music or lyrics for these songs exist, but Jones’ singing roles this season draw 

attention to the performance of Irish song in serious situations (Irish cantatas as part of the 

main piece entr’acte musical entertainment) and comic situations (songs in character while 

playing a Stage Irishman).47 Jones’ performances throughout O’Keeffe’s debut season 

demonstrate O’Keeffe’s early exposure to the diversity of Irish music performance on a 

professional platform, which could have very well contributed towards O’Keeffe’s 

distribution of Irish music amongst serious and comic characters in his London works. 

Another Irish music practitioner that this chapter argues contributed towards O’Keeffe’s Irish 

music aesthetic in his London works was dancer and choreographer Robert Aldridge (d. 

1793) whose ‘national ballet’ The Irish Lilt was made up of ‘original Irish airs’, two of which 

feature in O’Keeffe’s The Poor Soldier and The Castle of Andalusia. 48 

  

 
47 ESTC, ECCO, nor Jisc Library Hub list any eighteenth-century Irish cantatas.  

48 O’Keeffe, Recollections, I, p. 50.  

Date Main piece Afterpiece Source  

SA: 31 Dec 

1766 

The Beggar’s Opera   

End of Act 1: An Irish 

Cantata by Jones. 

 

The Reprisal DG and FDJ: 27–30 

Dec 1766 

SA: 03 Jan 

1767 

The Gamester  

End of Act 1: An Irish 

Cantata by Jones. 

 

Neck or 

Nothing  

DG and FDJ: 30 Dec–

3 Jan 1767 

SA: 26 Mar 

1767 

James Jones 

benefit 

 

King Lear  

End of Act 3: A favourite 

Duet in Irish by Jones 

and Miss Brown. 

 

The She 

Gallant 

DG and FDJ: 17–21 

Mar 1767 
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2.3.2 O’Keeffe and Robert Aldridge: The Irish Lilt and Irish Music 

According to the Memoirs of Charles Lee Lewes, Aldridge was an ‘excellent dancer’ of 

‘pleasing Hibernian ballets’.49 Lewes reports that Aldridge’s Irish dance suited ‘the taste of 

the most refined judges of dancing in England’, and compliments in The Theatrical Monitor 

admire his ‘figure, strength, agility, and swiftness’.50 While these reviews cannot be taken at 

absolute face value, they nonetheless demonstrate favourable impressions of Aldridge that 

were in circulation before and after his death. Aldridge danced in Crow Street in the late 

1750s before Drury Lane theatre saw his London debut with The Irish Lilt on 23 October 

1762. Aldridge moved between Dublin and London theatres throughout the 1760s and was 

active in Dublin for O’Keeffe’s debut season (1766–1767) during which time Theatre in 

Dublin accounts for seven recorded performances of The Irish Lilt.51 The tunes used in the 

ballet were later included in Two Hundred and Four of the Best Country Dances Performed 

at Court (1775) and on comparing these melodies with the above mentioned comic operas, it 

is apparent that the eponymous tune ‘Irish Lilt’ shares its melody with ‘A Rose Tree in Full 

Bearing’ in The Poor Soldier; and ‘Lango Lee’ with ‘New Graces’ in The Castle of 

Andalusia. 52 It is reasonable to suggest that O’Keeffe’s use of these Irish melodies was 

 
49 Charles Lee Lewes, Memoirs of Charles Lee Lewes, 4 vols (London: Richard Philips, 1805), II, pp. 163–178. 

(p. 164).  

50 Ibid., pp. 176–177. ‘News’, in Theatrical Monitor or Stage Management and Green Room Laid Open, 21 Nov 

1767, Issue 5. 

51 Recorded performances: 17, 22, 23, Dec 1766; 16 Jan; 9, 20 Feb; 5 May 1767. Other listed dances by 

Aldridge this season include The Burgo Master, The Scotch Revels, The Highland Reel, The Whim Hornpipe, 

The Tambourine Dance.  

52 Two Hundred and Four of the Best Country Dances Performed at Court (London: [n. pub.], c. 1775), pp. 91–

93. Tune titles: ‘Lango Lee’, ‘Irish Lilt’, ‘Trip to Dargle’, ‘Priest in his Boots’, and ‘She la na Gig’.  Fleischmann 
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informed by their inclusion in Aldridge’s ballet, which he very likely saw performed during 

this Dublin season. Coupled with Jones’ Irish song recitals, Aldridge’s Irish ballet 

demonstrates O’Keeffe’s exposure to serious Irish music performance as an integral part of 

the Dublin playbill. It must also be noted that O’Keeffe’s use of the word ‘national’ to 

describe Aldridge’s ballet not only insinuates O’Keeffe’s pride in Irish music, but also the 

power of nationalist sentiment in musical performance. The only other time O’Keeffe uses 

the word ‘national’ to describe Irish music in Recollections is in reference to Robert Owenson 

(1744–1812), a performer with whom O’Keeffe states he was ‘well acquainted’.53   

2.3.4 O’Keeffe and Robert Owenson: Irish Song and Political Propaganda 

Born Robert MacOwen in Mayo, Owenson anglicised his name, converted to Protestantism, 

and moved to London where he studied singing with organist and composer John Worgan.54 

The summer of 1770 saw Owenson’s singing debut at the Vauxhall Gardens and 4 November 

1771 saw his Covent Garden debut as the titular character in Nicholas Rowe’s Tamerlane 

(1701).55 Owenson developed a reputation for playing Stage Irishman roles in London and his 

Dublin debut saw him play the role of Major O’Flaherty in The West Indian (1771) alongside 

O’Keeffe as Varland (CS: 21 October 1776). O’Keeffe held Owenson in high regard, 

particularly for his vocal ability and performance of Irish song:  

 
lists The Irish Lilt in Sources of Traditional Irish Music (tune nos: 1735–1741), which includes two extra tunes 

(‘Johnny Magil’ and ‘Teague’s Ramble’) that are not listed in Two Hundred and Four.  

53 O’Keeffe, Recollections, I, p. 354.  

54 Robert J. Bruce, ‘Worgan, John’, in Oxford DNB <https://doi.org/10.1093/ref:odnb/29974> [accessed 23 

April 2020]. 

55 Records list him as a bass singer in Vauxhall Gardens in 1770 

<www.vauxhallgardens.com/vauxhall_gardens_singers_page.html> [accessed 24 April 2020] 

https://doi.org/10.1093/ref:odnb/29974
http://www.vauxhallgardens.com/vauxhall_gardens_singers_page.html
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In Ireland I was very well acquainted with Owenson: his singing of the Irish songs, 

being master of the Irish language, as also a perfect musician, as to voice, had great 

effect with the admirers of our national melody. 56 

While the above section speculates that Aldridge’s ballet informed O’Keeffe’s use of 

borrowed musical material in The Poor Soldier and The Castle of Andalusia, O’Keeffe 

explicitly states in Recollections that Owenson sent him an Irish planxty that he used in The 

Poor Soldier:  

His [Owenson’s] prime character was Teague in “The Committee, or the Faithful 

Irishman” in which, wrapped in a blanket, and flourishing his great oaken cudgel, he 

sung an Irish planxty, perfect in language, style and action; all which rendered his 

benefits very substantial*. 57  

The asterisk points the reader towards a footnote that reads ‘Owenson sent me over this tune, 

and to it I wrote the Finale to the “Poor Soldier”’ – and both Fleischmann and Fiske have 

traced this planxty to Carolan’s ‘Planxty Conor’.58 O’Keeffe acknowledges this musical 

transaction, but the same cannot be said for their collaborative performances on the Dublin 

stage before and after the Volunteers infiltrated the theatres in the autumn of 1779. This rest 

of this section will outline O’Keeffe’s exposure to and interaction with Owenson’s assertive 

stage persona, which demonstrated a strong political presence and a strong association with 

Irish song.  

It did not take Owenson long to attract the attention of reviewers in Dublin following 

his debut as O’Flaherty in The West Indian. The Public Record reports that Owenson went 

off script and introduced an Irish song and Irish phrases, which the review states could be 

 
56 O’Keeffe, Recollections, I, p. 354. 

57 Ibid., pp. 354–355. 

58 Ibid.  



65 

 

interpreted by some as ‘claptrap’.59 Perhaps this impromptu performance had something to do 

with the slow start to Owenson’s acting and singing career; however, it seems his fate to 

become a well-regarded singer excelled as soon as he was cast as Carolan in a choral 

procession on 15 April 1777 (which was also O’Keeffe’s wife’s benefit night).60 The main 

piece performed was Hugh Kelly’s False Delicacy (1768) and the afterpiece was Sheridan’s 

St Patrick’s Day; or, the Scheming Lieutenant (1775) in which O’Keeffe and Owenson were 

‘principal characters’. O’Keeffe contributed a newly written one-act interlude starring 

himself entitled Tony Lumpkin’s Frolicks through Dublin and the final number of the evening 

was the choral procession, which Faulkner’s Dublin Journal describes as a true spectacle: 

a grand emblematical festive choral procession and pageants; consisting of Kings of 

Leinster, Ulster, Munster and Connaught; Strongbow, Earl of Pembroke, De Courcy, 

Baron of Kingsale; Sifric and King of the Danes, Hibernia in a triumphal carr; each 

attended with their respective Arms, Achievements, Ensigns and Appendages, Druids, 

Bards, Banshees, Leprechauns, Hibernians in their original and present State, Peace, 

Fame, Hospitality, Industry, etc. etc.61  

This procession concluded with ‘a song by Carolan, the ancient Irish bard, and Grand Chorus 

by all the Characters. Carolan Mr. Owenson’.62 It is possible that O’Keeffe played some part 

in arranging this choral procession when one considers the resemblance it bears with the 

procession in O’Keeffe’s The Shamrock; or, The Anniversary of Saint Patrick (1783), which 

includes ‘Irish characters and customs, pipers, and fairies, foot-ball players and gay hurlers’ 

 
59 Public Record; or the Freeman’s Journal, 26–29 October 1776. According to Burke, the song he introduced 

was taken from John McDermott’s comic opera The Milesian (1772). See Burke, Riotous Performances, p. 264.  

60 Greene, Theatre in Dublin, III, p. 1723. Source: FDJ 3–4 April 1777. 

61 Ibid. 

62 Ibid. 
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and Irish airs that O’Keeffe chose himself.63 Whoever was responsible, this procession marks 

the turning point in Owenson’s association with Irish song and extra-musical entertainments 

on the Dublin stage. Two weeks later, Crow Street theatre produced George Coleman’s 

prelude New Brooms, which according to Saunder’s Newsletter introduced 

some favourite Italian and Irish songs, particularly ‘Carolan’s Receipt for Drinking’ in 

Irish and ‘Pie Raska nuh Rourke’, in English and Irish, the Irish by Carolan, the 

translation by Dean Swift.64  

No cast list is provided for New Brooms on this date, but it is highly likely that it included 

Owenson considering that he had been cast as Phelim O’Flaherty (with song, alongside 

O’Keeffe as Sprighty) in the previous recorded performance of New Brooms on 23 January 

1777. Further evidence to suggest that Owenson performed the above singing roles is 

apparent in his appearance on the evening’s playbill otherwise – as well as performing the 

role of Teague (with a new Irish song) in the evening’s main piece The Twin Rivals (1702), 

Owenson also performed the evening’s prologue as ‘the character of an Irishman’ and sang 

the evening’s musical-epilogue.65 O’Keeffe later borrowed ‘Carolan’s Receipt for Drinking’ 

for a duet in The Castle of Andalusia, and perhaps Owenson’s performance of the air inspired 

its inclusion. Owenson continued to play the role of O’Flaherty throughout his Dublin career, 

a role that was often complemented by him singing the eighteenth-century Irish air 

 
63 O’Keeffe, Recollections, II, p. 49.  

64 Greene, Theatre in Dublin, III, p. 1731. Source: SNL 3 May 1777.   

65 Ibid.  
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‘Drimindhua Deelish’ – an air that had a strong Jacobite affiliation and allegory.66 Burke has 

made this connection and states:  

‘Drimindhua Deelish’ was an allegorical Jacobite song, and this song, coupled with 

the Irish officer’s Gaelic interpolations and his history of foreign service, would have 

associated O’Flaherty with the ‘wild Geese’, the Irish exiles in service overseas 

whose longed-for triumphant return was so frequently the subject of Jacobite poetry. 

It is also clear that this Jacobite subject continued to be legible to Dublin 

theatregoers.67  

The title of the song that Owenson sang when he played the Phelim character on the 23 

January 1777 (alongside O’Keeffe in the role of Sprighty) is not disclosed, but it could have 

very possibly been ‘Drimindhua Deelish’. 

This overview of Owenson and O’Keeffe’s interaction during Owenson’s debut 

season suggests that Owenson’s role as Carolan in the choral procession for Mrs O’Keeffe’s 

benefit kickstarted his strong association with Irish song on the Dublin stage. Further to the 

beginnings of Owenson’s career in Irish song, his association with the O’Flaherty character 

and the Jacobite air ‘Drimindhua Deelish’, which O’Keeffe most probably witnessed before 

he moved to London, demonstrates O’Keeffe’s exposure to the allocation of subversive song 

to characters in staged works. This moves us swiftly along to the political presence of the 

Volunteers on the Dublin stage throughout O’Keeffe’s final two seasons. The following 

examples will demonstrate O’Keeffe’s direct and indirect interaction with politics on stage 

 
66 W.A. Donaldson, Fifty Years of an Actor’s Life; or Thespian Gleanings (London: T.H. Lacy, 1858), p. 41. 

See ‘Drimman Dubh, or Dear Black Cow’, in Irish Song Project <http://irishsongproject.qub.ac.uk/song/25> 

[accessed 4 March 2020].  

67 Burke, Riotous Performances, p. 264.  
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and will contextualise O’Keeffe’s political frame of mind when he arrived in London in 

1781.  

The growing Volunteer membership in the early 1780s resulted in the emergence of 

Volunteer prologues, epilogues, and musical entertainments on the Dublin playhouse stage.68 

Owenson’s entr’acte musical entertainments were instrumental to promoting Volunteer 

propaganda on stage and the following two examples will demonstrate O’Keeffe’s exposure 

to Volunteer propaganda via Owenson’s musical performances. The first example took place 

on 28 February 1780 when Crow Street theatre produced King Arthur as the main piece, 

which according to the Faulkner’s Dublin Journal finished with 

a new grand emblematical transparency, representing Britannia, Hibernia, and 

America on the subject of the free trade of Ireland’, which Owenson brought to a 

close with a new song in the character of a Dublin Volunteer.69  

This was followed by the evening’s interlude Linco’s Travels starring O’Keeffe and 

afterpiece The Trueborn Irishman starring Owenson as Pat Fitzmungrel. This demonstrates 

O’Keeffe’s exposure to Owenson’s musical promotion of the Volunteer agenda, which was 

also the case on 10 April 1780 when Crow Street theatre produced The School for Scandal 

starring O’Keeffe as Crabtree and Owenson as Sir Tony Bumper. The pantomime interlude 

was Harlequin Skeleton; or the Liverly Re-taken, which the Hibernian Journal listed under 

its alternative title of Columbine Turned Volunteer.70 This was followed by Owenson singing 

a new Irish song in the character of a Volunteer sergeant before The Trueborn Irishman 

starring Owenson brought the evening to a close.  

 
68 Ibid., pp. 265–280. 

69 Greene, Theatre in Dublin, III, p. 1884. Source: FDJ 24–26 Feb 1780.  

70 Ibid., p. 1890. Source: HJ  7–10 Apr 1780. I have not been able to locate a text for this pantomime. 
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O’Keeffe was not, however, solely exposed to the political tide that swept the Dublin 

theatres by means of coincidental theatre programming – Theatre in Dublin documents 

recorded performances that demonstrate O’Keeffe’s interaction with politics on stage. For 

example, on 13 March 1780 O’Keeffe performed his newly written song dedicated to the 

Hibernian Military Associations as entr’acte entertainment.71 The lyrics were printed in the 

Hibernian Journal as follows: 

Let the shrill Trumpet sound 

To the Nations around,  

While HIBERNIA gives Breath to the Strain; 

‘Tis her Genius that sings,  

And on Vict’ry’s Wings,  

Her loud Fame shall spread wide o’er the Main.  

Her Songs greaty fir’d,  

By Freedom Coloniz’d,  

Independent of venal Regard;  

When his country’s the Word,  

See each Youth grasps a Sword,  

And bright Glory’s the wished-for Reward.72 

In Recollections, O’Keeffe also recalls writing a song entitled ‘Hibernia, Happy Favoured 

Isle’ to the tune of ‘Rule Britannia’ for Colin’s Welcome.73 I have not been able to locate 

‘Hibernia, Happy Favoured Isle’ but its title is similar to the lyrics of ‘Let the Shrill Trumpet 

Sound’, which perhaps could have also borrowed its melody from ‘Rule Britannia’. 

 
71 Greene, Theatre in Dublin, III, p. 1887. Source: HJ  29 Oct–1 Nov 1779.  

72 Lyrics taken from Burke, Riotous Performances, p. 273. 

73 O’Keeffe Recollections, I, p. 241. 
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Speculations aside, ‘Let the Shrill Trumpet Sound’ demonstrates O’Keeffe’s direct 

interaction with politics on the Dublin stage, and Burke goes as far as to suggest that 

O’Keeffe would have worn the Dublin Volunteer uniform when performing this song.74 

Dressed as an Irish patriot, singing about Ireland to what could have been a very well-known 

British melody, O’Keeffe demonstrates a fusion of national identity. 

The 1780–1781 season was O’Keeffe’s last on the Dublin stage, and his penultimate 

recorded performance on 10 May 1781 (actor Philip Glenville’s benefit night) indicates the 

ever-strong political status in Crow Street theatre before he left for London. Saunder’s 

Newsletter reports the Volunteer presence as follows:  

as those Gentlemen who form the very respectable Corps of County Volunteers intend 

humouring Glenville’s night with their patronage, and have kindly condescended to 

sit on the stage, it will be amphitheatrically formed for their reception, and such 

Gentlemen of other Volunteer bodies who may vouch safe their sanction. Military 

decorations, banners standards, colours, and kettle drums will be ornamentally 

interspersed, and a select band of wind instruments will perform several approved 

pieces of martial music.75  

William Congreve’s The Old Bachelor (1693) was followed by O’Keeffe’s newly written 

farce The Diligence; or, A Trip to Killarney starring O’Keeffe as Squire Somebody and 

Glenville as Thurlough Rawet Manahone (with songs). The night ended with a new song 

composed and performed by Glenville in honour of the Volunteers. 76 O’Keeffe’s final 

recorded performance was on 21 May 1781 when he played Abberville in The Fashionable 

Lover, which brought his fourteen-year Irish career to a close. 

 
74 Ibid.  

75 Greene, Theatre in Dublin, III, pp. 1979-1980. Source: SNL 10 May 1781. 

76 Ibid.  
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Conclusion 

This chapter has set the context for this project’s investigation of O’Keeffe’s fluctuating 

sense of acquiescence and resistance to complete British solidarity against the backdrop of 

his association with the Volunteers, who did not renounce the crown but endorsed Irish 

political autonomy. It has also demonstrated a mandate that calls for a more detailed 

investigation of O’Keeffe’s Irish career, as well as a much more thorough investigation of 

Irish music and dance in the eighteenth-century Dublin playhouses. Nonetheless, this 

chapter’s insight into O’Keeffe’s Irish career has not only highlighted O’Keeffe’s Irish 

political sympathies but has also identified the Irish theatre and music practitioners who were 

most influential on O’Keeffe’s London career. Deciphering who these writers and performers 

are is open to interpretation, but it cannot be denied that Macklin informed his awareness of 

Irish representation and critical boundaries; Goldsmith his comic calamity and repartee; 

Sheridan his integration of folk music in comic opera; O’Hara his active role in choosing 

borrowed musical material; Jones and Aldridge his serious Irish theatrical song; and finally, 

Owenson his awareness of the subversive and empowering elements of song on stage. 

O’Keeffe’s relocation to London did not see him abandon his Irish patriotic leanings. As 

discussed in the previous chapter, O’Keeffe immersed himself in a vibrant network of 

London Irish dramatists on a professional and social level, particularly via his association 

with the BSSP charity.77 London also gave O’Keeffe the opportunity to collaborate with 

Shield and Arnold who strengthened the integration of Irish music in his works.  

These opening chapters have firmly set the tone for the upcoming case study chapters 

that endorse the interpretive role music plays in exposing O’Keeffe’s fluctuating sense of 

identity as a Catholic Irishman writing for the London stage. These four case study chapters 

will be presented in chronological order, the first being O’Keeffe and Arnold’s comic opera 

 
77 See Chapter One, pp. 4–7. 
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The Castle of Andalusia. It will be argued that O’Keeffe and Arnold promote an empowered 

Irish identity through challenging musical hierarchies and thereby producing an Irish civility 

on stage. 
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Chapter Three 

 

Musical Hierarchies and Irish Civilities in The Castle of Andalusia (1782) 

 

Introduction 

On arriving in London as a teenager, O’Keeffe claims that he was afraid he would be laughed 

at for his ‘Dublin brogue’.1 This anxiety most likely stemmed from the preconceived English 

notion that the Irish were a barbaric race, which dated as far back as the twelfth century with 

observations by Gerald Cambrensis reporting that the Irish were ‘wild’ and lived like 

‘beasts’.2 Tumultuous Anglo-Irish relations throughout the centuries did little to advance 

notions of Irish civility; rumours of Irish bestiality were in circulation, one of which included 

the sighting of Irish corpses with ‘tails near a quart of a yard long’ at a raid in Cashel in 

1647.3 Prejudice followed Irish immigrants to London in the eighteenth century where a 

number of work-related riots ensued: Irish labour underbid the English and resulted in the 

anti-Irish Spitalfields and Shoreditch riots in 1736; Irish coal workers rioted in 1768; and the 

Catholic Relief Bill in 1780 led to the anti-Catholic Gordon Riots in 1780, which were not 

necessarily anti-Irish in sentiment but the majority of Catholics living in London at this time 

were Irish.4 The end of the century saw the passing of the Act of Union (1800) following the 

failed United Irishmen rebellion, which reinforced an image of Irish incivility. But in Ireland, 

quite the opposite was true; by the mid-eighteenth century, a social enlightenment that 

 
1 O’Keeffe, Recollections, I, p. 73. 

2 Gerald Cambrenis, Topographia Hibernica (1186–7) and Expugnatio Hibernica (1189); quotation taken from 

F. X. Martin, ‘Gerald of Wales, Norman Reporter on Ireland’, Studies: An Irish Quarterly Review, 58 (1969), 

279–292 (p. 288). 

3 David Hayton, ‘From Barbarian to Burlesque: English Images of the Irish, c. 1660–1750’, Irish Economic and 

Social History, 15 (1988), 7–13, p. 8. 

4 Arthur Redford, Labour Migration in England, 1800-1850 (Manchester: Manchester University Press, 1976), 

p. 155.  
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prioritised a discourse of Irish civility had taken hold. Dublin city promoted an intellectual 

vibrancy and cosmopolitanism in its growing associational culture, its strong printing trade, 

libraries, coffee houses and taverns, and of course its vibrant theatre and Italian music scene.5 

Publications by Francis Hutcheson, Arthur Dobbs, and George Berkeley discussed moral and 

material improvement while the antiquarian histories by Vallancey and O’Halloran endorsed 

a civilised Ancient Ireland.6 This cultural, intellectual, and social autonomy permeated 

Dublin and must have strengthened O’Keeffe’s sense of Irish pride, which was maintained in 

London by his association with the London Irish thespian community.  

While the above section commented on Irish prejudice in the London workplace, Irish 

dramatists and performers were well-received in the London theatres. Top London Irish 

performers included Margaret Woffington (1720–60), Charles Macklin (c. 1697–1799), John 

Henry Johnstone (1749–1828) and tenor Michael Kelly (1762–1826) who most famously 

played Basilio and Don Curzio in Mozart’s Le nozze di Figaro (1786) in Vienna before 

returning to London and joining the company at the Theatre Royal, Drury Lane. As 

previously discussed, Irish dramatists such as Macklin, Goldsmith, and Sheridan enjoyed 

considerable success in the 1770s, and in the 1780s were joined by O’Keeffe, MacNally, 

Pilon, and Jephson. As aforementioned, many of these dramatists and performers were also 

members of the BSSP charity, which had strong Foxite leanings due to its support of Irish 

 
5 This associational culture included societies such as the Dublin Philosophical Society (1683–1731), the Dublin 

Medico-Philosophical Society (1756–1784), the Hibernian Antiquarian Society (1778–1783), the Royal Irish 

Academy (1785–). 

6 Michael Brown, The Irish Enlightenment (Cambridge, MA: Harvard University Press, 2016). Francis 

Hutcheson Inquiry into the Original of our Ideas of Beauty and Virtue (Dublin: S. Powell for P. 

Crampton, and T. Benson, 1728), Arthur Dobbs, An Essay on the Trade and Improvement of Ireland (Dublin: A. 

Rhames for J. Smith and W. Bruce, 1728), George Berkeley, The Querist (Dublin: G. Risk, 1735–1737). 
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patriotism and political autonomy. This vibrant socio-political network contextualises 

O’Keeffe’s Irish cultural empowerment in his London works particularly via the integration 

of Irish song and frames his sense of national confidence in disseminating a civilised Irish 

identity in his first London main piece, The Castle of Andalusia. O’Shaughnessy has already 

pointed out that Irish civility was ‘a common desideratum’ of London Irish dramatists who 

saw the stage as an opportunity to shift ‘English perceptions of Ireland from barbarism to 

civilisation’.7 Building on O’Shaughnessy’s assertion, this chapter proposes that O’Keeffe 

and Arnold mediate an Irish civility and empowerment through music in The Castle of 

Andalusia by  allocating Irish folk music in tandem with Italian arias to Italian soprano 

Giovanna Sestini and Irish contralto Margaret Kennedy. 

 
7 O’Shaughnessy, ‘Introduction: Staging an Irish Enlightenment’, in Ireland, Enlightenment and the English 

stage, 1740–1820, ed. by David O’Shaughnessy (Cambridge: Cambridge University Press, 2019), pp. 1–28 (p. 

2, p. 16). 
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Figure 3.1 ‘Margaret Kennedy as Macheath’, Vocal Magazine, 1 (1778) engraving 

 

 
 

Figure 3.2 John Jones, Giovanna Sestini (1780), mezzotint 
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The Castle of Andalusia 

O’Keeffe and Arnold’s The Castle of Andalusia opened in Covent Garden theatre on 2 

November 1782. It was performed thirty-eight times this season and went on to become the 

fifteenth most-performed main piece on the London stage in the last quarter of the eighteenth 

century.8 The plot revolves around a series of incognito calamities. The Lord of the Castle, 

Don Scipio, wants his daughter Victoria to become a nun – but Victoria wants to marry Don 

Fernando. On hearing that Don Scipio wants Victoria to take the veil, a lady named Donna 

Isabel convinces Don Scipio to be part of her scheme to make her own daughter Lorenza 

(Sestini) pass for Victoria so that she can marry Fernando. The comedy reveals itself in the 

Pedrillo and Fernando story line – Pedrillo is Fernando’s servant who dresses as Fernando 

and Lorenza mistakes Pedrillo for Fernando and Pedrillo mistakes Lorenza for Victoria. The 

plot further is complicated by a banker from Madrid named Alphonso (Kennedy) who wants 

to marry Victoria even though he has never met her. En route to the castle, Alphonso is 

captured by bandits in the forest but the captain of the bandits, Ramirez, sympathises with the 

vulnerable outsider, sets him free and encourages him to find Victoria. Alphonso becomes 

aware that Victoria and Fernando are in love and have eloped despite Donna Isabel’s 

meddling. The anti-rationalist Alphonso falls in love with Lorenza, and they end up together. 

Follies and schemes are exposed, and in the end, true love, honesty, and forgiveness conquer 

all. 

Sestini’s Lorenza and Kennedy’s Alphonso were instant successes with the media. 

Encores followed each of Sestini’s airs ‘with the loudest approbation’ and if anything could 

‘heighten’ Sestini’s ‘musical feast’, it was Mrs. Kennedy and Mr. Brett’s duet ‘So Faithful to 

 
8 It received a total of 98 recorded performances in the last quarter of the eighteenth century. The most 

performed work was Sheridan’s The School for Scandal (1777) with 261 performances.  
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my Fair’.9 Reiterated praise for the duet described it as ‘admirable beyond example’ and 

claimed that it alone would ‘inure popularity, and public patronage of The Castle of 

Andalusia’.10 The warm reception of Sestini and Kennedy’s vocal performances sets an 

inspiring platform upon which to explore the distribution of borrowed Irish music alongside 

Italian arias to these musical roles. This not only points to an empowerment of Irish cultural 

identity on the London playhouse stage, but also challenges a musical hierarchy that existed 

in eighteenth-century English comic opera, which revealed itself in the genre’s allocation of 

Italian art music to serious characters or those of a high social ranking, and folk music to 

comic characters or those of a low social ranking. This musical hierarchy was established in 

the pioneering English comic opera, Love in a Village (1762), which was first challenged by 

The Duenna (1775) in its distribution of traditional Scottish airs amongst its characters. 

O’Keeffe and Arnold were the first to allocate Irish folk song in tandem with Italian arias to 

non-comic roles in The Castle of Andalusia, but musicological scholarship has overlooked 

this. Robert Hoskins states that ‘Scottish and Irish airs’ in The Castle of Andalusia ‘are given 

to the purely comic characters’ and ‘the sentimental characters employ Italian arias in the 

galant style’.11 Perhaps this is an oversight on Hoskins’ part, but his statement is not true. 

Klein has argued more generally that the use of Irish music in O’Keeffe’s comic operas 

furthered prejudice against Ireland and that O’Keeffe’s use of Irish music ‘contributed to the 

 
9 ‘Arts and Culture’, Gazetteer and New Daily Advertiser, 4 November 1782; ‘Arts and Culture’, Whitehall 

Evening Post, 2–5 November 1782.  

10 ‘Arts and Culture’, Parker's General Advertiser and Morning Intelligencer, 5 November 1782; ‘Arts and 

Culture’, Morning Herald, 6 November 1782.. 

11 Arnold, The Castle of Andalusia: Originally Published by John Bland London 1782/ Introduction by Robert 

Hoskins, as part of Music for London Entertainment, 1660-1800, 5 vols (London: Stainer & Bell, 1991), Series 

C, volume V, ‘Introduction’, p. xiv. 
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“stage-Irish” image of Irish people as poor servants, drunkards or petty criminals that aroused 

mockery and laughter in English theatres’.12 This is not true, and Klein does not consider 

O’Keeffe’s use of Irish music in the musical characterisation of non-Irish characters in non-

Irish settings. This chapter will investigate how O’Keeffe’s use of Irish music in the Spanish-

set comic opera promotes the empowerment of Irish cultural identity across characters by 

virtue of their musical borrowings.  

The chapter will appear in four sections. The first section ‘Context and Background’ will 

give an overview of this season at Covent Garden, amendments that were deemed necessary 

after its premiere, and a note on sources. The second section ‘English Comic Opera and 

Musical Borrowings’ will give an overview of this season at Covent Garden, provide an 

overview of folk music in eighteenth-century English comic opera to contextualise the 

innovative distribution of Irish music to these non-comic roles. The third and fourth sections 

will provide critical evaluations of Sestini and Kennedy’s musical characterisation in The 

Castle of Andalusia. ‘Giovanna Sestini as Lorenza’ will firstly provide some insight into 

Sestini’s London operatic career, which will strengthen the chapter’s argument regarding 

Sestini’s empowerment of Irish music. The fourth section, ‘Margaret Kennedy as Alphonso’, 

will focus on Kennedy’s portrayal of the vulnerable outsider whose Irish-based duet, lilting 

new airs, and solo Italian arias are crucial to exposing Alphonso’s honourable moral 

standards. His sophisticated musical characterisation is central to steering the drama towards 

the righteous reunification of lovers and mediating an empowered Irish identity. 

  

 
12 Klein, Encyclopaedia of Music in Ireland, II, pp. 786–787. 
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3.1 Context and Background 

3.1.1 1782–1783 at Covent Garden 

Covent Garden produced five new main pieces this season which included one comic opera, 

The Castle of Andalusia (37 performances); two comedies: Hannah Cowley’s A Bold Stroke 

for a Husband (18) and William Cooke’s The Capricious Lady (7); and two tragedies: 

Richard Cumberland’s The Mysterious Husband (13) and Richard Bentley’s Philodamus (1). 

Performance data taken from the London Stage demonstrates that The Castle of Andalusia 

received a remarkably higher number of performances than the other new main pieces this 

season and the only factor that truly sets it apart is its musical component. O’Keeffe also had 

an impressive performance record in the Covent Garden afterpiece slot with his newly written 

works Lord Mayor’s Day (35), The Maid’s the Mistress (2), and The Shamrock; or the 

Anniversary of St. Patrick (2), which was later rewritten as The Poor Soldier. The only other 

new work by an Irish dramatist this season at Covent Garden was MacNally’s afterpiece 

adaptation of Laurence Sterne’s novel, Tristam Shandy (7), which is of no special Irish 

interest. In terms of similar setting, the newly written works The Castle of Andalusia and A 

Bold Stroke for a Husband (for which O’Keeffe wrote the epilogue) were set in Spain, as 

well as The Duenna and The Spanish Curate. The Spanish setting could have been informed 

by British and Spanish diplomatic relations that had started to resume towards the end of the 

war in America. The Castle of Andalusia does not demonstrate any hostility towards Spain 

and in Recollections, O’Keeffe recalls reading Giuseppe Baretti’s ‘Travels in Spain’ and later 

socialising with Baretti in the Haymarket’s Orange Coffee-House.13 In terms of genre, the 

most performed Covent Garden afterpiece was also comic opera with Frances Brooke and 

Shield’s Rosina (39). These records point towards the positive reception that O’Keeffe and 

 
13 O’Keeffe, Recollections, II, p. 22. O’Keeffe is probably referring to Baretti, A Journal from London to Genor, 

through England, Portugal, Spain, and France, 4 vols (London: T Davies and L. Davis, 1770). 
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his main musical collaborators would continue to enjoy throughout the 1780s and 1790s. This 

was also apparent in the Haymarket theatre where O’Keeffe’s repertoire was becoming a 

staple part of the summer canon. This season The Agreeable Surprise (20), The Dead Alive 

(4), Harlequin Teague (14), The Son in Law (13) dominated the playbill with new works by 

O’Keeffe including the five-act comedy The Young Quaker (19) and musical afterpieces 

Gretna Green (10) and The Birth Day (6).  

3.1.2 Concept and Development 

The Castle of Andalusia first appeared as The Banditti; or Love’s Labyrinth on 28 November 

1781 but was a complete failure. Described by the London Chronicle as ‘very unfavourably 

received’, The Banditti’s lack of appeal is affirmed by its single performance.14 In 

Recollections, O’Keeffe provides a dramatic account of The Banditti’s failed opening night:  

Before the curtain dropped upon my defeat, I slipped out of the theatre, told my 

servant [John] to call a coach, flung myself into it, and got to my lodgings in 

Titchfield-street, and in a state of confusion and utter despondency threw myself on 

my bed. I thought of my poor children, and the pang went to my heart… before John 

could apprise me of my visitor, in bolted, into the house, up-stairs, and into my bed-

room, Mr. Harris and Dr. Arnold, with a cheering to my sorrow, and a condolence of 

comfort.15  

Newspaper reviews detected a lack of cohesion in the work’s overall structure and 

unbalanced levels of sentiment and farce. 16 The Gazetteer and New Daily Advertiser went as 

far as suggesting that O’Keeffe was somewhat conceited as a result of prior successes: ‘Mr. 

 
14 ‘Arts and Culture’, London Chronicle, 29 November–1 December 1781. 

15 O’Keeffe, Recollections, II, pp. 18–19.  

16 ‘Arts and Culture’, Morning Herald, 29 November 1781; ‘Arts and Culture’, St. James's Chronicle or the 

British Evening Post, 27–29 November 1781.  
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O’Keeffe has been encouraged by applause to a luxuriance, somewhat too profuse – 

tomorrow evening we imagine much will be retrenched’.17 Needless to say, a tomorrow 

evening did not occur; but fortunately for Covent Garden, the piece attracted some positivity. 

While the Morning Herald criticised the work’s pacing and structure, it complimented 

Arnold’s score: 

The overture, and a few airs, was new: some compiled from the Italian Opera; but 

the greatest number consisted of well-selected Irish tunes, which were received with 

infinite approbation. The Doctor has been very successful in the last movement of the 

overture, and the air sung by Mrs. Kennedy in the second act.18 

But the music was not enough to salvage the work that season. The Banditti was revised as 

The Castle of Andalusia and opened nearly a year to the day of the original flop. In 

Recollections, O’Keeffe writes that he was afraid to attend the amended work’s opening 

night, but subsequently describes the success of The Castle of Andalusia as ‘decisive’.19 

O’Keeffe attended to the sentiment-farce balance, introduced a new romantic couple, Lorenza 

and Alphonso, and it was described as ‘so well improved’ that it was ‘hardly possible to 

recognise the original’.20  

  

 
17 ‘Arts and Culture’, Gazetteer and New Daily Advertiser, 29 November 1781. ] 

18 ‘Arts and Culture’, Morning Herald, 29 November 1781. The Mrs Kennedy air being referred to here must be 

‘Hapless Lover!’, her character Pepina’s only solo number in the second act of The Banditti - neither air nor 

character feature in the revised version. 

19 O’Keeffe, Recollections, II, p. 40.  

20 ‘Arts and Culture’, Parker's General Advertiser and Morning Intelligencer, 4 November 1782. 
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3.1.3 A Note on Sources  

Neither vocal score nor libretto for The Banditti ever appeared in print, but a songbook did so 

in 1781.21 The Castle of Andalusia’s libretto was not officially published in London until 

1794 and four years later it appeared in O’Keeffe’s Dramatic Works.22 A number of 

unofficial editions were printed in Dublin as early as 1783, and O’Keeffe claims to have sent 

a copy of the libretto to Dublin theatre manager Richard Daly via the singer Elizabeth 

Billington (who was going to Dublin to star in the first English language version of Gluck’s 

Orfeo ed Euridice alongside Tenducci).23 The vocal score appeared in London by the end of 

1782, an exact copy of this score appeared in Dublin around this time, and it was 

redistributed in 1799 when it appeared in The Piano-Forte Magazine. 24 With regard to 

songbooks, five editions of Songs, Duets, &c. in the Comic Opera of The Castle of Andalusia 

were printed by 1783 and fourteen by 1792. Individual airs such as ‘Flow thou Regal Purple 

Stream’, ‘The Hardy Sailor’, and ‘The Wolf’ were printed as individual song sheets into and 

throughout the nineteenth century, but ‘The Wolf’ does not feature in songbooks until 1791.25 

Other airs were introduced and omitted over the years (See Table 3.1), but it is impossible to 

 
21 O’Keeffe, Songs, Duetts, Trios, Chorusses, &c. &c. in The Banditti (London: T. Cadell, 1781). 

22 O’Keeffe, Dramatic Works, I, pp. 107–183; O’Keeffe, The Castle of Andalusia (London: H Baldwin for T. N. 

Longman, Paternoster-Row, 1794). 

23 O’Keeffe, The Castle of Andalusia (Dublin: [n.pub.], 1783). Along with the copy of the opera, O’Keeffe also 

sent the paper card set models of the set that had been painted by Harry Hodgins. See O’Keeffe, Recollections, 

II, p. 40. 

24 Arnold, The Castle of Andalusia. A Comic Opera [words by J. O.'Keefe] (London: Printed for J. Bland, 1782). 

Entered in the Stationer’s Register on 19 November 1782. Arnold, The Castle of Andalusia: A Comic Opera as 

it is Performed at the Theatre Royal in Covent Garden (Dublin: John Lee, c. 1782). Arnold, The Castle of 

Andalusia. A Comic Opera (London: The Piano-Forte Magazine, 7 (10) (1799). 

25 O’Keeffe, Songs, duets (1791), p. 27; The Castle of Andalusia (1794), p. 6; Dramatic Works, I, p. 171. 
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determine when these amendments took place. This presents a challenge when deciding 

which printed text should take precedence when offering a critical evaluation of the Lorenza 

and Alphonso characters. Since their musical characterisation is the focus, the vocal score 

will take precedence. Even though the version that O’Keeffe included in the Dramatic Works 

is the most likely the version that he considered definitive, Lorenza and Alphonso’s musical 

numbers in Dramatic Works are quite inconsistent with the 1782 vocal score. The 1783 

Dublin play text is the version that most honestly reflects their airs in the score, and therefore 

this is the text that is referred to throughout the chapter. But in order to establish the 

innovation that O’Keeffe and Arnold presented in Lorenza and Alphonso’s musical 

characterisation, the next section will provide an overview of the standardised incorporation 

of borrowed musical material in eighteenth-century English comic opera with a focus on folk 

music.  
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Table 3.1 The Castle of Andalusia Songs across Sources  

 

(‘X’ in a column indicates that a song appeared in a source. A row that is highlighted in grey 

indicates a song that appears across all six sources. Two asterisks following a song title 

means it appeared in both The Banditti (LA 557) and The Banditti songbook [1781]; one 

asterisk following a song means it did not appear in LA 557 but did appear in in the 

songbook [1781])  

 

  

  
Song   

LA 605  Score  
(London,   
1782)  

Castle of  
Andalusia 

Songbook  
(London,  
1782)   

Castle of  
Andalusia  
Play text  
(Dublin,  
1783)  

Castle of  
Andalusia  
Play text  
(London,  
1794)  

Castle of 

Andalusia 

in  
Dramatic  
Works  
(1798)   

‘Here We Sons of Freedom  
Dwell’**  

X  X  X  X  X  X  

‘Flow thou Regal Stream’**    X  X  X  X  X   

‘The Hardy Soldier Plows 

the Ocean’  
X  X  X  X  X  X  

‘Come ye Hours with Bliss  
Replete’  

  X  X  X  X (in Act  
III)  

X (in Act  
III)   

‘On the Spur of Valour  
Goaded’  

          X  X  

‘Serenely Smooth the  
Moments Run’**  

          X  

‘A Master I Have’**  X  X   X  X   X      

‘Ah Solitude Take my  
Distress’**  

X  X  X     X  X  

‘Like my Dear Swain’  X   X   X  X  X   X   
‘New Graces’**     X   X  X       

‘Signor, Signor your Wit  
Must be Keener ‘  

X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  

‘A Charming Maid’  X (first 

song Act  
II)  

  X  X      

‘The Soldier in his Calm  
Retreat’  

X             

‘As Homeward from in the  
Neighbouring Fair’  

          X (First  
song Act  
II)  

X (First  
song Act  
II)  

‘In the Forest Here’   X  X (first 

song Act  
II)  

X  X (first 

song Act  
II)  

X   X   

‘The Prado I Resorted’*  X (in Act  
III)  

X      X      

‘Dame Nature in Forming’**     X  X (first 

song Act  
II)  

      

‘I Have a Lover of my Own’  X  X  X  X   X   X   
‘By Woes thus  
Surrounded’**  

  X  X    X  X  



86 

 

‘Idalian Queen to Thee we  
Pray’*  

X   X   X  X  X  X  

‘So Faithful to my Fair’  X   X  X  X (Act II 

finale)  
X (Act II 

finale)  
X (Act II 

finale)  
‘Love Soft Illusion’   X   X (Act II 

finale)  
X (Act II 

finale)  
X  X  

(replaces  
‘New  

X  
(replaces  
‘New  

     Graces’ in 

Act I)   
Graces’ in 

Act I)  
‘Severe the Pangs of  
Slighted Love’  

   X          

 ‘If I my Heart Surrender’             X  X  

 ‘In Autumn ev’ry Fruit I  
See’   

          X  X  

‘The Hey for a Lass’    X (first 

song Act  
III)  

   X (first 

song Act  
III)  

X (first 

song Act  
III)  

  

‘A Soldier I am for a Lady’  X (first 

song Act  
III)  

X  X (first 

song Act  
III)  

X   X   X   

‘My Fair One like the  
Blushing Rose’  

   X    X   X   X   

‘The Musk Rose Blooms’**    X   X  X       

‘No more I’ll Say you Stop 

my Breath’  
X            

‘Heart Beating Repeating’  X  X  X  X   X   X (first 

song Act  
III)  

‘Billet Doux’            X  

‘At the Peaceful Midnight  
Hour’  

           X  X  

‘Tho’ Born to be Little’s my  
Fate’  

           X  X  

‘My Soul, my Life my  
Love!’   

           X  X   

‘Love Sweet Poison’  X  X  X  X      

‘Auspicious Powers’  X  X  X  X       

‘Social Powers at Pleasures  
Call’  

X (Act II 

finale, no 

vocal 

ensemble 

at end of 

Act III)  

X (Act III 

finale)  
X (Act III 

finale)  
X (Act III 

finale)  
X (Act III 

finale)  
X (Act III 

finale)  
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3.2 English Comic Opera and Musical Borrowings 

On 29 January 1728, Lincoln’s Inn Fields bore witness to the birth the ballad opera with John 

Gay’s The Beggar’s Opera. Gay satirised English politicians as members of the London 

underworld along with Italian opera seria in its incorporation of English ballads and folk 

tunes. The music was tremendously popular and initiated the vogue for ballad opera and folk 

music on the English playhouse stage throughout the 1730s. By the 1760s, however, ballad 

opera was no longer being written and in 1762, a mélange of galant music and sentimental 

drama presented itself in Arne and Bickerstaff’s Love in a Village, the very first English 

comic opera.26 The sentimental drama in English comic opera mirrored the sentimental 

literary mindset of mid-eighteenth-century England. This mindset emerged from philosopher 

David Hume’s concept of moral sentimentalism, which stood in stark contrast to 

Enlightenment philosophy of reason and rational thought.27 Hume placed a heightened 

importance on the influence of feeling in the decision-making process and argued that moral 

distinctions were extracted from moral sentiment, not reason. Hume also maintained that 

sympathy was tantamount to the production of feelings and this infiltrated English literature, 

firstly via Samuel Richardson’s novel Pamela; or Virtue Rewarded (1740). 28 Written in two-

 
26 Mark A. Radice ‘The Nature of the "Style Galant": Evidence from the Repertoire’, The Musical Quarterly, 83 

(4) (1999), 607–647.  

27 David Hume, A Treatise of Human Nature (London: John Noon, 1738–1740); An Enquiry Concerning Human 

Understanding (London: Printed for A. Millar, 1748); An Enquiry Concerning the Principles of Morals 

(London: A. Miller, 1751). 

28 William Edward Morris and Charlotte R. Brown, ‘David Hume’, in The Stanford Encyclopedia of 

Philosophy (Spring 2017 Edition), Edward N. Zalta (ed.), 

<https://plato.stanford.edu/archives/spr2017/entries/hume/> [accessed 18 December 2018]. Rachel Cohon, 

‘Hume’s Moral Philosophy’, in The Stanford Encyclopedia of Philosophy (Fall, 2018), Edward N. Zalta (ed.) 

 

https://plato.stanford.edu/archives/spr2017/entries/hume/
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volumes, Pamela focuses on the teenage servant Pamela’s dilemma when her master tries to 

seduce her. His rejected advances result in Pamela’s virtue in distress when he threatens to 

tell her parents that she has been having an affair. Later he proposes marriage, and she 

accepts. Anti-rationalist thought and heightened emotional response in sentimental literature 

were themes that transferred to the playhouse stage in a genre that became known as 

sentimental comedy, also known as sentimental drama, which evoked pity for the lower 

classes, challenged traditional hierarchical relationships, and stood in stark contrast to the 

immoral and licentious nature of Restoration comedy.29 The sentimental mode also infiltrated 

the world of Italian opera. Italian dramatist Carlo Goldoni’s adaptation of Pamela as La 

Pamela (1750) became the basis for Goldoni and Niccolò Piccinni’s La buona figliuola 

(1756) – an opera buffa that presented its dramatic moments in a sentimental mode that 

embellished its ability ‘to play on the spectator’s heartstrings’.30 La buona figliuola opened in 

London on 25 November 1766 and became a staple part of the King's Theatre repertoire for 

the remainder of the century. Its successful reception and commercial achievement provided 

a strong incentive for dramatists and composers in the playhouse theatres to also appeal to 

this sentimental taste. 

Love in a Village focuses on a runaway named Rosetta who has fled an arranged 

marriage to an unknown suitor. She finds a job as a chambermaid and falls in love with the 

 
<https://plato.stanford.edu/archives/fall2018/entries/hume-moral/> [accessed 26 February 2019]. Leo Braudy, 

‘The Form of the Sentimental Novel’, A Forum on Fiction, 7 (1973), 5–14, (p. 5). 

29 Susan Manning, ‘Sensibility’, in The Cambridge Companion to English Literature, 1740–1830, ed. by 

Thomas Keymer and Jon Mee (Cambridge: Cambridge University Press, 2004), pp. 80–99 (p. 81); Frank H. 

Ellis, Sentimental Comedy: Theory & Practice (Cambridge: Cambridge University Press, 1991), p. 17. 

30 Stefano Castelvecchi, Sentimental Opera: Questions of Genre in the Age of Bourgeois Drama (Cambridge: 

Cambridge University Press, 2013), p. 38. 
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gardener Thomas who has also run away to avoid marriage. In the end, it turns out that they 

were betrothed to each other all along and their legitimate identities and social standings are 

revealed. A pasticcio work of 42 musical numbers compiled from popular Italian opera, 

English oratorio, and eighteenth-century English composers, its musical innovation lay in its 

borrowings and their subsequent orchestration.31 Newly composed numbers also featured but 

only amounted to seven out of its forty plus musical numbers and compared with the forty 

plus traditional ballads in The Beggar’s Opera, only four folk songs featured in Love in a 

Village. This could have had something to do with Bickerstaff’s personal aversion to folk 

songs, most evident in his opinion that ‘such sort of compositions scarce deserve the name of 

music at all’.32 Nonetheless, English comic opera’s pasticcio form combined with its 

sentimental plot and minor comic characters continued into the 1770s. The first work to 

spearhead dramatic and musical reform was Sheridan and the Linleys’ The Duenna (1775) in 

its departure from the overbearing sentimental plotline and incorporation of Scottish folk 

music. Table 3.2 demonstrates the difference in borrowed musical material in Love in a 

Village and The Duenna.33 

  

 
31 Fiske, English Theatre Music, pp. 605–606. Ibid., p. 328. 

32 Isaac Bickerstaff, Daphne and Amintor (London: J. Newhery, 1766), p. ii.  

33 This table has been compiled according to Fiske, ‘Appendix E’, in English Theatre Music, pp. 601–602; pp. 

605–606. 
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Table 3.2 Borrowings Love in a Village and The Duenna  
 

Love in a Village (1762) The Duenna (1775)   

New numbers: 5 by Arne and 1 by Samuel 

Howard 

New numbers: 13 by the Linleys   

  

6 Italian arias and 1 Italian instrumental  4 Italian arias   

2 airs from Handel oratorios  No Handel.   

21 airs from 8 English composers (11 

from Arne)   

6 airs from 5 English composers  

2 traditional English ballads  

2 traditional Irish ballads    

  

7 Scotch airs (6 are traced, 1 composed in 

scotch style, and 1 could be of Irish 

origin)  

1 German borrowing from Galliard. 

  

The Duenna’s innovation was not only seen in its incorporation of Scottish folk music, but 

also in its distribution of folk music amongst its characters. In Love in a Village, traditional 

ballads were assigned to male characters, as evidenced in Table 3.3 below. 34 

Table 3.3 Folk Song in Love in a Village 

 

Title  Character Premiered by Tune based on 

‘There was a Jolly 

Miller’ (‘Miller of 

Dee’) 

Mr Hawthorn John Beard 

(1716/17–1792) 

Traditional 

English, ‘The 

Budgeon’  

‘Well, Well, Say 

No More’ 

Hodge John Dunstall 

(1717–1778) 

Traditional Irish, 

‘Larry Grogan’ 

‘A Plague of those 

Wenches’ 

Hodge Dunstall Traditional Irish, 

‘St. Patrick’s 

Day’ 

‘When I Follow’d a 

Lass’ 

Justice Woodcock Edward Shuter 

(1728–1776) 

Traditional 

English, ‘Joan’s 

Placket’  

 

The characters who sing these airs include the educated Mr Hawthorn and Justice Woodcock, 

and the uneducated servant Hodge whose grammatical blunders and Irish airs could imply a 

stereotypical Irish stage type. On the other hand, The Duenna’s distribution of folk music is 

 
34 Ibid.  
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not limited to non-lead male roles. Table 3.4 demonstrates the distribution of folk music in 

The Duenna, revealing important developments since Love in a Village.35  

Table 3.4 Folk Song in The Duenna 
 

Title of song in Love  Character First performed by Tune based on 

‘Thou canst not boast’.  

 

Louisa (soprano) Isabella Mattocks 

(1746–1826) 

Not traced to a 

Scottish tune but 

composed in the 

popular Scotch 

style.36 

‘If a daughter you 

have’ 

 

Don Jerome (bass) Richard Wilson 

(1744–1796) 

Scotch air, ‘Hooly 

and Fairly’. 

‘When sable night’ Clara (soprano) Ann Brown (1759–

1784)  

Scotch air, ‘De’il 

take the Wars’, in 

Pills to Purge 

Melancholy, I, p. 294 

‘Had I a heart for 

falsehood framed’ 

 

Carlos (tenor)  Michael Leoni 

(1750–1796). 

Irish tune, 

‘Gramachree Molly’; 

and Scotch tune, 'As 

down on Banna's 

Banks'  

‘Ah, sure a pair was 

never seen’  

 

Carlos Leoni  ‘The Highland 

Laddie’ from The 

Flow’ret (c. 1753) by 

Michael Arne, 

written in the Scotch 

style.37 

‘Oh had my love ne’er 

smiled on me’ 

 

Carlos  Leoni  Scotch song, ‘The 

Bush Aboon 

Traquair’. 

‘How oft, Louisa’ Antonio (tenor)  Charles Clementine 

Dubellamy (d. 1793) 

Scotch song, ‘The 

Birks of Endermay’.  

 

While Love in a Village allocates folk music solely to non-lead male roles, The Duenna 

widens its distribution across lead (Louisa) and non-lead (Carlos), male and female roles. 

O’Keeffe and Arnold can be seen as adhering to these musical trends via their distribution of 

Irish airs alongside Italian arias amongst characters in The Castle of Andalusia; and even 

 
35 This table has been compiled according to Fiske, English Theatre Music, pp. 605–606 and Fleischmann 

Sources of Irish Traditional Music, p. 351.  

36 Scotch style is probably referring to a scotch snap: a syncopated rhythm in which a short, accented note is 

followed by a longer one. Fiske, ‘A Score for “The Duenna”’, Music & Letters, 42 (2) (1961), 132–141 (p. 138).  

37 Fiske, ‘A Score for “The Duenna”’, p. 139.  
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though Love in a Village and The Duenna saw critically acclaimed singers John Beard and 

Michael Leoni perform traditional airs, Giovanna Sestini – a prima buffa at the King’s 

Theatre – brought a new performance status to Irish folk song on the London playhouse 

stage. 

3.3 Giovanna Sestini (1749–1814) as Lorenza 

3.3.1 An Overview of Sestini’s English Career  

On 13 December 1774, the King’s Theatre saw Italian newcomer Giovanna Sestini perform 

alongside primo buffo Giovanni Lovattini (fl. 1760–1782) as La Cecchina in La buona 

figliuola. Sestini went on to garner critical acclaim as Lucinda in Bertoni’s La governante 

(1779), which was the operatic adaptation of The Duenna, a role for which she received three 

encores on opening night.38 Lucinda’s aria ‘La verginella’ was the long-lasting success of the 

opera; it went onto to be published as an individual song sheet and was later borrowed for 

Lorenza’s air ‘Love Soft Illusion’ in The Castle of Andalusia.39 Sestini also played Lucinda 

in the London premiere of Piccinni’s Il barone di Torreforte (1765) on 22 February 1781.40 

Sestini performed a new rondo ‘Sento che in seno’ composed by Giordani and like ‘La 

verginella’, this aria went on to become an audience favourite, was published as an individual 

song sheet, and was borrowed for Lorenza’s air ‘Heart Beating Repeating’ in The Castle of 

Andalusia. 41 O’Keeffe recalls compiling the borrowed musical material with Arnold at his 

rented accommodation in Spring Gardens:  

 
38 ‘News’, Public Advertiser, 17 May 1779. La governante was performed seven times that season. The London 

Stage does not list any subsequent performances.  

39 Bertoni, ‘La verginella, sung by Signora Sestini’ (London: J. Dale [n.d.]).  

40 Lucinda is the name of the character in each opera.  

41 Giordani, ‘Sento che in seno - Tell me charming creature. - Sestini's Favorite Rondo in Il Barone di Terre’ 

(London: S. Babb [n.d.]) 
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I hired a piano, and Dr. Arnold used to come and note down from my voice such airs 

as I myself chose to introduce, with his accompaniments, into my opera. One morning 

he had played to me a beautiful Italian air to write words to for Lorenza.42  

O’Keeffe does not disclose the names of the airs that he and Arnold exchanged, but the 

Italian air that Arnold played for O’Keeffe drew the attention of the tenant lodging above 

him. O’Keeffe explains: 

An elderly man […] came into my room, and said the air he had just heard played was 

his original composition; and added with much good-humour, that, as he understood I 

was a dramatic poet bringing out a new opera, I was very welcome to the air, and that, 

if I chose, I should have another of his, but that he hoped by might be allowed to 

publish them for his own emolument. Much surprised, I asked the gentleman his 

name. He replied Giordani. […] Dr Arnold […] cheerfully consented to allow 

Giordani the sale of his two airs, with my words and his accompaniments. The first air 

is that beginning, ‘Heart-beating Repeating’, the rival air of Giordini’s celebrated ‘Di 

mi Amor’, and the second is ‘If I Surrender my Heart’.43 

This very pleasant anecdote indicates that the Italian aria Arnold played for O’Keeffe on this 

occasion was most likely the Giordani aria, ‘Sento che in seno’, which they used for ‘Heart 

Beating Repeating’. While the vocal score indicates that ‘Heart Beating Repeating’ is based 

on an unnamed Giordani melody, the vocal score does not include an air entitled ‘If I my 

Heart Surrender’. Neither do the lyrics to ‘If I my Heart Surrender’ appear in LA 605 or The 

Castle of Andalusia (Dublin, 1783), but an individual song sheet entitled ‘If I my Heart 

Surrender’ published in 1782 suggests that this air was performed in the comic opera from 

 
42 O’Keeffe, Recollections, II, p. 33.  

43 Ibid., p. 34.  
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the very beginning.44 The reason for it not being included in the vocal score is somewhat of a 

mystery, but what the above anecdote suggests is that Arnold was selecting Italian arias that 

Sestini was associated with in order to safeguard the comic opera’s box office success, a 

strategic move that proved to be successful.45 O’Keeffe went on to adapt Pergolesi’s La serva 

padrona (1733) as The Servant Mistress for Sestini’s Covent Garden benefit night on 14 

February 1783 and expresses his gratitude in a poem dedicated to her in Recollections:  

SIGNORA SESTINI. 

Taste, give to her all admiration,  

Italian Opera must have quavers new, 

“Andalusia" gave her renovation; 

Proved manager in taste and judgment true; 

And placed her in a happy point of view. 

Soft cadenza of Lorenza (1) 

" Heart beating, repeating"  

Night by night to loud encore,  

" Heart surrender," to her tender  

Roseate chaplets, which with grace she wore. 

Then her Baba (2) of Curzola,  

 
44 Giordani, ‘If I my Heart Surrender. - Mi sento nel mio seno. - The favourite additional Rondo, sung by 

Signora Sestini, in the Castle of Andalusia’ (London: Preston, c. 1782). The air appears in the 1794 London play 

text, p. 51.  

45 Sestini performed Lorenza four times before Margaret Martyr read her part on 8 November. Sestini’s baby 

boy was born the following day. No records account for Sestini’s return to the Covent Garden stage after 1786 

and her final performance at the King’s Theatre appears to have been her benefit night on 23 May 1791. See 

‘Advertisements and Notices’, Public Advertiser, 23 May 1791. 
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Where the women mann'd the Mola.  

Ah! no Sestini e'er shall charm us more:  

No decapo can be sung, 

Once the curtain down is rung; 

Lovely, charming, tuneful, clever. 

At a beck must go for ever. 

(1) Lorenza, in “The Castle of Andalusia” 

(2) Signora Baba, in “The Siege of Curzola”.46  

Her first solo air in The Castle of Andalusia, however, was not borrowed from an Italian aria 

but an Irish air (Table 3.5).47 

Table 3.5 Sestini’s Airs in The Castle of Andalusia 

 
Title  Singer(s) Musical characteristics Source   Other  

New Graces the 

thoughts of a 

Lover (solo)  

Giovanna 

Sestini 

G major, compound 

duple, affettuoso  

 ‘Humours of 

Balamagairy; or the 

old Lango Lee’ aka 

‘Lango Lee’, which 

appeared Aldridge’s 

Irish Lilt.  

‘Irish tune’ in 

score; in The 

Banditti.  

Love soft Illusion 

(solo)  

Sestini G major, simple 

quadruple, moderato a 

mezza voce  

‘La verginella’ in 

Bertoni’s La 

governante  

Not in The 

Banditti 

Heart beating 

repeating (solo) 

Sestini  C major, simple duple, 

allegretto  

‘Sento che in seno’ 

by Giordani in 

Piccini’s Il barone 

di Torre Forte. 

German flute 

accompaniment; 

not in The 

Banditti 

Signor you wit 

must be keener 

(quintetto) 

Richard Wilson, 

George 

Mattocks, John 

Edwin, Sestini, 

S. J. Platt. 

F major, simple duple, 

vivace  

Newly composed by 

Arnold  

In The Banditti 

Social Powers at 

pleasure call (glee 

finale) 

Mattocks, 

Wilson, Edwin 

Sestini, 

Elizabeth 

Harper. 

B flat, compound duple, 

vivace 

Newly composed by 

Arnold  

In The Banditti 

  

 
46 O’Keeffe, Recollections, II, pp. 415–416. 

47 This table has been compiled according to Fiske English Theatre Music, pp. 600–601, Fleischmann, Sources 

of Irish Traditional Music, p. 397, and the 1782 vocal score.  
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3.3.2 A Critical Evaluation of Lorenza’s Musical Characterisation 

 

Even though The Banditti songbook reveals that the Victoria character first performed ‘New 

Graces the Thoughts of a Lover’, O’Keeffe at some point made a conscious decision to keep 

the Irish air for Sestini’s revised Lorenza character.48 ‘New Graces’ has been traced to ‘The 

Humours of Ballamagairy; or, the Old Lango Lee’, which was not only used by O’Keeffe but 

also by Goldsmith, Beethoven, and Moore. 49 According to diarist and lawyer James Boswell 

(1740–1795), Goldsmith had intended for Miss Hardcastle in She Stoops to Conquer to sing 

an air based on this Irish tune, but apparently this never materialised because Mary Bulkley 

who played Miss Hardcastle could not sing.50 Beethoven later used the tune for ‘Norah of 

Balamagairy: Farewell Mirth and Hilarity’ in A Select Collection of Original Irish Airs 

(1814) and Moore for ‘Sing, Sing, Music was Given’ in Irish Melodies (1824). While 

Goldsmith must have been familiar with the air ever before The Castle of Andalusia, perhaps 

Sestini’s performance of ‘New Graces’ disseminated the air to a wider audience and inspired 

its inclusion in these nineteenth-century Irish music projects.  

‘New Graces the Thoughts of a Lover’ 

‘New Graces the Thoughts of a Lover’ takes place following Lorenza’s initial reunion with 

her mother that reveals her naïve participation in her mother’s grand plan to fool Fernando 

into thinking that she is Victoria. The lyrics to this G major affettuoso air in da capo form 

explore the character’s excited anticipation of a potential new lover (Musical Example 3.1).51   

 
48 O’Keeffe, Songs, Duets, Trios, Choruses &c. in the Comic Opera of The Banditti, pp. 12–13. The lyrics are 

the same so one assumes that the musical accompaniment was the same. 

49 Fiske, p. 600. Fleischmann lists Lorenza’s air as ‘IRISH TUNE [Lango Lee]’ (tune no. 2058). 

50 James Boswell, ‘Song’, in The Poetical Works of Oliver Goldsmith, ed. by Bolton Corney (London: 

Longman, Brown, Green, and Longmans, 1836), pp. 180–181.  

51 Arnold, ‘New Graces the Thoughts of a Lover’, in The Castle of Andalusia (1782), pp. 26–27.  
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Musical Example 3.1 Arnold, ‘New Graces the Thoughts of a Lover’, in The Castle of 

Andalusia
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Lyrics in the A section delight in ‘the thoughts of a lover’, an enthusiastic tone that continues 

into the B section where the air presents the first evidence of harmonic inflection. Modulatory 

passages to the subdominant strengthen the air’s excited nature with lyrics reading ‘those 

eyes glances stealing, fond blushes revealing, sage prudence concealing’ as the melodic line 

works its way back to the tonic with a g″ fermata on ‘hearts’ (bar 22).52 The B section 

continues steadily within the tonic and advises the listener to make the most of these 

frivolous times (bars 23–26). The da capo section (bars 27–35) does not reveal any extensive 

vocal embellishment but for two grace notes that were not present in the A section. The four-

bar coda (bars 36–39) resembles the closing bars of the B Section, re-establishing the 

innocent role that Lorenza plays in her mother’s grand scheme. It also foresees the 

empowerment of Irish folk music by virtue of its performance alongside Lorenza’s two 

Italian arias that were associated with Sestini on the London operatic stage.  

Both of these airs are performed when Lorenza is alone onstage with Don Fernando’s 

servant, Pedrillo. ‘Love Soft Illusion’ is performed just after Lorenza (who is dressed up as 

Victoria) has been introduced to Pedrillo (who is dressed up as Lorenza’s potential future 

husband Don Fernando):  

Lor. So then you are to be my husband? Will you love me then?  

Ped. Will I love you?  

Lor. If not… I can be as cold as you are indifferent.  

Air. – Lorenza  

Love! Gay illusion, 

Pleasing delusion, 

With sweet intrusion 

 
52 g″ is Helmholtz pitch notation that indicates that this G is the second G above middle C.  
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Possess the mind; 

Heart, with heart meeting,  

Passion is fleeting, 

Vows in repeating 

We trust to the wind. 

 Faith, to faith plighted, 

 Love may be blighted, 

 Hearts often slighted 

 Will cease to be kind.53 

Lorenza does not realise that Pedrillo is Don Fernando in disguise, which reinforces her 

character’s naivety. But Lorenza’s air does little to forward dramatic action or increase 

dramatic tension. This is also the dramatic reality of Lorenza’s second Italian air ‘Heart 

Beating Repeating’: 

Ped. If you will sing me a song, I will stay and hear you.  

Lor. With pleasure, Sir. 

Air. – Lorenza  

Heart beating, 

Repeating  

Vows in palpitation, 

Sweetly answer each fond hope; 

Prithee leave me, 

You’ll deceive me, 

After other beauties running, 

 
53 O’Keeffe, The Castle of Andalusia (Dublin, 1783), p. 41.  
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Smiles so roguish, eyes so cunning. 

Shew where points the inclination 

Heart beating,  

Repeating  

Vows in palpitation,  

Sweetly answer each fond hope.54 

Once again, Sestini displays her vocal virtuosity with an adapted aria that she was well 

associated with in the King’s Theatre. The parallel allocation of Irish and Italian musical 

material to an Italian soprano had not yet been seen in English comic opera and supported a 

mediation of empowered Irish musical identity. The second character to contribute to this 

empowered Irish identity is Alphonso, played by the Irish contralto Margaret Kennedy whose 

most favourably reviewed musical number was the Act II finale, ‘So Faithful to my Fair’, a 

duet based on an Irish air by Carolan.  

  

 
54 O’Keeffe, The Castle of Andalusia (Dublin, 1783), pp. 53. Arnold, ‘Heart Beating Repeating’, in The Castle 

of Andalusia (1782), pp. 55–57. 
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Figure 3.3 C. Warren, ‘Pedrillo – Oh! You most beautiful Goddess’, in The British Theatre 

(1808), engraving 
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3.4 Margaret Kennedy (d. 1793) as Alphonso 

3.4.1 An Overview of Kennedy’s English Career 

Thomas Parke claims that Kennedy’s vocal prowess first came to the attention of a group of 

Covent Garden players in a tavern in St. Giles who recommended that Arne hear her for 

himself: 

Having described to Dr Arne the fine quality of her voice, he went down with them to 

hear her, and was too much pleased with its clear and sweet tones, that he took her 

under his tuition; and, after a proper time had elapsed in cultivating her talent, 

introduced her to Mr. Harris, the proprietor of Covent Garden Theatre, who engaged 

her.55 

Anthony Pasquin claims that Kennedy had studied with Italian tenor Gaetano Quilici (fl. 

1754–1764) before studying with Arne, but this cannot be verified.56 Kennedy made her 

London stage debut in a student production of Arne’s The Sot in the Haymarket on 16 

February 1775 and later her Covent Garden debut on 6 December 1776 in Caractacus, a 

poem by William Mason that Arne set to music. 57 Parke describes as her voice as ‘one of the 

finest counter-tenor voices ever heard’ and Pasquin as ‘the only contralto voice heard in this 

kingdom’.58 Along with the playhouse stages, Kennedy also performed at the Ranelagh and 

 
55 Thomas Parke, Musical Memoirs (London: H. Colburn and R. Bentley, 1830), pp. 27–28 (p. 28).  

56 Anthony Pasquin, Poems, 2 vols (London: J. Strahan, 1789), II, p. 205. Donald Burrows, Rosemary Dunhill, 

James Harris, Music and Theatre in Handel's World: The Family Papers of James Harris 1732-1780 (Oxford: 

Oxford University Press, 2002), p. 406: Gaetano Quilici first appeared in London performing Italian burlettas at 

the King’s Theatre (1754–1755) and from 1758 sang with the opera company.  

57 ‘Kennedy, ‘Mrs Morgan Hugh, Margaret, née Doyle, earlier Mrs Farrell’, BDA, VIII, pp. 416–418 (p. 416).  

58 Parke, Musical Memoirs, p. 27. Pasquin, Poems, II, p. 205.  
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Vauxhall pleasure gardens as well as the Handel memorial concerts at Westminster Abbey.59 

Mrs Charlotte Papendiek, lady-in-waiting to Queen Charlotte, saw Kennedy performing 

alongside Gertrud Mara, Elizabeth Billington, Ann Selina Storace, and Giocomo Davide at 

Westminster in 1791 and discloses the following:  

The whole of the music was perfectly enchanting. We had Mara, Billington, Storace, 

and the inimitable David, tenor, who sang, ‘Thy rebuke hath broken my heart’ 

(Messiah), with a long recitative, both that and the air being so scientifically 

performed that there was scarcely a dry eye in the Abbey. Mrs. Kennedy, who had a 

contralto voice melodiously sweet, joined with David in delicious bits of duo, and 

there was nothing in the performance to be wished for.60 

It should therefore not come as a surprise that the borrowed musical material allocated to 

Kennedy’s Alphonso in The Castle of Andalusia included ‘Se fidi siete’ from Vento’s 

Leucippo e Zenocrita (1764) and ‘Verdi prati’ from Handel’s Alcina (1728).  

By the time The Castle of Andalusia premiered, Kennedy had already been cast in two 

new O’Keeffe works – Cable in The Positive Man (1782) and Pepina in The Banditti (1781). 

These early years saw the beginning of a long-lasting collaboration with subsequent roles in 

new O’Keeffe works including Patrick in The Poor Soldier, Mrs Casey in Fontainbleau, and 

Oediddee in Omai. These characters reveal a tradition of breech roles in Kennedy’s 

performance credits, which the Euterpeiad: Or, Musical Intelligencer reasons was ‘on 

account of the pitch of her voice’, but that Parke reasons was on account of her ‘plainness of 

 
59 Sang at Ranelagh in July 1780, 1781, 1782, 1783, 1784, 1785, 1786 ("discharged"), 1787’ < 

http://www.vauxhallgardens.com/vauxhall_gardens_singers_page.html> [accessed 13 June 2019]. 

60 Charlotte Louise Henrietta Papendiek, Court and Private Life in the Time of Queen Charlotte; Being the 

Journals of Mrs. Papendiek, Assistant Keeper of the Wardrobe and Reader to Her Majesty, ed. by her 

granddaughter Mrs. Vernon Delves, 2 vols (London: Richard Bently and Son, 1887), II, p. 254.  
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face’.61 Kennedy was a true asset to the Covent Garden stage and according to Pasquin 

brought in more money than any other female performer during her time at Covent Garden – 

a stage to which she bid farewell on 2 April 1789 in the role of William in Rosina.62 As with 

Sestini, O’Keeffe’s fondness of Kennedy is evident in the poem he dedicates to her in 

Recollections:  

MRS. KENNEDY  

“My custom's gone, my sign is down, (1) 

I cannot face Kilkenny Town;  

I cannot stay in Fontainebleau, (2) 

To entertain the belle and beau;  

The public line I cannot follow.  

My bottle 's crack'd, my tun is hollow; 

(1) Arabel, in " She's Eloped." 

(2) Mrs. Casey, in “Fontainebleau." 

My tub with wine I cannot fill. 

My merchant brought me in his bill: 

If Lackland 's poor, oh! so am I, 

I cannot sing, I cannot cry, 

I cannot laugh, I cannot joke, 

My credit 's up, and I am broke. 

Nor hear the dice, or ‘rhino rattle:' 

To Sir John Bull, and English cattle 

 
61  ‘The State of English Opera from the year 1783 to 1793’, in The Euterpeiad: Or, Musical Intelligencer, 13 

October 1821, p. 114. Parke, Musical Memoirs, pp. 27–28. 

62 Pasquin, Poems, II, p. 205.  
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I can't bid welcome; Oh! I'm crazy. 

My honies, pity Mrs. Casey. 

I've left the world, I'm all alone, 

I'm dead! I'm dead! Ogh hone! ogh hone! 

That spalpeen Death, the dingy blade. 

Has quite cut up my '' roaring trade." 

A Soldier, and a poor one too,' (1) 

Although I might be call'd. 

So fine I looked, 'tis very true 

That I was much extoll'd. 

I sang my " Pitcher and my Friend" 

So well, the deuce is in it,  

That when I sung it to the end, 

They made me then begin it. 

In cave, Alphonso (2) plumes the wing, 

Fond Cable "Poll" deploring; (3) 

When, like the swan, death's song we sing.  

That song there's no encoring." 

(1) Patrick, in "The Poor Soldier.” 

(2) Alphonso, in “The Castle of Andalusia.” 

(3) Cable, in “The Positive Man.”63 

 
63 O’Keeffe, Recollections, II, pp. 407–408. 
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In terms of Alphonso’s borrowed material in the Castle of Andalusia, it is likely that 

Kennedy’s repertoire at the pleasure gardens and the Handel memorial concerts inspired 

O’Keeffe and Arnold’s confidence in selecting Italian arias for her (See Table 3.6).64  

Table 3.6 Kennedy’s Airs in the Castle of Andalusia 
 

Title  Singer(s) Musical 

characteristics 

Source   Other 

‘The Hardy Sailor 

Plows the Ocean’ 

(solo) 

Kennedy E flat, compound 

duple, grazioso 

Arnold  Flute and guitar. 

Not in The Banditti 

‘Come ye Hours 

with Bliss Repleat’ 

(solo) 

Kennedy G major, simple 

duple, amoroso  

Vento, ‘Se fidi 

siete’ in Leucippo e 

Zenocrita (1764). 

Not in The Banditti 

‘So Faithful to my 

Fair’ (duet) 

Kennedy and Brett 

(Alphonso and 

Phillipo) 

E flat, simple 

quadruple, 

allegretto 

Carolan’s ‘Receipt 

for Drinking’. 

Not in The Banditti 

‘Love Sweet 

Poison’ (solo) 

Kennedy  E major, simple 

duple, larghetto  

Handel, ‘Verdi 

prati’ in Alcina 

(1735)  

Flute and guitar. 

Not in The Banditti 

‘Auspicious Pow’rs 

Approving’ (Glee) 

Mattocks, Harper 

and Kennede 

(Victoria, Fernando 

and Alphonso)  

B flat, simple 

triple, vivace 

Arnold Bassoon, cello. Not 

in The Banditti 

 

 

  

 
64 This table has been compiled according to Fiske, English Theatre Music, pp. 600–601, Fleischmann, Sources 

of Irish Traditional Music, p. 397, and the 1782 vocal score. 
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In the Castle of Andalusia, Kennedy is allocated two Italian borrowings and one Irish 

borrowing, which corresponds to Sestini’s borrowed musical material thus presenting an 

empowered Irish music identity and romantic compatibility across these roles. But while 

Lorenza’s musical characterisation does little to forward dramatic action, Alphonso’s musical 

characterisation is central to establishing and dramatizing his vulnerable position as the 

outsider in the comic opera. Alphonso is from Madrid, but his time in Andalusia is musically 

characterised by lilting new airs, solo Italian arias, and an Irish-based duet. These musical 

numbers expose honourable moral standards that are paramount to steering the drama 

towards the righteous reunification of lovers at the end of the work. 

3.4.2 A Critical Evaluation of Alphonso’s Musical Characterisation 

Act I Scene I introduces an imprisoned Alphonso with an emotional monologue: 

I find myself very unhappy; to have fallen into the hands of these ruffians: while my 

rival Don Ferdinand, (I fear), if he once reaches Don Scipio’s castle, wins my 

charming Victoria, and I lose her for ever! But if I could procure an interview, love 

should plead my cause.65 

As stated above, this early stage in the plot presents Alphonso in his pursuit of Victoria. His 

opening monologue does not introduce him as a rowdy prisoner on a steadfast mission to 

reclaim his love, but as a sentimental character who would rather a civilised tête-à-tête over a 

physical confrontation. This is succeeded by his first solo air ‘The Hardy Sailor Braves the 

Ocean’ by Arnold, which inspires a compassionate concern for his unfortunate situation.66   

 
65 O’Keeffe, The Castle of Andalusia (Dublin, 1783), p. 7.  

66 Arnold, ‘The Hardy Sailor Braves the Ocean’, in The Castle of Andalusia (1782), pp. 16–17.  
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‘The Hardy Sailor Braves the Ocean’ 

The grazioso air (ABA) opens in the key of E flat major, a key that was often used by Arnold 

and other composers to express a constant and dedicated love.67  

AIR – Alphonzo 

The hardy sailor braves the ocean, 

Fearless of the roaring wind,  

Yes his heart with soft emotion, 

Throbs to leave his love behind. 

To dread of foreign foes a stranger,  

Tho’ the youth can dauntless roam, 

Alarming fears paint every danger, 

In a rival left at home.68  

The instrumental introduction presents a ritornello with relative minor inflections that later 

anticipates the apprehensive nature of the B section. The A section stays in the tonic and 

exemplifies his heartache, which is embellished on ‘throbs’ and repeated four times above 

ascending arpeggios with a fermata on its fourth and final reiteration. Florid ornamentation 

on ‘behind’ exemplifies the soft-hearted romantic character that was introduced in the 

precursory monologue and also anticipates the emotional anxiety of the B Section, which is 

cued by the sombre ritornello. The B section’s objective is to expose Alphonso’s 

unassertiveness regarding his lover’s pursuit. The C minor inflections in the ritornello 

welcome the opening lyrics in the relative minor, which is followed by what appears to be a 

standard ascending e flat major arpeggio but a dominant seventh on ‘fears, which is repeated 

on ‘dangers’, elongates his unsettled status. This lingers with descending chromaticism in the 

 
67 Hoskins, ‘Introduction’, p. xiii. 

68 O’Keeffe, The Castle of Andalusia (Dublin 1783), p. 7.  
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bass before the final B section lyrics ‘alarming fears paint every danger in a rival left at 

home’ appear in the dominant and anticipate the return of the tonic in final repeat of the A 

section.  

‘The Hardy Sailor Braves the Ocean’ presents an imprisoned Alphonso who is stuck 

in an emotional rut. The heartache expressed in this air is revisited in his second solo air 

‘Come ye Hours with Bliss Repleat’, borrowed from Vento’s ‘Se fidi siete’, which also takes 

place in this scene.69 Ramirez sets Alphonso free and Alphonso warmly thanks him: ‘A 

thousand thanks to you kind sir; time moves on leaden pinions, till I again behold my 

charming Victoria’.70 Even though Alphonso’s gratitude verges on melodramatic, it also 

echoes the temperament heard in his earlier monologue and repeats his sole ambition in the 

work – his timely union with his love. The amoroso air ‘Come ye Hours’ embellishes his 

romantic yet sympathetic character, reassuring confidence in their unification.  

AIR. – Alphonzo  

Come ye hours with bliss replete,  

Bear me to Victoria’s feet, 

Cheerless winter must I prove 

Absent from the maid I live; 

But the joys of our meetings bring  

Shew the glad return of spring.71 

However, a full act passes before Alphonso returns to the stage for the Act II finale in 

Phillipo’s cottage where it seems that his calm temperament has encountered a setback. 

Frustrated with his current situation, Alphonso asks Phillipo, a local Andalusian, to deliver a 

 
69 Arnold, ‘Come ye Hours’, in The Castle of Andalusia (1782), pp. 18–19.  

70 O’Keeffe, The Castle of Andalusia (Dublin, 1783), p. 10.  

71 Ibid. 
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letter to Fernando that challenges him to a duel.72 This comes as a surprise considering 

Alphonso’s sentimental portrayal in Act I, but on discovering that Phillipo is a fellow 

‘complaining lover’, together they sing a duet entitled ‘So Faithful to my Fair’ whose melody 

is borrowed from Carolan.73  

‘So Faithful to my Fair’ 

Of all her musical numbers in The Castle of Andalusia, Kennedy received most applause and 

praise for ‘So Faithful to my Fair’ – so much so that according to the Morning Post audiences 

did not only encore a second performance of the duet but a third.74 Kennedy and Brett also 

received individual praise for their parts in the duet. The Public Advertiser describes Brett as 

‘a very good new edition of Beard’ and the Morning Post describes Kennedy as performing 

‘with uncommon éclat’.75  

‘So Faithful to my Fair’ is Alphonso’s third musical number and the only one to use 

Irish folk music, which the score itself indicates as being borrowed from ‘Carolan’s Receipt 

for Drinking’.76 The tune was first published in A Favourite Collection of the so Much 

Admired Old Irish Tunes (1778) and following its appearance in The Castle of Andalusia, it 

featured as ‘Carolan’s Receipt – in the Castle of Andalusia’ in the Hibernian Muse (1790). Of 

course, these were borrowed tunes that O’Keeffe chose to include in his London comic 

operas and not original compositions, but this draws attention to O’Keeffe’s contribution to 

the dissemination of Irish folk music via his stage works.  

 
72 Phillipo was played by William Brett (d. 1789), See ‘Brett, William’, BDA, II, pp. 323–325.  

73 O’Keeffe, The Castle of Andalusia (Dublin, 1783), p. 43.  

74 ‘Arts and Culture’, Morning Post, 5 November 1782. 

75 ‘Arts and Culture’, Public Advertiser, 7 November 1782.  

76 Arnold, ‘So Faithful to my Fair’, in The Castle of Andalusia (1782), p. 44–45. As stated above, it is very 

likely that O’Keeffe saw Robert Owenson perform this song on the Dublin playhouse stage.  
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‘So Faithful to my Fair’ is a seemingly straightforward allegretto duet (Musical 

Example 3.2). The descending E flat major runs with parallel vocal lines a third apart do not 

demand anything too challenging of the singers, but very well-received was the Irish air’s 

promising cordiality established through its reciprocally intertwined vocal lines. The Parker’s 

General Advertiser reports that ‘Mr. Brett takes up the cadence where Mrs. Kennedy leaves 

it, and continues to the mutual close, in a stile of exquisite beauty’, and the Morning Post 

reports that ‘these two performers were so perfectly in unison, and sung the alternate lines 

with so much taste and harmony’.77 The duet does not build towards an impending duel, but 

instead predicts the duel’s harmless resolution and reminds the audience of Alphonso’s 

civilised demeanour. The musical camaraderie in ‘So Faithful to my Fair’ reinforces 

Alphonso’s ethical disposition and rejects any obnoxious valour that might be expected in a 

musical performance after a duel has been announced. Instead, Alphonso and Phillipo sing of 

fidelity and devotion to their loved ones to the tune of Carolan and bring Act II to a decorous 

close. But time is running out and Alphonso must soon become aware that he is destined to 

be with Lorenza, not Victoria.78   

 
77 ‘Arts and Culture’, Parker's General Advertiser and Morning Intelligencer, 5 November 1782. 

‘Arts and Culture’, Morning Post, 5 November 1782. 

78 O’Keeffe, The Castle of Andalusia (Dublin, 1783), pp. 54–55. 
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Musical Example 3.2 Arnold, ‘So Faithful to my Fair’, in The Castle of Andalusia 
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As stated above, Alphonso’s final solo air, ‘Love Sweet Poison’, is borrowed from 

Handel’s ‘Verdi prati’ in Alcina.79  

AIR – Alphonzo. 

Love! Sweet passion, torment pleasing, 

Pure delight in pain you give. 

Thrilling anguish, flattering, teasing, 

Ne’er from grief or rapture ceasing, 

Yet I’ll love, or cease to live.80 

This is quite fitting when one considers that in Alcina Ruggiero sings this aria at Alcina’s 

departure to the enchanted island. The mixed mood in ‘Verdi prati’ can be seen to reflect 

Alphonso’s mood in ‘Love Sweet Poison’, which Hoskins has observed laments ‘the loss of 

Victoria’ but also anticipates ‘a joyous union with Lorenza’ – an apt comparison.81 As soon 

as ‘Love Sweet Poison’ finishes, Fernando and Victoria arrive on stage and confirm that they 

have eloped and married. No anger flares, no duel ensues. Alphonso’s state of mourning that 

had been portrayed in ‘Love Sweet Poison’ is expelled by the glee ‘Auspicious Pow’rs 

Approving’ that they sing together.82  

GLEE – Ferdinando, Alphonzo. And Victoria  

Auspicious powers approving, 

Reward true love in me, 

Not greater bliss than loving 

 
79 Arnold, ‘Love Sweet Poison’, in The Castle of Andalusia (1782), p. 58.  

80 O’Keeffe, ‘Love Sweet Poison’, in The Castle of Andalusia (1783), p. 54. There appears to have been a typo 

in the 1783 Dublin libretto, which printed the word ‘passion’ instead of ‘poison’. 

81 Hoskins, ‘Introduction’, p. xiv.  

82 Arnold, ‘Auspicious Pow’rs Approving’, in The Castle of Andalusia (1782), pp. 5961. 
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When thus belov’d by thee  

No, no. 

No while thus belov’d by thee.83 

The dignified musical solidarity and companionship that was first rehearsed in ‘So Faithful to 

my Fair’ is reinforced through the glee’s interwoven vocal lines and cordial harmony. 

Alphonso looks on the bright side and eagerly awaits meeting Lorenza, a union that can only 

be described as an anti-climax:  

Ferd. (To Lorenza) I understand Don Alphonso has been honour’d with your 

partiality, I suppose you will have no objection to give him your hand.  

Lor. I blush to see him.  

Alph. My dearest Lorenza!84   

Alphonso and Lorenza’s union is not musically recognised, but their romantic compatibility 

has already proven itself in their musical compatibility throughout the comic opera – each 

character has performed three borrowed airs that have consisted of two Italian arias and one 

Irish air. But by 1794 a significant plot change had taken place and Alphonso and Lorenza’s 

fate to be together was no more.  

Narrative Developments 

By 1794, a significant plot change had taken place and no longer were Lorenza and Alphonso 

a united couple at the end of the work. It comes to transpire that Ramirez, the Captain of the 

Bandits who set Alphonso free at the start of the work, is the Lord of the Castle’s exiled son 

Don Caeser. He and Lorenza turn out to be long lost lovers and are reunited in the final 

scene; but their reunification is due to Alphonso who on realising that Don Caeser is the same 

man that set him free renounces his love for Lorenza:  

 
83 O’Keeffe, ‘Auspicious Powers Approving’, in The Castle of Andalusia (1783), pp. 54–55. 

84 Ibid., p. 59.  
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My good captain! As I knew this lady only by the name of Victoria, you little 

imagined in your friendly promises to me, you were giving away your Lorenza; but, 

had I then known we both lov’d the same mistress, I should e’er now have 

relinquish’d my presentation.85  

In this version, it is Alphonso’s surrendered affection that steers the drama towards its 

righteous resolution, which is Don Caeser’s return from exile and reunion with Lorenza. 

However, for Don Caeser’s character redemption to have true dramatic impact, his role 

becomes significantly enlarged both musically and dramatically, and as a result, Alphonso’s 

presence throughout the work is significantly reduced. His Handel-borrowing ‘Love Sweet 

Poison’ and glee ‘Auspicious Pow’rs’ are completely cut and his Vento-borrowing ‘Come ye 

Hours’ is repositioned to later in Act III; but Alphonso’s Carolan duet ‘So Faithful to my 

Fair’ remains untouched and central to his dramatic positioning as a man of good faith and 

camaraderie in the work, which allows him to surrender his romantic feelings for Lorenza. 

Similarly, the 1794 libretto’s removal of Lorenza’s Irish air ‘New Graces’ could be 

interpreted as eliminating their musical compatibility thus anticipating their separation. 

Alphonso chooses to put Lorenza and Don Caeser’s happiness before his own demonstrating 

a dramatic urgency of harmony and conviviality that his musical characterisation has 

promised throughout. 

Conclusion 

This chapter has demonstrated how The Castle of Andalusia facilitates an empowered Irish 

cultural identity through the distribution of borrowed Irish folk music alongside Italian arias 

to Sestini and Kennedy. O’Keeffe does not allocate Irish music to Irish characters of a lower 

social ranking but to characters of a high social ranking contrary to music borrowing protocol 

 
85 O’Keeffe, The Castle of Andalusia (London, 1794), p. 80.  
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in English comic opera. The fact that the Irish melody borrowed for Lorenza’s ‘New Graces’ 

was also used by Beethoven and Moore, and that the Hibernian Muse included ‘Carolan’s 

Receipt’ as heard in The Castle of Andalusia strongly indicates that O’Keeffe’s use of Irish 

folk song contributed towards its wider dissemination and integration elsewhere. This chapter 

has also illustrated the interdependency of music and spoken word in Alphonso’s dramatic 

portrayal. Kennedy created a vulnerable Alphonso, pitiful in character and calm in 

temperament who falters briefly but does not jeopardise his moral standards in achieving his 

goals. Alphonso’s dramatic and musical characterisation demonstrates an upstanding citizen 

played by an Irish singer who can be trusted in negotiation with Lorenza and others, just as 

Ireland can be trusted in negotiation with Britain. Indeed, this nuanced portrayal of Irish 

cultural identity promotes a civilised Ireland more generally, especially considering the 

political autonomy that the Volunteers and the Patriot Party had achieved in Dublin that same 

year. The Castle of Andalusia avoids explicit political and patriotic reference, but its 

sophisticated musical characterisation mediates an empowered Irish identity that could be 

interpreted as an expression of self-assured Irish identity, an expression that presents various 

avenues of analysis as soon as explicit British patriotism begins to infiltrate his works, 

particularly in his next main piece comic opera, Fontainbleau; or, our Way in France (1784). 

The next chapter will investigate Kennedy’s role in Fontainbleau as Mrs Casey, a Dubliner 

who identifies as English and sings of British patriotism to an Irish tune, which epitomises 

the dispossessed Irish citizen’s fluctuating sense of national identity. 
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Chapter Four 

 

‘“English? That I am, born in Dublin”: The Ambivalent Case of Mrs Casey in 

Fontainbleau; or our Way in France (1784) 

 

Introduction 

This chapter’s titular quotation delivered by the inn-keeper Mrs Casey in Fontainbleau 

automatically raises questions concerning national identity just one year after the war in 

America had come to a humiliating close for the British. The war did, however, strengthen 

and promote a more unified British nationality across the British Isles. Even though the Act 

of Union (1707) united Scotland with England to become ‘One Kingdom by the Name of 

Great Britain’, neither the Scots’ acceptance of a British identity nor the English acceptance 

of a British Scotland was instantaneous.1 Stephen Conway explains that ‘English’ and 

‘British’ were synonymous nationalities at this time and images of Scottish Jacobites as 

‘instruments of despotism’ and ‘despoilers of England’ continued into the mid-eighteenth 

century.2 The Seven Years War (1756–1763) and the American War of Independence (1775–

1783) did, however, encourage disparate territories in Britain to adopt ‘British’ as a national 

label, which was largely due to the British army’s recruitment of both Scottish and Irish 

Catholics. The recuperation of national spirit following the American war saw ‘a cult of 

military heroism’ develop across education, sport, art, and fashion: British education 

celebrated patriotic glory in the classical literature of Homer and Cicero, the fine arts 

increased its depiction of patriotic iconography, and the public were exposed to the flaunting 

 
1‘Union with England Act 1707’ <http://www.legislation.gov.uk/aosp/1707/7/data.pdf> [accessed 1 April 2020]. 

England and Wales had been united since 1536.  

2 Stephen Conway, ‘Adoption of British Identity in War and National Identity in the Mid-Eighteenth-Century 

British Isles’, The English Historical Review, 116 (468) (2001), 863–893 (p. 875). 
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of military uniforms.3 The century came to a close with the passing of a number of acts that 

bolstered imperial control such as the India Act (1784), the Canada Act (1791), and the Act 

of Union with Ireland (1800). In terms of Irish politics, 1784 saw appellate jurisdiction return 

to the Irish House of Lords, the Volunteers had all but withdrawn from politics, the Catholic 

Committee and middle-class activists were quiet.4 The Morning Post even derided the quiet 

state of Irish politics: 

There seems to be a dead weight on the politics of Ireland; their lunatic symptoms 

have of late become very weak; and probably they are downright mad only at the full 

of the harvest moon.5 

This reference to the superstitious nature of the Irish people and their pagan past, which hints 

towards an Irish barbarism and incivility, appeared nine paragraphs above a review of 

O’Keeffe and Shield’s Fontainbleau. It is very possible that O’Keeffe read this derogatory 

comment, which presents a personal predicament of national solidarity and affiliation during 

the healing but jingoistic incentive that was on the British cultural agenda. It is therefore 

reasonable to suggest that O’Keeffe’s creative decisions concerning national identity in 

Fontainbleau reflected his own ambivalent notions of accordance and resistance to the cult of 

British patriotism that followed the war in America.  

This chapter explores O’Keeffe and Shield’s presentation of the inn-keeper Mrs 

Casey in Fontainbleau as a fusion of Irish, English, and British identity. Casey’s ambivalent 

sense of nationhood is immediate in her self-identifying as Irish and English in the same 

 
3 Linda Colley, Britons: Forging the Nation, 1707 –1837, revised edn (New Haven, Connecticut: Yale 

University Press, 2009), p. 197, pp. 167–172. 

4 James Kelly, ‘The Politics of Protestant Ascendancy, 1730– 1790’, in The Cambridge History of Ireland, 4 

vols (Cambridge: Cambridge University Press, 2018), III, pp. 49–73 (pp. 72–73).  

5 ‘News’, Morning Post, 9 December 1784. 
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sentence, singing her first air ‘The British Lion is my Sign’ to an Irish tune, and her tendency 

to use English and British interchangeably, which reflects the synonymous state of the terms 

as discussed above. While Chapter Three argued that Alphonso in The Castle of Andalusia 

mediates an empowered Irish identity through his musical characterisation, this chapter will 

argue that Casey mediates an empowered Irish identity through her ability to choose via her 

musical characterisation. Casey makes choices concerning her domicile, partners, and most 

importantly, the extent of her participation in the work’s celebration of British patriotism. 

This not only uncovers Casey’s power of agency but exposes the subversive subtext of her 

musical role and reveals her accordance and resistance to an all-consuming British identity.  

Her fluctuating sense of Britishness is juxtaposed alongside her steadfast British tenant John 

Bull who extols in the luxury that Casey’s inn offers simply by virtue of its Britishness.  

Fontainbleau; or our Way in France 

O’Keeffe and Shield’s Fontainbleau premiered in Covent Garden on 16 November 1784. Set 

in the French municipality of the same name, interwoven sentimental, romantic, and comic 

plots result in a series of mistaken identities and in the end, lovers are reunited and British 

superiority over the French is firmly established. The majority of the action takes place in 

‘The British Lion’, an inn owned by Casey whose guests include John Bull and his family 

from Garlick Hill, London.6 Lady Bull and her daughter Dolly Bull are obsessed with French 

fashion by which John Bull is disgusted. Also staying at the inn is an English spendthrift 

named Lackland, who bumps into his old schoolmate Henry (the sentimental authority of the 

work) and Lackland advises him to lodge with the local tailor Lapoche.7 Unbeknownst to 

 
6 Garlick Hill is in the Bank area of modern London.  

7 According to Elizabeth Inchbald, Lackland is based on a real-life gentleman and would have been well known 

to English travellers in the 1780s. I have not yet determined who this real-life gentleman is. See Inchbald, The 

British Theatre; or, A Collection of Plays, 25 vols (London: Longman & Co, 1808), XXII, p. 5. 
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Lapoche or Henry is the fact that the young lady already lodging with Lapoche is Henry’s 

younger sister Rosa who Henry has recently enrolled in a French convent after she attempted 

to elope with her lover Lord Winlove. Henry intercepted Rosa and Winlove in Rochester and 

demanded that they marry there and then, but their refusal to do so led to Henry shooting 

Winlove. Henry and Rosa fled to France, and on arrival Rosa was enlisted in the convent. 

The comic opera quickly reveals that Winlove is not dead, has been in contact with Rosa, and 

they have agreed to meet in Fontainebleau to elope once more.8 Henry’s presence in 

Fontainebleau at the same time as his sister Rosa is completely coincidental; he is there to 

pursue a lady with whom he has fallen in love at the Paris opera. He does not know her name, 

but it soon comes to light that she is Celia, sister of the Welsh horseman, Sir Shenkin who 

says he will consent to Henry and Celia’s union as long as Henry partakes in fixing the races. 

Henry agrees (but assures the audience in an aside comment that he will not) and tells 

Shenkin he will only marry Celia if she consents. The main cause for laughter in 

Fontainbleau is the Colonel Epaulette character, also known as the English Frenchman due to 

his desperate attempts to emulate English fashion.9 In the end Henry and his sister Rosa are 

both reunited with their lovers, and Lackland ends up with Dolly Bull – a union that John 

Bull is not overjoyed about but when Lackland refuses Epaulette’s invitation to join the 

French army, John Bull is pacified. A celebration is announced to take place in Casey’s inn 

and an ensemble vocal finale ‘A Patriot Fire Within Each Heart’ brings Fontainbleau to a 

close.  

 
8 As was the case with her brother’s incognito escape from England, Rosa has had to cross-dress in order to 

escape the convent. 

9 According to Inchbald, Epaulette is based on frequent visitor to England, Louis Phillipe I, Duke of Orléans 

(1725–1785) who was ‘remarkable for his passionate attachment to the British modes and manners’. See 

‘Remarks’, in The British Theatre, XXII, p. 3. 
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Reception of Kennedy as Mrs Casey  

Kennedy had previously premiered vulnerable men in O’Keeffe comic operas, such as 

Patrick in The Poor Soldier and Alphonso in The Castle of Andalusia, whose solo airs are 

crucial to eliciting audience compassion. In Fontainbleau, this dramatic responsibility is 

given to Irish singer and actor John Henry Johnstone in the role of Henry who not only steers 

the romantic plot but commandeers the moral high ground of the work in exposing Sir 

Shenkin’s gambling shenanigans. Casey is neither a leading nor sentimental character, but 

reviews in the Morning Chronicle and the General Evening Post indicate that Casey’s air 

‘The British Lion is my Sign’ was an audience favourite.10 Casey’s underrated role in 

Fontainbleau is evident in its lack of critical attention in contemporary Irish theatre studies. 

Joep Leerssen provides the only substantial reference to Casey’s role as part of his discussion 

concerning an ‘English-Irish concord’ in eighteenth-century theatre. Leerssen argues that 

placing Irish characters alongside ‘real foreigners’ on the stage showed how little the Irish 

differed from the English.11 Leerssen suggests that this ‘concord’ is seen in Casey ‘who lures 

English tourists to her establishment by serving roast beef and other English fare, and 

trumping up the Englishness of her Irish birth’.12 This chapter does not deny an ‘English-Irish 

concord’ in Casey but argues that her musical characterisation also trumps up the Irishness of 

her Irish birth. Instead, this chapter will align itself more closely with Burke’s exploration of 

O’Keeffe’s ‘cosmopolitan consciousness’, a concept taken from the anthropological term 

 
10 Morning Chronicle, 17 November 1784; General Evening Post, 16–18 November 1784. Both papers print the 

air in full. 

11 Joep Leerssen, Mere Irish and Fior-Ghael, Mere Irish and Fíor-Ghael: Studies in the Idea of Irish 

Nationality, its  Development and Literary Expression prior to the Nineteenth Century (Cork: Cork University 

Press in association with Field Day, 1996), pp. 132–133. 

12 Ibid.  
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‘vernacular cosmopolitanism’ that describes a ‘different form of global consciousness that 

evolves in populations that travel not from a position of wealth and privilege but rather out of 

some compulsion or necessity’.13 Burke explores how O’Keeffe’s pastoral works written for 

a British audience present ‘stories, experiences and survival strategies that came out of a 

culture of the Irish Catholic dispossessed’.14 This chapter will consider how Casey’s 

cosmopolitan consciousness hovers between a wholehearted British identity (which could be 

interpreted as a survival strategy) and Casey’s reworking of this Britishness to suit her Irish 

identity. Exploring Casey’s cosmopolitan consciousness ultimately reveals a deeper 

ambivalence of her hybrid national identity via her musical characterisation that not only 

creates an entitled power of agency, but a non-rebellious resistance to the position of 

complete British patriot. 

The chapter will appear in three main sections. The first section ‘Context and 

Background’ will give an overview of this season at Covent Garden as well as amendments 

that were deemed necessary after its premiere, and a note on sources. The second section 

‘John Bull in Fontainbleau and Eighteenth-Century England’ will provide an outline of the 

John Bull character in the eighteenth century and draw attention to the authentic attributes 

that O’Keeffe uses in this John Bull, which is crucial to evaluating the juxtaposition of 

patriotism in the Casey and John Bull characters. John Bull’s unrelenting patriotism will 

clarify how similar and different he and Casey are before the final section provides a critical 

evaluation of Casey’s musical characterisation. This section will expose how Casey’s hybrid 

identity fluctuates between acquiescence and resistance to British patriotism that can be 

interpreted as a tool in the destabilisation of perceptions of British superiority abroad as 

embodied in the grandiloquent John Bull character. 

 
13 Burke, p. 227. 

14 Burke, p. 227.  
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4.1 Context and Background 

4.1.1 1784–1785 at Covent Garden  

The London Stage reveals that Covent Garden produced five new main pieces this season that 

included two comic operas: Fontainbleau (17) and Jephson’s The Campaign; or, Love in the 

East Indies (3); two comedies: Thomas Holcroft’s The Follies of a Day (28) and MacNally’s 

Fashionable Levities (8); and one tragedy: Cumberland’s The Arab (1). Three of these new 

main pieces were written by Irish dramatists who present themes of gambling and consent. 

Firstly, MacNally and O’Keeffe communicate an anti-gaming message in their respective 

works: Fashionable Levities focuses on an unhappy arranged marriage where both parties are 

duped by gambling; and Fontainbleau denounces Sir Shenkin’s race fixing and gaming 

shenanigans. In terms of consent, O’Keeffe and Jephson present young lovers who are 

separated due to family objection that ultimately results in the young ladies choosing their 

desired husbands. In Fontainbleau, Henry says he will not marry Celia unless she consents; 

and in The Campaign, Captain Farquhar has no choice but to consent to his daughter 

marrying who she chooses. Interestingly, in 1787 O’Keeffe wrote an abridged version of The 

Campaign as Love and War ‘by Mr. Harris’s wish’, which included a revised stage Irishman 

written by Irish dramatist Pilon (whose new pantomime The Magic Cavern [36] was the most 

performed afterpiece this season).15 This collaboration demonstrates the wider professional 

 
15 O’Keeffe, Recollections, I, p. 140. New Covent Garden afterpieces by Irish dramatists this season: Pilon’s 

pantomime The Magic Cavern (36) and farces Barataria; or Sancho Turn’d Governor and Aerostation; or the 

Templar’s Stratagem (8); O’Keeffe’s farce The Blacksmith of Antwerp (2); Tobias Smollett’s The Israelites (1). 

O’Keeffe also had a successful season in the Haymarket, which premiered his farce The Beggar on Horseback 

(10) and reproduced The Young Quaker (1), The Agreeable Surprise (10), Dead Alive (2), Gretna Green (9), 

Harlequin Teague (8), Peeping Tom (11), and The Son in Law (7).  
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interaction amongst the network of Irish dramatists with whom O’Keeffe associated in 

London.  

4.1.2 Concept and Development 

Fontainbleau was submitted to the Examiner of Plays on 11 November 1784 and opened five 

days later. It received seventeen performances this season and O’Keeffe claims that the King 

commanded it on the ninth night.16 In Recollections, O’Keeffe seems to have been surprised 

by Fontainbleau’s positive reception due to the disgruntled state of two cast members during 

rehearsals. William Lewis, who premiered Lackland, was not impressed with being cast in a 

musical work and was even less impressed with the ragged costume he had to wear. This did 

not seem to offend the audience and O’Keeffe confirms that Lewis was well received.17 

O’Keeffe’s ‘second rub’ was with the actor John Edwin who played Sir Shenkin (later 

Tallyho) and convinced himself that O’Keeffe had written a better part for John Quick’s 

Lapoche. O’Keeffe says that he stayed out of Edwin’s way during rehearsals, but his 

character was later so successful that Edwin thanked O’Keeffe for writing him a ‘flower of 

the turf’.18 This paints an amusing behind the scenes picture at the Covent Garden playhouse, 

especially considering they were all good friends – O’Keeffe, Quick and Lewis were 

pallbearers at Edwin’s funeral in 1790.19 This section also demonstrates that Edwin’s Welsh 

Baronet Sir Shenkin was revised as the Yorkshire Esquire, Tallyho. According to Mary Julia 

Young, the Welsh accent was ‘not sitting easy on the tongue of Edwin’, and therefore the role 

was revised.20 

 
16 O’Keeffe, Recollections, II, p. 98. It had been performed a total of 51 times by the end of the century.  

17 Ibid.  

18 Ibid. 

19 ‘Edwin, John 1749–1790’, BDA, V, pp. 20–28 (p. 24).  

20 Mary Julia Young, Memoirs of Mrs Crouch, 2 vols (London: Printed for James Asperne, 1806), I, p. 224.  
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The Examiner of Plays appears to have been happy with the draft and did not require 

any revisions upon submission, but the reviewers were not overtly impressed on opening 

night. The Whitehall Evening Post sets the general tone with its observation that ‘the first act 

is an extreme good one, the second drags a little, and in the third there were points that must 

not remain’.21 Covent Garden acted and in Recollections O’Keeffe reproduces a letter from 

Harris that includes confirmed amendments that must have been agreed upon at an earlier 

date: 

Dear O’Keeffe,  

Pray make all the expedition you can with the Duet for Edwin and Johnstone, at the 

going off at the end of the slang match – (Fontainebleau:) with that and your new 

scene in the third act, I think we shall be perfect. I doubt not we shall run alone.  

Ever yours,  

T. Harris.22 

The new duet was ‘Your Hand, Your Hand’ for Edwin and Johnstone (Shenkin and Henry) in 

Act II, and the new scene was a humorous case of mistaken identity involving John Bull, 

Lapoche and Colonel Epaulette in Act III (Figure 4.1), which according to O’Keeffe 

‘exceeded every laughable hope’.23 Such detail concerning Fontainbleau’s amendments is 

necessary when deciphering which text should be used as the main reference text in this 

chapter.   

 
21 ‘Arts and Culture’, Whitehall Evening Post, 16–18 November 1784. 

22 O’Keeffe, Recollections, II, pp. 327–328. The letter is not dated.   

23 Ibid., II, p. 100. O’Keeffe’s Dramatic Works includes both amendments (II, pp. 193–278).  
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Figure 4.1 G.W. Bonner, ‘Sir John Bull’, in Cumberland's British Theatre (c. 1829) 
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4.1.3 A Note on Sources 

The official Fontainbleau text did not appear in print in London until it was included in 

O’Keeffe’s Dramatic Works, but a Dublin edition was printed in 1785 that incorporates the 

amendments noted above.24. In terms of songbooks, six London editions had appeared in 

print by the end of 1785 and the score was first advertised as being for sale in the Morning 

Post on 3 December 1784.25 Casey’s solo airs ‘The British Lion is my Sign’ and ‘Kilkenny is 

a Handsome Place’ did not appear as individually printed song sheets but they did appear in 

larger music collections.26 John Bull is not allocated a solo air in the Fontainbleau vocal 

score but other printed editions of Fontainbleau indicate John Bull performed a solo air ‘I’m 

Here in France and More Fool I’ as well as a catch with Lady Bull, Epaulette and Sir Shenkin 

entitled ‘Twas You Sir’.27 Neither appear in O’Keeffe’s Dramatic Works, which includes a 

different John Bull air entitled ‘Great Porter now Inspires my Song’.28 No music exists for 

these musical numbers and therefore they cannot be considered as part of this chapter’s 

analysis of O’Keeffe’s John Bull. The vocal score allocates John Bull a solo line in the 

 
24 O’Keeffe, Fontainbleau; or our Way in France. A Comic Opera (Dublin: printed for W. Wilson, 1785). 

Smock Alley was the first Irish theatre to produce Fontainbleau on 29 January 1785 with Elizabeth Billington as 

Rosa and Giovanna Sestini as Colonel Epaulette, followed by another 12 recorded performances that season. 

See Greene Theatre in Dublin, III p. 2186 for more on Fontainbleau in Dublin. 

25 ‘Advertisements and Notices’, Morning Post, 3 December 1784. 

26 Calliope; or the Musical Miscellany, 2 vols (London: C. Elliot and T. Kay, 1788), II, pp. 378–379, pp. 384–

385; A Second Collection of Strathspey Reels (London: W. Boag, c. 1788), p. 35; Thompson’s Compleat 

Collection of 200 Country Dances, 5 vols, (London: printed for Saml. Ann & Peter Thompson, n.d.), V, p. 6; 

The Hibernian Muse (London: S. A. & P. Thompson, 1790), p. 4.  

27 O’Keeffe, Songs, Duets, Trios, &c. in Fontainbleau (1784), p. 23, pp. 16–17. See also the Dublin libretto 

(1785), p. 36, p. 59.  

28 O’Keeffe, Dramatic Works, II, p. 237. 
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patriotic vaudeville finale, which will be discussed in due course. Table 4.1 provides a list of 

the songs that feature across these Fontainbleau sources. 

Table 4.1 Fontainbleau Songs across Sources   

(X’ in a column indicates that a song appeared in a source. A row that is highlighted in grey 

indicates a song that appears across all five sources) 

  

  

  
Song  

LA 673  Score  
(London,  
1784).   
LBL: E.108.c  

Fontainbleau  
Songbook  
(London,   
1784)  

Fontainbleau  
Play Text  
(Dublin,  
1785)  

Fontainbleau 

in Dramatic  
Works  
(1798)  

‘At Londre I vas a Taylor  
Nice’   

   X  X  X  X  

‘My Morning of Life’  X  X  X  X  X  
‘The British Lion is my Sign’   X   X  X   X  X  
‘Oh Ling’ring Time’  

  
X   X  X  

‘Flowr’s their Beauties’     X  X  X  X  

‘Indeed I’ll Do the Best I  
Can’     

X  X  X  X  

‘The Night when Past, in  
Golden Skies’  

 X  X  X  X  

‘Brooks to your Sources  
Swiftly Return’  

X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  

‘In London my Life is a Ring 

of Delight’  
X  X  X  X  X  

‘Search all the Wide Creation  
Round’  

X  X  

  

X  

  

X  

  

X  

  

‘Ah Now my Lord’   X          

‘Heroes Great’  X       

‘Love does so Run in my  
Head’  

 X  X  X  X  

‘Through Circling Sweets I  
Freely Rove’  

X  X  

  

X  

  

X  

  

X  

  

My Cause Bold on the Wind’   X      

‘In an Orchard’  X (Act II  
finale)    

      X  

‘No Hurry I’m in to be  
Married’  

 X  X  X  X  

‘The Morning We’re Married’  X  

  

X (Act II 

finale)    
X (Act II 

finale)  
X (Act II 

finale)  
X (Act II 

finale)    

‘I’m here in France’ (JB)    X  X   

‘Great Porter’ (JB)          X  

‘Kilkenny is a Handsome  X  X  X  X  X  



131 

 

Place’    

‘Tol Loll de Rol’  X   X   X  X    

‘Twas you Sir’ (JB duet)  
  

 X  X   

‘When Drest in all my Finest  
Things  

 X  X  X  X  

  

‘How Can Man such Pleasure  
Find’   

X  X  X  X   

‘Let Fame Sound the  
Trumpet’  

X  X  X  X  X  

  

‘How Sweet, How Fresh’   X   X  X   X    

‘Your Hand, Your Hand’   X    X  

‘This Patriot Fire within Each  
Breast’  

X (finale)  X (finale)  X (finale)  X (finale)  X (finale)  

 

It is impossible to determine when these musical amendments were made to the John Bull 

character, which presents a challenge when deciding upon the printed text that should take 

precedence when evaluating the patriotic juxtaposition of Casey and John Bull. Since musical 

characterisation is the focus, the vocal score must take precedence. The version of  

Fontainbleau that appears in O’Keeffe’s Dramatic Works is the version that O’Keeffe most 

likely considered definitive, but not only does it omit musical numbers that are included in 

the score, it was published fourteen years after the work premiered. Even though 

Fontainbleau (Dublin, 1785) includes two musical numbers that are not included in the score, 

it honestly reflects the post-premiere additions and is also the version that was published in 

closest time proximity to the score. Therefore, this is the play text that is referred to 

throughout the chapter. The next section will provide an overview of the eighteenth-century 

John Bull character and highlight the traditional John Bull characteristics that O’Keeffe used 

in Fontainbleau.   
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4.2 John Bull in Fontainbleau and Eighteenth-Century England 

Today the John Bull name is associated with the well-known cartoon character that represents 

the epitome of British patriotism (Figure 4.2). This image was first popularised by political 

cartoonists John Tenniel (1820–1914) and John Leech (1817–64) drawing for Punch 

magazine where he appeared as a stocky farmer with an angry mastiff who had plenty to say 

about British affairs.29 But John Bull was in fact born a literary figure in John Arbuthnot’s 

political allegory The History of John Bull (1712), which describes him as ‘an honest plain-

dealing fellow, choleric, bold and of very unconstant temper’.30 It was not until mid-

eighteenth century that engravings of John Bull as the embodiment of the English people 

started to emerge with William Hogarth’s Beer Street (Figure 4.3), which presents an 

Englishman drinking beer and waving meat above his head.31 By 1779, John Bull had come 

to symbolise an antagonism towards the French aristocracy (Figure 4.4) and John Bulls 

Alternative (1781) presents John Bull with an ultimatum – be hanged or accept the 

Frenchman’s offering (Figure 4.5). 32   

 
29 Miles Taylor, ‘Bull, John’, Oxford DNB <https://doi.org/10.1093/ref:odnb/68195> [accessed 26 August 

2019].  

30 John Arbuthnot, Law is a Bottomless Pit: or The History of John Bull (London: All printed for John Morphew, 

1712), pp. 49–50.  

31 Taylor, ‘Bull, John’, Oxford DNB. 

32 Jeannie Surel, ‘John Bull’, in Patriotism: The Making and Unmaking of British National Identity, ed. by 

Raphael Samuel, 3 vols (London and New York: Routledge, 1989), III, pp. 3–25 (p. 8, p. 10). 

https://doi.org/10.1093/ref:odnb/68195
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Figure 4.2 Creator unknown, ‘Who’s Absent?’ (1915), lithograph.  

 

 
 

Figure 4.3 William Hogarth, Beer Street (1751), print 
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Figure 4.3 James Gillray (lettering) and John Nixon, Politeness (1779), etching.  

 
 

Figure 4.4 Creator Unknown, John Bulls Alternative (1781), etching. 
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Some of these characteristics present themselves in O’Keeffe’s John Bull in his desire for 

everything British, his frustration at everything French – especially his wife and daughter’s 

Francophilia – and his sheer joy when his son-in-law to be turns down Epaulette’s offer to 

join the French army. In terms of John Bull’s domestic life, eighteenth-century prints depict 

him in rural domiciles as a peasant or farmer, or urban domiciles as an artisan or 

shopkeeper.33 In Fontainbleau, John Bull is a London shopkeeper who has had his business 

on Garlick Hill for fifteen years; and according to Inchbald, O’Keeffe’s Bull family were 

‘bold’, ‘humorous’, and ‘perfect copies of such citizens, as inhabited London a few centuries 

past’.34   

In 1789, visitor to England Johann Wilhelm von Archenholz offered the following 

informative insight into the John Bull character: 

In other countries, the vulgar imitate the higher ranks; there [England], on the 

contrary, the great are only solicitous to distinguish themselves from the mob. A rich 

tradesman thinks that he is entitled to the privilege of being original, and to live after 

his own manner. These originals, whose manners are as savage as they are 

uncommon, are generally called John Bull, and one sometimes meets with a John Bull 

among people of fashion.35 

Archenholz continues:  

 
33 Ibid., p. 12. 

34 Inchbald, The British Theatre, p. 4.  

35 Johann Wilhelm von Archenholz, A Picture of England: Containing a Description of the Laws, Customs, and 

Manners of England, 2 vols (London: E. Jeffery, 1789), II, p. 157.  
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John Bull is a favourite subject for the satire of dramatic writers. The people are never 

more happy than when they see their own follies personified in this character; they are 

then sure to receive every sarcasm with the loudest applause.36 

Archenholz’s first quotation expresses his not-so-flattering impression of the John Bull 

character and the likelihood of encountering such a person while the second expresses his 

understanding that the English people are partial to laughing at themselves on stage. This 

highlights the satirical possibilities that the John Bull character presented dramatists with in 

the second half of the eighteenth century and Cumberland's British Theatre compliments 

O’Keeffe’s ability to present John Bull as a ridiculous character: 

The task of showing up our countryman in this ludicrous light could hardly have 

fallen to an author better calculated to do it justice than O’Keeffe. His quick 

perception of the ridiculous, intuitive insight into character, ready wit, and quaint 

drollery, have their full play in the opera of Fontainbleau, which exhibits ‘our way in 

France’ in the year 1784, ere the rough stamp of John’s nationality was fined down to 

artificial smoothness and polish, his racy humour destroyed, and he had dwindled into 

that negative personage without mark or likelihood – a riffacimento of every nation 

but his own.37 

The author seems to be in denial that O’Keeffe’s John Bull represented England but instead 

suggests that he was a reconstruction of every nation but England. O’Keeffe’s ridiculous John 

Bull illustrates a cowardice in his reluctance to question his family’s French obsession, a 

naivety in his confusing of Colonel Epaulette for the French tailor, and a steadfast Britishness 

and irrational frustration at everything French in France. The only remedy for John Bull’s 

 
36 Ibid., p. 158. 

37 George Daniel, ‘Remarks’, in Cumberland's British Theatre: with Remarks, Biographical and Critical, 48 

vols (London: J. Cumberland, c. 1829), 32, p. 5.  
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sullen pout on arrival in Fontainebleau is Casey’s inn ‘The British Lion’. The next section 

details Casey and John Bull’s initial encounter and demonstrates how Casey’s enterprise and 

first air ‘The British Lion is my Sign’ appeals to the British taste of this simple Englishman. 

4.3 Casey’s Musical Characterisation 

Act I opens with stage directions that read ‘Two Hotels – the Sign of the Red Lion on one 

Side of the Stage, on the other side the Fleur de Luce’.38 Casey enters with a waiter and her 

role as innkeeper is established. She has a discussion with her spendthrift tenant, Lackland, 

establishing her desire for a husband that is central to making her a comic yet pathetic 

character. It is not long before the ill-tempered John Bull arrives on stage and grumbles to a 

French innkeeper that he is hungry. The innkeeper responds that he will prepare ‘de bon 

ragout and de frais salade’ to which John Bull responds ‘Ragouts! Pfha!’39 Serendipitous and 

like music to John Bull’s ears is Casey’s amplified instruction to her waiter ‘D’ye hear, 

George, carry that big piece of roast beef up to the Lion’ – a subtlety orchestrated act of 

enticement that mollifies John Bull’s rage and lures him towards the Lion. When John Bull 

asks Casey if she is English, she replies ‘English! That’s what I am. I was born in Dublin’, 

which prompts her first solo air ‘The British Lion is my Sign’. 40 

  

 
38 O’Keeffe, Fontainbleau (Dublin, 1785), p. 5.  

39 Ibid., p. 14. 

40 Ibid.  
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Musical Example 4.1 Shield, ‘The British Lion is my Sign’, in Fontainbleau 

 

 
 

2 

When drest and seated in my bar, 

Let squire, or beau, or belle come, 

Let captain kiss me, if they dare, 

It’s Sir you’re kindly welcome! 

On Shuggle, Cog, and Slip, I wink, 

Let Rooks and Pigeons mingle, 

And it to me they bring the chink, 

Faith let the glasses jingle. 

Rhino rattle, come, &c. 

3 

Let love fly here, on silken wings, 

His tricks I still connive at; 

The lover would say soft things, 

Shall have a room in private. 

On pleasure I am pleased to wink, 

So lips in kisses mingle, 

For while to me they bring the chink, 

Faith let the glasses jingle. 

Your Rhino rattle come &c.  
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4.3.1 ‘The British Lion is my Sign’  

Casey’s air is a three-verse air that discloses the goings-on in Casey’s inn, matters that she is 

privy to (Musical Example 4.1). Fleischmann does not trace ‘The British Lion’ to a pre-

existing Irish tune but suggests comparing the air with ‘The Humours of Kilkenny’ in A 

Collections of Scots Measures (1778), which presents melodic similarities.41 ‘The British 

Lion’ also bears a resemblance to the duet ‘Out of my Sight’ in O’Keeffe and Shield’s The 

Poor Soldier, which is also accompanied by oboe and bassoon. As with ‘The British Lion’, 

Fleischmann does not trace ‘Out of my Sight’ to a pre-existing Irish tune but suggests 

comparing it with ‘When I First Laid Siege to my Chloris’ – the air that Gay used for ‘At the 

Tree I shall Suffer with Pleasure’ in The Beggar’s Opera.42 O’Keeffe was no stranger to The 

Beggar’s Opera from his time on the Dublin stage, and perhaps this is where the melodic 

inspiration for ‘Out of my Sight’ and ‘The British Lion’ came from. Shield’s vocal score, 

however, claims that the air is based on an ‘Irish Tune’. The first verse sings about the French 

and English mingling in her inn, the second continues in the same fashion, and the third sings 

in a somewhat promiscuous tone of couples seeking privacy at the inn. The air does not 

suggest that she is a naïve woman to be taken advantage of, but instead the air makes it clear 

that Casey’s main priority is cash flow. She cares not who ‘mingles’ at her table d’hôte – be 

it ‘rooks and pigeons’ or the ‘French and English’ – as long as it makes her money.  

The simple musicality of the air reflects Shield’s approach to arranging folk music: 

‘harmony should never destroy the character of melody’.43 Shield presents an E natural minor 

(Aeolian mode) air in compound duple time with a bassoon drone in the bass, which is no 

doubt alluding to pipes, be it the bagpipes, the Northumbrian small pipes, or the Irish uilleann 

 
41 Fleischmann, ‘The British Lion’, in Sources of Traditional Irish Music (tune no. 2125).  

42 Ibid. (tune no. 376).  

43 Shield, The Rudiments of Thoroughbass, p. 3. 
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pipes. Shield had already imitated bagpipes in his overture for Rosina, which was later used 

for Robert Burns ‘Auld Lang Syne’; and in Recollections, O’Keeffe writes about his 

encounter with the famous Irish piper John Macdonnell who he had heard play Carolan 

melodies on his Irish organ.44 The introduction (bars 1–5) features a d sharp hinting towards 

the harmonic minor, but this accidental does not feature in the air itself thus maintaining the 

modal quality of the Irish tune. The verse is divided into three sections: The A section (bars 

6–14) stays in the tonic with the bassoon drone on E in the bass. The B section (bars 15–22) 

modulates to the relative major with the bassoon drone on G. The B section in each verse 

sings of people mingling, and it is on the trills in this section (bars 19–20) that Casey reaches 

her highest note in the air, e′ ′ , which exemplifies the rich alto range of her voice. A fermata 

on ‘chink’ precedes the A1 section (bars 15–22) in the tonic that presents a slight variation to 

the melodic line. Its accompanying lyrics are repeated in the second and third verse, and in 

the end, a short coda (bars 32–35) decorates the finality of the bassoon drone and a solo 

guitar variation brings the air to a complimentary close.  

‘The British Lion’ demonstrates Casey’s entrepreneurial drive and desire to make 

money. Her dislocated status implies that she is well-travelled, therefore experienced and 

knows the tricks of the inn keeping trade. The English traveller, especially the simple John 

Bull, is guaranteed to be charmed by her inn’s patriotic title, its traditional English menu, and 

therefore he is her target clientele. But in dedicating her time to an English target market and 

identifying as English herself, why would Casey risk co-identifying as Irish to the detriment 

of potential clientele? Casey’s musical promotion of her inn to an Irish tune demonstrates her 

hybrid Irish-English-British identity that she mediates on her own terms. Casey’s musical 

introduction can also be interpreted as demonstrating her cosmopolitan consciousness and 

 
44 O’Keeffe, Recollections, I, p. 248. Read more about John MacDonnell the Irish piper in Nicholas Carolan, 

‘MacDonnell’s uilleann pipes’, Ceol, vi, 2 (1984), 59-61.  
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ambivalent national identity that fluctuates between her acceptance of British patriotism in 

identifying as English, naming her inn ‘The British Lion’, and singing patriotic lyrics; and her 

acceptance of British patriotism on her own terms in identifying as English and Irish as well 

as singing an Irish melody. Her second air also alludes to her ambivalent identity and furthers 

her status as an independent woman. The musical consistency across these two airs links 

them nicely and allows for an interwoven promotion of her agency.  

4.3.2 ‘Kilkenny is a Handsome Place’ 

Casey’s second air (Musical Example 4.2) takes place directly after she has asked Lackland 

once more to pay his bill, which he refuses to do (Figure 4.6). She reasons that his 

disrespectful attitude towards her must be down to her not having a husband. Casey bemoans 

her spinsterhood and wishes she had a husband.45 ‘Kilkenny is a Handsome Place’ asserts 

that she has not always been alone and has indeed had different partners in different locations 

throughout her life reinforcing the reality that she is a well-travelled, independent woman. 

  

 
45 O’Keeffe, Fontainbleau (Dublin, 1785), p. 7, p. 45.  
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Musical Example 4.2 Shield, ‘Kilkenny is a Handsome Place’, in Fontainbleau  

 

 
2 

But Dublin City bore the Belle, 

In Streets, and Squares, and Houses fine; 

Oh here young Dick his Love cou’d tell. 

And there I told young Dickey Mine: 

For Dick he was a roving Blade, 

And I was hearty, bold, and free; 

He lov’d and I his Love repaid, 

Then Dickey was the Lady for Me. 

3 

When Dover Stand my happy lot, 

And William there my love did crown; 

Young Dick and Jemmy I forgot, 

Kilkenny fair, and Dublin Town: 

For William was a gentle Young. 

Too bashful, nor too bold was He; 

He said he Lov’d and told me truth, 

And William was the Lad for Me. 

 

 

* The two-part writing in bars 16–18 suggests an obbligato instrument, but one is not listed in the original score. 

Casey’s first air lists oboe and bassoon as accompaniement intruments so perhaps one or both of these 

instruments accompany these vocals. 

. 
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Figure 4.6 A. Noble, Lackland and Casey in Fontainbleau (1807), engraving 
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‘Kilkenny is a Handsome Place’ is a G major allegro air in compound duple time in 

three sections. The introduction (bars 1–9) begins with the melody to Section A (bars 10–19) 

and finishes with trills that are heard in the air’s conclusion that are also reminiscent of the 

trills heard in her first air. Section A recalls the Irish town where she lived and the man she 

courted there. It finishes on a fermata on ‘Dear’ before a minor third anticipates the B section 

(bars 20–23), in which the tempo changes to simple triple time. The slower pace of the B 

section presents a series of ascending major and minor thirds and finishes on an imperfect 

cadence with fermatas, which allows Casey a more intense and prolonged period of 

reflection. She snaps back to reality in the C section (bars 24–32) as it returns to compound 

time. It does not repeat the A section melodically but presents a continuity across Casey’s 

musical characterisation with the reappearance of the bassoon drone and descending trills that 

bring the air to a close. In the second verse, Casey recalls her time in Dublin with Dickey, 

and the third her time in Dover with William.  

The air does not imply a failure on Casey’s part in finding a husband but recalls her 

experiences with different men. Her straightforwardness in revealing her ex-lovers was not a 

point of contention in the newspapers as it was for Dolly Bull who suffered newspaper 

backlash at merely expressing interest in three different men.46 Nonetheless, consistencies 

across Casey’s two airs – Irish tunes, key, tempo, trills, and bassoon drones – make her 

musical character recognisable. Both airs allude to her cosmopolitan consciousness and 

ability to choose – her identity, her inn’s clientele, her lovers, and her residence. Choice has 

been the thematic thread running throughout Casey’s musical characterisation, but the 

thematic thread running throughout the entire work has been English superiority and British 

patriotism. This theme has reappeared every time John Bull is on stage, every time the French 

 
46 ‘Arts and Culture’, Morning Chronicle,17 November 1784.  
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characters are laughed at, and every time a scene takes place in Casey’s inn. This is the theme 

on which the work ends, the final message of the entire work. It is Casey’s power to choose 

that plays a central role in dramatizing her unexpected change of heart and omission from the 

patriotic finale, ‘A Patriot Fire within each Heart’, which alludes to an ambiguity of national 

solidarity. 

4.3.3 ‘A Patriot Fire within each Heart’  

In the build up to the patriotic finale, the final scene ties up several loose ends. The lovers are 

reunited, Winlove with Rosa and Henry with Celia, and together they sing Stephen Paxton’s 

awarding winning glee ‘How Sweet! How Fresh!’47 Henry also exposes Shenkin’s match 

fixing shenanigans and threatens to report him to the Jockey Club – the moral stance against 

dishonesty that strikes the sentimental chord required of eighteenth-century English comic 

opera. 48 This moral message is not, however, the tone on which the work concludes; instead, 

patriotism takes its place. This is incited by John Bull’s delight in hearing that his future son-

in-law, Lackland, has turned down Colonel Epaulette’s offer to join the French army: 

 ‘Well now, as we seem now to be all tolerable good friends, we’ll retire to the inn – 

(Lady B. looks) Hotel I mean, where the true zest of English hospitality shall receive 

French claret – Heigh! What say you to that, my antigallican son-in-law?49  

To which Lackland responds with the final line of the comic opera:  

With all my heart. But sir, I’ll have no illiberal prejudices in my family. National 

reflections are unworthy the breast of an Englishman and however in war each may 

 
47 Stephen Paxton, ‘How Sweet! How Fresh!’, in Fontainbleau; or, Our Way in France (London: Longman & 

Broderip, 1784), pp. 53–55.  

48 O’Keeffe, Fontainbleau (Dublin, 1785), p. 69.  

49 Ibid., p. 70. In Fontainbleau (Dublin, 1785), there has been a printing mistake in allocating this line to 

Shenkin instead of John Bull.  
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vindicate his country’s honour, in peace let us not know a distance but the streights of 

Dover.50  

Even though Lackland’s closing remark demotes prejudice and national reflection, it 

paradoxically cues the high-spirited vaudeville finale ‘A Patriot Fire within each Heart’. But 

there remains one loose end that has not been resolved – Lackland still owes Casey money. In 

fact, there is no point made of Casey returning on stage and joining the cast for this scene 

even though everybody is returning to her inn to celebrate. This should not only deem her 

worthy of a voice in the final scene but also of a voice in the patriotic finale, especially 

considering her patriotic inn and patriotic lyrics in the work. This does not rule out the 

possibility that she sang in the chorus alongside her fellow cast members, but Casey’s 

omitted solo voice from the patriotic finale can be interpreted as subversively exposing a 

resistance to British patriotism.  

Vaudeville Finale  

Approximately one week after opening night, the Morning Herald reported that a musical 

‘transformation’ had taken place – Shield had rewritten the ‘medley’ finale as ‘a very spirited 

vaudeville’ finale.51 Originating from the French vaudeville, the vaudeville finale is strophic 

in form with approximately eight short solo verses sung by different characters with a choral 

refrain between each. Traditionally, the first verse summarises the moral message of the work 

and subsequent solo verses reflect on individual character reform. The final verse pays tribute 

to the author and the audience and asks for their kind contribution.52  

 
50 Ibid.  

51 ‘News’, Morning Herald, 24 November 1785. 

52 M. Elizabeth C. Bartlet, ‘Vaudeville final (Fr.)’, Grove Music Online 

<https://doi.org/10.1093/gmo/9781561592630.article.O006248> [accessed 10 October 2019].  
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O’Keeffe and Shield’s finale (Musical Example 4.3) includes a refrain that is repeated 

seven times throughout, but it is not strictly strophic in form because not all the verses are 

sung to the same melody. Serious and comic characters sing the individual verses throughout 

and both the audience and O’Keeffe are complimented in the final verse. The finale diverges 

from typical vaudeville fashion in its first verse, however, because it does not sum up the 

moral message, which therefore poses the question – what lesson learned can be deciphered 

from this finale?  

The finale opens with Winlove and Rosa who each sing a line of the patriotic refrain, 

which is repeated by the chorus. The music is pleasantly gallant, but the lyrics are inarguably 

jingoistic. Henry and Celia sing the next solo verses but not to the melody of the refrain. 

Dissonance in Henry’s verse draws attention to potential manipulation of distracting foreign 

fancies, but Celia’s steady ascending B-flat major scale reassures the audience of England’s 

reliability. Neither couple revisits the obstacles encountered on their road to reunification nor 

looks towards their future together. This may be because the couples have already sung the 

Paxton glee on reunion before the finale, but the complete omission of their fundamental 

objective in the finale is odd because it eliminates ‘the true love conquers all’ message that is 

so typical of comic-opera finales. John Bull is the only character who sings of some sort of 

lesson learned in his promise to stop spending money on races. Instead, he states that he will 

spend money on the stock exchange, which makes his pledge redundant. The C minor 

modulation in John Bull’s verse implies his grumpy attitude to life that is subsequently 

pacified by his wife who sings of their life in London to the melody of the refrain, which just 

as Celia’s response to Henry does above, implies a stable life in England. Sir Shenkin sings 

the final solo verse and sticks to vaudeville trends in complimenting O’Keeffe and the 

audience. He asks for applause and support but does not reflect upon any character reform 

even though Henry has exposed his dishonest match fixing. Its accompaniment on clarinets   



148 

 

Musical Example 4.3 Shield, ‘A Patriot Fire within each Heart’, in Fontainbleau 
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and horns fits the declaratory nature of this verse – which is once again performed to a 

different melody. The choral refrain follows but this is not the end of the finale. A chorus of 

men is followed by a chorus of women before the closing section presents the only vocal 

harmonisation in the finale. The refrain is performed twice more and finally a brief coda 

brings the vaudeville finale to a close. Any sense of true character reform or an implied moral 

message typical of a vaudeville finale is missing. Instead, the verses promote England while 

the refrain and three-part vocal arrangement reflect the ultimate message of the finale: British 

superiority at home and abroad.  

Resistance by Omission  

The typical eighteenth-century vaudeville finale would have allocated its solo verses to main 

characters, but this definition cannot be applied here because Winlove, Celia, and Lady Bull, 

each of whom sing a solo verse, are secondary characters. Other secondary characters who do 

not receive a solo verse in the finale include Casey, Nanette, Lackland, and the French 

characters Lapoche and Epaulette. It makes dramatic sense that the French characters do not 

receive a solo verse in this patriotic finale; Lackland has not been a singing character; and 

Nanette has played the minor role of chambermaid. Therefore, Casey should warrant a solo 

voice in the ensemble finale considering her patriotic persona as well as the fact that her inn 

is hosting the patriotic afterparty. Why give secondary characters Winlove, Celia, and Lady 

Bull a solo verse in the finale ahead of Casey who has performed the loyal colonial subject by 

embracing British patriotism overseas? It is therefore reasonable to suggest that Casey’s 

omission in the musical finale covertly rejects its patriotic overindulgence. By accepting 

British patriotism in business and in performance throughout the work, Casey’s unheard 

voice in the collective celebration of patriotism in the finale amplifies her power of agency 

that has been on display so far. Choice has entitled Casey to distance herself from the musical 

indulgence in the work’s final message of British superiority at home and abroad, which does 
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not incorporate lessons learned nor character reform. The omission of moral sentiment from 

the finale could also be interpreted as highlighting the hollow codes of popular jingoism to 

the detriment of John Bull and the English character. The absence of Casey’s solo voice from 

the vaudeville finale eliminates her from this category, thus uncovering the subversive 

subtext of Casey’s cosmopolitan consciousness in her musical characterisation – her 

resistance, and possibly O’Keeffe’s, to complete British solidarity that also looks back to 

O’Keeffe’s association with the Volunteers in Dublin who were seeking political autonomy 

in the late 1770s. Casey’s voice in the finale would have further cemented her position of 

loyal colonial subject in business as well as her cosmopolitan consciousness in performance, 

both alluding to O’Keeffe’s Irish immigrant experience in London. But instead, Casey and 

John Bull’s concordance in the first scene is abandoned and their discordance in the final 

scene can be interpreted as a tool in the destabilisation of her complete accordance with 

British solidarity.  

Conclusion 

To use Casey as an example of ‘English-Irish concord’ in demonstrating how little English 

and Irish differ from one another on stage is perhaps a fair interpretation if her musical 

characterisation has not been considered. This chapter has exposed how Casey’s musical 

identity exposes her cosmopolitan consciousness and consent to British patriotism on her 

terms. While Britain’s position of authority is not overtly challenged in Fontainbleau, a 

voiceless Ireland in the finale alludes to a passive colonial resistance in the mid-1780s – a 

covert satirical allusion perhaps. These subversive nuances in musical representation are also 

evident in O’Keeffe and Shield’s Omai, which shares its patriotic context with Fontainbleau. 

While Chapter Four has been set against the recuperation of national spirit following the 

national loss in America, Chapter Five ‘Colonial Pantomime: Identity and Cultural 

Difference in Omai; or, a Trip round the World (1785)’, is set against the backdrop of 
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another national loss, Captain James Cook in 1779. Chapter Five uncovers O’Keeffe’s 

ambivalent sense of belonging and otherness, acquiescence and resistance, when writing 

ethnic difference on the London stage against the backdrop of British patriotism
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Chapter Five 

 

Colonial Pantomime: Identity and Cultural Difference in Omai; or, a Trip round the 

World (1785) 

 

Introduction 

This chapter will focus on the portrayal of the Polynesian people in O’Keeffe and Shield’s 

pantomime Omai; or, a Trip round the World (CG: 20 December 1785), which offers a 

magical reconstruction of the islands that Captain James Cook (1728–1779) frequented 

throughout his naval career. Cook’s personal journals were published after each major 

voyage and provided the British people with the comforting sense that the royal navy ruled 

the waves.1 Real-life Polynesian characters to feature in Omai include Otoo, Towha, Oberea, 

Oediddee, and Omai from the Society Islands of Tahiti, Bora Bora, and Raiatea. The English 

people were especially familiar with Omai after he boarded Cook’s consort ship the 

Adventure in 1773 and returned to England for two years. During his stay, he received the 

patronage of Joseph Banks, Dr Solander, and Lord Sandwich; developed his English 

language skills; and met with many important figures including George III. Omai quickly 

became part of the eighteenth-century idealisation of ‘the noble savage’, which was 

encapsulated in Sir Joshua Reynolds’ painting Omai (Figure 5.1). The goal of Cook’s final 

expedition (1776–1780) was publicly advertised as returning Omai to the Society Islands, but 

Cook was, in fact, under Admiralty instructions to find a northwest passage through North 

America. They set sail from Plymouth on 12 July 1776, Omai was safely returned home, and 

 
1 John Hawkesworth (ed), An Account of the Voyages Undertaken by the Order of His Present Majesty for 

Making Discoveries in the Southern Hemisphere,3 vols (London: Printed for W. Strahan and T. Cadell, 1773). 

James Cook, A Voyage towards the South Pole, and round the World, 2 vols (London: printed for W. Strahan; 

and T. Cadell, 1777). Cook, A Voyage to the Pacific Ocean, 3 vols (London: Printed for John Stockdale, 

Scatcherd and Whitaker, John Fielding, and John Hardy, 1784). 
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on 14 February 1779, Cook was killed by natives in Hawaii. It is very possible that O’Keeffe 

and Shield’s Omai was conceived in reaction to the media hype surrounding the posthumous 

publication of Cook’s final journal A Voyage to the Pacific Ocean (1784), which by the end 

of 1785 had been published in three editions. The years following Cook’s death also saw the 

birth of his reputation as patriotic martyr and tragic hero on canvas with Johann Zoffany’s 

The Death of Captain James Cook (1779) and John Webber’s The Death of Cook (c. 1781) 

and in poetry with Anna Seward’s eighteen-page Elegy on Captain Cook (1780) that presents 

adoring images of Cook’s deification in its final verse: 

While on each wind of heav’n his fame shall rise,  

In endless incense to the smiling skies; 

The attendant Power, that bade his sails expand,  

And waft her blessings to each barren land,  

Now raptur’d bears him to th’ immortal plains,  

Where Mercy hails him with congenial strains;  

Where soars, on Joy’s white plume, his spirit free,  

And angels choir him, while he waits for Thee.  

Heavenly idolatry is also evident in Francesco Bartolozzi’s engraving The Apotheosis of 

Captain Cook (Figure 5.2), which situates Cook amongst the clouds alongside Britannia. This 

engraving was based on the backdrop by scenographer Philippe Jacques de Loutherbourg for 

the apotheosis of Cook in the final scene of Omai 2  

 
2 Anna Seward, Elegy on Captain Cook. To which is Added, an Ode to the Sun. By Miss Seward (London: J. 

Dodsley, 1780). 
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Figure 5.1 Sir Joshua Reynolds, Portrait of Omai (c. 1775), oil on canvas 
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Figure 5.2 Francesco Bartolozzi, The Apotheosis of Captain Cook (London: Pub’d by 

J.Thane, 1794), engraving  
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This historical background testifies to the media hype and creative reaction to Cook’s death 

and to his firm positioning in the British patriotic mind as martyr and hero. It is also the 

backdrop against which O’Keeffe, Shield, and de Loutherbourg’s ethnographic spectacle 

should be contextualised.  

This ethnographic spectacle took theatrical form in English pantomime: a work that 

presents a serious operatic-retelling of a myth, fairy-tale or story along with a grotesque 

dumb-show of commedia dell’arte characters. Omai’s serious operatic section uses the 

western musical vernacular to mediate the real-life Polynesian people in a magical resetting 

of their native homeland while the harlequinade section displaces the audience to other exotic 

locations that Cook’s expeditions frequented. The plot opens in a Tahitian temple with King 

Otoo praying to the Spirit Towha and enquiring as to whether his son Omai will reign as 

King of Tahiti. Towha confirms that Omai will reign, presents Omai with a blessed talisman, 

and informs him that he must leave his native shore in order to convince everyone that he is a 

true prince and to find his love Londina. Before Omai leaves, he meets his rival to the 

Tahitian throne, Oediddee, who wishes Omai well on his journey before he sets off with his 

servant Harlequin and the Clown. They meet Londina and her maid Columbine in Kensington 

Gardens, but are chased by Londina’s parents and Don Struttolando who is her parents’ 

desired suitor. Act I comes to a close with the chase leaving England and Act II sees it 

continue across a range of islands that Cook frequented on his expeditions. All seems lost for 

Omai when the Tahitian enchantress Oberea intercedes and nearly kills him; but he is saved 

by Oediddee and is made King of Tahiti. This is celebrated with a procession of the native 

islanders and the apotheosis of Captain Cook that is accompanied by an ode performed by an 

English captain and chorus. 

The creative team presented a Polynesian character that reflected the ‘British mood of 

satisfaction at its humanism towards savage people’, a mood that was initiated in Cook’s 
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published journals.3 Ethnographic detail in costume and set design by de Loutherbourg 

demonstrated a Polynesian ethnicity that initial newspapers reviews, such as that of the 

Times, were in complete awe of:  

The scenery is beyond any designs or paintings the stage has ever displayed. To the 

rational mind what can be more entertaining than to contemplate prospects of 

countries in their natural colourings and tints... to see exact representations of their 

buildings, marine vessels, arms, manufactures, sacrifices, and dresses?4 

But alongside the favourable reviews were the more critical that sensed a lack of 

‘humour and drollery’ in Omai and called it ‘too much of a show, and not quite enough of a 

pantomime’.5 The harlequinade mischief, which was embellished by de Loutherbourg’s 

mechanical stagecraft, did not suffice and this has attracted scholarly interest as to why. 

Daniel O’Quinn has suggested that de Loutherbourg’s ethnographic efforts, or his 

‘museological strategy’, initially brought ‘cultural difference to the stage as visual spectacle’ 

but not as ‘cultural difference in performance’.6 This observation I strongly agree with and 

the lack of cultural difference in (music) performance forms part of this chapter’s argument. 

O’Quinn continues that this discrepancy is most evident in the ‘passive’ nature of the ‘main 

Tahitian characters’ (the real-life Tahitian characters) in comparison to the commedia 

dell’arte characters.7 The use of the word ‘passive’ to describe these characters is 

problematic, especially considering that the real-life Polynesian people are given a voice of 

the highest musical sophistication – an operatic voice. Even though this voice was 

 
3 Greg Dening, Performances (Chicago: Chicago University Press, 1996), p. 159. 

4 ‘Pantomime’, Times, 26 December 1785.  

5 ‘Theatre’, Times, 22 December 1785; ‘News’, Morning Chronicle, 22 December 1785. 

6 O’Quinn, Staging Governance, pp. 98–99, p. 101. 

7 Ibid., p. 99.  
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accompanied by cultural difference in costume and set design, there was no clear indicator of 

Polynesian inferiority in voice, or vocal performance. A missing musical signifier that clearly 

distinguished the civilised (or ‘passive’) Polynesians from the British themselves could have 

sparked an unconscious superiority complex in the audience that contributed to the reported 

comic deficiency in the newspapers. The creative team’s response to this criticism saw the 

introduction of three new singing characters, the Otaheitean Traveller, the Margate Toyshop 

Man, and the English Sailor, all of whom were played by the comedian and frequent 

O’Keeffe collaborator, John Edwin. These post-premiere additions have also sparked the 

interest of O’Quinn and David Worrall who offer diverging interpretations of the pantomime. 

O’Quinn examines Omai through the lens of eighteenth-century middle-class desire for social 

control and suggests that the ethnography in Omai presents a work of ‘imperial pedagogy’.8 

Worrall contests both of these views: firstly, Worrall presents his argument against the 

backdrop of eighteenth-century stage business and pantomime convention; and secondly, 

Worrall believes that ethnography in Omai reflects O’Keeffe and de Loutherbourg’s interest 

in indigenous people and Cook’s voyages more generally.9 I agree that O’Quinn should have 

considered the personal interests and backgrounds of the creative team, but Worrall should 

not so readily rule out an imperialist agenda in the work – especially considering that 

O’Keeffe was an Irish Catholic writing for a mainstream London theatre and could have been 

making a conscious effort to appeal to a middle-class contentment with expanding British 

imperialism. O’Quinn does not refer to O’Keeffe’s nationality in his discussion of British 

imperialism; in fact, he hardly refers to O’Keeffe’s role at all and focuses almost exclusively 

on de Loutherbourg. Worrall, however, does not completely overlook O’Keeffe’s nationality 

and suggests that ‘O’Keefe may have been a playwright who, by the standards of the day, 

 
8 Ibid., p. 103. 

9 Worrall, Harlequin Empire, p. 169. 
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was unusually sensitive to nuances of race and nationality’ – but Worrall makes this 

suggestion in reference to The Basket Maker (1790) not Omai.10 My argument takes both 

middle-class imperial contentment and a general interest in Cook into account at various 

points throughout the chapter but also offers two new analytical viewpoints – O’Keeffe as 

colonial subject and music as analytical perspective. Worrall’s recommendation that close 

readings of Omai should err on the side of caution due to minimal scene descriptions in its 

play text implies firstly, that the scores have not been carefully consulted, and secondly that 

the role of music has been overlooked.11 My literature review has already observed how 

O’Quinn overlooks the role of music in his use of the European Magazine’s quotation that 

implies western music is a signifier of civility and his failure to comment on such.12 This is 

especially problematic considering O’Quinn’s concern with Omai’s cultural difference in 

performance that relies on ethnography in set and costume as well as first-hand accounts of 

Cook’s voyages to support his argument – first-hand accounts that also discuss native music, 

instruments and musical transcriptions. The omission of (ethno-) musicological lines of 

enquiry by O’Quinn and Worrall allows me to contribute to their discussions and offer a new 

and insightful interpretation. This chapter’s focus on music in Omai will address how the use 

of the western musical vernacular in the civilised characterisation of the real-life Polynesian 

people created a similitude that did not present a strong enough sense of cultural difference 

and ethnic superiority for the London audience. Following initial newspaper reviews, the 

creative team introduced three new singing roles, one of which included the derogatory 

depiction of a Polynesian native who would have settled any undisclosed, or unconscious 

British subservient anxieties. This deprecating character, whose musical characterisation is 

 
10 Ibid., p. 154. 

11 Ibid., p. 153. 

12 See Literature Review, p. 33.  
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set to the tune of an Irish melody, raises questions concerning O’Keeffe’s sense of belonging 

and equality in London. In critically evaluating the musical characterisation of the civilised 

and uncivilised Polynesian in Omai, this chapter will offer a new insight into the work’s 

colonial representation, expose cultural compromise and colonial anxieties, as well as 

O’Keeffe’s ambivalent sense of national identity during this patriotic epoch of expanding 

British imperialism. 

The chapter’s first section ‘Context, Background, and Sources' will begin with an 

outline of the Omai’s conception and development, which is followed by a note on primary 

sources. The second section, ‘Ethnographic Efforts in Omai’, is divided into three subsections 

– the first, ‘Philippe Jacques de Loutherbourg: Set, Costume, and Stagecraft’, will provide 

some insight into the efforts taken by scenographer de Loutherbourg to portray an 

ethnographically informed Polynesia as well as creating new stage craft and optical illusion 

that were fundamental to the exotic spectacle. This is followed by ‘Musical Topics: Johann 

Reinhold Forster and Georg Forster’, which will provide an overview of the musical accounts 

of Polynesia in the journals of the father and son naturalists before ‘Polynesian Musicality in 

Shield’s Scores’ determines the extent to which these musical topics feature in the musical 

depiction of the Polynesian people. With the extent of Polynesian musicality in Shield’s 

scores established, the third section ‘Real-Life Polynesian Characters in Omai’ will 

investigate the serious musical characterisation of these islanders in the operatic section with 

a particular focus on Oediddee and identify the lacking signifier of cultural difference in 

vocal performance. ‘Edwin Additions’ will then address the post-premiere musical additions 

that were made in response to the newspaper reports of a comic deficiency, and finally, 

‘Musical Manipulation’ will offer a critical analysis of colonial representation in Oediddee 

and the Otaheitean Traveller whose musical characterisations reflect compromise, 

acquiescence, and resistance to British superiority at home and abroad.  
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5.1 Context, Background, and Sources 

5.1.1 1785–1786 at Covent Garden  

Covent Garden produced three new main pieces this season: Holcroft and Shield’s comic 

opera The Choleric Fathers (7); James Hook’s adaptation of Grétry s Amitié a l'épreuve as 

The Peruvian (6); and Reynolds’ tragedy Werter (6). None of these main pieces was the most 

performed work this season, which instead went to The Duenna with ten performances. 

Covent Garden produced two new O’Keeffe afterpieces – Omai (49) and The Poor Soldier 

sequel, Love in a Camp (14).13 The inclusion of indigenous people, exotic location, and 

mixed-race union in Omai (Omai with Londina) draws parallels with Hook’s The Peruvian in 

its inclusion of the same (Coraly with Belville). Otherwise, exotic location and colonialism 

are by no means ubiquitous across the Covent Garden playbill this season.  

5.1.2 A Note on Sources  

Omai was the most produced afterpiece throughout the 1785–1786 season and in 

Recollections O’Keeffe acknowledges that ‘the effect of the piece was most happy’ and that 

‘their majesties commanded “Omai” often’.14 Efforts taken by O’Keeffe to create an 

ethnographically informed work are evident in the inclusion of real-life Polynesian people 

and 28 native words that are dispersed throughout the pantomime.15 O’Keeffe also recalls 

conversations he had with John Webber who was the official artist aboard Cook’s third 

 
13 Other new afterpieces this season include Elizabeth Inchbald’s farce Appearance is Against Them (13); 

MacNally’s adaptation of Middleton’s A Mad World, My Masters as The April Fool (3); An Harmonic Jubilee 

(1, author unknown); and Edward Topham’s farce Small Talk (1). 

14 O’Keeffe, Recollections, II, p. 115. 

15 Ibid. See native words and translations in O’Keeffe, A Short Account of the New Pantomime Called Omai; or, 

a Trip round the World (London: T Cadell, 1785).   
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voyage, and Commodore Molesworth Phillips who was with Cook in Hawaii when he died.16 

Omai was submitted to the Examiner of Play’s office under the title ‘Omai, Songs’ (LA 713) 

and the recitatives, airs, and choruses in the manuscript do not stray too far from those in the 

printed text A Short Account of the New Pantomime called Omai; or, a Trip round the 

World.17 The prompt book ‘Harelquin Omai’, which allegedly belonged to Shield, is also 

extant and provides fantastic insight into the harlequinade action that does not appear in A 

Short Account.18 In terms of notated music, a reduced vocal score as well as a reduced piano 

accompaniment for the harlequinade action were published.19 In 2009, David Vine 

orchestrated a modern edition of Omai for which Robert Hoskins wrote the foreword.20 But 

before any investigation of musical characterisation of the Polynesian people, it is necessary 

to explore the ethnographic undertakings by artist and scenographer de Loutherbourg whose 

stellar set, costume design, and mechanical stagecraft, demonstrated a realism in the creative 

team’s spectacle that has gone down in theatre history.   

 
16 O’Keeffe, Recollections, II, p. 114. 

17 O’Keeffe, A Short Account. The songbook does not include the Clown’s airs ‘There Miss Londina’ and ‘Not 

Spanish Struttolando’, which were probably cut when three new songs were written for Edwin.  

18 ‘Harlequin Omai’, manuscript synopsis of Omai, or, A Trip Round the World by John O’Keeffe, 1785. 

Museum number PLAYS OKE PROMPT (V&A Theatre and Performance Collections). 

19 Shield, Omai, or A Trip round the World. A Pantomime. (London: Longman and Broderip, [n.d.]); Shield, The 

Airs in Mr [Philip James de] Loutherbourg’s Pantomime of Omai (London: Longman and Broderip, [n.d.]). 

Scores were registered with the Stationer’s Hall on 2 September 1786 and 6 September 1786. 

20 Shield, Ode to Captain Cook from Omai, or A Trip Round the World, ed. by Robert Hoskins and orchestrated 

by David Vine (Auckland, NZ: Antaria Editions Limited, 2009).  
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5.2 Ethnographic Efforts in Omai 

5.2.1 Set and Costume Design: Philippe Jacques de Loutherbourg (1740–1812) 

Born in Strasbourg in 1740, de Loutherbourg initially trained as an artist at the Académie 

Royale in Paris before being elected a member of the academy himself in 1767. On arrival in 

London in 1771, de Loutherbourg was employed as a scenographer in Drury Lane where he 

designed sets for approximately thirty productions. De Loutherbourg brought an unforeseen 

realism to the London stage in his ability to create optical illusions in his innovative 

stagecraft. This was especially evident in his mechanical theatre the Eidophusikon, which 

was a miniature stage set (roughly 2 meters wide by 1 meter high by 3 meters deep) that he 

exhibited in his private residence.21 With a harpsichord accompaniment by Michael Arne, the 

Eidophusikon presented storms and dramatic scenes from John Milton with spectacular 

effects that used lights, gauzes, coloured glass, and smoke.22 Omai was, in historian Greg 

Dening’s words, de Loutherbourg’s ‘Eiduphusikon verité’.23 Dening does not elaborate, but 

he is no doubt alluding to de Loutherbourg’s ethnographic efforts and technological 

stagecraft in Omai that allowed for the displacement of the audience to the exotic islands of 

Cook’s voyages. Such stagecraft included ‘a flying vessel’ based on the recently invented hot 

air balloon that Londina’s parents used to chase Omai and Londina across the ocean.24
 De 

Loutherbourg also demonstrated advances in set design by creating the optical illusion of 

depth and distance that we so take for granted. According to O’Keeffe, the back of the set 

 
21 Shearer West, ‘Manufacturing Spectacle’, in Oxford Handbook of Georgian Theatre, pp. 286–303 (p. 302). 

22 Ian Chilvers, The Oxford Dictionary of Art and Artists, 4th edn (Oxford: Oxford University Press, 2009), p. 

201.  

23 Dening, Performances, p. 161. 

24 Mary Fissell and Roger Cooter, ‘Exploring Natural Knowledge: Science and the Popular’, in The Cambridge 

History of Science, ed. by Roy Porter, 8 vols (Cambridge: Cambridge University Press, 2003), IV, p. 136. 
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was usually ‘one broad flat, the whole breadth and height of the stage’, but de Loutherbourg 

broke the scene into ‘several pieces by the laws of perspective, showing miles and miles 

distance’.25 Today, three original set models by de Loutherbourg can be found in the V&A 

Theatre and Performance Collections (Figures 5.3 i–iii).  

In terms of ethnographic inspiration for de Loutherbourg’s costume and set design, 

O’Keeffe states that Omai’s ‘dresses and scenery were done from drawings of Mr. Webber’, 

which the Times newspaper confirms:  

Mr. Webber, who was with Capt. Cook in his last voyage, gave the information how 

to dress the characters in the new Pantomime of Omai; and it was from that 

gentleman’s drawings, done on the spot, that many of the scenes are taken. The moon-

light one particularly, which was much admired, we are informed, was wholly painted 

by Mr. Webber.26  

Today, the National Library of Australia holds nineteen watercolours by de Loutherbourg 

that impressively illustrate the costume design for the Polynesian characters in Omai.27 As 

well as Webber’s drawings, other possible sources of ethnographic inspiration could have 

come from the Polynesian jewellery and clothing that were on display in Sir Ashton Lever’s 

museum, the Holophusikon.28
   

 
25 O’Keeffe, Recollections, II, p. 114. 

26 Ibid. ‘London’, Times, 23 December 1785. 

27 See ‘Loutherbourg, Philippe Jacques de, 1740–1812’, in the National Library of Australia’s Digital Collection 

<https://catalogue.nla.gov.au/Search/Home?lookfor=author:%22Loutherbourg%2C%20Philippe%20Jacques%2

0de%2C%201740-1812%22&iknowwhatimean=1&page=1> [accessed 7 May 2020]. 

28 Kathleen Wilson, ‘Pacific Modernity: Theater, Englishness, and the Arts of Discovery, 1760-1800’, in The 

Age of Cultural Revolutions: Britain and France, 1750–1820, ed. by Colin Jones and Dror Wahram (Berkeley: 

University of California Press, 2002), pp. 62–93 (p. 73). 
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Figure 5.3 (i) de Loutherbourg, Kensington Gardens; pen, ink, watercolour, oil, on cut out 

cardboard 

 

 
 

Figure 5.3 (ii) de Loutherbourg, The Beach Scene; pen, ink, watercolour  
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Figure 5.3 (iii) de Loutherbourg. The Hut at Kamchatka; pen, ink, watercolour  
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O’Keeffe dedicates a poem to de Loutherbourg in Recollections, which demonstrates 

O’Keeffe’s high regard for his role in Omai:  

A Loutherbourg’s bold genius took full range, 

Through Cook’s South Islands, savage, wild, and strange; 

In pieces cut, broad scene that seem’d so nigh,  

This spreading miles of distance to the eye; 

Opaque he made transparent on occasion,  

Volcano, sun-set, or a conflagration; 

And my Omai furnish’d him with scope, 

To give a full effect to ardent hope. 29   

De Loutherbourg’s ethnographic efforts created a realism in set and costume design and his 

innovative stage craft facilitated an exciting escapade across the locations that Cook visited. 

He was also furnished with first-hand accounts, artistic depictions, and cultural artefacts that 

informed his creative decisions, but can the same be said for Shield when creating a musical 

representation of Polynesia? According to the Morning Herald, Shield was indeed ‘furnished 

with musical topics’.30 The next section will investigate this claim and the extent to which 

musical topics featured in eighteenth-century accounts of Cook’s voyages and the extent to 

which these topics informed the musical voices of the Polynesian characters in Omai.   

 
29 O’Keeffe, Recollections, II, p. 421.  

30 ‘Advertisements and Notices’, Morning Herald, 21 December 1785. 
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5.2.2 Musical Topics: Johann Reinhold Forster (1729–1798) and Georg Forster (1754–

1794) 

The most detailed accounts of Polynesian musical practices, instruments, vocal techniques 

and musical transcriptions can be found in the publications by father and son naturalists 

Johann Reinhold Forster and George Forster who accompanied the second Cook expedition.31 

Johann Reinhold Forster’s Observations provides a substantial overview of music making in 

Tahiti and reports that the individual pieces of Tahitian vocal music contained no more than 

three or four notes – and while ‘some of their songs were not quite disagreeable’, they were 

‘by no means so perfect or harmonious as their dances or poetry’.32 Johann Reinhold Forster 

rates the music of Tahiti below that of Tanna and New Zealand, which he states has ‘greater 

variation and extent’.33 In terms of musical instruments, he mentions the Tahitian nose flute 

(Figure 5.4), which ‘has no more than three holes, and is therefore incapable of a variety of 

notes, and the music they execute upon this instrument is but a poor humming’, as well as 

their drums that ‘are beaten by fingers briskly and loud’ when accompanying dances and 

songs.34
   

 
31 For more on the circulation of Polynesian music in London in the 1770s, see David Irving, ‘The Pacific in the 

Minds and Music of Enlightenment Europe’, Eighteenth-Century Music, 2 (2) (2005), 205–229.  

32 Johann Reinhold Forster Observations Made during a Voyage round the World on Physical Geography, 

Natural History, and Ethnic Philosophy (London: G. Robinson, 1778), pp. 467–468. 

33 I will refer to Johann Reinhold Forster and Georg Forster by their full names to avoid confusion. Ibid., p. 468. 

34 Ibid., pp. 467–468, p. 465.  
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Figure 5.4 Sydney Parkinson, ‘The Lad Taiyota, Native of Otaheite, in the Dress of his 

Country’, (1773) 

 

 
  

https://blogs.royalsociety.org/history-of-science/files/Parkinson-S_Journal-of-a-voyage-to-the-South-Seas_1784_pl-9.jpg
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Captain Tobias Furneaux of the consort ship Adventure is reported to have brought a Tahitian 

nose flute back to England along with Tongan reed pipes, which music theorist Joshua Steele 

discusses at length in Philosophical Transactions of the Royal Society (1775).35 Johann 

Reinhold Forster does not, however, include musical transcriptions unlike his son who does 

so in A Voyage round the World.36
 The musical examples that Georg Forster includes were 

transcribed by the son of music historian Charles Burney, James Burney, who was second 

lieutenant aboard the Adventure. The first musical example was transcribed in a Tongan 

dwelling and is described as ‘exceedingly simple’ but ‘pleasing’ and ‘highly musical when 

compared to the Tahitian songs’.37 Georg Forster describes Tongan musical practice as 

follows:  

They beat time to it by snapping the second finger and thumb, and holding the three 

remaining fingers upright. Their voices were very sweet and mellow, and they sung in 

parts. When they were done they were relieved by others, who sung the same tune, 

and at last they joined together in chorus. A very ingenious gentleman, who was on 

this voyage with us, has favoured me with one of the tunes which he heard in this 

island, which may serve as a specimen to the musical part of my readers. 

 

 
35 Joshua Steele, ‘Account of a Musical Instrument, which was brought by Captain Fourneaux from the Isle of 

Amsterdam in the South Seas to London in the Year 1774, and Given to the Royal Society’, Philosophical 

Transactions of the Royal Society, 65 (1775), 67–71; Joshua Steele, ‘Remarks on a Larger System of Reed Pipes 

from the Isle of Amsterdam, with Some Observations on the Nose Flute of Otaheite’, Philosophical 

Transactions of the Royal Society, 65 (1775), 72–78.  

36 George Forster, A Voyage round the World, 2 vols (London: Benjamin White, 1777). 

37 Ibid., II, p. 429. 
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In this specimen the music is in the minor key (a flat third). They varied the four notes 

without ever going lower than A or higher than E; singing them rather slow, and 

sometimes ending with the chord                .38  

The second musical example was transcribed by the same ‘intelligent friend’ who assured 

Georg Forster of the musical sophistication heard in New Zealand tunes, ‘which soared very 

far above the wretched humming of the Tahitian, or even the four notes of the people at the 

Friendly Islands’:  

 
Of this tune they continue to sing the two first bars till the words of their song are at 

an end, and then they close with the last. Sometimes they also sing an under-part, 

which is a third lower, except the last notes, which are unisons. 39  

 

Not only does Georg Forster compliment the native New Zealand music, but the above 

example also draws attention to the fact that the natives were harmonizing. The third and 

final transcription that Georg Forster includes also comes from New Zealand and is described 

as a ‘dirge-like melancholy song’ that the New Zealanders sang in honour of Tupaya, a 

Tahitian native with whom they had an amicable relationship:40 

 

 
38 Ibid.  

39 Ibid., II, p. 477 

40 Ibid., II, p. 478. Lyrics translate as ‘departed, dead, alas, Tupaya’. 
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The above musical transcriptions illustrate a narrow tonal range, basic harmony, repetitive 

melodies and rhythms, and vocal glissando.41 These musical characteristics are not, however, 

consistent across the vocal numbers and musical accompaniments that Shield wrote for the 

Polynesian characters in Omai, which include the operatic airs in the serious section, the 

vocal ensembles in the harlequinade section, and the musical accompaniments for the 

procession of Polynesian islanders at the end of the work.42 The next section will investigate 

the extent to which these musical characteristics feature in Shield’s portrayal of the 

Polynesian people and if any attempt was made to demonstrate cultural difference in music 

performance.  

5.2.3 Polynesian Musicality in Shield’s Scores  

The Airs in de Loutherbourg’s Pantomime of Omai includes musical accompaniments for the 

following procession participants: ‘Six Men of Otaheite’, ‘Chief of Tanna’, ‘Chief of Easter 

Islands’, ‘Chief of friendly Islands’, ‘Chief of Tschutaki Tartars’, ‘Russians’, ‘Chief of 

Kamschatka’, ‘Men of Nootka Sound’, and ‘Girl of Otaheite with Presents’.43 The musical 

accompaniments appear in major keys, but for ‘Russians’, which is in D minor. Basic 

 
41 Vanessa Agnew, Enlightenment Orpheus: The Power of Music in Other Worlds (Oxford: Oxford University 

Press, 2008), p. 131. 

42 Given that two of the three musical transcriptions come from New Zealand, I should note that New Zealand is 

not musically represented in either score. This could have had something to do with barbaric associations of 

cannibalism and human sacrifice.  

43 Shield, The Airs in de Loutherbourg’s Pantomime of Omai, ‘Six Men of Otaheite’ (p. 19), ‘Chief of Tanna’ 

(p. 20), ‘Easter Islands’ and ‘Chief of friendly Islands’ (p. 21), ‘Chief of Tschutaki Tartars’ (p. 22), ‘Russians’ 

and ‘Chief of Kamschatka’ (p. 23), ‘Med of Nootka Sound’ and ‘Girl of Otaheite with Presents’ (p. 24). Shield’s 

procession participants do not reflect the fifteen participants that O’Keeffe lists in the procession in A Short 

Account (pp. 21–22). Other participants include New Zealand, Marquesas, Sandwich Islands, Oonalashka, 

Prince William’s Sound. 
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melodies and rhythms in ‘Chief of Easter Island’ and ‘Chief of Nootka Sound’ could be 

alluding to the narrow tonal range on display in the above transcriptions, while ascending D 

major runs in ‘Chief of Tschutaki Tartars’ to the vocal glissando. In terms of instrumentation, 

violins feature alongside clarinets, oboes, bassoons, fifes, and trumpets. The only example of 

ethnographic instrumentation is the conch shell in the ‘Chief of the Friendly Islands’, which 

O’Keeffe describes as ‘a shell, used as a trumpet’.44 Otherwise, the ‘Chief of the Friendly 

Islands’ is accompanied by violins and is quite noble in tone. This is the only example of 

native instrumentation in the procession and Shield does not demonstrate any eighteenth-

century musical signifiers of exoticism or orientalism such as dissonant grace notes, raised 

fourths, or augmented seconds.45 In fact, the foremost attempt at a musical ethnography is not 

on display in the musical procession of islanders but in the vocal ensemble ‘Chorus of 

Villagers of the Friendly Islands’ (Music Example 5.1) which appears in the harlequinade 

section. Stage directions that accompany the ensemble in the vocal score read that ‘the 

Natives enter, fabricating their feathered Garments and singing the following’.46  

 
44 Ibid., p. 19.  

45 These signifiers are apparent in the Style Turk and Style Hongrois. See Derek B. Scott, From the Erotic to the 

Demonic: On Critical Musicology (Oxford: Oxford University Press, 2003), pp. 158–159. Irving’s article ‘The 

Pacific in the Minds and Music of Enlightenment Europe’ highlights how music enthusiasts in London were 

drawing similarities between Polynesian music and Western music.  

46 Shield, ‘Chorus of Villagers of the Friendly Islands’, in Omai, pp. 36–37. 
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Musical Example 5.1 Shield, ‘Chorus of Villagers of the Friendly Islands’, in Omai  
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* With the absence of a ‘segno’ midway through the air, it must be assumed that the ‘da capo 

al segno’ in the final bar indicates that everything is repeated from the start.  
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The ensemble presents a three-part rondeau which begins with a full chorus that sings the A 

section, followed by a male chorus that sings the B section, and a female chorus that sings the 

C section. The natives sing about their happy lives in Tonga, the native food they eat (cocoa 

milk and yams), the native alcohol they drink (kava), the native dance they perform (the 

Mai), and the native percussion instruments they play (the naffa and the pagge). In a footnote, 

O’Keeffe describes the naffa as ‘a musical drum’ and the pagge as ‘an instrument with which 

they beat time in their dances’ and Shield includes naffas and pagges in the ensemble’s 

instrumentation (see Musical Example 5.1). 47 This instrumentation provides the ensemble 

with an exotic flavour and perhaps one could suggest that the flattened seventh in the 

descending D major scale alludes to a musical exoticism.48 The only other vocal ensemble by 

natives in the harlequinade section is a glee by three Kamschadales entitled ‘Give me thy 

Paw my Bonny Bonny Bear’.49 This A-major glee sings about the wildlife in the Kamchatka 

region, but unlike the noted ethnographic efforts in ‘Chorus of Villagers of the Friendly 

Islands’, Shield’s vocal score does not indicate any ethnomusicological assimilation. This is 

also the reality in the final vocal ensemble of fictional native characters in ‘Mourn O-

Whyee’s Fatal Shore’ performed by native ‘Indians’ (this is the term used in the songbook 

 
47 O’Keeffe, A Short Account, p. 14. Cook describes the ‘naffa’ as ‘a large cylindrical piece of wood, hollowed 

with a slit, which serves as a drum’ and the ‘pagge’ as ‘a little paddle they exercise with’. (A Voyage to the 

Pacific Ocean, III, p. 356) and the ‘pagge’ as ‘a little paddle they exercise with’ (Ibid., p. 540). I have not been 

able to establish if these instruments were real or replicas. 

48 See Agnew, Enlightenment Orpheus, p. 130, and Roger Fiske, ‘A Covent Garden Pantomime’, Musical 

Times, 104 (1963), 574–576.  

49 Shield, Omai; or a Trip round the World, pp. 34–35. The Kamchadales are native people of Kamchatka, 

Russia. 
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and vocal score), which precedes the ascension of Loutherbourg’s backdrop for Cook’s 

apotheosis in the build-up to the English Captain’s Ode.50  

The above Morning Herald report that Shield’s music was ‘strongly characteristic’ of 

the different islands is not entirely true.51 Unlike O’Keeffe and de Loutherbourg’s inspiration 

for lyrics, costume and set design, no manuscript or memoir can verify that Shield was 

informed by a particular source. The three transcriptions that appear in Georg Forster’s 

publication do not clearly materialise in Shield’s scores, and even though a handwritten 

prompt book with Shield’s annotations survives, very little insight can be gained into which 

sources influenced Shield’s ethnographic musical reproduction of the islanders. It seems that 

ethnicity in Shield’s musical portrayal of the Polynesian people in the procession and the 

harlequinade section relied heavily on de Loutherbourg’s costume and set design along with 

O’Keeffe’s lyrics that included native vocabulary. As Vanessa Agnew indicates, Shield had 

to assume certain ‘liberties with the musical source material’: 

The reality effect, to use Roland Barthes’s phrase, was generated by the occasional 

exotic instrument like the conch trumpet and the drum, extramusical elements like the 

Tahitian words, and references in the song lyrics to plantains, yams, and hogs.52  

The musical characterisation of the native people in the procession and the harlequinade 

section is light-hearted and enjoyable, and the lyrics verge on pedagogical in their inclusion 

of indigenous language and cultural traditions. But while the musical characterisation of the 

real-life Polynesian people in the operatic section includes native words and traditions, it is 

by no means light-hearted. The operatic section in Act I is narrative in purpose, serious in 

tone, and loyalist in sentiment. Such loyalism is especially evident in the final operatic 

 
50 Shield, Omai, p. 51; O’Keeffe, A Short Account of the Pantomime, p. 23.  

51 Morning Herald, 21 December 1785. 

52 Agnew, Enlightenment Orpheus, pp. 130–132.   
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musical number of Act I, Oediddee’s ‘Adieu dear Omai’, which not only bids Omai farewell 

but promotes a loyalist British agenda. This establishes Oediddee as a civilised colonial 

subject but without any cultural difference in music performance. Perhaps the audience were 

anticipating such a cultural difference to establish cultural superiority in the second act, 

which on opening night it did not. But before delving into this analysis we must ask, who was 

Oediddee? And who were the other the real-life characters in Omai? 

The historically based characters who sing in Omai include Otoo, Towha, Oediddee, 

and Oberea about whom the London audience would have read in Cook’s A Voyage towards 

the South Pole and round the World. Otoo was played by John William Darley and according 

to Cook was the King of Tahiti. 53 O’Keeffe lists the character as ‘Father of Omai, a 

Descendant from the legal Kings, a Priest and a Magician’ (Figure 5.5).54 Towha was played 

by Mrs. Rivers and according to Cook was a fleet commander in Tahiti under Otoo. 55 

O’Keeffe lists the character as ‘the Guardian Genius of Omai’s Ancestors, and Protector of 

the legal Kings of Otaheite’ (Figure 5.6). 56 Oediddee was played by Margaret Kennedy and 

according to Cook was a young man of Bolabola who spent nine months aboard the 

Resolution and helped Cook to communicate with other native islanders.57 O’Keeffe lists the   

 
53 Cook, A Voyage Towards the South Pole, I, p. 153.  

54 O’Keeffe, ‘Characters’, in A Short Account. 

55 Cook, A Voyage Towards the South Pole, I, p. 319. 

56 O’Keeffe, ‘Characters’, in A Short Account. 

57 Cook, A Voyage Towards the South Pole, I, p. 375.   
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Figure 5.5 de Loutherbourg, Otoo, King of Otahaite (1785), watercolour 

 

 
 

 

 Figure 5.6 de Loutherbourg, Toha (1785), watercolour 
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Figure 5.7 de Loutherbourg, Oedidee (1785), watercolour 

 

 
 

Figure 5.8 de Loutherbourg, Obereyau [i.e. Oberea] Enchantress (1785), watercolour  
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character as ‘Pretender to the Throne’ (Figure 5.7).58 The final character based on a real-life 

person who sings is Oberea. She was played by Margaret Martyr and was infamous for her 

sexual encounter with botanist Mr Banks during Cook’s first voyage.59 On the second 

voyage, Cook describes her as an old woman who visited them and offered hogs and fruit.60 

O’Keeffe lists the character as ‘Regent and Protectress of Oediddee, an Enchantress’ (Figure 

5.8).61 Then of course there is Omai who returned to England with Cook at the end of his 

second voyage. In the pantomime, he was played by the dancer James Blurton who did not 

sing in the operatic section and instead featured predominantly with the commedia dell’arte 

characters in the harlequinade section. The next section will provide a critical evaluation of 

the musical characterisation of the real-life Polynesian characters, with particular focus on 

Oediddee.  

5.3 Musical Characterisation of the Real-life Polynesian Characters 

The first musical number in the score is Otoo’s opening recitative and air ‘God of Bola Bola 

hear’ that is accompanied by stage directions that describe the first scene as ‘A Morai in 

Otaheite by Moonlight. Otoo is discovered making Invocations to the Genii of his Ancestors 

for the Assistance to fix his Son on the Throne’.62 Otoo’s opening C minor air ‘God of Bola 

Bola Hear’ reveals Otoo’s anxious state concerning the uncertain status of his son Omai’s 

right to the throne. Otoo presents ritualistic offerings of plantains, yams, and hogs to the God 

of Bola Bola, the air climaxes on b♮’’ and the closing C minor cadenza brings the air to an 

unsettled close. Towha enters and according to the score ‘assumes the appearance of a Chief 

 
58 O’Keeffe, ‘Characters’, in A Short Account. 

59 Cook, An Account of the Voyages, II, p. 107, p. 133.  

60 Ibid., I, p. 341. 

61 O’Keeffe, ‘Characters’, in A Short Account. 

62 Shield, ‘God of Bola Bola hear’, in Omai, p. 4.  
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Mourner’.63 Otoo’s musical reaction demonstrates his sheer terror – ascending 

hemidemisemiquavers proceed dramatic tremolos that accompany Otoo’s recitative, which 

reads ‘my quiv’ring flesh, my Limbs bedew’d all o’er; each feeble sense, my eyes my voice 

no more’.64 Towha settles any sense of fear with an affettuoso F major air ‘Spirits of Peace 

that Hover Round’, which is accompanied by the celestina.65 Otoo, Towha and the Chorus of 

Spirits sing together and Omai is declared the future King of Otaheite in a four-part chorus 

‘Happy Father, Otaheite’s Heir, Otoo’s Hope and Towha’s Care’.66 Omai receives his blessed 

talisman but before he leaves, his rival to the throne Oediddee is called upon and given a 

chance to defend himself. The allegro con spirito accompaniment to Oediddee’s entrance is 

reminiscent of J.S. Bach’s C major prelude, demonstrating a tranquillity that suggests no 

disturbance.67
 Oediddee’s recitative offers a contrite apology and his air ‘O’er Grove of Coral 

thro’ the Deep’ establishes his sincerity.68 The F major moderato air promises friendship and 

safety, and alternating flute and oboe passages in the accompaniment suggest nature and bird 

song. Oediddee’s second air ‘Adieu Dear Omai’ wishes Omai well on his quest (Musical 

Example 5.2).  

 
63 Ibid., p. 6. 

64 Ibid.  

65 The celestina was a bowed keyboard instrument patented by Adam Walker of London in 1772 that could be 

added to a harpsichord as a special stop. Thomas Jefferson writes that it ‘suits slow movements, and as an 

accompaniment to the voice, can be fixed in any harpsichord’. Jefferson, The Papers of Thomas Jefferson, IX 

(November 1785 to June 1786), p. 482. 66 Ibid., p. 10. 

66 Ibid., p. 10. 

67 Johann Sebastian Bach, ‘Prelude and Fugue No. 1 in C Major’, The Well-Tempered Clavier, BWV 846. This 

raises questions concerning Shield’s access to The Well-Tempered Clavier at this time in London. Shield uses 

the D minor prelude in An Introduction to Harmony (G.G. and J. Robinson, 1800, pp. 114–115).  

68 Shield, ‘O’er Grove of Coral thro’ the Deep’, in Omai, pp. 16–17. 
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Musical Example 5.2 Shield, ‘Adieu Dear Omai’, in Omai 
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Extended Handelian vocal runs boast of Kennedy’s vocal strength before she is joined by an 

SATB chorus and together sing ‘Adieu Prince Omai and gladly receive; The true and kind 

welcome that Britons can give’. Reminiscent of Henry Purcell’s ‘Come Away, Fellow 

Sailors’ in Dido and Aeneas (1689), the chorus brings the Act I operatic section to a climactic 

close. 

The Act I operatic section demonstrates O’Keeffe and Shield’s success in delivering a 

serious dramatic narrative that clearly communicates what is expected of Omai in the 

upcoming harlequinade section. Otoo’s invocations and ritualistic offerings demonstrate 

cultural and religious difference in lyrics and visual spectacle, but the opening section’s strict 

adherence to a western music vernacular mutes any true sense of cultural difference in 

performance. ‘Adieu Dear Omai’ is solemn in its musical language, smooth in its transitional 

passages, and venerating in its promise of British kindness. This vocal performance presents 

Oediddee as a civilised member of the Tahitian community – an ethnicity that is not to be 

laughed at on stage but rather to be in awe of, which was strengthened by the work’s 

ethnography and special effects. The Tahitians are not presented as the brunt of the 

pantomime, but rather as loyal colonial subjects who might one day call themselves Britons. 

It could be argued that the absence of cultural difference in music performance was a 

contributing factor to the reported comic deficiency that led to an increase in harlequinade 

mischief. These newspaper reports also presented O’Keeffe with a comic conundrum that 

required a demonstration of difference in performance between the civilised and the 

uncivilised. In pandering to such, O’Keeffe’s quick fix solution saw the creation of three new 

characters (two English and one Tahitian) who incorporated plebeian vice, folk music, and 

comedian John Edwin, which combined gave ‘relief’ to the serious part of the pantomime.69 

 
69 ‘Pantomime’, Times, 26 December 1785.  
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The new Tahitian character demonstrates a Polynesian inferiority that had not been seen or 

alluded to on opening night. The prejudiced demonstration of difference on display in the 

new Tahitian character allows for parallels to be drawn between this character and the old-

fashioned Stage Irishman character, which raises questions concerning O’Keeffe’s identity in 

terms of belonging and equality when writing a work that is patriotic in its rendition of 

Cook’s expeditions, but tasteful in its depiction of Polynesian difference. 

5.4 Edwin Additions  

The earliest review to document Edwin’s first post-premiere musical addition appeared in the 

Morning Chronicle on 24 December 1785:  

The introduction of Edwin’s song last night in the new Pantomime, had an excellent 

effect. He was introduced in the character of an Otaheitean, who had accompanied 

Omai in his voyages, and had most whimsically and pantomimically dressed himself 

in a piece of the habit of each country he had met with in his several voyages.70 

The first new song was entitled ‘In de Big Canoe’, and on 30 December, the Times referenced 

the second new song ‘Dear Ladies and Gentlemen’ performed by ‘the character of a 

Toyshopman at Margate’ and included its lyrics in full.71 According to Morning Chronicle, 

this character was still receiving a strong audience response three weeks later reporting that 

the late finish in Covent Garden the night before was due to ‘a struggle between Mr. Edwin 

and the gallery, the latter having encored the Margate Toy-man’s song, and the former 

wishing to avoid the repetition of it’.72 And finally, the third Edwin addition was first 

mentioned on 9 January 1786 when the Times reported the introduction of a new scene and 

song, ‘When I come back to Bonny Shadwell Dock’, performed by Edwin in the character of 

 
70 ‘Arts and Culture’, Morning Chronicle, 24 December 1785. 

71 ‘The Bill of Drury-Lane Theatre, Times, 30 December 1785. 

72 ‘Advertisements and Notices’, Morning Chronicle, 20 January 1786. 
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an English sailor that received ‘the loudest peals of laughter and applause, and forced as it 

were a universal encore’.73  

In terms of musical characterisation, O’Keeffe and Shield used folk tunes to portray 

these characters. The vocal score indicates that the English Sailor’s air is borrowed from an 

‘old tune’ that Fiske speculates could be a sea shanty that Shield picked up while working as 

an apprentice boatbuilder in South Shields before moving to London.74 The vocal score 

indicates that both the Otaheitean Traveller and the Margate Toyshop Man’s airs are 

borrowed from unnamed Irish tunes.75 The allocation of traditional Irish music to the 

Toyshop Man role does not necessarily imply a degradation of character, but demonstrates 

O’Keeffe and Shield adhering to a musical stereotype in the use of folk music to portray a 

working-class character.  Worrall suggests this character represents Margate as a town that 

was ‘subverted by characterizations of chaotic native plebeian incomer’ and suggests that this 

shop is not a toy shop, but a lottery-selling outlet that facilitates gambling.76 Worrall’s 

interpretation of this character looks back to the anti-gambling rhetoric seen in O’Keeffe’s 

Fontainbleau and MacNally’s Fashionable Levitites the previous season. However, the 

Toyshop Man does not present any overtly racist undertones; the character is English after 

all. The same cannot be said, however, for O’Keeffe’s allocation of Irish music to the 

 
73 ‘Theatre-Royal Drury-Lane’, Times, 9 January 1786. 

74 Fiske, ‘A Covent Garden Pantomime’, 574–576. Shield, ‘When I come back to Bonny Shadwell Dock’, in 

Omai, p. 54. A sea shanty is ‘a work song used by sailors to coordinate effort and lighten labour aboard ships… 

Shanties consisted mainly of solo leads and roaring choruses’. Roy Palmer, ‘Shanty [chanty, chantey]’, Grove 

Music Online <https://doi.org/10.1093/gmo/9781561592630.article.25583> [accessed 15 April 2020].  

75 Shield, ‘In de Big Canoe’ and ‘Dear Ladies and Gentlemen’, in Omai, pp. 40–41, pp. 30–31.  

76 Worrall, ‘Pacific Pantomimes’, p. 161.  

https://doi.org/10.1093/gmo/9781561592630.article.25583
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Otaheitean Traveller, when coupled with the character’s unsavoury lyrics, cannot deny its 

role in the degradation of character on display (Musical Example 5.3).  

Musical Example 5.3 Shield, ‘In de Big Canoe’, in Omai 

 

 

 

  

2 

Oh! I suck’d the grog, 

Brandy, gin, and rumme,  

Vid de jolly dog, 

Den to London comme; 

Vat you tink of dat, 

Rice my hair did powder, 

Rub my hair vid fat, 

Dat’s to make me prouder, 

Tol, lol, lol, &c. 

 

3 

Snug as little mouse  

From de vind and veather,  

Dragg’d about in house  

Made of trees and leather;  

To de voman fair  

Up de stair I trottee;  

She did sit on chair,  

On de floor I squattee,  

Tol lol lol, &c.  

 

4 

But dis lady fine  

Call me ugly divil,  

Guinea, glass of wine, 

Den so sweet and civil; 

In her spousy jump 

As of kiss I beg her, 

Give my head de tump, 

Cry get out dam Negar 
Tol lol lol, &c.  
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Fiske speculates that ‘In de Big Canoe’ may be related to Stanford’s ‘Trottin’ to the 

Fair’, which Victorians knew as ‘The Massacre of Macpherson’, but acknowledges that the 

score says it is based on an Irish tune and reasons that Shield probably got it from O’Keeffe.77  

‘In de Big Canoe’ presents an illiterate Polynesian who sings a four-verse C major air about 

his unflattering drunken encounters. The mispronounced English in this character’s lyrics 

recall the phonetic English used by Mungo in Didbin’s The Padlock: ‘d’ replaces ‘th’ and the 

sentence structure is confused, particularly when it comes to the use and placement of the 

word ‘me’. In terms of the use of Irish music to accompany these lyrics, Agnew suggests that 

‘In de Big Canoe’ alludes to an amalgamation of British colonies: 

Musical idioms, geographical spaces, and class positions were interchanged and allied 

in complicated ways. Perhaps the most striking of this is ‘In de Big Canoe’, an Irish 

tune sung in minstrel style by a character called the Otaheitean Traveller. With the 

song’s mix of Irish, North American, and Polynesian references, one could be 

forgiven for seeing it as an act of wishful fulfilment that collapsed past, present, and 

prospective colonies into a seamless, imperial whole.78  

This plausible reading of the Otaheitean Traveller as a merger of colonies does not consider 

the fact that this character was created in a post-premiere response to audience demand for 

comedy. In doing so, O’Keeffe alluded to a stock theatre character who would have 

encouraged laughter in the auditorium. Perhaps this musical characterisation was simply 

about more comedy and more money, but so far, we have seen O’Keeffe using Irish music to 

empower rather than belittle characters such Alphonso in The Castle of Andalusia and Casey 

in Fontainbleau. In this instance, O’Keeffe and Shield’s use of Irish music to portray the 

uncivilised Polynesian contributes to a derogatory cultural difference in music performance, 

 
77 Fiske, English Theatre Music, p. 471.  

78 Agnew, Enlightenment Orpheus, p. 132.  
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which implicates the ambivalent mindset of O’Keeffe as colonial subject. Perhaps this 

Tahitian construction represents a liminal phase of character revision and reaffirmation that 

highlights the colonial subject’s desire to belong but ultimately compromises cultural 

identity. This Irish musical reference could also be interpreted as an insecure sense of 

colonial identity in O’Keeffe – an insecurity that did not exist in the work’s original version. 

It could also be argued that the colonial civility in the musical representation of the real-life 

Polynesian Oediddee, played by Kennedy, references an Irish civility. A closer look at 

Oediddee’s performance of colonial civility, however, reveals an irony of character and 

implies an insincerity that is heard in his declarations of British loyalty from the perspective 

of the colonised, thereby indicating an ambivalence of identity for those who have no choice 

but to adhere to British authority. 

5.5 Musical Manipulation  

As stated above, O’Keeffe lists Oediddee as Pretender to the Throne but never presents him 

as a danger or threat to Omai. Oediddee’s first solo air demonstrates his pastoral and peaceful 

attitude to life and the second his homage to convivial Britons who Omai should look 

forward to meeting. His musical identity depicts him as a decent, trustworthy character; and 

even though he might have posed a threat to Omai’s ascension to the throne in the past, all is 

forgiven and forgotten as soon as he arrives onstage. Oediddee’s character redemption 

provides a sentimental tone and moral solution but without any explicit sentimental narrative 

in the Oediddee character, morality and reliability in Oediddee are legitimized in his musical 

performance of British loyalty. This is revisited in the second act of Omai when Oediddee 

returns to the stage alongside Towha to rescue Omai from Oberea: 
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RECITATIVE accompanied, Oediddee, &c. 

Oh, potent Oberea! Now extend  

Thy kind protection to my much lov’d friend.  

Otoo. Omai’s unison with British fair, goddess ratify 

Oberea. Content!  

Otoo.  Then peace,  

Oedid.  And love,  

All. And harmony shall crown the nuptial tie.  

Oberea joins their hands.79 

This recitative is followed by the triumphant trio ‘Nations, Warriors, Chiefs Renown’d’ that 

celebrates Omai as King before the procession starts and is followed by the apotheosis of 

Cook and the Captain’s Ode. This endorsement of British and Polynesian cordiality suggests 

that British loyalty can function as a positive indicator of character, thus identifying the 

model colonial subject. The interweaving of Polynesian pacifism and British patriotism in 

Oediddee’s musical characterisation plays an ambiguous dramatic hand that hints towards a 

colonial ‘get-out-of-jail-free card’. The pantomime is built upon the glorification of Cook, his 

expeditions, his encounters, but the reality is that the Polynesians are in a potential colonial 

rut of discrimination and subjugation – British acquiescence will help the Polynesians avoid 

undesirable, if not dangerous, situations in the future – a reality with which O’Keeffe was 

familiar following the loyalist rhetoric of the Catholic Committee and Catholic support for 

the British army in America. O’Keeffe deploys this trademark colonial rhetoric to a Tahitian 

terrain, which presents a Tahitian submission to and imitation of British loyalism. But the 

irony of Oediddee’s loyalty and patriotic musical performance is his British sameness, which 

 
79 O’Keeffe, A Short Account of the New Pantomime called Omai, p. 19 
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did not signify him or the other Tahitians as culturally, intellectually, or linguistically inferior 

and could have contributed to the reported comic deficiency on opening night. I question why 

O’Keeffe and Shield did not use the above-mentioned ethnomusicological resources when 

responding to newspaper feedback with a derogatory musical depiction of the Polynesian 

other? There is no question that these resources could have been manipulated to create a 

comic musical scenario and demonstrate a cultural difference in music performance – but 

perhaps time was not on their side and the Irish tune was the quicker option. Nonetheless, it 

could be argued that the vocal performances of the Polynesian people present two forms of 

colonial representation: Oediddee represents the civilised subject who reflects colonial 

civility onstage while the Otaheitean Traveller represents the uncivilised subject who is not 

only exploited for comic purposes but hints towards the former uncouth Irish representation 

that even with all his efforts, O’Keeffe cannot escape. Oediddee’s performance of British 

loyalty demonstrates a means of survival within the colonial framework as well as a colonial 

desire to belong and be treated equally – a position that O’Keeffe fits. The Otaheitean 

Traveller, on the other hand, mollifies British cultural and colonial anxieties of superiority 

abroad, which also draws attention to O’Keeffe’s national and cultural identity complex. The 

Otaheitean Traveller’s performance merges Irish and Polynesian colonies and creates cultural 

difference in music performance by humiliating the colonial other, a compromise of colonial 

civility but quick-fix solution to make the audience laugh. These colonial characters, the 

civilised and the uncivilised, subversively exemplify the ambiguity of colonial theatre in 

London at a time when the British empire was becoming the most powerful colonial force in 

the world.  
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Conclusion  

This chapter has demonstrated the dramatic dilemma of writing colonial representation and 

identity that O’Keeffe would have faced when attempting to tastefully depict cultural 

difference in performance against the backdrop of British patriotism. As a colonial subject 

himself, such a dramatic endeavour would have evoked, be it consciously or unconsciously, 

insecurities concerning his personal sense of equality and belonging as an Irish Catholic 

resident in London. Questions of O’Keeffe’s oscillating stance on British solidarity does not, 

however, feature in this project’s final case study chapter, ‘Empathetic Expositions and Irish 

Sympathies in The Wicklow Mountains (1796)’. This is due to the complete absence of 

British acquiescence and patriotism in the comic opera’s narrative. This omission is 

especially relevant because, as the title of the comic opera suggests, it is set in Ireland and 

features Irish characters, two of whom are based on seventeenth-century Irish outlaws. 

Chapter Six will focus on the key role music plays in the serious portrayal of these characters, 

uncover subversive nuances of Jacobitism and Irish sympathies in their musical 

characterisation, and ultimately argue for The Wicklow Mountains’ presentation of an Ireland 

free of British intervention. 
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Chapter Six 

Empathetic Expositions and Irish Sympathies in The Wicklow Mountains (1796) 

 

Introduction  

Irish Jacobitism came to an end with the death Charles Edward Stuart in 1788. Verses by 

Jacobite poets Seán Ó Muláin and Micheál Óg Ó Longáin lamented the exiled King’s death 

before they both converted to republicanism, a common trend for Irish Jacobites with the 

formation of the Society of United Irishmen in 1791.1 By the time O’Keeffe and Shield’s 

two-act comic opera The Wicklow Mountains premiered (CG: 7 October 1796), the French 

Revolution (1789) had come and gone, the French Revolutionary Wars (1792–1802) were 

ongoing, and the United Irishmen planted the seed that the end of British rule and an Irish 

Republic was a possibility. December 1796 saw the failed expedition of 45 French ships to 

Bantry Bay in Cork that was en route to support the United Irishmen’s campaign to end 

British rule in Ireland.2 This campaign culminated in the failed 1798 Rebellion and the 

subsequent Act of Union (1800) that created the United Kingdom of Great Britain and Ireland 

– an official nation state that remained in place until the formation of the Irish Free State in 

1921.  

This chapter will investigate Irish sympathies and solidarities in The Wicklow 

Mountains through the dramatization of two seventeenth-century Irish outlaws, Edmond 

O’Ryan and Redmond O’Hanlon, and argue that their musical characterisation reveals a 

 
1 Vincent Morley, ‘Irish Jacobitism, 1691– 1790’, in The Cambridge History of Ireland, ed. by James Kelly 

(Cambridge: Cambridge University Press, 2018), pp. 23 – 47 (p. 46). For more on Muláin and Ó Longáin, see 

Morley, ‘The Continuity of Disaffection in Eighteenth-Century Ireland’, Eighteenth- Century Ireland, 22 

(2007), 198– 201. 

2 Colin Breen and Wes Forsythe, ‘The French Shipwreck La Surveillante, Lost in Bantry Bay, Ireland, in 1797’, 

Historical Archaeology, 41 (3) (2007), 39–50. 
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subversive subtext that defies British hegemony in Ireland. Unsurprisingly, O’Keeffe does 

not refer to late eighteenth-century Irish republicanism in Recollections, but does refer to 

Jacobitism in The Wicklow Mountains. Even though republicanism had come to supersede the 

Jacobite cause in the 1790s, the Jacobite reference in the protagonist Felix’s musical 

characterisation is strengthened by the antagonist Redmond’s reference to the agitation felt by 

dispossessed Irish Catholics. O’Keeffe claims that Felix is based on ‘“Ned of the Hills” as he 

is called in the old legend’. 3 This would encourage the assumption that Felix is based on a 

fictional character; but ‘Ned of the Hills’, better known today by its Irish translation ‘Eamon 

an Chnoic’, is the sobriquet of Edmond O’Ryan who was born in Tipperary some time before 

the Williamite War in Ireland (1688–1691).4 Like O’Keeffe, O’Ryan’s  family were 

dispossessed Irish Catholics who had their property confiscated after the Irish Rebellion of 

1641.5 As his nickname suggests, O’Ryan took to the hills after he killed and was charged 

with the murder of a tax collector who confiscated his widowed neighbour’s only cow.6 

O’Ryan became known became known as the civil and generous outlaw Eamon an Chnoic 

who dedicated his life to the Jacobite cause and battled for freedom at the Boyne and 

Aughrim.7  

Unlike O’Keeffe’s reported inspiration for the Felix character, he does not claim that 

the antagonist of the comic opera, Redmond O’Hanlon, is based on the seventeenth-century 

 
3 O’Keeffe, Recollections, II, p. 348 

4 John O’Daly, The Poets and Poetry of Munster: A Selection of Irish Songs by the Poets of the Last Century, 2nd 

edn (Dublin: John O’Daly, 1849), p. 219.  

5 Donal O’Sullivan, ‘Appendix: Andrew O’Ryan’s Account of Eamonn an Chnuic’, The Journal of the Society 

of Irish Folk Song (1929), 52–60.   

6 Ibid., pp. 53–54.  

7 Ibid.  
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outlaw of the same name – a name choice that is just too much of a coincidence. O’Hanlon 

was born in County Armagh circa 1640, and like O’Keeffe and O’Ryan, came from a family 

of dispossessed Irish Catholics who had suffered the confiscation of their land during the 

Cromwellian conquest (1649–1653).8 O’Hanlon started in life as a tax collector but 

eventually turned to crime as a result of his own debts, and by the end of the 1670s, was the 

most wanted bandit in Ulster. He was shot dead on 25 April 1681 and his head was placed on 

a spike outside Downpatrick gaol.9  

These brief biographic overviews present one decent and one indecent outlaw; but 

according to Éamonn Ó Ciardha, both became ‘symbols of popular defiance in the late-

seventeenth and eighteenth centuries’.10 This chapter will argue that O’Keeffe uses these 

figures of popular defiance to subversively express sympathies with the changing political 

tide in Ireland in the 1790s, which indirectly implies a resistance to British rule in Ireland.   

The Wicklow Mountains; or, the Lads of the Hills  

O’Keeffe and Shield’s The Wicklow Mountains premiered in Covent Garden on 7 October 

1796. Set in Arklow, County Wicklow, The Wicklow Mountains opens with a young Dublin 

squire named Franklin who is set to be the Lord of the Manor as soon as he comes of age. 

Franklin, however, has disguised himself as a travelling pedlar before meeting the Arklow 

townspeople for a number of reasons. Firstly, he wants to meet his bride-to-be Helen 

unbeknownst to her; and secondly, he wants to find an explanation for the rumours he has 

 
8 T. W. Moody, ‘Redmond O’Hanlon’, Proceedings of the Belfast Natural History and Philosophical Society, 1 

(1935), 17–33, (p. 24).  

9 S.J. Connolly, ‘O’Hanlon, Redmond’, Oxford DNB <https://doi.org/10.1093/ref:odnb/20631> [accessed 1 

December 2019]. 

10 Éamonn Ó Ciardha, Ireland and the Jacobite Cause, 1685–1766: A Fatal Attachment (Dublin: Four Courts 

Press, 2004), p. 37.  

https://doi.org/10.1093/ref:odnb/20631
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heard in Dublin regarding Arklow native Felix, a childhood friend of Franklin’s who has 

come into an unaccounted-for fortune. Franklin is not the only one who wants answers – the 

Arklow townspeople are also suspicious of Felix’s mystery money and have begun to 

question Felix’s generous donations to the local community. Felix is captured, sentenced to 

death, and ultimately rescued by the county sheriff Redmond O’Hanlon who is also 

associated with a number of illegal agrarian societies. Finally, all is revealed: Felix has 

discovered a gold mine in Arklow and has been putting the proceeds from the sale of the gold 

in Dublin back into the Arklow community. Felix’s name is cleared, and, in the end, true love 

conquers all.  

Contemporary scholarship has sought to explain Felix and Redmond’s individual 

dramatic functions in The Wicklow Mountains. Desmond Slowey has argued that Felix 

endorses a socialism in his abolition of private property and his promotion of a shared 

economy in Arklow.11 In a similar socio-political tone, Chris Morash has argued that 

Redmond endorses democracy in O’Keeffe’s Arklow that is free of absenteeism.12 

Christopher J. Wheatley and Kevin Joseph Donovan understand the Redmond character as a 

representation of ‘armed lawlessness’, but highlight his status as ‘a benevolent jailer’.13 Helen 

Burke has continued in this vein and argued that O’Keeffe uses the pastoral genre in The 

Wicklow Mountains to sympathise with, or ‘rehabilitate’, the illegal agrarian society, the 

 
11 Demond Slowey, The Radicalization of Irish Drama, 1600–1900: The Rise and Fall of Ascendancy Theatre 

(Dublin; Portland, OR: Irish Academic Press, 2008), p. 173. 

12 Christopher Morash, A History of Irish Theatre, 1601–2000 (Cambridge: Cambridge University Press, 2002), 

p. 74. 

13 Christopher J. Wheatley and Kevin Joseph Donovan (eds), Irish Drama of the Seventeenth and Eighteenth 

Centuries, 2 vols (Bristol: Thoemmes, 2003), II, pp. 344–345. 



199 

 

Whiteboys.14 The majority of this scholarship shares its primary focus, which can be 

summarised as O’Keeffe’s empowerment of Redmond O’Hanlon and his pardon for 

associating with controversial agrarian societies. But while these interpretations offer insight 

into Redmond and Felix’s independent dramatic functions, they do not consider these 

characters’ dramatic interdependency. This interdependency is not only implied in the 

characters being based on two seventeenth-century Jacobite outlaws, but also in the 

subversive subtext of their musical characterisation. This is most evident in the Jacobite 

reference in Felix’s first musical number that uses the melody of the Jacobite hymn ‘Adeste 

fideles’. This prompts a solidarity between Felix and Redmond and creates a dramatic logic 

for Redmond to rescue Felix; and in rescuing the sentimental and vulnerable hero of the 

work, Redmond’s association with illegal agrarian societies is justified.15 The pinnacle of 

Felix and Redmond’s dramatic interdependency is celebrated on Felix’s liberation when a 

large vocal ensemble including Felix, Redmond and his crew celebrate their camaraderie and 

successful attempt at challenging injustice. Felix’s life depends on Redmond, Redmond’s 

reputation depends on Felix, and their dramatic interdependency is of benefit to them 

individually, collaboratively, as well as to the overall resolution of the plot. It is only when 

Felix and Redmond’s musical characterisation is critically evaluated that the true depth of 

subversive nuance in The Wicklow Mountains is realised. This allows for an interpretation of 

the work as alluding to O’Keeffe’s sympathy for radical Irish politics at the end of the 

eighteenth century.  

 
14 Burke, ‘Worlding the Village: John O’Keeffe’s “Excentric” Pastorals’, p. 236.  

15 These societies include the Hearts of Steel (Ulster, 1769–1773), the Oakboys (Ulster, 1761–1763), the 

Whiteboys (Munster, 1761–1765 and 1769–1776) who were later known as the Rightboys (1785–1788) and the 

Defenders (Ulster, 1790s). 



200 

 

The chapter will appear in three sections. The first section ‘Context and Background’ 

will provide an outline of The Wicklow Mountains’ conception and development, followed by 

a note on sources. As stated above, both men were symbols of popular defiance in the 

eighteenth-century and such a status is evidenced in their immortalisation in Irish print 

culture in the mid-eighteenth century. Therefore, the second section ‘Outlaws in Eighteenth-

Century Print Culture’ will provide an overview of O’Ryan and O’Hanlon’s presence in 

eighteenth-century music and literature as well as identifying similarities and differences 

between the real-life characters and their fictionalised versions in The Wicklow Mountains. 

The final sections are devoted to the critical evaluation of Felix and Redmond’s musical 

characterisation. This will expose a subversive subtext that is essential to dramatizing their 

individual existence before their exposing their dramatic coexistence.  

6.1 Context and Background 

1796–1797 at Covent Garden and The Lad of the Hills (1796) 

This season at Covent Garden produced three new musical afterpieces by O’Keeffe – his and 

Reeve’s burlesque Olympus in an Uproar (13), which was taken in part from O’Hara’s 

Golden Pippin (1773); and his comic operas The Rival Soldiers (1) and The Wicklow 

Mountains (8), which were revisions of The Sprigs of Laurel (1793) and The Lad of the Hills 

(1796). The Wicklow Mountains’ predecessor opened the previous season on 9 April 1796 

and received a total of four performances. In Recollections, O’Keeffe states that his 

inspiration for The Lad of the Hills was the discovery of a Wicklow gold mine in 1795 that 

evoked for him nostalgic memories of time he had spent there as a teenager.16 O’Keeffe was 

not the only writer to be creatively inspired by the discovery of the mine: Jane Elizabeth 

Moore dedicates a poem to the mine in her collection Miscellaneous Poems, Thomas Moore 

 
16 O’Keeffe, Recollections, II, pp. 348–350. 
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makes reference to the mine in his air ‘Has Sorrow thy Young Days Shaded’ and Lord Byron 

in Hints from Horace.17 Just as in The Wicklow Mountains, the plot revolves around the 

Arklow community that is suspicious of the protagonist Yemon’s unaccounted-for income. 

Favourable newspaper reviews described the music as ‘charming’, the singers as ‘perfect and 

zealous’, and the stage craft as ‘skilful’.18 Reviews took issue with the work’s length and its 

apparent lack of literary grace. The Whitehall Evening Post reports: 

The Lad of the Hills is an Irish dramatic pastoral, with little to blame and less to 

commend; the boors, like those of Theocritus, are rude, and sometimes immoral. 

Sentiments are more thinly scattered than flow’rets upon bogs; and it were as difficult 

to discover the true ore of writership in the piece, as to extract the gold itself from the 

hills of Wicklow.19 

The Morning Post echoes the Whitehall Evening Post and provides a gold pun of its own: 

‘The author seems to have expended his valuable Ore – for there is certainly more lead than 

gold in the business’, and recommends its reduction to an afterpiece.20 Unlike O’Keeffe’s 

devastated reaction to The Banditti’s flop in 1781, he does not seem too fazed by The Lad of 

The Hills’ unfavourable reception. In Recollections he writes:  

 
17 Timothy Alborn, ‘An Irish El Dorado: Recovering Gold in County Wicklow’, Journal of British Studies, 50 

(2) (2011), 359–380 (pp. 359–360).  

18 ‘Arts and Culture’, Morning Post, 11 April 1796; Sun, 11 April 1796; Gazetteer and New Daily Advertiser, 11 

April 1796. 

19 ‘Arts and Culture’, Whitehall Evening Post, 9–12 April 1796.  

20 Morning Post, 11 April 1796. Gazetteer and New Daily Advertiser, 11 April 1796. 
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The scenery was splendid, and yet the opera had not the wished effect; and I 

afterwards, by Mr. Harris’s advice, reduced it into two acts, and called it “The 

Wicklow Mountains”, under which title it was performed at Covent-Garden.21  

The revised two-act comic opera received a total of eight performances during the 1796–1797 

Covent Garden season but did not attract any attention in the newspapers. This season also 

produced works that expressed English political anxieties of a republican alliance between 

Ireland and France. These anxieties appear in John Cartwright Cross’s one-act musical 

drama, British Fortitude and Hibernian Friendship (1794), which presents an anti-French 

Irishman and received a total of three performances this season. Another work that rejected a 

French and Irish alliance was the loyalist musical drama by George Nugent Reynold and 

William Reeve, Bantry Bay, which received 11 performances. As the title suggests, Bantry 

Bay focuses on the French navy’s failed attempt to land in Bantry Bay and deliver weapons to 

the United Irishmen in the winter of 1796. The characters are local townspeople who do not 

desire an Irish republic nor French assistance and are quite content with life as it is. Both of 

these works were produced towards the end of the season and did not run parallel with any of 

the eight performances of The Wicklow Mountains, the majority of which took place before 

Christmas. But these works present, nonetheless, an Ireland that is not in republican sync 

with France; and when the narrative of The Wicklow Mountains is compared with these works 

of Irish and British concord, the complete lack of patriotic British reference in The Wicklow 

Mountains is telling. And of course, any hint of republican sympathy in a stage work would 

not have made it past the censor.  

Unsurprisingly, O’Keeffe does not refer to republicanism or the United Irishmen in 

Recollections, but by 1796 his fellow London Irish dramatist Leonard MacNally had returned 

 
21 O’Keeffe, Recollections, II, pp. 348–349.  
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to Dublin to pursue his legal career before joining the United Irishmen and acting as its 

defence counsel.22 There is no extant correspondence between O’Keeffe and MacNally, but 

MacNally’s association with the United Irishmen was by no means a secret. MacNally 

eventually turned informer for Dublin Castle, an arrangement that Thomas Bartlett believes 

started at some point in 1794.23 However, this espionage was unknown during MacNally’s 

lifetime and perhaps his supposed loyalty to the United Irishmen inspired a sympathy in 

O’Keeffe for the society and republicanism more generally. We cannot know for sure.  

The Wicklow Mountains’ plot remains the same as The Lad of the Hills the most part, 

but the character names are changed, some characters are merged, and one character (Dross) 

is cut completely. The Wicklow Mountains also omits storylines such as Jesse’s botched 

kidnapping, most likely in response to the disapproval of the work’s ‘boors’ as ‘rude’ and 

‘immoral’. The main ‘boor’ in The Lad of the Hills was Maunus, the protagonist Yemon’s 

brother who was not only responsible for Jesse’s kidnapping but was active in illegal agrarian 

societies. Maunus undergoes a substantial character change – he is renamed Redmond 

O’Hanlon, recast as the Arklow Constable and County-keeper and is no longer the 

protagonist’s brother. There is no record of The Lad of the Hills’ resubmission to the 

Examiner of Plays as The Wicklow Mountains, which complicates comparative analysis of 

the revised comic opera – especially when it comes to selecting the version of The Wicklow 

Mountains that should be used as the main point of reference in this chapter.  

 
22 Thomas Bartlett, ‘The Life of Leonard MacNally (1752 – 1820): Playwright, Barrister, United Irishman, and 

Informer’, in Information, Media and Power through the Ages, ed. by Hiram Morgan, Historical Studies XXII, 

Papers read before the 24th Irish Conference of Historians held at University Cork, 20–22 May 1999 (Dublin: 

University College Dublin Press, 1999), pp. 113–136.  

23 Ibid., p. 118. 
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6.1.2 A Note on Sources 

The Lad of the Hills songbook was printed in London in 1796, but its full play text never 

appeared in print. 24 An edition of The Wicklow Mountains (1797) was printed in full in 

Dublin and the following year it was included in O’Keeffe’s Dramatic Works (1798); but this 

version is an amalgamation of the original three-act comic opera and the revised two-act 

comic opera.25 This combination of texts is especially relevant to the Redmond character. 

While neither The Wicklow Mountains (Dublin, 1797) nor the Dramatic Works includes 

Maunus’ immoral acts of kidnap and robbery from the original, Dramatic Works does include 

Maunus’ membership in illegal agrarian societies. In The Wicklow Mountains (Dublin, 1797), 

the revised Redmond serves strictly as the Arklow Constable and County-keeper, and his 

association with agrarian societies is a thing of the past; but in the Dramatic Works version, 

Redmond is active in agrarian societies as well as serving as Arklow Constable and County-

keeper. The three-act amalgamated version in Dramatic Works appears to be the earliest 

printed version that was available in London following its final performance on 4 March 

1797. O’Keeffe made a conscious decision to include Maunus’ agrarian society memberships 

in Dramatic Works and given the short time that elapsed between Dramatic Works and the 

final London performance, the Dramatic Works version will be the main point of reference in 

this chapter. In terms of musical numbers, Table 7.1 below provides a list of the songs that 

feature in these sources.

 
24 O’Keeffe, Airs, Duets, Glees, Choruses, &c. in the Opera of The Lad of the Hills; or Wicklow Gold Mine 

(London: T.M. Longman, Paternoster-Row, 1796).  

25 O’Keeffe, The Wicklow Mountains; or, the Lad of the Hills. A Comic Opera in Two Acts. Written by John 

O’Keeffe (Dublin: John Whitworth, 1797); O’Keeffe, ‘The Wicklow Mountains’, in The Dramatic Works, II, pp. 

109–192. 
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Table 6.1 The Wicklow Mountains Songs across Sources  

(‘X’ in a column indicates that a song appeared in a source. A row that is highlighted in grey 

indicates a song that appears across all five sources).   

 

  

  

  
Song Title  

LA 1117  Score  
(1796)  

Lad of the 

Hills  
Songbook   
(1796)  

Wicklow  
Mountains  
Play Text  
(1797)  

Dramatic  
Works  
(1798)  

‘Here at her Cabin Door’  X  X  X  X  X  
‘Some Run after the Buck and  
Doe’  

X   X  X  X  X  

‘They Call me Poor Rosa’  X    X    X  

‘Ah Dearest Will You Ever Love 

Me?  
X  X  X  X  X  

‘Pray Look on Me’  X  X  X  X  X  
‘Let Winter with a Churlish  
Blast’  

X       X    X  

‘A Life of Town and Fashion’  X  X  X  X  X  
‘The Horn, Shrill, Mellow, Loud 

and Clear’  
  X  X  X  X  

‘Whilst Neighbours are around  
Me’  

    X      

‘My Heart Sinks with Grief’      X      

‘How Grand the Glorious   
Prospect Round’   

X          

‘The Day from the Tops of the  
Mountains is Fled’  

X        X  

‘On the Watch I be for you my  
Love’  

X          

‘Let’s Set off Hue and Cry after 

this Same Vile Offender’  
X          

‘The Sun from the Tops of the  
Mountains is Fled’   

X        X  

‘Felix thou Have Robbed the  
Mail’  

X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  
X (Act I 

finale)  

Come then Away, Farewell   X           

‘The Power that Form’d the  
Human Mind’  

X    X      

‘My Heart Says Pray Believe It’  X          

‘Soft Pity Lifts the Mourner’  X          

‘Tho’ Love Cannot See’  X          

‘A Linnet pursued’  X  X  X  X  X  

‘Virgin Snows the Landscape  
Spreading’  

X  X  X  X  X  

 ‘A Sportsman I am’          X  

‘When Young They Called Me  
Roaring Boy’  

X  X  X  X  X  
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‘I Humbly Beg Good Christians  
Kind’   

X     X    X  

‘On Earth’s Cold Face Poor  
Felix Lies’  

    X    X  

‘Life is still the Ocean’  X  X  X  X  X  

‘Be thy Tomb o’er Spread with  
Boughs’  

X        X  

‘Where now thou Art is the Path 

to Heaven’  
X  X  X  X  X  

‘Neighbours for the Sake of  
Heaven’  

X        X  

 ‘I’m in a Blessed Taking’  X    X    X  

‘Softly Out Now I Creep’,  X    X       

 ‘At the Hazard of our Lives’  X (Act II 

finale)  
X  X (Act II 

finale)  
X  X (Act II 

finale)  
‘Come Fellow, Poor Fellow’  X          

‘My Daddy’s in Heaven’  X    X      

‘Ye Gracious Powers oh ye Give  
Me Sense’  

        X  

  

‘Beauty has a Painted Face’   X    X    X  

‘About this same Goldmine’        X    

‘Guardian Fairies in a Dream’  X    X    X  

‘I’ll set my Felix Free’  X        X  

‘Hence Care and Strife’    X (finale)  X (finale)  X (finale)   X (finale)  

‘For Bless our Happy Land’  X (finale)          
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Given The Wicklow Mountains’ minimal performance history, it is unsurprising that 

individual song sheets were not in print circulation. The vocal score, however, was advertised 

as being for sale in December 1796.26
 When it comes to looking at the musical 

characterisation of Felix and Redmond in The Wicklow Mountains, only the airs that feature 

in the vocal score will be considered. But before evaluating their musical characterisation, it 

is necessary to provide some insight into the seventeenth-century outlaws on whom Felix and 

Redmond were based and their reputation in eighteenth-century print culture.  

6.2 The Outlaws in Eighteenth-Century Print Culture 

6.2.1 Edmond O’Ryan; or, Eamonn an Chnoic 

Felix is based on the seventeenth-century outlaw Edmond O’Ryan who is better known by his 

nickname Ned of the Hills, or its Irish equivalent Eamonn an Chnoic. The first extensive 

biography of Eamonn an Chnoic did not appear in print during O’Keeffe’s lifetime, but 

O’Keeffe’s referral to the character as ‘legend’ in Recollections alludes to the Irish oral 

tradition of storytelling that also materialises in song and verse. The eponymous song 

‘Eamonn an Chnoic’ appeared in the emerging network of Irish music and song publications 

in the second half of the eighteenth century.27 The tune first appears in Twelve Scotch and 

Twelve Irish Airs as ‘Yemon O Nock’, the name O’Keeffe assigns to the protagonist in The 

Lad of the Hills.28 The Irish-language lyrics were first printed in Reliques of Irish Poetry, and 

the first English translation of the air (with a musical accompaniment) appeared in Lady 

 
26 Shield, The Wicklow Mountains. A Comic Opera (London: Longman & Broderip, 1796).  Advertised for sale 

in the Oracle, 3 December 1796. Listed in the Stationer’s Hall on 11 December 1796.  

27 The first extensive biography of Eamonn an Chnoic is in O’Daly’s The Poets and Poetry of Munster (1849). 

O’Sullivan, ‘47A. Eamonn an Chnuic’, p. 41. 

28 Thumoth, ‘Yemon O Nock’, in Twelve Scotch and Twelve Irish Airs, pp. 28–29. 
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Morgan’s Twelve Original Hibernian Melodies.29
 Morgan deems Ned of the Hills an 

outlaw’d gentleman who committed acts of desperation that were ‘counteracted by a 

generosity almost romantic, or performed with a spirit truly heroic’ and endorses the beauty 

of the air:  

The singular and plaintive beauty of Emant Acnuick, or Ned of the Hills, which, 

replete with the characteristic wilderness and melting pathos, of Irish music, may be 

deemed an epitome of the ancient Irish style of composition, induced me into the 

attempt of adapting an English translation to its melody; the task was difficult, though 

not wholly unsuccessful, for the music and poetry of the Irish are so closely 

analogous, and the sound so faithful an echo to the sense, that the former seems 

almost to bid defiance to the adapting any other language to it melodies; and the latter 

must always sustain an injusry in its energetic and idiomatic delicacies, when its 

sentiments are given through the medium of translation.30  

Lady Morgan’s high regard for the air and flattering account of Eamonn an Chnoic perhaps 

indicates wider popular opinion of the man at the time, which possibly contributed to 

O’Keeffe’s decision to use him as protagonist. Parallels between Eamonn an Chnoic and 

Felix can be drawn in their victimisation through no fault of their own; their refusal of refuge 

in a time of crisis; and their character redemption by virtue of their generosity and devotion. 

Combined with Eamonn an Chnoic’s status as an eighteenth-century symbol of ‘popular 

defiance’, O’Keeffe presents an highly empowered Irish protagonist and sentimental hero, 

and who better to rescue such a protagonist than a fellow outlaw and insurgent.31 

 
29 Charlotte Brookes, ‘Eamonn an Chnuic’, in Reliques of Irish Poetry (Dublin: G. Bonham, 1789), pp. 309–

311; Sidney Owenson, Twelve Original Hibernian Melodies (London: Preston, c. 1805), pp. 2–3.  

30 Owenson, p. 1. 

31 Ó Ciardha, Ireland and the Jacobite Cause, 1685-1766, p. 37.  
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Interestingly, Andrew O’Ryan’s biography of his relative Eamonn an Chnoic reports his 

encounter and subsequent friendship with a highwayman named Mr Redmond O’Hanlon, 

which could imply that such a story was disseminated in storytelling circles and that 

O’Keeffe’s coupling of these two outlaws was not all that arbitrary: 

Ned was accosted by a highwayman with the usual compliment of “stand and 

deliver”. […] Fierce and short was the struggle, which ended in the discomfiture and 

downfall of Ned’s opponent, who then discovered his mistake and that Ned’s fame 

was not exaggerated. They shook hands and parted in friendship, with a mutual 

promise to assist each other in their future difficulties. His antagonist on this occasion 

is said by some to have been the celebrated Redmond O’Hanlon.32 

6.2.2 Redmond O’Hanlon  

As stated above, O’Keeffe does not indicate that the Redmond  character was inspired by the 

real-life man, but such a coincidence is unlikely especially considering the O’Hanlon 

biographies that were readily available throughout the seventeenth and eighteenth centuries.33 

Cosgrave’s pocket-volume history of Irish highway men, which was in its ninth edition in 

1776, introduces O’Hanlon as ‘a most notorious though a Gentleman-like Robber’.
34 Unlike 

Eamonn an Chnoic, O’Hanlon did not infiltrate the realm of printed Irish song and poetry, but 

 
32 O’Sullivan, ‘Andrew O’Ryan’s Account of Eamonn an Chnuic’, pp. 53–54.  

33 Anonymous, Count Hanlan's Downfall; or A True and Exact Account of the Killing of that Arch Traitor and 

Tory Redmond O Hanlan (Dublin: Joseph Ray, 1681). Anonymous, Life and Death of the Incomparable and 

Indefatigable Tory, Redmond O'Hanlyn (Dublin: Printed for John Foster, 1682).  

34 J. Cosgrave, A Genuine History of the Lives and Actions of the Most Notorious Irish Highwaymen, Tories and 

Rapparees, 9th edn. (Belfast: [n. pub.], 1776), p. 6. 
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Cosgrave does make reference to a ‘curious’ Irish song written about him that was never 

published.35  

O’Keeffe does not present the fictionalised Redmond as a highway robber, but as an 

affiliated member of several illegal eighteenth-century agrarian societies that post-date his 

death in 1681. Recollections describes the Redmond character as ‘a terrible wild Heart of 

Steel’, the society with which Redmond is most strongly associated in The Wicklow 

Mountains.36 The Hearts of Steel was a mainly Protestant agrarian society, active in Ulster 

from 1769 to 1773, which was formed in reaction to changes in rent and lease agreements.37 

The Hearts of Steel terrorised Ulster, burned down houses, ruined crops, and maimed 

livestock.38 But in The Wicklow Mountains, Redmond also associates with other agrarian 

societies: the Oakboys, the Whiteboys, and the Defenders. Perhaps associating Redmond with 

a variety of agrarian societies avoids sympathising with (or demonising) one society in 

particular. In The Wicklow Mountains, Redmond uses his society memberships as a platform 

upon which to express his and the societies’ frustrations with tenancy and taxation in rural 

Ireland; and ultimately, Redmond’s associations lead to the liberation of the opera 

protagonist. Both Felix and Redmond want to better the Arklow community, Felix in a non-

violent fashion by sharing the proceeds of the gold mine and Redmond in a vigilante fashion 

by associating with illegal agrarian societies. Their narratives present them on different 

 
35 Ibid., p. 33.  

36 O’Keeffe, Recollections, II, p. 348. 

37 Eoin Magennis, ‘The Hearts of Steel, the Baronet and the Minister: A Killing in Gilford in 1772 and its 

Aftermath’, Seanchas Ardmhacha: Journal of the Armagh Diocesan Historical Society, 24 (2) (2013), 98–112. 

Anthony Canavan, ‘The Hearts of Steel: Agrarian Protest in Ulster’ (Queen’s University Belfast, unpublished 

master thesis, 1982). 

38 McBride, Eighteenth-Century Ireland, p. 318. 
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platforms and at first glance Felix’s musical characterisation seems to be dedicated to 

dramatizing his innocence and unjust victimisation. A closer look at Felix’s musical 

characterisation, however, reveals a subversive subtext that suggests Jacobite sympathies and 

prompts speculation that the protagonist and antagonist are not so different after all. The next 

section provides a critical evaluation of Felix and Redmond’s musical characterisation and its 

empowerment of their camaraderie in the face of injustice.  

6.3 A Critical Evaluation of Felix and Redmond’s Musical Characterisation 

6.3.1 Felix and Rosa ‘Ah Dearest Will You Ever Love Me’ 

Felix first appears in Act I Scene I when he returns to Arklow from Dublin with gifts for his 

love Rosa. Felix refuses to disclose how he afforded the gifts and Rosa explains that she 

cannot accept them until he is honest with her about the money. This conversation is followed 

with their first and only duet ‘Ah Dearest Will You Ever Love Me’: 

  DUET – FELIX AND ROSA  

Both.  Ah dearest love will you ever love me?  

Treasure’d in Vi’lets are sweets for the bee?  

Is the morning sun-beam cheering,  

Is the lark’s first note worth-hearing, 

Is the dew drop clear,  

Called the snow drop’s tear, 

Setting sun do ploughmen joy to see?  

Felix.  Does Rosa then doat on her own gramachree?  

Rosa.  Does Felix then doat on her own gramachree?  

Felix.  My dearest! 

Rosa.  My dearest! 

Rosa.  Say, oh, will you love me.  
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Felix.  Do sweet flowers open to the morning ray?  

You are my rose bud  

Rosa.  You are the dawn above me.  

Felix.  Adieu my dearest Rosa!  

Rosa.  Adieu my dearest Felix!  

Both.  Oh, may our hours in love serenely glide away.39 

The lyrics reveal a love duet, but more information is disclosed when one consults the score 

that divides the duet into two distinct sections, which borrow from two musical sources 

(Musical Example 6.1). Part I borrows its melody from the well-known Irish air ‘Éibhlín a 

Rúin’, which has been traced by Fleischmann, and Part II borrows its melody from the well-

known hymn ‘Adeste fideles’, which is a new discovery. As previously discussed, 

O’Keeffe’s working relationship with Shield reveals a collaborative approach to borrowed 

musical material; sometimes O’Keeffe would recommend borrowed airs and other times 

Shield would. In this instance, it cannot be ruled out that Shield suggested borrowing ‘Éibhlín 

a Rúin’ and ‘Adeste fideles’. Shield shared O’Keeffe’s love of Irish national airs, and both 

airs in question were in print circulation.40   

 
39 O’Keeffe, Dramatic Works, II, pp. 120–121. 

40 An Essay on the Church Plain Chant, etc. – Part Second, Containing Several Anthems, Litanies, Proses and 

Hymns. As They are Sung in the Public Chapels at London. – Part Third, being a Supplement of Several 

Anthems (London: J.P. Coghlan, 1782), pp. xiii–xiv. 
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Musical Example 6.1 Shield, ‘Ah Dearest Will You Ever Love Me’, in The Wicklow 

Mountains (1796)  
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‘Éibhlín a Rúin’  

Historically, ‘Éibhlín a Rúin’ is associated with the seventeenth-century Irish poet Cearbhall 

Ó Dálaigh who is said to have written the air for the woman he eloped with, Eleanor 

Chamhánach.41 The melody was first published in Twelve Scotch and Twelve Irish Airs and 

Edward Bunting later transcribed and included the tune in the third volume of The Ancient 

Music of Ireland.42 ‘Éibhlín a Rúin’ was also performed on stage, first in Coffey’s ballad 

opera The Beggar's Wedding and then as a solo performance piece following Kitty Clive’s 

performance of the air at her benefit in Angier Street (1741). Brian Boydell indicates that the 

air became ‘an almost obligatory addition to the repertoire of any visiting singer’ with visitors 

such as Signora Salvagni, Michael Leoni, and Venanzio Rauzzini performing the air in 

Dublin.43 By 1827, the air was still held in high esteem, most evident in The Gentleman’s 

Magazine’s statement that: 

Handel declared he would rather have been author of this air than of all the music he 

had ever composed. And so enchanted was Signor Tenducci, a distinguished Italian 

singer, who assisted at the Italian Operas in Dublin, with it, that he resolved upon 

studying the Irish language, and become a perfect master of it.44 

 
41 James Doan, ‘The Folksong Tradition of Cearbhall Ó Dálaigh, Folklore, 96 (1) (1985), 66–86; Doan, ‘The 

Poetic Tradition of Cearbhall Ó Dalaigh’, Éigse, 18 (1980–1981), 1–24. 

42 ‘Aileen Aroon’, in Twelve Scotch and Twelve Irish Airs, pp. 26–27; Moloney, The Irish Music Manuscripts of 

Edward Bunting 1773–1843, p. 31. 

43 Brian Boydell, Rotunda Music in Eighteenth-Century Dublin (Dublin: Irish Academic Press, 1992), p. 36.  

44 The Gentleman’s Magazine, and Historical Chronicle, 97 (1) (London: Printed by J. B. Nichols and sold by 

John Harris, 1827), p. 60.  
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Not taking the review as absolute fact (it is highly unlikely that Tenducci mastered the Irish 

language), the quotation nonetheless implies the founding of a myth that well-regarded Italian 

opera practitioners in eighteenth-century London thought highly of the air.  

In The Wicklow Mountains the air is borrowed for the first part Felix and Rosa’s duet 

‘Ah Dearest Will You Ever Love Me’ following Rosa’s refusal of Felix’s gift (Musical 

Example 6.1). Part I is itself separated into two sections – the first features the canonic 

‘Éibhlín a Rúin’ melody and the second appears to be taken almost entirely from Matthew 

Dubourg’s variation of the air.45 The vocal score indicates that the duet was accompanied by 

Mr. Wieppart on harp, which is allocated its own stave in the reduced vocal score thus 

reinforcing the harp’s importance in the overall timbre of Part I. It begins with a four-bar 

grazioso introduction that features ascending harp triplets with violoncello in the bass while 

oboe and bassoon play the melody. The melody is reiterated in Felix’s opening vocals and 

again in Felix and Rosa’s lyrics ‘Treasur’d in Violets are sweets for the Bee’ (bars 9–12) that 

they sing in harmony. Elegant alternating passages pave the way towards the end of Part I 

with lyrics reading ‘Felix/Rosa then doat on his/her own Gramachree’. ‘Gramachree’ is the 

only anglicised Irish that is included from the original lyrics ‘Gradh mo chroidhe’ (love of 

my heart). Part I closes with a short harp coda and while Part II remains in the same key, the 

simple triple time becomes simple duple, the harp line disappears, and a completely different 

melody takes over – Felix and Rosa no longer sing to the tune of ‘Éibhlín a Rúin’ but intstead 

to ‘Adeste fideles’.  

 
45 Matthew Dubourg, Select minuets… to which is added Eleen a Roon by Mr Dubourgh, set to the Harpsichord 

with his variations (Dublin: William Manwaring, 1746) 
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‘Adeste fideles’ and John Francis Wade  

Widely known today as the popular Christmas carol ‘Oh Come All Ye Faithful’, ‘Adeste 

fideles’ was originally known as the ‘Portuguese Hymn’ due to its performance at the Chapel 

of the Portuguese Embassy in London where English Catholics, including plainchant scribe 

and Jacobite John Francis Wade (c. 1711–1786), worshipped. A manuscript of Wade’s 

presents the earliest known record of ‘Adeste fideles’ and research conducted by Bennett Zon 

draws attention to Jacobite subtexts in this hymn.46 Zon explains that ‘Adeste fideles’ was 

widely associated with the exiled Stuart monarchy and offers the following interpretation of 

the lyrics:  

‘Adeste fideles’ combines a birth-ode and a call to arms: ‘Adeste fideles’, Faithful 

draw near, or Faithful be at hand! (Attention! Faithful Jacobites), ‘laeti triumphantes’, 

joyful triumphant, ‘venite, venite in Bethlehem’, come to Bethlehem (England), and 

‘natum videte, regem angelorum’, see the king of angels (a pun on ‘regem anglorum’, 

king of the English, Charles Edward Stuart).47 

It is against Zon’s theory of Jacobite resonances in ‘Adeste fideles’ that Part II of Felix and 

Norah’s duet is read.  

Part II of ‘Ah Dearest Will You Ever Love Me’ 

Part II opens in simple duple time, the time signature that was required of English plainchant 

in the late eighteenth century. Felix’s opening lyrics ‘My dearest’ demonstrate the falling 

fourth so strongly associated with the opening ‘adeste’ and Rosa’s ‘My dearest’ responds 

with the falling fifth associated with ‘fideles’. They sing in alternating passages in 

 
46 Bennett Zon, ‘The Origin of Adeste fideles’, Early Music, XXIV, Issue 2 (1996), 279–289. Zon, The English 

Plainchant Revival (Oxford: Oxford University press, 1998), pp. 49–53. Wade, Modus intonandi gloria parti in 

fine introitus per octavos tonos’ (c. 1750), Glasgow University Library, Euing Collection, R.d.90. 

47 Zon, The English Plainchant Revival, p. 138. 
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anticipation of the well-known climatic refrain in the original (‘venite adoremus, venite 

adoremus, venite adoremus dominum’) and in this air the lyrical focus of the refrain is on the 

word ‘adieu’. The strong emphasis on the word ‘adieu’ as the lovers bid each other farewell 

paradoxically implies a sense of hope and return that subversively alludes to the wishful 

restoration of the Stuart monarch that Irish Jacobites once fought for. The final section of the 

duet (bars 63–74) repeats from bar 50, but this time Felix and Rosa sing together a third apart 

and pizzicato violoncello strings accompany the refrain. Together they sing a capella ‘oh may 

our hours in Love serenely’ before a fermata on ‘glide’ cues the cadenza that brings the duet 

to a graceful but dramatic close. 

This duet can be interpreted as having a range of dramatic functions: to legitimize 

Felix and Rosa’s love for each other; to dramatize the struggle towards their ultimate fate to 

be together; and to present a subversive musical subtext. The use of the familiar Irish love 

song ‘Éibhlín a Rúin’ would have encouraged support for their destiny to be together, but the 

use of the Jacobite hymn suggests a defiance that alludes to the dispossessed Irish Catholic on 

whom Felix is based. This subtext is established in Felix’s very first musical number but does 

not compromise his vulnerability and status as sentimental authority going forward. This is 

made dramatically clear in his first solo air ‘The Horn, Shrill, Mellow, Loud and Clear’, 

which is central to building the dramatic tension surrounding his innocence and unjust arrest 

at the end of Act I.  

7.3.2 Felix ‘The Horn, Shrill, Mellow, Loud and Clear’ 

Following Felix’s duet with Rosa, reservations regarding Felix’s generosity within the 

community become the centre of attention. The post-master Mr Sullivan informs Felix that he 

is going to open his letters from Dublin and expose the origins of his newfound wealth. Alone 

on stage, Felix contemplates whether he should intervene and ask the post-boy for the letter 

before it is delivered to Sullivan’s house. Felix is joined on stage by Franklin and Felix 
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discloses his dilemma. Franklin slips away unbeknownst to Felix who in the meantime 

decides that he will not intercept the post boy and will instead tell Rosa the truth.48 Felix 

hears the post-boy’s horn in the distance, which prompts his first solo air ‘The Horn, Shrill, 

Mellow, Loud and Clear’.49 The con spirito air opens with an introduction on the Russian 

horn and opening lyrics sing of the horn’s duty to the hunt with a horn accompaniment, 

which is followed by lyrics that sing of the trumpet’s duty to the fight with a trumpet 

accompaniment. 50 After an unstable intermedial section of soaring vocals, trills, fermatas and 

dissonance, plummeting progressions steer Felix back to the tonic where he sings of love 

with a flute accompaniment. This closing section convincingly establishes Felix’s adoring 

personality and presents his prioritity in life: his love for Rosa. The solo air reinforces Felix’s 

appreciation for the simple things in life, exposes his emotional vulnerability, and cultivates a 

sympathetic esprit de corps in the theatre ahead of his cruel rejection by Rosa when he seeks 

refuge before his arrest. 

As mentioned above, Franklin has slipped off stage unbeknownst to Felix and has 

taken it upon himself to intercept the post-boy and retrieve Felix’s letter. But in doing so, 

Franklin has used excessive physical force, which has terrible ramifications for Felix. The 

post-boy has not seen his attacker’s face and therefore implicates Felix. Felix runs to seek 

refuge with Rosa who turns him away – this draws immediate association the song ‘Eamonn 

 
48 O’Keeffe, Dramatic Works, II, p. 133.  

49 Shield, The Horn, Shrill, Mellow, Loud and Clear’, in The Wicklow Mountains (1796), pp. 19–21. 

50 Anthony C. Baines and Thomas Hiebert describe Russian horns as ‘largely straight with a wide conical bore 

and were played with a cupped trumpet-type mouthpiece’, ‘Horn band [Russian horn band]’, Grove Music 

Online <https://doi.org/10.1093/gmo/9781561592630.article.13357> [accessed 12 February 2020]. See also 

Robert Ricks, ‘Russian Horn Bands’, The Musical Quarterly, 55 (3) (1969), 364–371; and Gerald Seaman, ‘The 

Russian Horn Band’, Monthly Musical Record, 89 (1959), 93–9. 

https://doi.org/10.1093/gmo/9781561592630.article.13357
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an Chnoic’ whose protagonist is also refused refuge at his lover’s door. Although it can be 

assumed that Felix as sentimental protagonist of the comic opera will not incriminate 

Franklin, it cannot be assumed that he will escape, and this anxiety frames the dramatic 

context for the Act I ensemble finale. Felix is unaware that his only hope is Redmond who 

briefly appears in an earlier scene that exposes his association with the Hearts of Steel as well 

as the Defenders – an agrarian society most active between 1793 and 1795 that was notorious 

for arms raids and nocturnal plundering of gentry houses in the midland counties.51 In Act I 

Scene III, Redmond bursts into Sullivan’s home demanding arms, but he is met by an 

unintimidated Sullivan and leaves empty handed.52 However, when Redmond and Sullivan 

arrive onstage together for the Act I finale, Redmond does not play the ruffian but the 

Constable and County Keeper who is there to settle the mass hysteria that has taken hold of 

the Arklow community. The cast is convinced that Felix has robbed the mail and assemble on 

stage as Redmond announces he will lock Felix in the chapel and bring him to jail – but in 

true vigilante fashion he whispers in an aside comment to the audience that he will ‘let him 

slip the collar by the way tho’’.53 In order for such intentions to go unnoticed, he joins in the 

mob’s denunciation of Felix in the dramatic ensemble finale, which does a stellar job in 

dramatizing Felix’s unjust victimisation and noble character.  

  

 
51 McBride, Eighteenth-Century Ireland, p. 361.  

52 O’Keeffe, Dramatic Works, II, p. 123 

53 Ibid., p. 139.  
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Musical Example 6.2 Shield, ‘Felix you have Robbed the Mail’, in The Wicklow Mountains  
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7.3.3 Ensemble ‘Felix you have Robbed the Mail’  

The C major ensemble finale (Musical Example 7.2) is a feat in end of act tension that 

propels the dramatic action forward. The introduction establishes the main melody of the 

ensemble before a bugle confirms its mob mentality. Sullivan, Donnybrook, and Redmond’s 

opening lyrics repeat the melody heard in the introduction, which functions as the mob’s 

refrain throughout: ‘Felix you have Robb’d the Mail, And thus I speak the Law’s decree; 

Honey, you must go to jail, And Hang upon a Tree’ (bars 19–26). Vocals from Felix and 

Rosa follow (bars 27–34) and then Felix sings briefly in the dominant key, ‘I shall make no 

resistance, with hope lost is existence’, but his quick return to the tonic implies his 

conformity. And while Rosa sings of the cruelty that has been bestowed upon Felix, her 

melodic consistency with the refrain suggests that she does not intend to intervene. The next 

section opens in an upbeat F major key established with bouncy arpeggios that accompany 

vocals by Felix, Billy, and Rosa who each sing of their lovers; but this lively tone is cut short 

and a slower pace in the tonic emerges for Sullivan and Donnybrook who sing of locking 

Felix up. Only here do lyrics speculate as to Felix’s innocence – Donnybrook sings ‘Do so 

but in my opinion all spight to hang up a Boy so light a Boy so light’, but his melody repeats 

that of Sullivan’s preceding phrase ‘we’ll lock you up in the chapel all night, tomorrow to 

prison as soon as light’ thereby implying that legitimate intervention is unlikely. This sets up 

an emotionally charged performance space for Felix’s musical soliloquy, allowing him to 

reflect on the dilemma that he has found himself in. He initially hypothesizes about how he 

will be remembered in the tonic ‘come then away farewell, in your night stories tell how poor 

Felix was betray’d by a Dear lovely Maid’.54 However, by the end of the phrase ‘With joy 

shall I hear the knell of poor Felix passing bell’, dignity begins to crumble as plunging 

 
54 While the score does not indicate that it is Felix who sings these lyrics, it makes most dramatic sense that he 

does. O’Keeffe’s Dramatic Works (II, p. 149) attribute these lines to Felix.  
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demisemiquavers dramatize his despair. His soliloquy finishes with a sense of semi-

acceptance with lyrics reading ‘Love hear my dying song’ before the refrain is repeated and 

an extended vocal coda reinforces the mob mentality of the ensemble. 

The Act I finale establishes Felix’s honour in taking the blame for a crime that he did 

not commit as well as revealing his emotional vulnerability in the face of death. The 

dramatization of his unjust victimisation confirms that his rescue by Redmond is essential to 

the plot’s resolution; but even though Redmond has told the audience that he would let Felix 

‘slip the collar’, his musical conformity in the ensemble gives rise to Act I’s cliff-hanger 

ending – to what lengths will the ambiguous Redmond O’Hanlon go to resolve Felix’s 

precarious dilemma? The first act has presented Redmond in both legal and illegal dealings, 

and this divided disposition continues in Act II. As soon as Redmond reappears on stage, 

laden down with chains for the captive Felix, he quickly reassures the audience in an aside 

comment that he has not forgotten his promise to rescue him.55 He meets Billy O’Rourke who 

asks him what it is that makes him a Heart of Steel and Redmond declares that he was not 

only a Heart of Steel but also a Whiteboy – a Catholic agrarian society active in the 1780s 

that protested unjust taxes placed upon the poor.56  

Billy. You’re a bold and a big man, Redmond  

O’Hanlon, and a fine thief taker when you please, 

because you were a rogue once yourself.  

Red. Yes, I think I’m clever at arresting a man  

or doing him an execution of chattels – in Antrim  

I was a Heart of Steel, in Clonmell I was a White  

Boy. 

 
55 O’Keeffe, Dramatic Works, II, p. 153.  

56 McBride, Eighteenth-Century Ireland, p. 317. 
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Billy. But Redmond, what makes you a Heart  

of Steel? 

Red. You ask! See you not what heavy  

Grievances we lay under – out great landlords  

Spending their money abroad, their stewards patch 

By patch enclosing our commons, and their  

parsons with their rich living leaving us in the  

claws of their cursed griping tithe proctors.57 

This dialogue exposes Redmond’s frustration with landlords, rent officers, and taxes; and also 

brings association with different agrarian societies to a total of three. This cues his solo air 

‘When Young They Called Me Roaring Boy’, which provides insight into his journey in 

becoming a Heart of Steel and the glory he feels in being one. 

6.3.4 Redmond ‘When Young They Called Me Roaring Boy’ 

‘When Young They Called Me Roaring Boy’ is a three-part E flat major air in compound 

time. The air opens in an upbeat and unthreatening fashion: the harmony stays firmly within 

the tonic, a steady rhythm prevails in the bass, and lyrics recall Redmond’s mischievous 

childhood. A four-bar clarinet interlude precedes the next verse, which is sung to the same 

melody with a more agitated rhythm in the bass and lyrics recall Redmond’s roguish 

adulthood. The final two bars present a dissonance in the dominant that has not yet been 

heard in the air, which prompts the musical divergence in Part II. The opening biological 

overview has been pleasant in its musicality, but Part II changes from compound to simple 

time and the opening vocals are recitative-like in nature: ‘the gossips say, aye they’ll be 

sworn, a dreadful night when I was born’. Part II also introduces a new stave on which 

 
57 O’Keeffe, Dramatic Works, II, p. 153.  
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clarinet and violins make a bold entrance on the lyrics ‘I was born’. Terror is induced in Part 

II’s use of heavy dissonance, tremolos, modulation, syncopated rhythms, as well as a capella 

vocals that sing of screaming banshees, singing ravens and peals of thunder. Part II reaches 

its dramatic climax on ‘Thunder peal’, accompanied by a large drum and swooping resoluto 

demisemiquavers in the string section before returning to the tonic for a Handelian run on 

‘thunder’, which cues the extended outro. While Part II has recounted the sheer terror of 

becoming a Heart of Steel, Part III accounts for the sheer delight in being a Heart of Steel. 

The line ‘for then first throbbed a heart of steel’ features only once in O’Keeffe’s play text, 

but it is repeated six times in its entirety in the vocal score, with ‘a heart of steel’ repeated a 

further four times. Alternating fifths in the vocals confirm Part III’s victorious tone and 

triplets in the strings its lively nature. Tremolos reappear for the final three repeats of ‘a heart 

of steel’ and the closing bars present light-hearted arpeggios in the tonic. The air eliminates 

any doubt as to where Redmond’s loyalties lie, but the musicality of Part III does not 

demonise him for being part of this of this outlawed society. While the penultimate bars 

revisit the terror associated with Part II in its use of tremolos, the air does not finish with an 

extended dramatic outro, but rather on a short, simple coda. After all, the audience must have 

faith in Redmond’s word to free Felix whose state of desperation is highlighted in his final 

solo air before his rescue. 

Felix’s final solo air, ‘Life is sure the Ocean’ takes place in the chapel where he is 

being held captive.58 Felix’s musical characterisation has thus far proven his love for Rosa, 

embellished his victimisation and now this solo air amplifies his isolation. ‘Life is sure the 

Ocean’ opens in simple time with an air of sombre sophistication.59 Staying mostly within the 

tonic with brief dominant inflections, the lyrics in Part I sing of a ship departing from a shore 

 
58 O’Keeffe, Dramatic Works, II, p. 160.  

59 Shield, ‘Life is still an Ocean’, pp. 35–37. 
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with an isolated man aboard who cries after his love. Part II reminisces about the final letter 

that he received from his love, but he quickly snaps back to reality – ‘hope does cozen’ – as 

the ship steers from the land, bringing Part II to a close. The music and lyrics indicate that 

Felix is not hopeful and has come to terms with his unjust fate, which is further exacerbated 

in a short air right before his rescue that does not appear in the vocal score, but does so in the 

Dramatic Works: 

AIR.  

Felix.  Neighbours, for the sake of Heave,  

Venture not a precious life; 

Liberty cannot be given; 

Without slaughter giving strife.60 

This air presents a side to Felix that has not been seen in his dramatic characterisation so far. 

For the first time in the comic opera Felix vocalises a stance on the fight for liberty, which 

suggests that the loss of life, terrible as it is, is sometimes unavoidable in the quest for 

freedom. These lyrics are immediately followed by dramatic stage directions that read ‘Part 

of the roof broke through, the door burst open. Enter Redmond and country people, with 

shirts over their cloaths, and oak boughs in their hats’.61 These country people are no doubt 

alluding to the Oakboys, an agrarian society (also known as the Hearts of Oak) that was 

active in Ulster in the 1760s and mainly associated with Presbyterian tenant farmers who 

protested county taxes.62 This brings Redmond’s association with individual agrarian 

societies to a total of four. In this scene, no dialogue is exchanged between Redmond and 

 
60 Ibid., p. 168. 

61 Ibid. 

62 McBride, Eighteenth-Century Ireland, p. 318.  
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Felix, a seemingly mutual understanding is implied as Felix, Redmond, and the Oakboys 

break into rejoiceful song. 

6.2.5 Ensemble ‘At the Hazard of our Lives’  

The B flat major allegro ensemble opens in simple time with a twelve-bar instrumental 

introduction (Musical Example 6.3). Ascending and descending demisemiquaver runs of the 

tonic scale suggest Redmond and the Oakboys’ dramatic entrance before steady octave leaps 

in the treble clef and accompanying tonic chord arpeggios in the bass boldly suggest the 

valour of the group. The melody and opening lyrics ‘At the hazard of our lives, Castle Cabins 

babes and wives, ‘Gen’rous Felix gay and free, again shall rove the hills’ function as the 

refrain throughout. The ‘hills’ initiates the first TATB section of the chorus – and it must be 

noted that this is the only ensemble in the reduced vocal score that offers a four-part vocal 

arrangement, thus intensifying its overall musical significance in the work.  The voices flow 

seamlessly in and out of each other over the next 29 bars before a fermata brings the first 

TATB section to a close. This cues Felix’s brief solo, in which he declares ‘No more I’ll 

violate my country’s laws’ before the Oakboys join him in a tutti section that sings ‘shame 

and death to chuse how vain! And blot they spotless life with such a stain’, which briefly 

modulates to the dominate and dramatically guarantees Felix’s innocence.  
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Musical Example 6.3 Shield, ‘At the Hazard of our Lives’, in The Wicklow Mountains  
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The final TATB section sings the refrain at the same syllabic and rhythmic pace. Felix, 

however, sings different lyrics but at the same pace (see Musical Example 6.3). On ‘my 

country’s laws’, Felix’s syllables are each designated a minim beat over the TATB chorus, 

which gives his message of civil obedience superiority, reiterating his moral message of 

concordance and determination to act the model citizen.  

The main dramatic function of this ensemble is to dramatize the liberation of the 

protagonist, Felix, whose musical characterisation throughout the comic opera has been 

fundamental to garnering audience sympathy in validating his love for Rosa and exploiting 

his wrongful arrest and unjust victimisation. Even though Redmond’s musical presence in the 

work has not been as prevalent as Felix’s, his single solo air has demonstrated an ambiguity 

of character in its lyrics and musicality that signifies a capacity to entice terror but justify his 

cause, thereby not outrightly demonising his character. Redmond’s role in ‘At the Hazard of 

our Lives’, however, eliminates any sense of character ambiguity. He and the Oakboys are 

not portrayed as the wicked enemies, but rather as the supportive comrades who promote 

solidarity in challenging injustice. On the other hand, Felix’s participation in this ensemble 

presents an ironic ambiguity of character – in declaring that he will abide by the law, he 

simultaneously breaks it by escaping with Redmond and the Oakboys. This suggests a 

paradoxical defiance of authority in the Felix character, which has been suggested in his brief 

solo air that precedes this ensemble as well as in his very first musical number which borrows 

the Jacobite melody, ‘Adeste fideles’. It is therefore reasonable to suggest that this Jacobite 

musical reference presents a subtext that alludes to the dispossessed Irish Catholic, who has 

seen injustice and deserves support when fallen on hard times, the exact scenario in which 

Felix finds himself now. The ensemble not only communicates a dramatic solidarity across 

the Felix and Redmond characters, but also their dramatic interdependency. Felix’s life has 

depended on Redmond and Redmond’s reputation has depended on Felix, a dependency that 
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does not criminalise either but empowers both. This recalls the overview of the revised 

Redmond character in the ‘A Note on Sources’ section above.63 As stated, the version of The 

Wicklow Mountains that O’Keeffe included in his Dramatic Works combines The Lad of the 

Hills antagonist Maunus with the revised Redmond character. O’Keeffe made a conscious 

decision to merge these two characters, to keep the voice that protested absentee landlords 

and excessive taxes in rural Ireland and keep the vigilante voice that was known to protest 

such injustices. Any allusion towards the demonisation of such vigilante action in the comic 

opera is lifted when Redmond and the Oakboys rescue Felix, the vulnerable hero and 

dispossessed Irish Jacobite. ‘At the Hazard of our Lives’ glorifies Redmond’s rescue of Felix 

and justifies his association with the illegal agrarian societies. This subtext, which is 

subversively communicated via Felix and Redmond’s musical characterisation, suggests 

O’Keeffe’s sympathy and solidarity with existing Irish hardships and emerging Irish 

radicalism in the 1790s. This is strengthened by a number of factors – firstly, the fact that 

Felix and Redmond were based on well-known eighteenth-century symbols of popular 

defiance; secondly, O’Keeffe’s decision to keep Redmond’s vigilante persona in Dramatic 

Works;64 thirdly, the formation of the United Irishmen in the 1790s that included his former 

London-Irish dramatist Leonard MacNally; and finally, his complete omission of British 

patriotism from the comic opera which was not in concord with other Irish-themed works 

produced at Covent Garden this season. 

 

 

 
63 See p. 203. 

64 O’Keeffe also included his musical play The Grenadier (1794), which glorifies the storming of the Bastille, in 

his Dramatic Works (II, pp. 185–223). Harris decided to cut it before opening night because the subject matter 

was too risky. There is no record of it being submitted to the Examiner of Plays. 
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Conclusion  

O’Keeffe’s omission of British loyalism in this Irish comic opera at the end of his career is of 

a completely different tone to his first Irish comic opera, The Poor Soldier, which presents 

the protagonist Patrick as being proud of his time spent fighting for the British in America. 

The only political reference in The Wicklow Mountains is to Irish hardship, and therefore the 

complete lack of British reference could be interpreted as an indirect defiance of British 

authority in Ireland more generally. The performance of Jacobite song, dramatic ensembles, 

and the ultimate musical celebration of Felix and Redmond’s camaraderie, which has 

challenged injustice and brought civility to the Arklow community, presents an Ireland that 

can survive without British intervention. Felix and Redmond’s musical characterisation 

indirectly undermines British power and empowers Irish authority, which implies a resistance 

to British hegemony in Ireland at the end of O’Keeffe’s career in theatre.



240 

 

 

Conclusion 

After 45-years of working and residing in England, O’Keeffe decided to publish his memoirs 

in two volumes, the first of which is dedicated entirely to his life in Ireland. Even though 

O’Keeffe chose to omit his fourteen-year career on Irish stages, Recollections is interspersed 

with anecdotes that reveal a strong sense of Irish pride. One of many such anecdotes recalls 

an incident that took place in the Cloisters of Westminster Abbey when O’Keeffe was 

visiting London as a teenager. He remembers the exhilaration he felt in showing his 

companions the marble bust of his self-declared ancestor, Mr Arthur O’Keeffe, whose 

inscription in the Cloisters read that Arthur was a descendent of the High Kings of Ireland. 

O’Keeffe reports that his companions laughed at his ‘youthful, ancient piece of vanity’, but 

one companion, a M. Bartlett, responded that he knew of no one who was not of an ancient 

family.1 Bartlett took to eliminating the ‘O’ from O’Keeffe’s surname and calling him ‘Jack 

Keeffe’, which led to O’Keeffe’s composition of a fourteen-verse song to the tune of ‘Do you 

want a Coat or a Vest, Young Man?2 The composition date of the song is unclear but whether 

he wrote it as a teenager in 1762 or an old man in 1826, it is one of many examples of 

O’Keeffe’s charming sense of Irish national pride in Recollections: 

You say not mine the letter O.  

Though to my name I add it, 

Where Shannon glides, and shamrocks grow,  

My ancestors all had it.  

 

Biography is apt to err,  

Why credit such narration?  

Historic truths if you prefer,  

Accept true information.  

  

 
1 O’Keeffe, Recollections, I, p. 89.  

2 Ibid.  
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As many had, St. Patrick knows, 

Of land, lost snug possessions,  

The Irish wisely dropp'd their O 's, 

That mark'd them old Milesians. 

 

To Spain went some, and some to France,  

To Germany went others 

In honours rapid their advance, 

Received they were as brothers. 

 

The dormant O, abroad they mount 

As sure recommendation;  

It proves them men of some account, 

To every foreign nation. 

 

In England some their fortunes seek,  

But find it hard to find her, 

With tear-fraught eye and sunken cheek  

Full far they lag behind her. 

 

Here some are huff'd at great men's doors, 

By porters and by pages,  

And some are nabb'd for milkmen's scores, 

And some write plays for stages. 

 

Some in the Park, from tree to tree, 

Parade in thread-bare habits,  

And some teach babes their ABC, 

And some in streets cry rabbits. 

 

And some for wit are much admired,  

Whilst others starve in learning, 

And some by trade have wealth acquired,  

Some not a sixpence earning. 

 

Like poneys harness'd to a chair, 

Fat gentlemen some carry,  

And some are favourites of the fair, 

And thus rich widows marry. 

 

And some make hay, and some write jokes, 

And some taste wine for princes,  

And some on hustings make a hoax, 

Which English mob convinces. 

 

Yet Bryen, Leary, Kelly, Toole,  

Keeffe, Callaghan* Byrne, Connor; 

As party feuds began to cool,  

Soon reassum'd this honour. 
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To ancient names their G's return, 

Their right admits no query,  

O'Keeffe, O'Bryen, and O'Byrne, 

O'Kelly, and O'Leary. 

 

Of my poor O, I ‘m full as proud  

As Knights of Stars and banners; 

Pray grant it me, as you 're endow'd  

With kindness, sense, and manners.3 

 

This song is a fitting example to finish this dissertation on. It not only demonstrates 

O’Keeffe’s frustration at his companion for misinterpreting his surname but also his 

gravitation towards the medium of song to express himself creatively. This medium has also 

been the crux of this dissertation, which has validated its main thesis that scholarly 

interpretations of O’Keeffe’s musical works should not overlook the interpretive role that 

music and song contribute to the overall drama of a musical work. By focusing on the 

interpretive possibilities of music and song, this dissertation has found that musical 

evaluation and analysis provides another critical lens through which modern scholarship can 

interpret identity, subversion, and colonialism in O’Keeffe’s musical works. Its four case 

studies chapters have exposed O’Keeffe’s empowerment of Irish cultural identity and 

colonial insecurities, as well as subversive musical subtexts that point towards O’Keeffe’s 

ambivalent national identity that hovers between acquiescence and resistance to British 

identity. In exploring O’Keeffe and Arnold’s distribution of borrowed musical material to 

Lorenza and Alphonso in The Castle of Andalusia, this dissertation has exposed how 

O’Keeffe empowers Irish cultural identity and endorses Irish civility in his first main piece 

comic opera for the London stage. This dissertation has also illustrated that such a 

presentation of Irish empowerment in O’Keeffe’s musical works becomes more complicated 

as soon as British patriotism appears as a theme in a work; and in such works, music and 

 
3 O’Keeffe, Recollections, I, pp. 89–91. 
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song present an opportunity to explore subversive subtexts and interpret ulterior motives. 

This is apparent in Chapter Four’s critical evaluation of the Casey and John Bull characters in 

Fontainbleau. Acknowledging these characters’ musical interaction with British patriotism 

on stage reveals Casey’s hybrid identity that not only combines the displaced Irish Catholic 

with the loyal colonial subject but fluctuates between accepting and circumventing British 

patriotism. Colonial identity is further unpacked in Chapter Five that explores the musical 

characterisation of the civilised and uncivilised colonial subject in the all-sung pantomime 

Omai, which ultimately exposes O’Keeffe’s potential insecurities about his own colonial 

identity. On one hand, the loyal colonial subject must makes compromises of cultural 

identity, but on the other, these compromises can subversively exemplify hollow declarations 

of colonial solidarity. The common thread that links these three case study chapters is the 

focus on the representation and survival of the outsider: Alphonso from Madrid in The Castle 

of Andalusia, Casey from Ireland in Fontainbleau, and Oediddee from Tahiti in Omai. This is 

also the case in the final case study chapter that focuses on the musical characterisation of 

Irish outlaws in The Wicklow Mountains; but unlike the non-political status associated with 

the outsiders in the above case studies, Chapter Six has interpreted the musical 

characterisation of two seventeenth-century figures of popular defiance as subversively 

expressing O’Keeffe’s sympathies with Irish hardship, his exposure of Irish injustice, and his 

indirect promotion of an Ireland free of British intervention during the Irish republican 

decade of the 1790s.  

As well as endorsing the interpretive role of music and song in O’Keeffe’s comic 

operas, this dissertation has also found that O’Keeffe’s fourteen-year career on the Dublin 

stage exposed him to Irish music, song, and dance as both serious and political performance 

practice on a professional platform. It is reasonable to conclude that this exposure enlightened 

O’Keeffe as to the empowering and subversive possibilities of music and song on stage, 
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especially in serious musical works, comic operas in particular. It cannot be denied, however, 

that this dissertation’s evaluation of music in these works has also identified a limitation 

disallowing the generalisation that Irish music in O’Keeffe’s works empowered Irish identity. 

Even though this may be the case for the most part, especially when an Irish character 

performs an Irish air in a work, O’Keeffe and Shield’s use of Irish music for the Otaheitean 

Traveller’s air ‘In da Big Canoe’ in Omai, in conjunction with its lyrics, contributes to a 

derogatory depiction of otherness.  

Contribution to Research on O’Keeffe  

This critical evaluation of O’Keeffe’s ambivalent identity through the application of music 

and song is the main contribution that this dissertation makes to contemporary scholarship, 

challenging existing scholarly criticism of O’Keeffe’s musical works that has tended to 

overlook the interpretive role of music and song. This dissertation can firmly situate itself 

within the emerging musical agenda in Irish theatre studies as identified in the literature 

review, thereby allowing this interdisciplinary project to contribute to research in both Irish 

theatre studies and music studies. As well as its evaluation of O’Keeffe’s ambivalent identity 

through the application of music and song, this dissertation’s scholarly contribution otherwise 

can be summarised as a) O’Keeffe as songwriter b) O’Keeffe’s career in Dublin.  

O’Keeffe and Irish Theatrical Song  

This dissertation’s focus on music and song supports the Chapter One suggestion that 

O’Keeffe belongs in contemporary musicological discussion as a songwriter alongside other 

Irish songwriters O’Hara and Moore. While interest in O’Keeffe continues to grow in Irish 

theatre studies, twenty-first century Irish music scholarship has continued to misunderstand 

O’Keeffe’s Irish theatrical song. This dissertation has shown that O’Keeffe’s Irish theatrical 

song was not solely allocated to working-class Irish characters in Irish settings, and it did not 

ridicule Irish characters in English theatres. Instead, by concentrating on the special 
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significance that music had for O’Keeffe, as well as the passion his main musical collaborator 

Shield had for folk music, this dissertation has highlighted the collaborative working 

methodology that O’Keeffe had with Shield and Arnold when writing songs and compiling 

borrowed musical material. My focus on music and song has endorsed the future study of 

O’Keeffe’s theatrical song and firmly positions him in musicological scholarship alongside 

Moore and O’Hara.  

O’Keeffe’s Career in Dublin  

This dissertation has also contributed valuable insight into O’Keeffe’s career in Dublin, 

which is complemented by the appendix ‘John O’Keeffe: An Actor in Dublin (1767–1781)’. 

This dissertation’s overview of O’Keeffe’s Irish career has identified Dublin playhouse 

practitioners who inspired O’Keeffe’s understanding of music and drama for the stage, 

thereby endorsing a more thorough investigation of O’Keeffe’s fourteen-year Irish career – a 

career that has been studied in very little detail so far. My interest in O’Keeffe’s exposure to 

music in the Dublin playhouses has also recognised a research gap in the performance of Irish 

song and dance in the eighteenth-century Dublin playhouses, before and after the Volunteer 

presence in the theatres from 1779. Irish cantatas, Hibernian Minuets, and Volunteer 

Gavottes are just three of the song and dance types that were performed while O’Keeffe was 

active on the Dublin stage and I hope to return to these songs and dances in the future.  

Margaret Kennedy 

This dissertation has also served as a starting point for a thorough investigation of frequent 

O’Keeffe collaborator, Margaret Kennedy, and her professional London career which was 

dominated by singing roles in Covent Garden but also included performances at the London 

pleasure gardens and the Handel memorial concerts.  
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In highlighting the interpretive possibilities that music and song contribute to twenty-

first-century criticism of O’Keeffe’s musical works, this dissertation will hopefully 

encourage a more interdisciplinary approach to the study of O’Keeffe’s musical corpus in the 

future.  
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Appendix: John O’Keeffe: An Actor in Dublin (1767–1781) 

 

‘John O’Keeffe: An Actor in Dublin (1767–1781)’ offers the first compilation of 

O’Keeffe’s recorded performances on the Dublin stage using John C. Greene’s 

Theatre in Dublin, 1745-1820: A Calendar of Performances. The appendix is a series 

of tables that are arranged in chronological order and categorised according to genre. 

A detailed study of genre on the Dublin stage is beyond the scope of this project and 

therefore the categories in this appendix are generic and appear in the tables in the 

following order: Shakespeare, Comedy, Tragedy, Musical Works (which include 

Serious opera, Comic Opera, Ballad Opera, Burletta, Dramatic Romance, Masque), 

Pantomime, Farce, Interlude. The number in parentheses following each role indicates 

the number of times that O’Keeffe performed the role that season. While Greene 

provides a detailed overview of each season in Theatre in Dublin, this appendix 

provides a brief overview of O’Keeffe’s thespian activity during a season ahead of its 

relevant table. 
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1766–1767 

 

O’Keeffe performed with the Smock Alley company this season under the management of Henry Mossop (c.1727–1774). This season was 

O’Keeffe’s authorial stage debut with his farce, The She Gallant, in which he played the part of Delamore. The only other role O’Keeffe 

performed this season was Mervin in the comic opera, The Maid of the Mill (1765). Actor John Edwin (1749–1790), who went on to play over 

twenty new roles in O’Keeffe’s London works, also appeared on the Smock Alley stage this season in roles such as Peachum in The Beggar’s 

Opera and Justice Wookcock in Love in a Village.  
 

Work  Character Performance Dates Notes 

Comic Opera 

The Maid of the Mill Mervin (10) 31 Jan; 4, 11, 14, 19, 21, 

24 Feb; 5, 24, Mar; 3 Apr 
 

Farce  

The She-Gallant Delamore (5) 14, 17, 20 Jan; 26 Mar; 21 

Apr 
O’Keeffe’s authorial debut.  
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1767–1768 

 

O’Keeffe performed with the Smock Alley company this season until Mossop closed the theatre, moved the company to Crow Street, and 

merged the two companies. O’Keeffe widened his repertoire and played roles in Shakespeare and pantomime. The actor and singer Charles 

Bannister (c.1741–1804), who went on to play new roles in O’Keeffe’s London works, also appeared on the Dublin stage for the first time this 

season in roles such as Leander in The Padlock and Lord Aimworth in Maid of the Mill.  

 
Work  Character Performance Dates Notes 

Shakespeare  

Macbeth  Malcolm (1) 2 Dec  

Comedy  

Rule a Wife and Have a Wife Lorenzo (1) 2 Jun  

Pantomime  

The Enchanted Lady; or, The Contending 

Genii 

Counsellor Bramble (6) 18, 21, 23, 26, Mar; 7, 

15, Apr 

 

The Rape of Columbine  Shepherd (1) 4 Apr  
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1770–1771 

 

O’Keeffe is not listed as a performer on the Dublin stage during the 1768–1769 and 1769–1770 seasons. During the 1770–1771 season, 

O’Keeffe performed with the Capel Street and Crow Street companies. Everything listed before 22 March is in Capel Street and after 22 March 

is in Crow Street. He performed a diverse range of spoken and singing roles, and also performed alongside Charles Macklin for the first time.  
 

Title of Work  Role Performance Dates Notes  

Shakespeare  

The Merchant of Venice Gratiano (2) 26 Nov, 14 Jan Charles Macklin as Shylock  

King Henry IV Poins (1) 23 Mar  

Hamlet  Osric (1) 4 May   

As You Like It Le Beau (1) 13 Jun  

King Lear Gentleman Usher (1) 25 Jun   

Comedy 

Love for Love Tattle (4) 3, 21 Dec; 17 Jan; 16 May  

A Bold Stroke for a Wife  Sir Philip Modelove (1) 19 Dec  

The Provoked Husband (4) Squire Richard (4) 24 Dec, 30 May, 22 Jun   

Well tis no Worse Character (5) 7, 10, 22 Jan in SA; 4, 6, Feb No characters assigned to actors 

The Suspicious Husband Jack Meggot 26 Jan; 18 May O'Keeffe sings in character  

The Way to Keep Him Sir Brilliant Fashion (2) 15 Mar; 13 May  

The Constant Couple  Young Clincher (1) 13 May  

The Fair American (MP)  A Principal Character (1) 20 May   

The Double Dealer  Brisk (1) 2 Jun  

The Recruiting Officer  Second Recruit (1) 7 Jun  

Tragedy 

Venice Preserved; or, a Plot Discovered Theodore (1) 14 Dec  

Oroonoko; or, the Royal Slave Stanmore (1) 8 May  

The Countess of Salisbury Morton (1) 9 Jul   

Theodosius; or, The Force of Love  Arathes (1) 11 Jul   

Almida Catanio (2) 15, 23 Jul   

Musical Works   

The Maid of the Mill  Ralph (3) 5, 11 Dec; 12 Feb  

Love in a Village Hodge (3) 6 Dec; 20 Apr; 4 Jun  

Lionel and Clarissa  Jessamy (10) 13, 17 Dec; 2, 9, 16, 21, 31 Jan; 18 Mar; 

10, 28 May 

 

Midas  Damaetas (3) 22 Dec, 7 Jan; 9 Feb  
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The Lottery (BO) Jack Stock (2) 15, 26 Feb  

Cymon Linco (4) 4, 5, 6, 12 Mar  

The Padlock Mungo (1) 

Leander (1) 

11 Mar 

8 May 

 

The Romp; or, a cure for the spleen Young Cockney (1); character (4) 22 Apr, 23, 25 Jan in SA; 2, 8, Feb  

Beggar’s Opera  Filch (1) 6 May  

Farce  

Miss in her Teens Fribble (4)  27 Nov, 5, 26, Jan; 8 Mar O’Keeffe in character with songs. 

Trueborn Irishman  Pat Fitzmungrel (5)  7, 10, 18, 24, 31 Dec Macklin as O’Dogherty  

The Honest Yorkshireman Squire Sapscull (1) 1 Mar  

Love a la Mode Beau Mordecai (1) 6 Mar 

 

Macklin as Archy Macsarcasm. See 

Recollections (II, pp. 316–317) 

The Summer’s Tale  Henry (1) 13 Apr  

The Jubilee Singer (3)  9, 10, 30 May O’Keeffe discusses The Jubilee in 

Recollections (I, p. 168, p. 171) 

Interlude  

Linco’s Travels Linco (1) 29 Apr   

Taste Carmine (1) 1 May   
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1771–1772 

 

O’Keeffe performed with the Crow Street company this season. Recorded performances demonstrate that O’Keeffe performed alongside 

Macklin once again, this time in The Provoked Husband. This season also sees the debut of O’Keeffe’s Colin’s Welcome on 24 February, which 

was also produced on 8 May for O’Keeffe’s benefit when he starred as Colin as well as Jacky Circuit in The Lame Lover, and Yemon in The 

Transformation; or, Harlequin’s Revels thro’ Dublin. 
 

Title of Work  Role Performance Dates  Notes  

Shakespeare 

Henry IV  Poins (2) 16 Nov; 23 Apr    

Hamlet Osric (5) 29 Nov; 9 Dec; 27 Jan; 8 Apr; 

22 May 

  

Romeo and Juliet Mercutio (1) 26 Dec; 30 Apr  Singing part on 30 Apr 

Othello   Rogerigo (1) 5 Feb   

The Merchant of Venice Gratiano (1) 10 Feb    

Comedy   

The Provoked Husband Squire Richard (3)  6 Nov; 6, 16 Dec  Macklin as Sir Francis 

Wronghead 

The Suspicious Husband  Jack Meggot (2) 20 Nov; 24, Apr; 1 Feb   

The Recruiting Officer  A recruit (1) 12 Dec    

A Bold Stroke for a Wife (4) Sir Philip Modelove (4) 14 Dec; 28 Apr; 27 May; 4 Jun   

Love for Love Tattle (2) 20 Dec   

The Squire of Alsatia Cheatly (3) 10, 11 Jan; 29 Feb    

The Refusal; or, the Ladies Philosophy Witling (2) on 20 Mar  13, 29 Jan    

The Fashionable Lover  Lord Aberville (11) 8, 11, 13, 18, 20, 26, 28 Feb; 3, 

6, 19 Mar; 6 Jun 

  

Amphitryon; or, the Two Sosias  Mercury (4)   24, 27 Feb; 9, 21, Apr     

The Fair Quaker of Deal  Sir Charles Pleasant (3) 5, 7, 12 Mar    

The Old Maid  Clerimont (1) 20 Mar   

The Inconstant; or, the Way to Win 

Him  

Petit (2) 25 Mar; 1 Apr   

Love’s Last Shift; or, The Fool in 

Fashion  

Sir Novelty Fashion (3) 20, 22 Apr; 1 May    

The Plain Dealer  Lord Plausible (2) 12 May; 26 May    

The Clandestine Marriage Brush (1) 20 May    

The Double Dealer  Brisk (1) 2 Jun   
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Tragedy  

The Grecian Daughter  A Main Character (1)  5 Jun  O’Keeffe discusses Robert 

Mahon’s performance of 

Dionysius in The Grecian 

Daughter in Recollections (I, 

pp. 172–173) 

Musical Works 

The Padlock  Don Diego (5) 18, 19 Nov; 16, 18 Jan; 24 Apr    

Midas   Midas (5) 20 Nov; 19, 28 Dec; 28 Mar; 

21, 27 May 

  

Lionel and Clarissa Jessamy (7) 22 Nov; 11, 21, 26 Mar; 15 

May; 25, 30 May 

  

Cymon Cymon (2) 

Linco (3) 

3, 26 Dec 

7 Dec; 2 Mar; 22 May  

  

The Romp Master Watty (5) 5, 10, 23 Dec; 19 Feb; 2 Apr     

Love in a Village  Meadows (1) 12 Nov   

The Recruiting Sergeant (Burletta) A character (1) 12 Dec    

The Beggar’s Opera  Filch (3) 31 Dec; 14 Jan; 11 Apr    

The Maid of the Mill   Ralph (1) 

Clerimont (1) 

20 Mar 

29 Apr 

  

The Captive 

 

Ferdinand (1) 5 Feb   

The Triumph of Vanity  

 

A Principal Character (3) 24, 31 Mar; 7 Apr     

Pantomime 

Mother Shipton  Lover (8) 23, 29 Jan; 4, 6, 8 Feb; 20, 22 

Apr; 30 May 

  

Harlequin’s Invasion  Chief Justice (4) 5, 7, 10, 12 Mar; 21, 23 Apr; 1 

Apr; 26 May 

 Songs in character by 

O’Keeffe and Mahon on 10 

and 12 Mar 

The Transformation; or, Harlequin’s 

Revels thro’ Dublin 

Yemon Theorral (2) 27 Apr; 8 May  

 

 O’Keeffe’s benefit on 8 May  

Doll Snip (scene from Harlequin’s 

Invasion)  

Abram (1) 16 May    

A Trip to Dargle Squire Mulrooney (1) 6 Jun   

Farce  

The Honest Yorkshireman  Squire Sapscull (3) 14 Nov; 30 Apr; 16 May     

Love a la Mode  Beau Mordecai (2) 16 Dec; 10 Feb     
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Trueborn Irishman Pat Fitzmungrel (1) 20 Dec   

The Citizen Young Wilding (1) 31 Dec   

The What D’Ye Call it Filbert (1) 6 Jan   

The Author Poet (2) 11 Jan; 25 May   

The Jubilee Singer (2) 18, 21 Feb    

A Peep behind the Curtain Old Shepherd (1) 27 Feb    

Chrononhotonthologos Rigdum Funnidos (1) 14 Mar    

A Trip to Scotland  Griskin (2) 25 Mar; 1 Apr   

The Sheep Shearing  Autolicus (1) 4 Apr    

High Life Below the Stairs Lord Duke (2) 7, 9 Apr   

Mayor of Garratt Sneak (2)  9 May; 1 Jun   

The Upholsterer; or, What News?  

 

Feeble (1) 15 May   

The Minor  Loader (1) 20 May   

Interlude   

Colin’s Welcome Colin (3) 24, 27 Feb; 8 May 

 

 O’Keeffe states that he wrote 

Colin's Welcome for Limerick 

Theatre and that the music 

came from ‘Claggitt, Tenducci, 

and the Witches’ Choruses in 

“Macbeth”’ (Recollections, I, 

p. 241). 

Linco’s Travels  Linco (1) 25 May   

Other  

The Ghost  

Alexander’s Steed; or, The Death of 

the Buccephalus 

Clinch (1) 

Aidus (1) 

16 Nov 

16 May 
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1772–1773 

 

O’Keeffe performed with the Crow Street company for the majority of this season and ‘SA’ will accompany a performance date when O’Keeffe 

performed in Smock Alley. Recorded performances demonstrate that O’Keeffe performed alongside Macklin in The Merchant of Venice and 

Love a la Mode. This season also sees the debut of O’Keeffe’s interlude A View of Stephen’s Green, in which he played Doderidge for his 

benefit night on 29 January as well as the Clown in The Twelfth Night and Shatterbrain in The Absent Man. This season also saw the Irish 

premiere of Goldsmith’s She Stoops to Conquer (CG: 15 March 1773) in which O’Keeffe played Tony Lumpkin (with song).  
 

Title of Work  Role Performance Dates Notes  

Shakespeare 

Hamlet  Osric (1)  10 Nov   

The Merchant of Venice  Gratiano (2) 20 Nov; 26 Mar  Macklin as Shylock on 20 Nov 

Much ado about Nothing  Verges (2) 27 Nov; 29 Dec  

Othello  Roderigo (1) 17 Dec   

King Henry IV, Part One  Poins (2)  31 Dec; 18 Jan   

As you Like it  Orlando (4) 7, 8 Jan; 19 Feb 

SA: 19 May 

 

Cymbeline  Pisanio (2)  

Cloten (1) 

12 Jan; 13 Feb  

1 Mar 

 

The Twelfth Night  The Clown (1) 29 Jan O’Keeffe’s benefit night  

Comedy  

The West Indian  Varland (8) 9 Nov; 7 Dec; 22 Jan; 23 Feb; 23 

Mar; 15 Apr; SA: 15, 18 Mar  

 

The Beaux Stratagem  Scrub (1) 

Bibbet (1) 

17 Nov 

SA: 19 Mar  

 

The Provoked Husband Squire Richard (1) 2 Dec   

The Refusal; or, the Ladies Philosophy Witling (1) 10 Dec  

The Brothers Skiff (1) 17 Dec  

The Fashionable Lover Lord Abbervile (2) 1 Jan; listed as ‘character’ on 9 Feb  

Rule a Wife and Have a Wife Old woman (1) 20 Jan  

The Constant Couple; or, a Trip to the 

Jubilee 

Clincher (4) 

 

28 Jan 

SA: 19, 31 Mar; 12 May  

 

The Way to Keep him Sir Brilliant Fashion (1) 2 Feb  

The Good-Natured Man Character (1) 3 Feb  

The Provoked Wife Razor (1)  16 Feb  

The Busy Body  Sir George Airy (2) SA: 4, 20 Mar.   
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A Bold Stroke for a Wife  Modelove (1)  23 Mar   

She Stoops to Conquer Tony Lumpkin (6) SA: 13 Apr; 21, 24 Apr; 1, 18, 28 

May  

 

The Double Dealer  Brisk (1)  SA: 11 May   

Tragedy  

The Grecian Daughter  Philotas (3) 24 Nov; 1, 4 Dec  

The Countess of Salisbury  Morton (2) SA: 24 Mar; 16 Apr   

Musical Works   

Lionel and Clarissa  Jessamy (4) 13, 16, 23, Nov; 8 Dec  

Cymon   Cymon (1) 

Linco (1) 

17 Nov 

21 Dec 

 

The Romp Cockney (3)  24 Nov; 5, 12 Jan   

The Maid of the Mill  Ralph (2)  22 Dec; 15 Jan   

Midas Midas (2) 25 Jan; 23 Feb   

The Padlock  Don Diego (5) SA: 20 Feb, 5, 29 May; 1 June  

The King and the Miller of Mansfield  Dick (2) SA: 6, 9 Mar   

The Beggar’s Opera  Filch (3) SA: 9 Mar; 4, 27 May  

The Old Woman Weather Wise; or, a Cure 

for All Ills 

A Principal Character (1) SA: 14 Apr   

Pantomime  

A Trip to Dargle  Clown (2)  26 Dec; 14 Jan  

The Billet’ or, the Harlequin Soldier Scaramouche (1) 3 Feb   

Harlequin Ireland; or, a trip to Killarney  Witch (3) SA: 29 Mar; 12, 21 Apr    

Farce 

High Life below the Stairs Lord Duke (1) 

Lovel (1) 

13 Nov 

SA: 24 Mar  

 

Miss in her Teens  Fribble (2) 16 Nov; 18 Jan  

Love a la Mode  Beau Mordecai (3) 20 Nov; 3 Dec Macklin as Sir Archy Macsarcasm on 

20 Nov 

The Irish Widow  A Main Character (1) 26 Nov  

The Trueborn Irishman  Fitzmungrel (1) 10 Dec  

Catherine and Petruchio  Grumio (3) 22 Dec; 8 Jan  

SA: 19 May 

 

Cross Purposes A principal character (1) 1 Jan  

The Honest Yorkshireman Sapscull (2) 22 Jan; 1 Feb   

The Absent Man Shatterbrain (1) 29 Jan O’Keeffe’s benefit night 

The Nabob  A Principal Character (2) 2 Feb   
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A Trip to Scotland  Griskin (2)  22 Feb; 14 Apr  

The Humours of Rush; or, The Bucchars 

Return 

Tom Flip (1) SA: 4 May  

The Mayor of Garratt Sneak (1)  SA: 25 May  

Interlude  

Colin’s Welcome Colin (1) 15 Dec  

A View of Stephen’s Green  Doderige (2) 29 Jan 

SA: 31 Mar 

O’Keeffe’s benefit night  

Linco’s Travels  Linco (2) 1 Feb; SA: 24 Mar  

The Catchism; or, A Bone for Laywers  Jacky Lattitat (1) 3 Feb  

The Rustic’s Wedding  Hobinel (1) SA: 1 Apr    
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1773–1774 

 

O’Keeffe performed with the Smock Alley company this season. His two-act farce, Tony Lumpkin in Town, starring himself as Tony opened on 

13 April and went on to be O’Keeffe’s first work ever performed in London. O’Keeffe also performed at Crow Street for the summer season 

under Barry from 24 May to 16 July.  
 

Title of Work  Role Performance Dates Notes  

Shakespeare  

The Tempest  Ventenoso (1) 5 Nov  

Romeo and Juliet Mercutio (1)  26 Nov   

The Twelfth Night Clown (2) 6, 8 Jan  

Hamlet Osric (1) 31 Jan  

King John   Pembroke (1) 5 Mar  

The Merchant of Venice  Old Gobbo (1) 16 Mar   

Measure for Measure Pompey (2) 13, 16 Apr O’Keeffe’s benefit night on 13 Apr 

King Henry VIII Bishop of Winchester (1) 18 Apr  

Othello Roderigo (1) 2 Jun  

Comedy  

She Stoops to Conquer Tony Lumpkin (12) 27 Sep; 4, 11, 21 Oct; 18, 30 Nov; 

16, 23 Dec; 1, 15, 28 Jan  

 

The Clandestine Marriage  Brush (3)  29 Sep; 9 Nov; 26 Feb   

The West Indian  Varland (4)  8, 30 Oct; 11 Nov; 5 May  

The Constant Couple  Young Clincher (2)  14 Oct; 19 Feb  

The Suspicious  Jack Meggot (2)  19 Oct; 19 Apr  

The Beaux Stratagem Gibbet (1)  28 Oct  

All in the Wrong Sir William Belmont (1)  2 Nov  

The Fashionable Lover Lord Abberville (1)  4 Nov  

The Royal Merchant Prince Prig (1)  28 Dec  

Love’s Last Shift Snap (1)  4 Jan  

The School for Wives General Savage (2)  11, 15 Mar  

The Note of Hand Sapling (1)  16 Mar  

The Jealous Wife Sir Harry Beagle (2)  21, 26 Mar  

The Miser Ramilie (1)  22 Mar  

Love for Love Jeremy (2)  4, 9 Apr  

The Lame Lover Jack (1)  11 Apr  

The Provoked Husband Squire Richard (1)  14 Apr  
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The Provoked Wife Razor (1)  4 May  

The Gamesters Nephew (1)  13 May  

The Beaux Stratagem Gibbet (1)  30 May  

Tragedy  

The Countess of Salisbury  Morton (1) 9 Dec    

Musical Works  

The Padlock  Don Diego (2) 29 Sep; 9 Nov    

The Beggar’s Opera  Filch (2) 7 Oct; 10 Mar  

The Maid of the Mill  Ralph (2)  27 Nov; 4 Dec   

Comus Thyrsis (1) 13 Feb  

The Romp Watty Cockney (1) 25 Apr  

Pantomime  

A Trip to Killarney; or the Fall of Niagara  Paddy Kearney (2)  27 Nov; 26 Feb (with song)  

The Triumph of Love; or, Harlequin’s 

Funeral 

Old Man (4) 4, 9, 23, 30 Apr  

 

 

Farce 

The What D’Ye Call It Squire Thomas (1) 4 Oct  

Love Makes a Man; or The Fop’s Fortune Sancho (1)  6 Oct  

The Irish Widow Whittle (4) 13, 20, 27 Oct; 15 Dec  

 

 

The Macaroni A Principal Character (1)  12 Nov  

The Maid of Bath A Principal Character (2)  19, 24 Nov  

Tom Thumb the Great Lord Grizzle (2)  13, 31 Jan  

A Trip to Scotland Griskin (1)  22 Feb; 14 Apr; 4 May   

Tony Lumpkin in Town Tony Lumpkin 13 Apr O’Keeffe’s benefit night. Tony 

Lumpkin’s first London performance 

was in the Haymarket theatre on 2 

July 1778. 

Interlude  

Trueblue and Nancy; or, The Sailor’s 

Farewell 

Old Careful (1) 11 May  
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1774–1775 
 

O’Keeffe performed with the Smock Alley company this season and for the first time a Mrs O’Keeffe appears alongside him. It can be assumed 

that this is his wife, Mary Heaphy, the daughter of Cork and Limerick theatre manager Tottenham Heaphy. The actor Ralph Wewitzer (1748–

1825), who went on to create new roles in O’Keeffe’s London works such as Bagatelle in The Poor Soldier, also appeared in Smock Alley this 

season in roles such as Harry Beagle in The Jealous Wife. There is no record of O’Keeffe’s benefit night this season, but his wife’s benefit night 

took place on 27 March, which saw O’Keeffe play Colin in Colin’s Welcome. 
 

Title of Work  Role Performance Dates Notes  

Shakespeare 

Hamlet  Osric (2) 19 Oct; 20 Mar    

King Henry IV, Part One  Poins  28 Oct   

The Twelfth Night Clown (1) 5 Jan  

The Tempest Ventoso (7) 26 Jan; 7, 16, 23 Feb; 7 Mar; 4 Apr; 

28 Apr 

 

Othello  Roderigo (1) 6 Mar  

Romeo and Juliet Mercutio (1) 

Peter (1) 

18 Mar 

27 Mar  

27 Mar is Mrs O’Keeffe’s benefit 

night 

King Lear Gentleman Usher (1) 15 May   

Comedy  

She Stoops to Conquer Tony Lumpkin (12) 17, 25 Oct; 17 Jan; 11 Feb; 11 Mar    

The Suspicious Husband  Jack Meggot (2)  26 Oct; 25 Feb   

The West Indian  Varland (3)  2, Nov; 13 Dec; 3 May    

The School for Wives Spruce (1)  12 Nov  

Love Makes a Man; or, the Fop’s Fortune  Sancho (2) 21 Nov; 20 May   

The Constant Couple  Young Clincher (4)  24 Nov; 14, 18 Feb; 18 Apr   

The Relapse; or, Virtue in Danger  Seringe (1) 29 Dec  

The Provoked Wife Razor (1)  2 Feb  

The Miser Ramilie (1)  9 Feb  

The Provoked Husband Squire Richard (1)  20 Feb  

The Clandestine Marriage Brush (2) 21 Feb; 9 Mar   

The Rivals  A Principal Character (5)  13 Mar; 8 Apr; 17 Apr; 4, 10 May   

The Recruiting Officer Thomas Appletree (2) 30 Mar; 5 Apr  

The School for Wives Spado (1) 13 May  

Love for Love Jeremy (2)  17, 27 May (season finale)  

The Twin Rivals  Young Wouldbe (1) 25 May  
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Tragedy  

The Countess of Salisbury  Morton (1) 9 Dec    

Musical Works   

The Padlock  Don Diego (2) 29 Sept; 9 Nov    

The Beggar’s Opera  Filch (2) 21 Oct; 1, 15 Dec; 14, 24, 31 Mar; 7, 

21, 25, 29 Apr  

29 Apr: ‘Aileen a Roon’ is performed 

The Romp Watty Cockney (11) 10, 14, 21 Nov; 5, 10 Dec; 7, 14, 16 

Feb; 26 Apr; 13, 20 May   

 

The Lottery  Jack Stocks (2) 17 Nov; 24 Jan    

The Deserter  Simkin (14) 6, 8, 17, 22 Dec; 17, 26 Jan; 6, 9, 21, 

23 Feb; 4, 18 Mar; 22 Apr; 1 May   

 

The Recruiting Sergeant (burletta) Countryman (1) 14 Mar   

The Chaplet Palaemon (1) 27 May Season finale  

Pantomime    

The Animation; or, Harlequin’s Funeral 

 

Nightshade (16) 26, 31 Oct; 3, 11, 25, Nov; 2, 9, 23, 

30 Dec; 20, 27 Jan; 3, 10, 16, 24 

Feb; 8 Mar    

 

 

Harlequin Jupiter  

 

 

Dr Grimaldi (5) 24, 26, 29 Dec; 2, 25 Jan  

 

 

The Triumph of Love; or, Harlequin’s 

Funeral  

Old Man (1) 17 Apr   

Farce 

The Brave Irishman  Doctor Fillgrave (1) 19 Oct  

Cross Purposes Chapeau (4)  21 Oct; 13 Dec; 14 Mar; 18 Apr   

A Trip to Portsmouth  Drunken Buck (1) 24 Oct  

The Irish Widow Whittle (6) 9, 16, 23, 30 Nov; 20 Dec; 3 Jan 

  

 

The Romance of an Hour  Orson (8)  10, 16, 23 Jan; 15, 22 Feb; 2, 15 

Mar; 28 Apr  

 

The Wedding Ring  Zerbino (2) 18, 19 Jan  

Duke and No Duke Trappolin (1) 27 Mar  Mrs O’Keeffe’s benefit night 

The Lyar   Sir James Elliot (1) 25 May   

Interlude  

Colin’s Welcome Colin (3) 17, 18, 27 Mar  

 

 

  



262 

 

 262 

1775–1776 

 

O’Keeffe performed with the Smock Alley company this season as well as the Crow Street summer company from 21 May. The actor and singer 

John Henry Johnstone (1749–1828), who went onto to create new roles in O’Keeffe’s London works such as Dermot in The Poor Soldier, first 

appeared on the Dublin stage this season as Lionel in Lionel and Clarissa. O’Keeffe also performs the role of Oscric alongside Thomas Sheridan 

in the titular role in Hamlet. Smock Alley also produced O’Keeffe’s newly written interlude The Comical Duel for O’Keeffe’s benefit night on 

27 March with O’Keeffe in the role of Master Gaby. O’Keeffe and his wife also played the roles of Mr and Mrs Lovemore in the evening’s 

afterpiece farce, The Way to Keep Him. By this season, role reprisals in O’Keeffe’s acting repertoire become apparent. Therefore, a comment on 

role reprisal will feature in the ‘Notes’ column. 
 

Title of Work  Role Performance Dates Notes  

Shakespeare 

King Henry IV, Part One  Poins (4) 20, 24 Oct; 25 Jan; 26 Feb  

Romeo and Juliet  Mercutio (1)  10 Nov Fourth season in this role 

The Tempest  

 

Ventoso (5)  14, 25 Nov; 27 Dec; 4 Jan; 20 Feb; 2 

Mar 

Second season in this role   

Othello  Roderigo (1) 1 Mar  

King Henry VIII  Winchester (1) 19 Apr  

Much Ado about Nothing  Town Clerk (1) 30 Apr   

As you like it  Le Beau (2) 4, 10 May   

Hamlet  Osric (3) 15 Feb; 22 Mar 

CS: 15 Jun 

Sixth season in this role; Sheridan is 

Hamlet on 15 June in Crow Street.  

King Lear  Gentleman Usher (1) CS: 20 Jun Third season in this role 

Romeo and Juliet Mercutio (2) 

 

27 Jun; CS: 2 Jul  

Comedy  

Love for Love  Jeremy (4) 18 Oct; 7 Dec; 5 Feb; 9 Apr   

The Suspicious Husband Jack Meggot (3) 27 Oct; 1 Nov; 23 Apr  

The Rivals  Acres (5) 16, 22, 30 Nov; 13 Jan; 2 May  

The Miser Ramilie (2) 9 Dec   

CS: 21 Jun  

 

The West Indian  Varland (2) 11 Dec; 23 Feb Fourth season in this role 

She Stoops to Conquer 

 

 

Tony Lumpkin (7) 16 Dec; 16, 31 Jan; 27 Feb; 5 Mar; 

17 May   

CS: 4 Jun 

 

The Fair Quaker  Rovewell (5) 19, 26, 28 Dec; 2 Jan; 13 Feb   
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The Provoked Wife  Razor (1) 21 Dec  Fourth season in a row 

The Devil Upon Two Sticks Printer’s Devil (1) 8 Jan  

The Bankrupt  Robin (2) 22 Jan; 16 Feb   

The Cozeners  A Principal Character (2) 26 Jan; 2 Feb  

The Beaux Stratagem Gibbet (1) 27 Jan  Second season in this role 

The Jealous Wife  Sir Harry Beagle (1) 11 Mar  Second season in this role 

The Clandestine Marriage  Brush (1) 12 Mar  Fourth season in this role 

The Way of the World Waitwell (1) 25 Mar  

 

 

The Provoked Husband  Squire Richard (2) 13 Apr; 11 May  Sixth season in this role 

The Recruiting Officer  Appletree (1) 24 Apr Second season in this role 

The Wonder, A Woman Keeps a Secret Lissardo (1) CS: 13 Jun   

Tragedy  

Altamont and Lavina A Principal Character (2) 8, 13 Mar  

Oroonoko; or, the Royal Slave Daniel (1) 15 Apr  

Musical Works  

The Deserter  

 

Simkin (7) 

 

Skirmish (1) 

16 Nov; 18 Dec; 1 Mar; 22 Mar; 18, 

20 Apr; 1 May   

CS: 13 June  

 

Cymon  Linco (2) 18, 29 Dec   

The Beggar’s Opera  

 

Mrs Slammekin (1) 

Filch (5) 

11 Apr  

21 May; 6, 11, 22 June; 1 Jul  

Sixth season time the role of Filch 

Midas  Midas (1) 3 May Fourth season in this role 

Love in a Village  Hodge (1) CS: 8 Jun  

The Anatomist; or, Sham Doctor Crispin (1) CS: 11 Jun  

Pantomime    

Harlequin from the Moon  

 

Wizard (7) 28 Mar; 10, 15, 22 Apr; 2, 6, 10 May   

Harlequin’s Invasion Abram (3) 29 Mar; 25 Apr; 4 May   

Farce 

The Brave Irishman  Doctor CHurchyard (1) 18 Oct  

Polly Honeycombe  Scribble (5) 3, 10 Nov; 21 Dec; 28 Feb; 18 Mar   

Barnaby Brittle Sir Peter Pride (1) 6 Nov   

Cross Purposes Chapeau (2)  13, 20 Nov  

The Virgin Unmasked  Coupee (3) 24, 28 Nov 

8 Jun 

 

High Life Below Stairs Sir Harry (2) 29 Nov; 20 Dec  
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The Irish Widow Whittle (2) 14 Dec; 31 Jan  Third season in this role 

Bon Ton; or, High Life upon the Stairs  Jessamy (1) 11 Jan In Recollections, O’Keeffe discusses 

the first night that Bon Ton was 

performed in Dublin (I, pp. 162–163) 

Love makes a Man; or, the Fop’s Fortune  Sancho (1) 29 Jan Third season in this role 

The Way to Keep Him Lovemore (1) 27 Mar O’Keeffe’s benefit night 

The Musical Lady Young Mask (1) 29 Mar  

The Collegian  Sparkle (1) 17 Apr  

Romance of an Hour  Orson (1) 24 Apr  

Tony Lumpkin in Town  Tony (1) 21 May  

Miss in her Teens  Fribble (2) 4, 21 Jun Third season in this role 

Interlude  

Piety in Pattens Squire (2) 2, 16 Feb Second season in this role 

The Catechism; or, a Bone for the lawyers Character (1) 15 Apr  

Linco’s Travels  Linco (1) 1 Jul  Fourth season in this role 
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1776–1777 

 

O’Keeffe performed with the Crow Street company this season. This season also saw the debut performance of Robert Oweson with whom 

O’Keeffe shared the Crow Streets boards. O’Keeffe also performed alongside Thomas Sheridan and Michael Kelly. O’Keeffe performed the role 

of Tony in his newly written interlude entitled Tony Lumpkin’s Frolics through Dublin, which was produced for his wife’s benefit night on 15 

April. This season also saw the debut of the unauthorised version of The Duenna as The Governess in which O’Keeffe played the role of 

Octavian. 
 

Title of Work  Role Performance Dates Notes  

Shakespearean Comedy  

King Lear  

 

Gentleman Usher (1) 11 Nov Fourth season in this role; Thomas 

Sheridan plays King Lear  

King Henry IV, Part One  Poins (4) 26 Nov; 3, 24 Jan; 25 Feb Sixth season in this role  

Hamlet  Osric (1)  2 Dec  Seventh season in this role; Sheridan 

plays Hamlet 

The Merchant of Venice  Gratiano (2) 9 Dec; 5 Mar Fourth season in this role; Sheridan 

plays Shylock on 9 Dec  

King Henry VIII  Winchester (1) 7 Mar  

As you like it  Le Beau (1) 21 Apr  Third season in this role  

Much Ado about Nothing  Verges (1) 9 May  

Comedy  

Love for Love  Jeremy (4) 18 Oct; 7 Dec; 5 Feb; 9 Apr   

The West Indian  

 

Varland (2) 21, 25 Oct. Fifth season in this role; Owenson 

plays Major O’Flaherty 

The Hypocrite 

 

Doctor Cantwell (5) 28 Oct; 1, 12 Nov; 15 Jan; 26 Feb  

She Stoops to Conquer Tony Lumpkin (4) 14 Nov; 23 Apr; 23 May; 11 Jun Fifth season in this role 

The Suspicious Husband 

 

Jack Meggot (3) 19 Nov; 11 Dec; 6 May Sixth season in this role 

The Rivals  Acres (2) 21 Nov; 21 Mar Second season in this role 

The Double Dealer  Lord Froth (3)  22 Nov; 6 Dec; 3 Apr  Sheridan plays Maskwel on 22 Nov  

The Provoked Husband  Squire Richard (2)  16 Dec; 19 Jun Seventh season in this role 

Love for Love Jeremy (4) 18, 31 Dec; 11 Feb; 16 May   Fourth season in this role 

The Jealous Wife  Sir Harry Beagle (4) 23 Dec; 2 Jan; 15 Feb; 9 Apr  Third season in this role 

The School for Wives  Torrington (2) 9 Jan; 5 May Third season in this role  

The Beaux Stratagem  Gibbet (5)  21, 28 Jan; 18 Feb; 18 Mar; 26 Jun  Third season in this role 
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The Way to Keep Him  Sir Brilliant Fashion (8)  29 Jan; 17, 19, 24, 28 Feb; 13 Mar; 

16, 25 Apr  

 

The Rival Candidates 

 

General Worry (4) 25 Feb; 7, 31 Mar; 28 Apr   

The Inconstant  Old Mirabel (1) 11 Apr  

The Way of the World  

 

Waitwell (2) 14 Apr; 7 May  

The Funeral; or, Grief a la Mode  Puzzle (1) 16 Apr  

Rule a Wife and Have a Wife  Old woman (1) 18 Apr  

The Fashionable Lover  

 

Lord Abberville (1) 29 Apr  Fourth season in this role 

The Twin Rivals  

 

Younger Wouldbe (1) 2 May   

The Summer’s Tale  

 

Sir Anthony Withers (1) 10 May   

She Would and she would not; or The Kind 

Imposter 

Don Manuel (1) 14 May   

The Constant Couple  Young Clincher (1) 21 May  Fifth season in this role 

The Wonder, A Woman Keeps a Secret  Lissardo (1) 12 Jun  

Musical Works   

The Beggar’s Opera  

 

Filch (14) 23, 30 Oct; 6, 13, 28 Nov; 12, 24 

Dec; 1, 8, 23 Jan; 19 Feb; 1, 4 Mar; 

13 June   

Seventh season in this role 

The Maid of the Mill 

 

Ralph (8) 4, 8 Nov; 3, 27 Dec; 14 Jan; 4 Feb; 

25 Apr; 21 Jun 

Sixth season in this role; Owenson 

plays Mervin 

The Padlock  Don Diego (7) 19 Nov; 27 Dec; 22 Jan; 3, 11 Mar; 5 

Apr; 17 Jun 

Owenson plays Leander on 19 Nov 

The Waterman; or, The First of August  Bundle (12) 4, 9, 17, 31 Dec; 4, 9, 18, 31 Jan; 3, 

8 Feb; 18 Mar; 2 Apr 

 Owenson plays Tom Tug on 4 Nov  

Love in a Village  Hodge (6) 10 Dec; 4, 7, 10, 22, 24 Apr Third season in this role 

The Deserter  Simkin (17)    11, 14, 18, 19, 23 Dec; 2, 7, 15, 27 

Jan; 5, 14 Feb; 5 Mar; 9, 23 Apr; 10, 

22 May; 12 Jun    

Third season in this role 

The Governess  Octavian (19) 1, 6, 13, 20, 21, 27 Feb; 6, 13, 15, 20 

Mar; 4, 17, 26 Apr; 1, 8, 15, 20, 24 

May  

Unauthorised adaptation of The 

Duenna 

The Golden Pippin  Momus (4) 21 Mar; 1, 17, 18 Apr  

The Recruiting Sergeant Countryman (3) 19 Apr; 3 May; 28 Jun  
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Midas  Midas (1) 3 May  Fourth season in this role 

Lionel and Clarissa  Jessamy (1)  7 Jun Michael Kelly plays Lionel  

Pantomime    

Harlequin from the Moon  Wizard (7) 28 Mar; 10, 15, 22 Apr; 2, 6, 10 May   

Farce 

The Brave Irishman  Doctor Churchyard (1) 18 Oct  

Miss in her Teens  Fribble (2) 24 Oct; 18 Jun Fourth season in this role 

Cross Purposes  Chapeau (2) 30 Oct; 20 Nov Third season in this role 

Romance of an Hour  Orson (3) 5, 25 Nov; 26 May Third season in this role 

Polly Honeycombe  Scribble (4) 7, 27 Nov; 10, 28 Dec  

The Irish Widow Whittle (1) 8 Nov Fourth season in this role 

The Mayor of Garratt Sneak (1) 15 Nov  

The Honest Yorkshireman  Sapscull (1) 3 Dec  

Lethe; or, Aesop in the Shades  Fine Gentleman (2)  5 Dec; 6 Mar   

Bon Ton; or, High Life upon the Stairs  Sir John Trotley (8) 19, 24, 30 Dec; 8 Jan; 13, 22, 27 

Feb; 4 Apr    

 

May Day; or, The Little Gipsy  Dozey (4)  13, 16, 20 Jan; 8 Mar   

The Irish Wife  Principal character (1) 10 Feb   

Chrononhotonthologos King of the Fiddlers (2) 1, 4 Mar  

The Runaway  Hargrave (1) 11 Mar  

The Dragon of Wantley  Gubbins (1) 13 May  

The New Rehearsal; or, A Lick at the 

Modern Drama  

Principal character (2) 26 May, 2 Jun  

The Foundling  Faddle (1)  30 May   

The Virgin Unmasked  Coupee (1) 3 Jun  

Interlude  

Tony Lumpkin’s Frolics through Dublin  Tony (1) 15 Apr Mrs O’Keeffe’s benefit night 

The Shamrock; or, Saint Patrick’s Day  Principal character (3) 15, 18 Apr; 15 May  

Prelude  

New Brooms  Sprighty (2) 23, 24 Jan Owenson as Phelim O’Flagherty and 

sings a song 
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1777–1778 

 

The O’Keeffes performed with the Crow Street company this season. O’Keeffe appears in a few performances in October and November before 

departing for London in December.  

 
Title of Work  Role Performance Dates Notes  

Shakespearean Tragedy  

Romeo and Juliet  Mercutio (1) 31 Oct Fifth season in this role  

Farce 

Polly Honeycombe Scribble (1) 27 Oct  Third season in a row  

Musical Work  

The Waterman  Bundle (1) 30 Oct Second season in a row  

The Padlock Don Diego (1) 1 Nov  Fifth season in this role  
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1778–1779 

 

The first mention of O’Keeffe performing in Dublin after his trip to London appears in the Saunders Newsletter on 29 April 1779: ‘O’Keeffe 

after Act 2 [of Cymon] will speak an address in the character of Tony Lumpkin, being his first appearance on this stage these two years and the 

only night of his performing this season’. The above table shows that this reported two-year hiatus is exaggerated. In terms of notable events, a 

French fleet was spotted in Bantry Bay on 4 June, and this is reflected in the prelude A Fig for the French; or, News from Bantry Bay. On 

another political note, this season also saw the first ever work to specifically reference the Irish Volunteers in the anonymously written interlude, 

The Irish Volunteers. Greene speculates that both works were written by George Dawson.  

 
Title of Work  Role Performance Dates Notes  

Shakespearean Tragedy  

Hamlet   Polonius (1) 24 Jun  
 

The Merchant of Venice  Gratiano (1) 26 Jun  Fifth season in this role  

Farce 

The Mayor of Garratt Sneak (1) 28 Jun Fourth season in this role 

Interlude   

Linco’s Travels   Linco (1) 19 Jun Fifth season in this role   
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1779–1780 

 

O’Keeffe performed with the Crow Street company this season, which not only exemplifies his reprised roles but his familiarity with eighteenth-

century repertoire before moving to London permanently. O’Keeffe’s benefit night was on 23 May and he performed in The Governess 

(reversed) and Tony Lumpkin’s Frolics through Dublin. The Dublin Volunteers were present in Crow Street this season and patriotic Irish works 

featured prominently on the Crow Street theatre bill. On 13 March, O’Keeffe performed a song that he wrote himself entitled ‘In Honour of the 

Hibernian Military Associations’. 
 

Title of Work  Role Performance Dates Notes  

Shakespeare 

Othello  Roderigo (1) 13 Nov Sixth season in this role 

The Merchant of Venice  Gratiano (2)  2 Dec; 1 Mar Sixth season in this role 

Much Ado about Nothing  Verges (2) 20, 29 Dec Third season in this role 

Hamlet  Polonius (1) 30 Dec   

As you Like it  Touchstone (2) 7 Feb; 28 Apr  

Macbeth  Witch (1)  27 Apr  

Comedy  

She Stoops to Conquer Tony Lumpkin (1) 2 Nov Sixth season in this role 

The Miser  Ramilie (1) 4 Nov Fourth season in this role 

The Suspicious Husband  Jack Meggot (3) 10 Nov; 27 Jan; 3 Mar Seventh season in this role 

The Beaux Stratagem  Gibbet (2) 16 Nov; 18 Feb Fourth season in this role 

The Jealous Wife  Sir Harry Beagle (2) 18 Nov; 11 Dec Fourth season in this role 

The Provoked Husband  Squire Richard (5) 29 Nov; 15 Dec; 17 Jan; 29 Feb; 15 

Apr     

Eighth season in this role 

The Provoked Wife  Razor (1)  6 Dec Fifth season in this role 

The School for Wives  General Savage (1) 9 Dec  

The Way to Keep Him Sir Brilliant Fashion (5) 10 Dec; 27 Jan; 23 Feb; 16 Mar; 12 

Apr 

Third season in this role 

The West Indian  Varland (1)  13 Dec Sixth season in this role 

Rule a Wife and Have a Wife  Old woman (3) 5, 24, 26 Jan Third season in this role 

A Bold Stroke for a Wife  Periwinkle (1) 14 Jan  

The Inconstant  Old Mirabel (1)  3 Feb  

She Would and she would not; or The Kind 

Imposter  

Don Manuel (1) 21 Feb  

The School for Scandal  Crabtree (4)  26 Feb; 10 Apr; 4, 13 May  

The Hibernian; or love at a venture  Alemode (1)  12 Apr  
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The Maid of the Oaks  Hurry (1)  18 Apr  

The Twin Rivals  Younger Wouldbe (2)  18, 24 Apr Third season in this role 

The Recruiting Officer  Coster Pearman (1)  26 May  

Musical Works  

The Governess  Don Pedro (6) 5 Nov; 4, 28 Dec; 4 Jan;23 Feb; 17 

Mar 

 

The Deserter Simkin (2)  8 Nov; 13 May Fourth season in this role 

The Rival Candidates General Worry (1) 12 Nov  

Midas  Midas (3) 18, 24 Nov; 29 Feb Sixth season in this role 

The Padlock  Don Diego (2)  19 Nov; 3 Jan Sixth season in this role 

Love in a Village  Hodge (2) 25 Nov; 22 Apr  Fourth season in this role 

The Beggar’s Opera  Filch (1) 1 Dec  Eighth season in this role 

The Flitch of Bacon  Character (6) 2, 4, 11, 20, 22 Dec; 5 Jan   

The Jubilee; or a trip to Stratford upon 

Avon  

Ballad singer (5) 6, 13, 16, 28 Dec; 4 Jan  

The Maid of the Mill  Ralph (1) 18 Dec Seventh season in this role 

Harlequin’s Invasion Abram (1) 21 Feb  

Cymon  Justice Dorus (1) 13 Mar  O’Keeffe performs a song that he 

wrote ‘In honour of the Hibernian 

Military Associations’. 

Damon and Phillida  Cymon (1) 4 May  

The Waterman  Robin (1) 17 May  

Farce 

The Virgin Unmasked  Coupee (3) 3, 5, 22 Nov Third season in this role 

Lethe; or, Aesop in the Shades  Fine Gentleman (3) 25, 27 Nov; 28 Jan  

The Intriguing Chambermaid  Oldcastle (1)  1 Dec   

The Irish Widow Whittle (1) 24 Feb  Fifth season in this role 

Love a la Mode  Beau Mordecai (2) 6, 15 Mar Fourth season in this role 

The Rehearsal  A Principal Character (1)  17 Apr  

The Liverpool Prize; or, the British Flag 

Triumphant  

Teneriffe (1) 25 Apr  

Interlude  

Piety in Pattens  Squire (1) 24 Feb Third season in this role 

Linco’s Travels  Linco (1) 28 Feb  Sixth season in this role 

The Examination of Doctor Last  Doctor (1) 15 Mar   

Tony Lumpkin’s Frolics through Dublin  Tony (2) 25 Apr 

23 May  

Mary O’Keeffe’s benefit  
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1780–1781 

 

O’Keeffe performed with the Crow Street company this season. His benefit night was on 3 May and his final recorded performance on 21 May 

as Lord Abberville in The Fashionable Lover, a role that he had played many times.  
 

Title of Work  Role Performance Dates Notes  

Shakespeare 

The Merchant of Venice  Gratiano (2) 17 Nov; 31 Jan Seventh season in this role 

Romeo and Juliet  Mercutio (1) 27 Dec  Sixth season in this role 

King Henry IV Francis (2) 13 Dec; 27 Jan Sixth season in this role 

Othello Roderigo (1) 1 Mar  

Comedy 

She Stoops to Conquer  Tony Lumpkin (2) 12 Jan; 27 Feb Seventh season in this role  

A Bold Stroke for a Wife Periwinkle (2) 18 Dec; 20 Jan   

The Clandestine Marriage  Brush (2) 6, 15 Dec Sixth season in this role 

The School for Scandal  Crabtree (5) 13, 28 Nov; 30 Dec; 22 Jan; 16 Feb  

The Beaux Stratagem  Gibbet (2) 15 Nov; 4 Jan Fifth season in this role 

The Suspicious Husband  Jack Meggot (3) 18 Nov; 15 Jan; 2 Mar  Eighth season in this role 

The Jealous Wife  

 

Lord Trinket (1) 24 Nov Fourth season in this role 

The Provoked Wife  Razor (1) 3 Jan Sixth season in this role 

The Provoked Husband  Sir Francis Wronghead (3)  

 

6, 13 Jan; 24 Feb Seventh season in this role 

The Fashionable Lover  Lord Abberville (1) 21 May Fifth season in this role. O’Keeffe last 

recorded performance  

The Constant Couple; or, A trip to the 

Jubilee  

Beau Clincher (1) 7 Mar  

Love Makes a Man; or the Fop’s 

Fortune  

Don Lewis (2) 29 Jan; 12 Feb; 7 May  Third season in this role 

The Foundling Faddle (2) 25 Nov; 20 Feb  

The Chapter of Accidents  Vane (11) 27 Nov; 1, 4, 11, 16, 21, 29 Dec; 8, 18, 

25 Jan; 8 Feb 

Dublin premiere   

Musical Works  

The Flitch of Bacon  Tipple (3) 18 Nov; 20 Jan; 8 Feb  

The Lord of the Manor  A Principal Character (16) 23, 28, 29 Mar; 2, 5, 16, 24 Apr; 1, 5, 26 

May; 5, 7, 14, 21, 28 Jun; 3 Jul 

 

Love in a Village  Hodge (1) 20 Nov Fifth season in this role 
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The Maid of the Mill  Ralph (1) 2 Dec Eighth season in this role 

The Governess Don Pedro (2) 9 Dec; 12 Jan Third season in this role 

The Beggar’s Opera  Filch (3) 22, 29 Nov; 26 Jan Ninth season in this role 

The Deserter Simkin (1) 22 Jan Fifth season in this role 

The Two Misers A Principal Member (2) 5, 13 Feb  

Cymon  Dorus (9) 8, 11, 13, 15, 18, 27 Dec; 1, 29 Jan; 12 

Feb 

 

The Recruiting Serjeant Countryman (1) 8 May  Johnstone as Serjeant sings ‘The Brown 

Jug’, which could be related to the air 

‘Dear Sir this Brown Jug’ that Johnstone 

sings in The Poor Soldier  

Farce 

Cross Purposes  Grub (4) 20, 22 Dec; 17 Jan; 23 Feb O’Keeffe played the Chapeau role 

across three seasons  

High Life Below Stairs  Lovel (1) 24 Nov  

All the World’s a Stage  Diggory (3) 9 Dec; 18 Jan;27 Feb  
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Lethe  Fine Gentleman (1) 24 Jan  

Other  

King Arthur (serious drama) Albanacht (6) 5, 10, 17, 24 Jan; 1, 7 Feb  
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