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The Right Honourable Sir Gerald Hugh Tyrwhitt-Wilson, later 14th
Baron Berners in the peerage of England, and a baronet, was born
on 18 September 1883 at Apley Park, near Bridgnorth, Shropshire,
the son of Commodore the Hon. Hugh Tyrwhitt (third son of Emma
Harriet, Baroness Berners in her own right) and Julia Mary Foster.
(The title is one of few in the British peerage that can pass through
the female, as well as the male line.) Educated at Eton, and later in
Dresden, Vienna, France and Italy, mainly in pursuit of a knowledge
of languages to equip him for the diplomatic service, he succeeded
his uncle in 1918, assuming the additional name of Wilson by Royal
Charter a year later. He served as honorary attaché in
Constantinople and later in Rome, but on his elevation to the
peerage he relinquished these posts, returning to England and his
inheritance, several country estates, and lived the rest of his life
ostensibly as a country gentleman. But this was only on the
surface. This was a man whose music drew the highest praise from
Stravinsky, and whose not inconsiderable literary and painting skills
were to make him ‘the versatile peer’ in the national press. But it
was as a composer that he wished to be remembered.
    The earliest music of Berners is the most avant-garde in style
and is entirely made up of songs – in English, French and German
– and piano pieces, many of which were published under his
original name, Gerald Tyrwhitt. In 1924 his only opera, Le
Carrosse du Saint-Sacrement, was performed in Paris in a triple
bill with works by Stravinsky and Henri Sauguet. Two years later
his first ballet, The Triumph of Neptune, to a scenario by
SachevereIl Sitwell, was produced by Diaghilev’s Ballets Russes –
one of only two British composers, the other being Constant
Lambert with Romeo and Juliet, to be commissioned by the great
impresario. From now on his music became more accessible but
never lost its original flavour and distinctive style. It had shed its
avant-garde skin with the orchestral triptych Trois Morceaux and
Fantaisie espagnole, both first performed in 1919, and the Fugue
in C minor of 1924. In fact, his music was deemed accessible
enough to be considered for a C.B. Cochran revue, with the ballet
Luna Park, in 1930. His last three ballets were written in
collaboration with Frederick Ashton as choreographer and
Constant Lambert as musical director – A Wedding Bouquet,
Cupid and Psyche and Les Sirènes. Lambert and the young
William Walton were the only two British composers with whom
Berners felt a sympathy. (Not for him the pastoral school of
Vaughan Williams and Holst.) Walton and Lambert probably
helped with the orchestration of The Triumph of Neptune, and

Walton certainly received regular amounts of financial assistance
from Berners for many years, even up to the composition of
Belshazzar’s Feast, which is dedicated to him, and it was Berners
who had the idea of composing a musical illustration of the
Rowlandson print Portsmouth Point, and indeed wrote one. It now
appears as the last movement of his chamber piece, L’Uomo dai
baffi, written for an Italian puppet play which otherwise comprises
arrangements of some of the piano pieces mentioned earlier. That
Walton made a more substantial and lasting work out of the idea
would have pleased Berners almost as much as if he had done so
himself.
    During the 1940s Berners involved himself in the medium of
cinema, writing two complete film scores for The Halfway House
(1943) and Nicholas Nickleby (1946). For these, Ealing’s music
director, Ernest Irving, provided the orchestrations, but again they
are unmistakably Berners in language and style. After this he
wrote nothing of note for the last four years of his life. He suffered
bouts of depression, and, in the words of his friend John
Betjeman, finally ‘turned his face to the wall and died’ on 19 April
1950.
    This was a sad end to a life that not only produced much work
of quality but gave so much pleasure to others. The visitors’ book
at Faringdon, his country house, lists the famous of three
decades: Shaw, Wells, Huxley, Beerbohm, the Mitfords, the
Sitwells among others. His eccentricities, all carefully calculated
to amuse (or offend), were legendary. From the clavichord in the
back of his Rolls-Royce to his habit of dyeing the local pigeons
exotic colours, all had their individual raison d’être, at least for
him. His dislike of pomposity revealed itself in a wealth of stories,
like the one about the lady invited to luncheon to meet ‘the P of
W’, only to be disappointed when the Provost of Worcester
appeared in place of the Prince of Wales, whom she had been
expecting. In another anecdote he recalled the lady who had
declared once too often that she ‘had been sticking up’ for him.
Berners responded that he, in turn, had been sticking up for her:
someone had said that she was not fit to live with pigs, and he
had said that she was. But all these fripperies were incidental to
his art. When not composing music he wrote six short, humorous
novels, four volumes of autobiography, and staged two
exhibitions of his paintings, in 1931 and 1936.
    Berners’ musical output was small by most standards and
the point has been made that if he had had to earn a living
exclusively from the arts, he would have produced more. This
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is debatable. Less in doubt is that Berners’ art was well
appreciated amongst his fellow artists and aristocrats. Osbert
Sitwell summed Berners up when he wrote that ‘in the years
between the wars he did more to civilise the wealthy than anyone
in England. Through London’s darkest drawing-rooms, as well as
lightest, he moved... a sort of missionary of the arts.’ Not a bad
epitaph – that is, if Berners had not written one of his own:

Here lies Lord Berners, 
One of the learners. 
His great love of learning 
May earn him a burning. 
But Praise to the Lord! 
He seldom was bored.

Le Carrosse du Saint-Sacrement

Prosper Mérimée’s play, Le Carrosse du Saint-Sacrement, had
been a flop since its conception, and when revived in 1848,
received more hisses than applause during its six performances.
However, in 1917 Yvonne Arnaud staged it with considerably
more success in New York, London and Paris, where Berners saw
it. ‘I was at once fascinated by the grace, the spirit and the
character of this little work… It is true that a piece whose charm
lies almost entirely in word and dialogue, where the action,
materially speaking, is reduced to the very simplest expression,
did not seem to me particularly suitable for musical treatment…
‘Although this is a comic opera, or if you prefer it, a comedie
musicale, I have laid aside the traditional overture or prelude, the
utility of which I fail to see… As regards style you will see that I
have not adhered to the old tradition of different airs and scenes
following each other, and bound together by the different turns of
the intrigue; Mérimée’s comedy unfolds itself in too continuous
and concise a manner not to induce me to follow its line by a
musical development that is held together in the style of a
symphonic poem.’
    The play is set in the Peruvian capital, Lima, and has some
foundation in fact – Sir Frederick Ashton, as a boy brought up in
Peru, met a man who had actually seen the coach of the title.
Berners set the French text, cutting some of the earlier scenes,
and completed the work in 1920.
    The work was discussed with Diaghilev as early as
December 1922, but it was not until the evening of 4 April 1924
that the opera, conducted by Ernest Ansermet, was finally seen

– at the Théâtre des Champs-Élysées in a triple bill with
Stravinsky’s L’Histoire du Soldat and Henri Sauguet’s La
Chatte. The latter was about to be cut when Berners stepped in
to save it. He had misgivings of his own, not musical but scenic.
He was spotted a day before the premiere walking up and down
the foyer of the Ritz Hotel waving his arms in despair. ‘Mais le
décor. It will spoil everything… Last night after rehearsal I had
dinner with the chéf d’orchestre, M. Ansermet, and we simply
sat and wept. We did really… Those awful red curtains. Oh I
wish tomorrow night were weeks off.’
    The Times liked it, calling it ‘…an unqualified success… Lord
Berners’ music makes the work an unalloyed enjoyment. Only the
fact that it leaves no opening for applause, that it flows on,
sustaining, illustrating, emphasising the text with unflagging wit and
varying sentiment, prevented the work from being interrupted
several times by appreciative cheers.’ The French critics were less
generous, although the public enjoyed the evening – Berners
appeared on stage and acknowledged the applause for some
minutes – but plans to transfer the production to London came to
nothing. This is probably the reason Berners never wrote for the
medium again. The mixture of so much work for relatively little
artistic reward, the backstage battles – all combined to push him into
other theatrical areas, principally ballet. However, he thought some
of the music worth saving, and devised an orchestral work, Caprice
Péruvien, from some of the more immediately engaging moments in
the score, with help from Constant Lambert. Despite his own
thoughts on the purpose of an operatic overture or prelude, this
piece, in retrospect, acts as an arresting curtain-raiser to the opera,
which itself starts rather too abruptly for some tastes. The opera is
cast in eight scenes that follow each other without a break, all set in
the office of the Viceroy.

Scene 1
The Viceroy is seated in a large armchair at a table covered in
papers and converses with his private secretary, Martinez. One
of his legs is bandaged and resting on a cushion – he has gout,
and is not in the best of spirits despite the imminent arrival of a
brand new carriage, of which he is immensely proud.

Scene 2
His valet, Balthazar, enters to attend on him. The Viceroy is
keen to attend the service in the cathedral but his gout (which
he constantly denies as such, preferring to call it ‘fatigue’) is
aggravated when he tries on a shoe.



Scene 3
The Viceroy is resigned to staying at home and attending to affairs
of State. These include an Indian uprising in a remote region of
the country, a complaint about La Périchole’s parrot which utters
dubious language at passers-by, in particular, a marquise, and
the lady herself, Senora Camilla Pericola, who stands accused of
parodying a member of polite society in a recent play at the
theatre in Lima. The Viceroy and Camilla have an ‘understanding’
so he is obviously annoyed and chastises Martinez for regaling
him with stories of her alleged affair with Ramon, the bullfighter.

Scene 4
La Périchole enters and gets into an argument with the Viceroy
about the bullfighter and his carriages. She wants his new
carriage as a present. The Viceroy refuses, brings up the subject
of the matador and then threatens to ban her from appearing at
the theatre. They row further and she returns his present of a
necklace – all this aggravates the gout even more. To placate the
situation (and reduce the pain in his leg) the Viceroy tries to
convince himself that all the rumours about Camilla and the
bullfighter are false. She is not so keen to go along with this but
finally ‘forgives’ him, and claims she gave a gift to the matador
only because she had no cash on her person at the time of a
particularly fine ‘kill’. In return the Viceroy gives her the carriage
as much to annoy his rivals for her affection as anything else and
orders it to be brought round. They part with a kiss.

Scene 5
The Viceroy watches through a telescope La Périchole’s
journey all the way to the cathedral, but is annoyed further
when she is greeted along the route as if it were him in the
coach. The carriage then collides with another – albeit not too
seriously.

Scene 6
This is almost an orchestral entr’acte (and source for much of
Caprice Péruvien) and accompanies the Viceroy’s taking coffee
and cigars before the town clerk arrives.

Scene 7
He tells the Viceroy of the ‘scene’ at the cathedral – the
colliding carriages, some fisticuffs involving the matador, the
carriage nearly driving thought the door of the cathedral and
halting the service for a while.

Scene 8
The Bishop arrives with La Périchole. The Viceroy learns that
she has donated her new carriage to the Church, after a
‘revelation’ by the Virgin Mary to bring communion to the sick
and dying – hence the title of the opera. Suddenly the Viceroy’s
leg is much better – a miracle? Even the Bishop agrees to dine
with La Périchole and the opera ends with a solemn incantation
by the Bishop’s canon assuring the actress of eternal life for her
charitable gesture.

Philip Lane



lan Caddy 
Ian Caddy was born in Southampton and studied singing and piano at the Royal Academy of Music, where he won the
President’s prize among many others. His teachers later included Otakar Kraus. He has appeared in a wide variety of operas and
concerts with all of the major British opera companies and orchestras, as well as amassing an impressive list of engagements
abroad. His recordings include participation in operas ranging from Jean-Philippe Rameau to Richard Strauss. 

Cynthia Buchan 
The mezzo-soprano Cynthia Buchan was educated at Trinity Academy in Edinburgh, before proceeding to a study of French,
German and Fine Art at Edinburgh University. At the Royal Scottish Academy of Music and Drama she was awarded numerous
prizes, including the Governor’s Recital Prize and prizes for Lieder and Opera and continued her studies with the help of a
Richard Tauber Memorial Scholarship in Vienna and in Munich, with Hans Hotter. Making her professional debut while still at
school, Cynthia Buchan enjoys a successful and varied career appearing in major opera houses throughout the world. She has
made many recordings and many of her roles may be seen on video, including an acclaimed Mistress Quickly, with which she
made her debut at La Scala, Milan. In addition to her distinguished performance in more conventional operatic repertoire, she has
also appeared in contemporary opera, and has often worked with Hans Werner Henze. Oliver Knussen created the role of Jennie
in Higgelty, Piggelty, Pop! for her and she has since sung it at Glyndebourne, the Barbican and in Los Angeles. Cynthia Buchan’s
extensive concert and recital repertoire has resulted in appearances in all the major London concert halls, and in many major
European cities, and has brought collaboration with leading conductors. She has recently turned her attention also to teaching
and directing, working both privately and in workshops and masterclasses.



John Winfield 
Born in Preston, John Winfield studied at the Royal Manchester College of Music and in Milan on Arts Council and Countess of
Munster scholarships. He made his Glyndebourne debut in 1965 before joining Sadler’s Wells Opera. He has sung with English
National Opera, English Opera Group, New Opera Company, Pheonix Opera, Scottish Opera, Welsh National Opera and Opera
North and has performed in operas for BBC radio and television. He made his Royal Opera debut in 1972 as the scribe in
Khovanshchina, later appearing in A Midsummer Night’s Dream, We Come to the River, Der Rosenkavalier, Die Meistersinger
von Nürnberg, Les Dialogues des Carmélites, Carmen, Turandot, Boris Godunov, Death in Venice and Don Pasquale. He has
made recordings with major companies and has also sung major roles in France, Belgium, Italy, South Africa and Australia.

Thomas Lawlor (1938–2020)

A graduate of University College Dublin and the Guildhall School of Music & Drama, bass-baritone Thomas Lawlor played over
seventy roles in opera and operetta, appearing with companies ranging from the D’Oyly Carte to the Royal Opera, Covent
Garden, English National Opera and Glyndebourne Festival and Touring Opera. A guest at international festivals throughout the
world, he appeared in concerts and recitals in major concert halls, particularly in Britain, Ireland and the US, and performed under
some of the most distinguished conductors. His recordings and films included performances of Gilbert and Sullivan operettas.
Televised operas in which he participated ranged from Mozart to Offenbach, Richard Strauss and Stravinsky. Formerly a director
in the opera departments of the Royal Academy of Music and Trinity College of Music in London, he became a member of the
music faculty of Rhode Island College, where he taught voice and directed in the Opera Workshop. Lawlor was the founder and
artistic director of Beavertail Opera Productions in Rhode Island.

Anthony Smith 
The baritone Anthony Smith was born in Newcastle-upon-Tyne and at the age of eight became a chorister at York Minster. He
studied singing with Otakar Kraus and Eva Turner at the then Royal Manchester College of Music. He took part in masterclasses
by Tito Gobbi and undertook further work with Pierre Bernac and with distinguished teachers in Mantua and Rome. In 1973 he
won first prize in the Kathleen Ferrier Competition and the following year triumphed in the Royal Overseas League Competition.
His subsequent career took him to Glyndebourne, Opera North and Covent Garden, followed, between 1990 and 1994, by a
period spent with the Nice Opera and his debut with the Paris Opéra-Comique. His international career continued with
appearances at the Opéra Bastille in Paris.



RTÉ Sinfonietta 
The RTÉ Sinfonietta was a subset of the RTÉ Concert Orchestra (CO),
which is part of RTÉ, Ireland’s national public service multimedia
organisation. The RTÉ CO (conductor Laureate Proinnsías Ó Duinn;
leader Mia Cooper) has been introducing orchestral music to new
audiences since 1948. Committed to eclectic programming, the orchestra
has performed with Luciano Pavarotti, Lang Lang and Cleo Laine, and
Irish artists including Sinéad O’Connor and Imelda May. Its recent series
of 90s dance music events won the IMRO radio Outstanding
Achievement Award for 2018. The RTÉ CO has performed in seven
Eurovision Song Contests; film credits include Stephen Rennicks’ score
to Room and Brian Byrne’s Golden Globe-nominated score to Albert
Nobbs. Recent recordings include Howard Shore’s A Palace upon the
Ruins and Flicker with Irish singer Niall Horan, and the orchestra has also
collaborated with Irish National Opera, English National Ballet and Our

Lady’s Choral Society, as well as giving the Ireland premieres of Jaws in Concert, Amadeus and The Nightmare Before Christmas
with Danny Elfman. During the COVID-19 pandemic the RTÉ CO continued to produce a wide range of work including new Guy
Barker jazz arrangements, an award-winning John Lennon tribute, a 50th anniversary celebration of Clannad, a chart-topping single
and a TV tribute to David Bowie with an international line-up including members of Bowie’s own band. www.rte.ie/co

David Lloyd-Jones 
David Lloyd-Jones began his conducting career in 1959 on the music staff of the Royal Opera
House, Covent Garden. This was followed by conducting engagements for orchestral and choral
concerts, opera broadcasts and television studio opera productions. He has appeared at the Royal
Opera House, Welsh National Opera, Scottish Opera, and at the Wexford, Cheltenham, Edinburgh
and Leeds festivals, and has conducted most of the major British orchestras. In 1972 he was
appointed assistant music director at English National Opera, where he conducted an extensive
repertory, which included the first British stage performance of Prokofiev’s epic War and Peace. In
1978 he founded a new opera company in Leeds with its new orchestra, the English Northern
Philharmonia (since renamed The Orchestra of Opera North), of which he became artistic director
and principal conductor. During his twelve seasons with Opera North he conducted 50 new
productions as well as numerous orchestral concerts including festival appearances. He has an
active career in the concert hall and opera house that has taken him to leading music centres around
the world. His recording with the Royal Scottish National Orchestra of the seven symphonies and
assorted tone poems by Arnold Bax, for Naxos, was completed in autumn 2003 and won a
Gramophone Award. Also for Naxos he has recorded works by William Alwyn and Alan Rawsthorne
and the seven symphonies of Charles Villiers Stanford. In 2007 he was awarded Honorary
Membership of the Royal Philharmonic Society. He is Chairman of The Berners Trust.
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BBC Scottish Symphony Orchestra
Formed in 1935, the BBC Scottish Symphony Orchestra is Scotland’s
national broadcasting orchestra and performs to audiences in venues
throughout the country. It has been at the heart of the nation’s cultural life
for many years and has a well-earned reputation for its creative ambition,
its pioneering spirit and diversity of repertoire. It maintains a busy schedule
of broadcasts for BBC Radio 3, BBC Radio Scotland, BBC Television and
Online. Based at City Halls in Glasgow, the orchestra is Scotland’s leading
champion of new music, and has established strong links with local
communities through its learning and outreach programme. It appears
regularly at the BBC Proms and Edinburgh International Festival. In recent
years the orchestra has toured to Japan, India, South America, China,
Holland, Germany and Austria. The orchestra is a past recipient of the
Royal Philharmonic Society Award for Best Orchestra and its commercial
recordings have received a number of prizes, including four Gramophone
Awards. For further information, please visit www.bbc.co.uk/bbcsso

Nicholas Cleobury
Nicholas Cleobury has conducted all the major UK orchestras, opera companies and choirs.
He has appeared at many leading festivals, including the Proms, worked extensively for the
BBC and Classic FM, and has a wide recording catalogue. He has conducted across Europe,
notably at Zurich Opera, across Scandinavia and Australia, Hong Kong, Singapore, South
Africa and the US. Posts he has held include conductor of Schola Cantorum of Oxford,
assistant director of the BBC Singers, chief opera conductor at the Royal Academy of Music,
principal conductor of The Fires of London, founder conductor of the Britten Sinfonia, founder
director of Sounds New, music director of Mid Wales Opera and head of opera at the
Queensland Conservatorium. A notable exponent of new music, Cleobury has worked with
many leading composers, including Harrison Birtwistle, Peter Maxwell Davies, James
MacMillan and Michael Tippett, conducted countless premieres and championed many
younger composers. He works widely in education, conducting and teaching at the Royal
Academy of Music, Royal College of Music, Royal Conservatoire of Scotland and Royal Welsh
College of Music & Drama and several universities. 

www.nicholascleobury.net
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Lord Berners was an eccentric novelist, painter and aesthete, but it is as a composer that he is
best remembered. Berners saw Prosper Mérimée’s play Le Carrosse du Saint-Sacrement in 1917
and ‘was at once fascinated by the grace, the spirit and the character of this little work’.
Abandoning operatic tradition, this light and transparently orchestrated version of the narrative
unfolds concisely and continuously. The amusing tale is one of domestic bickering and a minor
miracle brought about by an act of charity, ‘held together in the style of a symphonic poem’.
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