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Edward Cympson and the Victorian Drawing-Room 
Operetta 

David Chandler 

Edward Cympson (1838-1905)—real name Edward Sibson—probably did more 
than anyone to encourage the practice of musical theatre in the late Victorian and 
early Edwardian home. Between 1879 and 1906 he published twenty-seven 
operettas in the ultra-cheap, mass circulation periodical, the Musical Budget. These 
operettas, for which Cympson wrote both words and music, derive from a British 
tradition that took its initial inspiration from Offenbach, but Cympson shortened 
and simplified the form he inherited to tempt as wide a range of performers as 
possible—essentially anyone who had a piano and someone to play it—to put on 
musical theatre entertainments, whether for domestic entertainment or charitable 
purposes. There is plenty of evidence that his operettas were very widely performed. 
The essay concludes with a catalogue of all Cympson’s operettas for the Budget, 
with brief details of their plots and musical demands. 

DWARD CYMPSON (1838-1905), WHOLLY FORGOTTEN today, probably did more than 
anyone to encourage the practice of musical theatre in the late Victorian and early 

Edwardian home.  Between 1879 and 1906 no less than twenty-seven of his operettas 
were published in the Christmas issues of the highly successful Musical Budget, all but 
one primarily designed for performance in the middle-class home (the exception was 
apparently aimed at the school market).  Unfortunately, time has not been kind to the 
Musical Budget, a bargain-priced serial published between 1876 and 1923 which for 
many years claimed to be the most popular musical publication of its time.  Few copies 
of the paper-bound monthly parts have survived, or at least found their way into 
libraries, and the British Library is the only collection in the world holding a relatively 
complete run (a fact not obvious from the confusing catalogue entries).  The un-
availability of the Budget and the fact that the whole genre of the drawing-room operetta 
has inspired virtually no research, has led to Cympson’s prominence in the popular 
music of his time being entirely obscured.  The primary purpose of this essay is to 
present a descriptive catalogue of Cympson’s operettas with information gleaned from 
the British Library holdings of the Musical Budget.  This should establish his importance 
to the genre and give some idea of the great variety of his subjects and musical 
resources.  The introduction gives some biographical details about Cympson himself, 
briefly looks at the Musical Budget, gives a short account of how the drawing-room 
operetta genre developed and concludes with an overview of Cympson’s work on the 
form. 
    ‘Cympson’ was not the author-composer’s real name, as the original hand-written 
cataloguing slips preserved by the British Library at Boston Spa made clear: his 
workaday name was Edward Sibson.1  A census records search for the name Edward 

                                                           
1 I am greatly indebted to Elizabeth James of the British Library for looking into this for me. The online 
version of the BL catalogue has now been amended in the light of her investigation. 
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Sibson revealed one who, having described himself as an ‘Architect and Surveyor’ in the 
1891 census, added, clearly as an afterthought, ‘Lyrical Author and Composer’ (the 
words squeezed in below the line).  This allows him to be identified as the Edward 
Sibson born 24 June 1838 in St John’s Wood, London.  He worked as an architectural 
draughtsman but after undergoing bankruptcy proceedings between 1872 and 1874 
decided to pursue a musical career and in 1876 was appointed teacher of singing at the 
London Board Schools (Brown 114).  He published at least one song under his own 
name, as well as Singing at Sight. The Tonic Figure System ... for use in Schools (1878), the 
latter connected with his work for the London Board.  But from the mid-1870s Sibson 
adopted the alias Cympson for his compositions.  If he ever imagined he could support 
his family through his musical and teaching endeavours he was apparently 
disappointed: in the 1881 census, now resident in Hampstead, he describes himself 
simply as an ‘Architect and Surveyor’.  His musical ambitions were far from exhausted 
and in the late ’80s he produced his most ambitious works: a large-scale operetta, Dolly 
Varden (after Charles Dickens) was toured by the Warwick Gray Juvenile Opera 
Company in 1889-90 and there were two ‘sacred cantatas’, The Ruler’s Daughter 
(performed 1888, published c.1903) and The Angel of the Harvest (published 1889).  The 
bulk of his music was written for the Musical Budget, of which he was one of the main 
pillars, contributing not just the annual operettas but scores of songs and piano pieces. 
Sibson died on 8 May 1905 at Buckhurst Hill, Essex.2 
    The Musical Budget was created by the publisher James Clarke of London in 1876 and 
promoted as ‘THE BEST AND CHEAPEST MUSICAL WORK EVER PUBLISHED’.  The 
monthly parts sold for 1d, a price astonishingly maintained until 1923, when publication 
ceased; annual volumes sold for a shilling.  In December 1879, the number in which 
Cympson’s first operetta appeared, a promotional piece claimed that in the four years of 
publication, ‘of numbers and volumes combined something like 2,000,000 have been sold’.  
Even if all these sales were simply of monthly parts this would put the circulation at 
over 40,000, just as the Budget was hitting its stride.  The evidence of the printed 
volumes suggests that the 1880s and ’90s were the greatest years for the periodical.  
Around 1879–80 it was taken over by Hart & Co. who, confusingly for the scholar, 
reprinted the earlier volumes (published without dates) with updated advertisements 
(it is these reprinted numbers that the British Library holds). 
    The initial idea behind the Budget was to rely almost entirely on the unpaid 
submissions of amateur musicians who wanted to see their music in print.  Hart moved 
away from this policy, including much more copyright music (often separately printed) 
and many adaptations of famous pieces suited to home performance.  He relied a great 
deal on the contributions of half a dozen or so composers, Cympson among them, whose 
names appeared regularly several times a year.  Presumably they received some 
remuneration for their work and most of them also published separate pieces with Hart.  
There was just one operetta a year, always included in the Christmas number.  The 
formula was clearly successful and in 1889 Hart commenced a new enlarged and 
expanded series that represented astonishing value for money to anyone needing a 
regular supply of music.  The earlier volumes commenced with January; the new series 
started with November, allowing more emphasis to be put on the ‘double length’ 
December issues in which the operettas appeared and that were prominently featured in 

                                                           
2 I am indebted to Madeleine Dickens, a professional genealogist, for help in tracing details of Edward 
Cympson / Sibson.  
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the advertising.3  I would estimate that by this time over 100,000 copies were being 
printed and they were distributed throughout the English-speaking world.  It was an 
extraordinary cultural phenomenon, comparable to the emergence of cheap book and 
newspaper publishing earlier in the century. 
    The artistic impulse behind the development of the English drawing-room operetta 
can be traced back to the arrival of Offenbach’s Bouffes-Parisiens company in London in 
1857.  The first British composer to respond to the sensation of the French opérette was 
Frederick Clay (1838–1889), Cympson’s exact contemporary, who wrote two operettas 
for private performance in 1859 and 1860: The Pirate’s [or Pirates’] Isle and Out of Sight.  
Clay’s later operettas, however, were written for professional performance.  The same 
career path was followed by Arthur Sullivan, whose celebrated first operetta, Cox and 
Box (1866), was originally written for a private performance with piano 
accompaniment.  These key architects of the British operetta had no more than a passing 
interest in the notion of such works for domestic performance, though in 1871 Cox and 
Box was published in piano score by Boosey and this was subsequently included in their 
series of Drawing-Room Operettas.  In 1867, the well-known singer Louisa Pyne (1832–
1904) toured with two works that were billed as Drawing Room Operettas, A Wild Cherry 
and Jeanette’s Wedding.  These attracted widespread press attention, and despite the 
paradox that they were performed in public, the term Drawing-Room Operetta caught on 
at this moment and was subsequently widely used by critics to categorise other small-
scale works, even if they were not expressly designated thus. 
    Around 1870 there was a decisive move toward conceptualising operettas in the 
fledgling genre as first and foremost works that could be published and sold to the 
amateur theatre market.  One of the first, if not the first such work, was Wanted, a 
Parlour Maid, a Drawing-Room Operetta for Ladies published by Cramer in 1868.4  This 
was written by Henry Ffrench and composed by W. C. Levey.  Four years later C. Jefferys 
published A Friar of Orders Grey, a Drawing Room Operetta written by Edward Legge and 
composed by William Mason.  The title-page specified that ‘This Operetta has been 
written & composed expressly for Amateurs & for Private Theatricals and may be sung 
either with or without a Chorus’.  Mason, like Cympson, was a major contributor to the 
Musical Budget and their shared association with the serial may well have brought them 
into contact.  But the closest early anticipation of Cympson’s works is The Artist’s 
Stratagem; or, Who Loves Who, A Drawing-Room Operetta published in Routledge’s 
Christmas Annual for 1869.  Written by J. Tom Burgess, with music by Rosario Aspa, this 
was aimed at the holiday market, just as Cympson’s operettas would be, but it was a 
one-off and Routledge’s, which was mainly a forum for fiction, did not publish more 
musical theatre works of this type.  It was introduced with the statement ‘The design of 
this little musical sketch is to furnish an Operetta suitable for a drawing-room, in which, 
with perfect propriety, every character may be assumed by ladies’.  It is much longer than 
Cympson’s works in the genre.  As a publication it is intriguing: it includes the music for 
three numbers but there are several other songs, the music for which had to be bought 
separately. 

                                                           
3 An indication of the perceived attractiveness of these Christmas operettas is that when the short-lived 
Melody began publication in 1896, as an upmarket rival to the Budget, it too made a big point of having a 
‘Complete Operetta’ in the December issue.  
4 Library catalogues do not date it this early, but Wanted, a Parlour Maid is reviewed in the Era for 1 
March 1868 (6).  
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    By the early 1870s, then, a Drawing-Room Operetta for amateur performance was a 
recognised genre of entertainment and such works continued to proliferate until the 
time of the First World War.  Artistically speaking, all the elements were in place several 
years before Cympson started writing his operettas, but his novelty is still important.  He 
was the first to combine the genre with the emergence of ultra-cheap music publication 
and to make them an annual, seasonal event.  All his operettas could be obtained for just 
one penny, while Wanted, a Parlour Maid had sold at 4 shillings a decade earlier.  
Cympson also shortened and simplified the form as developed by Clay, Sullivan, Levey, 
Mason, Aspa and others, creating works much easier to stage, act and sing.  His goal was 
clearly to tempt as wide a readership as possible—essentially anyone who had a piano 
and someone to play it—to put on musical theatre entertainments in the home. 
Cympson was also unusual in writing both words and music himself. 
    Cympson’s operettas are in no sense ‘great art’ and were never intended to enter that 
lofty category; rather, they are very capable vehicles for creating musical and theatrical 
pleasure with the simplest means, both for those involved in performing them, and for 
those in the audience.  The plots are highly varied, always entertaining, and often 
respond to matters of contemporary interest like the temperance movement (no. 8), 
socialism (no. 16), football (no. 19), and motor cars (no. 21).  They can be also seen 
responding to more prestigious shows—the operetta for 1881 (no. 3), for example, picks 
up the satire on aestheticism found in Gilbert and Sullivan’s Patience of that year—and 
new forms of entertainment: witness the imitation of ‘Nigger Minstrels’ in no. 9.  The 
dialogue is lively and witty, with the propensity to puns and wordplays found in W. S. 
Gilbert.  The songs and choruses, always easy to play and sing, have bold, well-crafted 
tunes, and many of them are very memorable. 
    It is inevitably hard to say how successful Cympson’s operettas were, but the facts that 
Hart published them annually for nearly three decades and that the inclusion of an 
‘Operetta’ was always included in advertisements for the special Christmas numbers of 
the Budget must suggest that the public response was favourable and that thousands of 
productions did take place.  There is some internal evidence that they were taken up by 
professional performers as well as the amateurs for which they were primarily 
designed.  No. 13 (1892) was prefaced for the first time with the instruction ‘This Sketch 
may be performed anywhere without fee or special permission, except in Theatres and 
Music Halls’ and this or some comparable wording was included with all the subsequent 
operettas: probably because Hart had become aware of performances in theatres and 
music halls.  The recent digitalisation of newspapers allows some public performances 
to be tracked down in ways that would have been virtually impossible a few years ago 
and these accounts give some idea of the sort of groups to which Cympson’s works 
appealed.  To take a few examples, Cympson’s first operetta, Robinson’s Bachelors’ Party 
(no. 1) was put on at a meeting of the Church Temperance Society in New Mill on 4 April 
1881, eliciting ‘hearty applause’ (Huddersfield Daily Chronicle).  On 10 February 1887, 
‘the scholars and pupil teachers of the Isleham National Schools’ put on a lavish fund-
raising event that included no less than three of Cympson’s operettas (cat nos. 5, 6 and 
7) (Bury and Norwich Post).  On 10 December 1900 the Co-operative Society’s Education 
Committee in Norwich mounted a production of Our Champion Half-Back (no. 19) (Essex 
County Standard).  Productions were by no means limited to Britain and Cympson’s 
operettas seem to have been particularly popular in New Zealand.  On 7 September 
1886, for example, a ‘Christy Minstrel entertainment’ at St. George’s Hall, Milton, included 
Breaking-Up (no. 5) as part of a variety show; it was judged ‘certainly the piece of the 
evening’ (Bruce Herald).  A decade later, on 6 and 7 October 1896, the Town Hall, Gore, 
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put two of Cympson’s operettas (cat. nos. 2 and 5) on the same fund-raising programme 
as Gilbert and Sullivan’s Trial by Jury (Mataura Ensign).  Altogether, it is clear that for 
several decades Cympson’s operettas were part of the standard amateur repertoire of 
light musical theatre works.  It is time, perhaps, for a revival: many of these works are 
charming period pieces, and as long as they are not treated seriously they still have the 
potential to amuse and delight. 

David Chandler 
English Department 
Doshisha University 

Kyoto, 2012 
________________________________ 

Catalogue of the Edward Cympson Operettas in the Musical Budget 
Publication details refer to the only relatively complete run of the Musical Budget, held in the 
British Library. Note that nos. 1–4 are in the reprinted volumes that Hart took over from 
James Clarke. Nos. 10–27 are in the enlarged series and volume numbers for both this and the 
continuous series are given, as in the original publications. 
1.  
Title: Robinson’s Bachelors’ Party: Or, Good Spirits in Hot Water 
Subtitle: Comic Temperance Operetta for Drawing-Room or Platform 
Publication: December 1879 (4: 609–17)  
Singing roles: 2 (1 m, 1 f) 
Scene: ‘A dressing room or parlour.’ The morning after Mr. Smith’s return, drunk, from 
Robinson’s bachelors’ party, his wife, Mrs. Smith, discovers a compromising letter as well as 
a lady’s handkerchief and gloves in his coat. After an extended comic predicament it is 
discovered he picked up the wrong coat. 
Continuous music, mostly in the form of strophic songs, but with some tuneful arioso.  
Notes: The only one of Cympson’s operettas to include no spoken dialogue, this consequently 
makes considerably greater musical demands on the performers.  
2. 
Title: ‘Have Your Own Way!’ 
Subtitle: An Original Operetta for a Gentleman and Two Ladies     
Publication: December 1880 (5: 772–78) 
Singing roles: 3 (1 m, 2 f) 
Scene: ‘A DRAWING ROOM.’ Lucy Butterchop persuades her father, Mr. Butterchop, that he 
should oppose her marriage to one Alfred Mighlove, knowing this will persuade her 
stepmother to fiercely support it. The stratagem succeeds. 
4 vocal nos. 2 solos (Lucy, Mrs. Butterchop), 1 duet (Mr. and Mrs. Butterchop), 1 trio. 
Notes: An advertisement says this operetta was also published separately, ‘full music size’ – 
the only one of Cympson’s operettas for which this claim was made. 
3. 
Title: The Dado-Doo; or, High Art at a Low Figure  
Subtitle: A Breaking-up Absurdity (in one small piece)  
Publication: December 1881 (6: 934–37) 
Singing roles: 1 (m) 
Other roles: 7 (4 m, 3 f) 
Scene: ‘A drawing-room in country house.’ A satire on aestheticism, focussed on the 
characters of Mr. I. Hart, Associate of the Society for the Acclimatisation of Lilies and 
Daffodils (A.S.A.L.A.D.), and his wife, and Flaky White, Esq., Artiste, Painter Eleganté 
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(A.P.E.). The Harts wish to have a dado, believing it the fashionable thing, without knowing 
what it is. At the end the fourth wall is broken and it is all laughingly dismissed as a ‘Dado-
doo.’ Smaller roles for a cook, housemaid, baker, butcher and draper. 
3 vocal nos. 1 solo (Flaky White), 2 choruses (one repeated).  
4. 
Title: Have You Seen My Advertisement?  
Subtitle: Operatic Sketch 
Publication: December 1882 (7: 1089–93) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘A drawing-room in Professor Walker’s house, furnished in showy style.’ Mr. James 
Smith, an actor, has deserted his wife, a theatrical ‘extra’, and set himself up as Professor 
Hookey Walker, a teacher of singing, dancing, and acting who charges inordinate fees and 
guarantees professional success. He hopes to elope with an apparently wealthy pupil, Alice 
Braybrooks, in reality the distinctly plebeian Alice Bray. His wife, herself having adopted the 
title Madame Selina de Montmorency, arrives to unmask him, and conveniently brings her 
brother with her, for he turns out to be Alice’s lost love.  
4 vocal nos. 1 solo (Selina), 1 duet (Walker, Alice), 1 trio (Walker, Harry, Selina), 1 chorus 
(to same music as solo). A note in the dialogue states that an extra solo for Alice can be 
added, published separately. 
5. 
Title: ‘Breaking-Up’ 
Subtitle: Original Humorous Operetta 
Publication: December 1884 (9: 155–59) 
Singing roles: 0 (all singing is choral) 
Other roles: 5 (1 m, 4 f OR 4 m, 1 f) 
Chorus (schoolgirls, Eastern attendants)  
Scene: ‘A parlour in Sandford College.’ Sandford College is a girls’ boarding school. Tabitha 
Teacham, the principal, temporarily entrusts it to her elderly sister, Clarissa Teacham. 
Sandford College is due to break up the following day, but the imminent visit of Osmuzzlem 
Bey, ‘an Eastern nobleman’ who wants to place his daughter at the school, threatens this, as 
he wants to observe the school in ‘working order’. Clarissa Teacham’s decision to keep the 
school open until he arrives is overheard by May Hoiden, one of the older girls, who, for 
undeclared reasons, is ‘desperate’ to leave on time. She therefore has her brother, Tom, 
impersonate Osmuzzlem Bey, while she herself pretends to be his daughter. Other girls 
disguise themselves as attendants. The deception succeeds until Tabitha Teacham 
unexpectedly returns with the news that she has received a telegram postponing Osmuzzlem 
Bey’s visit for two months. At the end it appears that all will be forgiven and the school will 
break up on time. 
3 vocal nos. (2 choruses, 1 repeated), plus an ‘Oriental Tom-Tom March’ and dance.  
Notes: This is the only one of Cympson’s operettas to strictly demand a chorus. It is able to 
accommodate a virtually unlimited cast of young girls, or indeed boys for a prefatory note 
states: ‘If preferred, the whole of the parts can be altered to masculine characters (and the 
text accordingly) with the exception of Jane Matilda [a parlour-maid].’ Cympson presumably 
had his eye on the school, rather than domestic, market in this work. One of his longest 
operettas, an opportunity is offered for considerable expansion in the course of the deception: 
Considerable amusement may be caused by TOM and his supposed daughter making speeches 
of some length to each other and to MISS CLA. in gibberish, accompanied with much 
gesticulation in imitation of a foreign tongue. 
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6. 
Title: The Wishing-Gate; or, Kathleen’s Dream 
Subtitle: Musical Fairy Sketch 
Publication: December 1885 (10: 160–63) 
Singing roles: 2 (1 m, 1 f) 
Other roles: 3 (1 m, 2 f) 
Optional chorus (soldiers, villagers, fairies) 
Scene: ‘A Rocky Pass with landscape in the distance: Ireland.’ Thady has enlisted in the army 
and is forced to leave his lover, Kathleen, after mutual promises of fidelity. She then 
discovers that she is at the Wishing-Gate on St. Michaelmas eve, and remembers the legend 
that ‘at this time the fairies grant favours to good girls’. She asks the fairies whether Thady 
will be faithful to her and return safely. She falls asleep, and in her sleep hears a voice 
promising that Thady will be true if Kathleen is, but also warning that she will face three great 
temptations. Apparently waking, she then encounters an Old Witch who offers her wealth, a 
Fairy Queen who offers her a fairy life, and a Fairy Prince who offers her more wealth and his 
hand in marriage. Kathleen resists them all and is promised good luck for the future. 
3 vocal nos. 1 solo (Kathleen), 1 duet (Thady, Kathleen), 1 chorus.  
Notes: A prefatory note states: ‘This Sketch can be performed by two or five persons, if 
preferred. The parts of Thady, Fairy Prince, and Witch, being easily ‘doubled’ by one person. 
The chorus of soldiers and fairies can be omitted.’ 
7. 
Title: The Beauteous Babes! Or, Beauty, The Beast, And The Busy Bees 
Subtitle: Humorous Operatic Sketch 
Publication: December 1886 (11: 160–63) 
Singing roles: 3 (f) 
Other roles: 2 (1 m, 1 f) 
Scene: ‘Babes’ Pa’s House.’ Belinda and Beatrice, two mischievous young girls (the 
‘Babes’), are looked after by their prim Aunt while their parents are away. While the Aunt is 
out Bob the ‘buttons’ expresses his love for Betty the cook and the girls organise a 
performance of Beauty and the Beast in which Bob plays the father. The performance is 
interrupted by the return of the Aunt, who denounces the dramatic proceedings as 
‘wickedness’. The girls and Bob promise ‘We’ll never be so naughty anymore!’ 
3 vocal nos. 1 solo (Aunt), 1 duet (Belinda, Beatrice), 1 chorus.  
Notes: A prefatory note says: ‘The parts of Betty and Aunt can be played by one person. This 
piece could be played as a Negro Sketch, if preferred.’ The inset Beauty and the Beast is in 
rhyming verse. 
8. 
Title: Hi-Ski-Hi! A Moving Narrative of a Waggish Tail 
Subtitle: Original China Temperance Burlesque 
Publication: December 1887 (12: 158–61) 
Singing roles: 3 (2 m, 1 f) 
Other roles: 2 (f) 
Chorus (villagers) 
Scene: ‘A Village Street [in China].’ The widow Shi-igh has lost her pug. Chi-ike hopes to 
find him so that he can claim the hand of Ah-deah, Shi-igh’s daughter. His suspicions fall on 
Dic-hee, the local policeman. Dic-hee has got the dog, and claims he was able to take it only 
because Shi-igh was drunk. Dic-hee has hidden the dog, but despite this Chi-ike discovers and 
returns it, leading to a general celebration and dance. Shi-igh promises to ‘stick to temperance 
drinks’. 
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5 vocal nos. 3 solos (Chi-ike, Dic-hee, Ah-deah), 1 duet (Ah-deah, Chi-ike), 1 chorus (to 
same music as duet). 
Notes: The only one of Cympson’s operettas to have all the dialogue in clumsy rhyming 
verse, in the burletta / burlesque tradition. A prefatory note says: ‘The actors, if they can, 
should speak a little mutilated Japanese, or a few bits of broken China.’  
9. 
Title: Waiting for the Verdict; Or, The Ties of Consanguinity! 
Subtitle: Humorous Operatic Sketch 
Publication: December 1888 (13: 156–59) 
Singing roles: 2 (1 m, 1 f) 
Other roles: 2 (1 m, 1 f) 
Chorus (barristers, policemen and public) 
Scene: ‘Ante-room or Vestibule outside the Court.’ Sir Luke Sharp has been courting Patience 
Gold for ‘five or six years, off and on’ but has recently abandoned her in favour of a 
mysterious lady who plays the mandolin (not represented). Patience’s widowed mother, Lady 
Gold, is taking legal action against him. The judge, after consulting the relevant documents, 
discovers the mysterious lady is in fact Sir Luke’s great aunt, and gives the verdict ‘They may 
not wed because of consanguinity!’. Sir Luke renews his suit to Patience, who accepts him, 
and when the court Usher unexpectedly proposes to Lady Gold, she accepts him.  
3 vocal nos. 2 solos (Sir Luke, Patience [with chorus]), 1 chorus.  
Notes: The Usher’s spoken dialogue is in verse. The direction for the final chorus is 
‘Characters stand as Nigger Minstrels, and imitate instruments:—LUKE, Bones; PATIENCE, 
Mandolin; LADY GOLD, Banjo; USHER, Trombone, to follow Bass. CHORUS, Drums, &c.’ The 
plot was surely influenced by Trial by Jury. 
10. 
Title: The Family Ghost 
Subtitle: Operatic Sketch 
Publication: December 1889 (15/1: 30–32) 
Singing roles: 3 (2 m, 1 f) 
Scene: ‘Room in old mansion.’ Sir John St. John lives with his ward, Kate (not represented), 
who is courted by Harry, a banker’s clerk. Sir John refuses to let them wed for financial 
reasons. Mary, the parlour maid, takes pity on the lovers and, for the price of £20 from Harry, 
dresses up as the ghost of a young lady who ‘died of a broken heart, from a love affair, many 
years ago’—and whose portrait hangs in the house. Sir John, who is superstitious, is terrified 
into declaring that Kate can marry who she will. With her £20 Mary is able to make plans to 
marry her lover, Joe (not represented). 
3 vocal nos. 1 solo (Sir John), 1 duet (Harry, Mary), 1 trio. 
Notes: Sir John’s conversation with the ‘Ghost’ is in verse, and a direction states that ‘The 
lines recited by the Ghost should be in monotone, accompanied by very soft and solemn 
chant-like music’. (The ghostly music is not supplied.) 
11. 
Title: Ringing the Changes; or, More Free than Welcome! 
Subtitle: Humorous Musical Sketch  
Publication: December 1890 (16/2: 31–33) 
Solo singing roles: 2 (1 m, 1 f) 
Other roles 3 (2 m, 1 f) 
Scene: ‘A Breakfast-room in Middle-class house.’ Sarah, the servant of Mr. S. A. P. Green 
(‘Something in the City’) and his wife, is visited one afternoon by her lover William, when the 
family is out. When Mrs. Green unexpectedly returns early William pretends to be the gas-
man, at Sarah’s prompting, and insists on payment of an overdue bill. Mrs. Green is 
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embarrassed as she has no ready money and her uncle is coming to tea. Mr. Green, when he 
arrives, is similarly embarrassed. William insists on staying in the house until he is paid, but 
agrees to pretend he is Sarah’s ‘young man’. His stratagem is exposed when Mrs. Green’s 
uncle recognises him as his coachman. The uncle good-humouredly countenances William’s 
claim that the whole deception was a joke of the uncle’s, and gives him a sovereign towards 
his imminent marriage to Sarah. 
3 vocal nos. 2 solos (Sarah, William), 1 chorus (to same music as Sarah’s solo). 
12. 
Title: The Man Next Door; or, The Mysterious Letter, and ‘Give Me Ma-Hat-Ma!’ 
Subtitle: A Modern Pastoral Episode 
Publication: December 1891 (17/3: 28–30) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘A cottage at Llanyrynwisstt, Wales.’ The family of Jeremiah Jones is terrified when 
they open a letter intended for their mysterious neighbour, Jay Jones, and find what appears to 
be instructions to have them all killed. After a tense stand-off they learn that Jay manages a 
poultry farm and the letter concerns ‘killing off some of the old stock’. 
3 vocal nos. 1 duet (Mrs. Jones, daughter), 1 quartet, 1 chorus.  
13. 
Title: The Burgler! 
Subtitle: Original, Seasonable, Operatic, and Humorous Sketch 
Publication: December 1892 (18/4: 28-30) 
Singing roles: 3 (m) 
Scene: ‘Breakfast-room in suburban villa.’ Henry Fieldfare and his groom, Sam, are both 
frustrated in their loves for, respectively, the daughter and maid of Mr. Beeswing, who 
opposes both suits. They expose him to a double deception in which Sam impersonates a 
night watchman, then starts robbing Mr. Beeswing’s house, and Henry impersonates a 
policeman, and arrives to apprehend his accomplice. The cheats are exposed, but forgiven, 
and Mr. Beeswing concedes that he has been ‘a little hard with the girls’. 
3 vocal nos. 1 solo (Sam), 1 trio, 1 chorus (repeating part of solo). 
Notes: Prefaced for the first time with the instruction ‘This Sketch may be performed 
anywhere without fee or special permission, except in Theatres and Music Halls.’ This or 
some comparable wording was included with all the subsequent operettas. 
14. 
Title: Twenty Years Ago; Or, After the Ball 
Subtitle: Musical Sketch 
Publication: December 1893 (19/5: 29–31) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘A drawing-room with (if possible) a piano.’ Uncle Charles lives with his niece, 
Gussie (aged 10). He is a lonely bachelor who fled the country twenty years earlier when he 
discovered his fiancée, Mary, kissing a strange man; he has only recently returned. The boy 
next door, Willie (aged 12), enters in pursuit of a ball, and in a quarrel with Gussie breaks a 
glass goblet. The crash brings the Aunt he lives with to see what is happening, and in her 
Uncle Charles recognises his old love—who now explains that she had been kissing her 
brother. After twenty years they re-pledge their love. 
3 vocal nos. 1 solo (Aunt), 1 trio (Uncle Charles, Gussie, Willie), 1 chorus. 
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15. 
Title: Which Way the Wind Blows 
Subtitle: Humorous Sketch 
Publication: December 1894 (20/6: 26–28) 
Singing roles: 4 (3 m, 1 f) 
Chorus (farm labourers)  
Scene: ‘Chuckleberry Farm in the far West.’ The harvest has just been completed, and Farmer 
Wurzel has promised to decide who will marry his daughter, Virginia. She is being fought 
over by Thomas Ap Thomas, a Welshman, and Donald M’Donald, a Scot, but it is quickly 
clear that she prefers Peter Wright (not represented). Farmer Wurzel says they must draw lots, 
and he himself draws for Peter—who wins.  
4 vocal nos. 1 solo (Virginia [with chorus and brief parts for other soloists]), 1 duet (Thomas 
and Donald), 2 choruses.  
16. 
Title: Made in Germany! 
Subtitle: Humorous Musical Sketch 
Publication: December 1895 (21/7: 28–31) 
Singing roles: 2 (m) 
Other roles: 2 (1 m, 1 f) 
Chorus (villagers) 
Scene: ‘A village green, with cottage and blacksmith’s forge.’ Tom, a sergeant in the army, 
has returned from the wars, hoping to marry his sweetheart Fanny, daughter of the village 
blacksmith, John Reeve. John, however, has developed advanced socialist ideas, is against all 
wars and soldiers, and preaches a lesson on ‘the brotherhood of man’. Tom disguises himself 
as a German workman, and claiming socialist solidarity, invites himself into John’s house and 
makes free of his possessions. Tom eventually reveals himself, and John recognises the lesson 
that property must be defended. 
4 vocal nos. 2 solos (John [with chorus], Tom [as German]), 2 choruses (the second a straight 
repeat of the first). 
17. 
Title: The Scented Letter 
Subtitle: Humorous Operatic Sketch 
Publication: December 1896 (22/8: 28–31) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘Kitchen in FADKINS’ villa.’ Joseph Ezekiel Fadkins, a collector of relics, and his 
sister, Rebecca, receive a scented letter warning them of an imminent robbery in which 
someone will gain access to their house in ‘an ancient Egyptian chest’. They realise with 
horror that such a chest was left outside the house that morning and is now standing in the 
kitchen. They rush out to find a policeman, leaving their servant, Hepsikah, to look after the 
house. In their absence Hepsikah’s lover, Joe Crumbles the baker, visits, and he and Hepsikah 
discover the chest is empty. However, when Joseph and Rebecca return, Joe himself hides in 
the chest. He is taken for the threatened burglar, but all is explained, and the whole episode 
put down as a prank by the ‘impudent young girls next door’.  
4 vocal nos. 2 quartets, 2 choruses.  
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18. 
Title: The Money-Lender 
Subtitle: Musical Sketch 
Publication: December 1897 (23/9: 28–32) 
Singing roles: 4 (3 m, 1 f) 
Scene: ‘MR. SMILES’ private office.’ George Newman, junior clerk in the solicitor’s office of 
Henry Smiles, is visited by his friend Arthur Forrest, a cashier in a city firm. Arthur, in 
financial difficulties as a result of gambling, has discovered that Smiles has bought up all his 
bills: he wants to negotiate. George attempts to persuade Arthur to stake some of the money 
he handles in his professional avocations on a horse racing that day. When they go out for a 
drink, Smiles enters with Miss Ponsonby, ‘a maiden lady of fortune’, on whose behalf we 
discover he is acting. George and Arthur briefly return, and Arthur finally agrees that he has 
no other option than to bet on the horse. However, as the two men hurriedly leave to place the 
bet, the door slams after George, leaving Arthur locked in. As Smiles and Miss Ponsonby are 
entering the room he decides the best thing to do is hide behind the curtain, from where he 
hears Miss Ponsonby declare she will rescue him from all his creditors if he will swear to give 
up gambling. He steps out to accept the offer. George returns, having lost all his money on the 
horse, and Miss Ponsonby makes a similar offer to him. 
3 vocal nos. 2 solos (Miss Ponsonby, Smiles [with chorus]), 1 duet (George, Arthur). 
Notes: The most sophisticated of the operettas in terms of coordinated stage movement. 
19. 
Title: Our Champion Half-Back 
Subtitle: Football Operetta 
Publication: December 1898 (24/10: 29–33) 
Singing roles: 4 (3 m, 1 f) 
Other roles: 1 (m) 
Optional chorus (footballers, waiters, townspeople)  
Scene: ‘Outside the “Golden Lion” Inn.’ Matthew Hale, a landlord who hosts football games, 
Johnny Legg, butcher and secretary of the United Lambs Football Club, and a crowd of 
supporters deplore the fact that on the day of a football match against the Slowtown Rushers 
their best player is ‘down with lumbago’. Hale remembers a talented young footballer called 
George who had visited in the summer, but who he had driven away when George embarked 
on a romance with Hale’s daughter, Milly. Milly is persuaded to recall him with a telegram in 
exchange for an implicit promise that his suit will no longer be opposed. Soon afterwards 
Pythagoras Ure, a slender young man ‘with an eye-glass, and a lisp’ arrives. He is mistaken 
for George, and Milly, concerned for his safety if he is discovered not to be a champion 
football player, pretends to be his sweetheart to protect him. Pythagoras, not realising it is all 
pretence, shows signs of genuine attachment. He is finally discovered to be a hosier who has 
brought a supply of jerseys for the Rushers, but, just as violence is threatened, George arrives 
to general rejoicing.   
Notes: For the first time, a prefatory note states that ‘The Author will be pleased to advise as 
to make-up and business. Address: care of the Publishers …’ A comparable note is found in 
catalogue nos. 20-25. 
5 vocal nos. 3 duets (Hale and Legg [2], Milly and Pythagoras), 2 choruses. The brief prelude 
is the closest Cympson came to writing an overture for any of these works. 
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20.  
Title: An Awful Story! 
Subtitle: Musical Absurdity 
Publication: December 1899 (25/11: 28–31) 
Singing roles: 4 (3 m, 1 f) 
Other roles: 1 (m or f) 
Optional chorus (sailors, passengers, natives) 
Scene: ‘The Somewhere Islands; a long way off.’ Tom Tough, a sailor, and various passengers 
on his ship, prominent among them Mr. William Whom Pall, have been shipwrecked. A local 
law prohibits anyone taking a bath on pain of death—and they are judged to have taken one. 
They learn, however, that the Emperor of the Islands, Melancholia II, has never laughed, and 
that there is a law stating that anyone who makes him laugh ‘will be raised to great dignity, or 
sent away with great treasure; and he, or his nominee, is to marry the Emperor’s daughter’. 
Whom Pall makes the Emperor laugh, and Tom gets to marry the princess, with whom he has 
already commenced a flirtation. 
4 vocal nos. 2 solos (Whom Pall, Emperor [with chorus]), 1 duet (Tom, Princess), 1 chorus. 
Notes: The prefatory note now states: ‘The Author is open to suggest [sic] as to make-up and 
business on payment of a small fee’—the only time payment for this service is specified. 
Another note says: ‘All characters can be played by ladies, if preferred (except WHOM PALL) 
… The CHORUS also is quite optional. Scenery is not necessary.’ It is in fact Tom that has to 
be a male role. 
21. 
Title: The Motor-Car 
Subtitle: A Musical Farce for the Drawing-Room 
Publication: December 1900 (26/12: 28–31) 
Singing roles: 3 (2 m, 1 f) 
Other roles: 1 (f) 
Scene: ‘Drawing-room in suburban villa.’ There is a car crash outside the villa of the middle-
aged spinster, Miss Rebecca McGrewell, when the driver, Sir Peter O’Flaherty, swerves to 
avoid a costermonger’s donkey. Sir Peter and his nephew Ebenezer Meek enter the house and 
meet the seventeen-year-old Daisy, Miss Rebecca’s niece. Sir Peter explains that they are 
driving round the country so that he can escape the attentions of a certain ‘middle-aged 
spinster’ who has been pursuing him. Daisy starts a flirtation with Meek, and shows him how 
to dance. When Miss Rebecca appears, Sir Peter initially takes her for the very woman he is 
fleeing from. Discovering his mistake, he starts to woo her, and the two couples dance at the 
end. 
4 vocal nos. 2 trios (Sir Peter, Meek, Daisy), 2 choruses (the second repeating the second 
trio).  
22. 
Title: The Lord Mayor’s Show 
Subtitle: Musical Comedietta 
Publication: December 1901 (27/13: 29–34) 
Singing roles: 4 (3 m, 1 f) 
Other roles: 1 (m) 
Scene ‘Private sitting-room in a London hotel.’ Mr. Avadrink Smith, a country squire, and his 
daughter Gladys have come up to London to watch the Lord Mayor’s show and are looking 
forward to seeing George Brown, a young man from their village who had been Gladys’s 
childhood sweetheart, but who left for London some ten years previously. Thanks to a 
clumsily written note they are visited by another George Brown, leading to an extended scene 
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of mutual denials, misunderstandings and increasing anger. Finally the right George Brown 
turns up and all is explained. 
4 vocal nos. 1 solo (George Brown 2), 1 duet (Smith, Gladys), 1 trio (Smith, Gladys, George 
Brown 1), 1 chorus. 
23. 
Title: ‘Family Jars’; or, The Reservist 
Subtitle: Musical Farce 
Publication: December 1902 (28/14: 29–32) 
Singing roles: 3 (1 m, 2 f) 
Optional chorus (villagers) 
Scene: ‘Interior of old house in country village.’ William Tarragon, a reservist home from the 
Boer War, arrives at his deceased uncle’s house, which is being temporarily looked after by 
Mrs. Gummins, an elderly, working-class ‘lidy’ down from London. His uncle was reputed to 
have been rich, and to have chosen William as his heir, but no will nor money has been 
discovered. He is reunited with his fiancée, Millie Miner, the village schoolteacher, who has 
just lost her job, the school having closed. They contemplate a life of poverty together, but 
when William angrily breaks one of his uncle’s tobacco jars he discovers both will and 
money. At the end he states: ‘Now I’ve got a bit of capital, I shall return to the Transvaal. 
Englishmen are wanted there; and, most of all, Englishwomen!’.  
4 vocal nos. 2 solos (Mrs. Gummins, William), 1 duet (William, Millie), 1 chorus. 
Notes: A prefatory note states that ‘MRS. GUMMINS could be played by a low comedian, if 
preferred’—the only suggestion concerning professional performance in any of the operettas. 
24. 
Title: Always Knock at the Door! or, ‘I’m the Gardener!’ 
Subtitle: Musical Farce 
Publication: December 1903 (29/15: 28–31) 
Singing roles: 4 (2 m, 2 f) 
Other roles: 1 
Scene: ‘Drawing-room of a modern small suburban villa.’ Theophilus Thompson, ‘a smart 
City man’, has to stay away overnight, leaving his house in the hands of his Aunt and his 
maid. They are terrified, as there have been burglaries in the area recently, but Theophilus 
promises to send them his friend Jones’s gardener, who will stay the night at the house. 
‘Honest John’, who is one half of the gang of robbers, breaks in, and gets mistaken for the 
promised gardener—a mistake he cleverly capitalises on. After the ladies have gone to bed, 
someone tries to get in through the window, but ‘Honest John’ knocks him down and grapples 
him roughly: it turns out to be Theophilus, forced to return early because of a missed train 
connection. ‘Honest John’ is forgiven, paid, and manages to pick up some cutlery on the way 
out. Only at the very end does the real gardener turn up, to general consternation. 
3 vocal nos. 1 solo (‘Honest John’), 1 trio (Theophilus, Sarah, Mary), 1 quartet (Theophilus, 
Sarah, Mary, ‘Honest John’). A few bars of melodramatic curtain music. 
Notes: An extended version of earlier notes about public performance says that permission for 
professional performance should be sought from ‘the Author, who will be very pleased to give 
hints as to “business” and “make up” to Amateurs, for Charities, &c.’ Repeated in no. 25. 
25. 
Title: Boxing Day 
Subtitle: Musical Farce 
Publication: December 1904 (30/16: 29–33) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘A room in a lodging house.’ Clairville Smith, a young author, had been travelling to 
Stipton, to spend Christmas with his sweetheart and her parents, when he was urgently called 
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back to London to advise on the seasonal pantomime he has written. He lodges with Biffkins, 
a retired soldier, and discovers, after various confusions, that in his absence his room has been 
occupied by Lavinia Simpson, Biffkins’s sister-in-law. Lavinia has come to London to meet 
Captain Smith, a man she has corresponded with romantically for some months. Lavinia 
concludes that Clairville is her Captain Smith, and he, because his sweetheart is also called 
Lavinia Simpson, concludes that the lady is his lover’s mother. After increasingly bad-
tempered misunderstandings it is revealed that Biffkins’s sister-in-law has been corresponding 
with Clairville’s uncle George, who had sent her an old photograph. Clairville’s own Lavinia 
turns out to be Biffkins’s daughter, who lives with the older Lavinia, and has adopted her 
name. She turns up at the end. 
4 vocal nos. 1 solo (Clairville), 1 duet (Clairville, older Lavinia), 1 trio (Clairville, Biffkins, 
older Lavinia), 1 quartet.  
Notes: An extraordinarily convoluted farce clearly strongly influenced by Box and Cox, which 
had already inspired Sullivan’s classic operetta, Cox and Box. At one point Clairville 
describes his predicament as a ‘Regular Box and Cox affair’. 
26.  
Title: The Old Year And The New 
Subtitle: A Fairy Operetta for Old and Young 
Publication: December 1905 (31/17: 28–30) 
Singing roles: 13 (sex unspecified) 
Other roles: 3 (minimum) 
Scene: ‘Inside the belfry of an old City church.’ On the evening of 31 December the Old Year, 
and representatives of the twelve months, report to Gog and Magog on the year past. The New 
Year arrives, attended by representatives of ‘Fruits, Flowers, Insects, &c’, and is welcomed. 
2 vocal nos. printed. 1 very extended ‘Song and Chorus’ for the Old Year and twelve months, 
with solo parts, 1 chorus. An overture of ‘some Old English Airs’ is recommended, and when 
the Old Year and Months enter they are told to sing ‘“Good King Wenceslas,” or some other 
well-known Carol.’ 
Notes: Essentially a pageant, or masque, and totally unlike Cympson’s other dramatic works 
for the Musical Budget, originally this may not have been intended for inclusion in the series. 
The note about Cympson being able to advise on productions is omitted here, and in no. 27. 
27.  
Title: Mistaken Identity! 
Subtitle: Musical Farce 
Publication: December 1906 (32/18: 28–32) 
Singing roles: 4 (2 m, 2 f) 
Scene: ‘Breakfast-room in basement of suburban villa.’ When Tom Morris, an Estate Agents’ 
clerk, lets himself into a property that he has to examine for necessary repairs he is arrested on 
suspicion of robbery by Detective Green of Scotland Yard. The married Green, who has been 
watching the house for some days, has been carrying on a flirtation with Kate, the maid, 
pretending he is a single man. When Kate appears he asks Tom to countenance his deception 
by pretending to be his friend. The situation becomes even more complicated when the owner 
of the house, Mrs. Gamut, who turns out to be Tom’s mother-in-law, arrives, but eventually 
everything is sorted out. 
4 vocal nos. 1 duet (Tom, Green), 1 trio (Tom, Green, Kate), 1 quartet, 1 chorus. 

________________________________ 
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