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Al! e Boe’s recording of Lehár’s best 
tunes does just what this music 
should. Time stands still a li" le, 
and I ! nd myself staring wistfully 
out of the window, full of memory. 

It’s fantasy a# er all, o$  a lifestyle that probably 
never existed and yet of which much of Vienna’s 
aura trades with its tourists. He has captured the 
mood exactly. 

It’s rare to ! nd among the younger genera-
tions of English singers a tenor who possesses 
the required balls for the singing of opere" a. % e 
apparent lightness of the repertoire is deceptive in 
its need for an Italianate warmth and lilt, mean-
ing that it has o# en fallen into the hands of those 
Spanish and Italian-speaking tenors, which, though 
lovely, means that there is o# en a thick overlay of 
accent – in either the German or English language 
versions. % e sensitivity of the likes of Richard 
Tauber is also hard to ! nd. By turns, you have to 
thrill with power and spin out pinanissimi of the 
so# est silk – like turning on a tap – pulling your 
listener in, and summoning up an atmosphere of 
intimate Viennese Heurige, faintly smiling patrons, 
eyes half-closed, tankards of green wine in hand – 
but I’m ge" ing carried away.

! e music on this excellent CD is a very 
particular repertoire. What does it mean 
to you?
My very ! rst audition was with the D’Oyly Carte 
and I went and stood on stage for them and sang 
‘You are My Heart’s Delight’ because it was the 
only song I really knew because it was what I had 
been brought up listening to. On a Sunday a# er-
noon my Dad would always put on the Richard 
Tauber records on and he’d sit back with his li" le 
glass of Benedictine a# er having a good roast din-
ner and it was wonderful – it was really lovely. At 
that time I didn’t realise how much of that music 
was going in and how much it was educating me 
but the older I got and the more I started listening 
to it with my Dad, the more I was appreciating 
it. Eventually it got to a stage where I was ge" ing 
my Dad his Benedictine and giving it to him and 
pu" ing the record on myself ! My Dad died 12 
years ago now but this sort of music, whenever 
I listen to it, always brings back memories of 
my father and my childhood so it’s very close to 
my heart. % at’s what I tried to put across in the 
recording.

And was that vocally an in" uence on you? 
Is that what clicked with you and made 
you realise you could sing? More than the 
music it was the sound of the voice that led 
you to sing?
I think the music spoke for itself really. % e music 
is so amazing, so heartfelt and really works on the 
emotions. It’s such gentle, so# , romantic music. 

Even the rowdy songs on there still have that ele-
ment of joy and happiness and love to them. But I 
didn’t realise I could sing that music till probably 
14, 15 years old. I started to try and impersonate 
Richard Tauber, the sounds he was making. Be-
cause my Dad used to do it – he could imitate him 
quite well. So I started to have a go and that’s when 
I discovered I could hit high notes and develop 
my own sound – now I can’t imitate anybody but 
myself ! 

Your own sound with this repertoire is 
very authentic – you are clearly embracing 
it. But it is deceptively di#  cult to sing.
It’s harder than you realise. % e text is so important. 
But Lehár gives you time and makes you work 
on the text and makes you get the text across and 
make the meaning clear. Because once you really 
start to concentrate on every word, then the music, 
the text, the emotions all go together and it works. 
It’s a wonderful feeling when it happens.

! e dynamics of it are so important.
Yes, it’s not always blasting it out, you can really 
pull it back and do the pianissimos and the so" o 
voce singing and that’s what make’s it special.

What do you think it represents today? It 
meant so much to our parents’ generation, 
but it’s not in the general psyche nowadays 
as much.
I think it just represents, in a sense, for me, family. 
It represents connection and warmth. Everybody’s 
take is di$ erent on that sort of music but for me, 
whenever I listen to it, it represents home.

It’s people’s music isn’t it?
It is, yes. It was pop music of its time and it’s never 
going to die. It’s always going to be there for people 
to listen to, whoever wants to take it on board and 
enjoy it. 

Are you on a mission to bring it back a bit?
I’d like to yes. Because there’s so much of it out 
there. On my album it’s just a small collection of 
some of the wonderful songs that are out there. I’d 
like to be an ambassador for that Lehár repertoire 
and the Viennese repertoire. It’s a wonderful style 

of music to sing. Great training for the voice too. 
And it sits great in the classical ‘division’ – it’s classi-
cal music – of the popular kind.

! e quality popular kind!
Of course!

What I $ nd interesting is that it works as 
well in English as it does in German – why 
do you think that is?
I think that the translators of some of these songs 
knew how to write romantically, poetically, and a 
lot of the songs were originally performed in Eng-
lish, because Lehár made it quite big in America. 
He did a lot of his concerts in America, usually 
with Tauber. And I think for the commercial 
aspect, they had to think about the translation 
and making it sound right, so a lot of it was done 
in English, but done very well – very romantic, 
nothing trying to be clever, like you get a lot 
today.

! ey sound like original texts, actually.
Exactly. ‘You are my heart’s delight’ – just that one 
line says it all.

It’s a shame that among young singers it’s 
not part of their repertoire any more.
No it’s not. % e conductor I used for 
the album, Mike Rosewell [head of the opera 
school at the Royal College of Music], is a huge 
expert in this ! eld of music because he studied 
in Vienna, and he taught me a lot of the stylistics 
of the music and helped with a lot of the reper-
toire. I had my own instincts with it, but having 
someone else’s input that has been associated 
with that music makes a whole di$ erence. And he 
said that from doing this repertoire, he’s going to 
start encouraging more people to take a look at it. 
And the opere" as themselves – Giudi" a, Frederike
and Frasquita – are just wonderful works to do. 
Hopefully we’ll see a few more of those come back, 
because they are great stories and great music.

What do you think could be done to get 
more young singers interested in it?
Personally I’d like to do a full tour of this repertoire 
– take it around the country, working with lots 
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of di$ erent orchestras. Also, if  I could, do some 
masterclasses at colleges. And really work on the 
history of this repertoire. Because at college you 
learn Mozart and Handel – very important – but 
just as important are these Lehár songs and the 
likes and it would be really cool to put that on the 
curriculum.

And tv-wise, music spots – it’s something 
that’s been missing for a long time – like 
a lot of things have because we don’t have 
the variety on tv any more.
Unfortunately, reality tv seems to have taken over. 
But then again, Celebrity Come Dancing instead 
of waltzing to a pop song, waltz to a Lehár song! 
It would be great to have a Viennese section and 
show them where waltzing really came from.

Yes, you need to work on that one!

So, this autumn you le%  EMI and went to 
Linn records – why did you do that?
EMI were in some di&  culties, I think. % ey had 
been taken over by a major ! rm. % ere was a lot of 
struggling on their part just as much as there was 
on mine. We would bring up a load of ideas and 
projects to work on to promote the album and 
work on together and there seemed to be a lack 

of enthusiasm for anything because people were 
worried about their jobs, I think. % ere seemed to 
be a lack of commitment and excitement about 
projects that they’d just spent thousands on! And 
we thought: we’re just wasting our time. We need 
to keep going and not let this a$ ect us. So we called 
it a day and found Linn Records in Glasgow. And 
when I did this album it was probably the happiest 
experience of my recording career!

Why was that?
It was just a really warm, buzzy, relaxed, no-pressure 
feeling about the whole thing. We did the whole 
album in two days! Eight hours I think it was.

You must have been nervous about making 
that move, because you knew it was going 
to be a public thing.
I can’t say I was at all happy about it. I was very 
disappointed because I’d put a lot of e$ ort into the 
previous album and into what they wanted to 
achieve and put out there. And to be honest it all 
seemed just one-sided – the hard work was all 
coming from our side. % ere were certain people 
in EMI who were backing us and supporting us, 
but the people that ma" ered didn’t seem to have 
the enthusiasm that was needed.

I always think that this whole crossover 
phenomenon is a missed opportunity to 
bring the real deal to the public. And when 
EMI had you I thought aha! Here we go. So 
why didn’t they follow that through with 
you?
To be honest I think it’s dollar signs.

But you could make that money with real 
singers.
But record companies don’t trust the music. 
% ey really don’t. Not enough to support. % at’s 
my observation of it. % ere’s not enough trust of 
classical music by the record companies and not 
enough trust in the artist. When I was asked to 
make a sacred arias album, EMI said they wanted 
to emulate Andrea Bocelli’s sacred arias album. 
% ey said give us a repertoire of what you’d like 
to do. And I thought great – this is fantastic, I can 
do ‘Ingemisco’ – Verdi requiem, all the Mozart 
Requiem arias, all the Handel Messiah arias, all 
the Mendelssohn Elijah, Puccini’s Messa di gloria, 
Rossini’s Stabat Mater. I came out with a complete 
list of solid classical oratorio repertoire and they 
came back with ‘% e Lord is my shepherd’, the 
Vicar of Dibley theme, which is very nice, but it’s on 
everybody’s album. % ey are ' ogging the same old 
rep out there again and again. If you haven’t done 
‘Nessun dorma’ then you’re not an opera singer – 
and that’s rubbish! 

It works the other way – because every-
body in their bath sings ‘Nessun dorma’!
Kermit the # og sings ‘Nessun dorma’!

It’s not the end result, it’s the beginning.
So I thought I can’t go on with this. I think they 
had an idea of a di$ erent avenue they wanted 
me to go down. But my management and I were 
determined that that wasn’t our intention, our 
mission or goal. We want to promote good, solid 
classical music. My idea of crossover music is to 
cross the music over to a new audience. % at’s the 
real crossover music. It’s not singing – sorry I was 
going to swear then – it’s not singing a bloody 
Madonna or an Abba song with Italian lyr-
ics! It drives me absolutely crazy. Music is 
so valuable to people. Don’t cheapen music. 
Don’t cheapen the art form. It’s there to stimu-
late emotions and develop people’s chances 
of listening to fantastic classical repertoire.
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Al! e Boe’s album, Franz 
Lehár: Love Was a Dream 
(CKD 346) is available on 
Linn Records

Al! e Boe’s album, 
Lehár: Love Was a Dream
(CKD 346) is available on 
Linn Records
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