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ISSUES OLD AND NEW
Editorial Notes

By now Victor’s new 43 r.p.m. disc has
been heard by many readers. Officially, it
was placed on sale on April 1st, though some
New York stores were demonstrating it sev-
eral days earlier. This latest development in
the record field has created a great deal of
comment pro and con. Apparently, the
several different types of records, now on
the market, prove confusing to many record
buyers. That this condition is not a new one,
few would seem to be aware. It existed at
tnany points in the life of music on records
in the past. Consider the problems of the
record buyer of former years when cylinders,
hill-and-dale and lateral-cut discs were on
the market. Though differences in speed at
that time were less radical, nonetheless they
also existed. To be sure, these affected far
less people, as very few, in those days, were
interested in reproducing more than one type
of recording, which was by and large the
lateral-cut, 78 r.p.m. records sponsored by
the big business concerns — Victor and
Columbia.

In a machine age, one can hardly expect
any product to remain static. The science
of reproducing sound could not fail to march
ahead with other scientific developments.
Changes and improvements in the sound-re-
producing field have been steadily manifest
since the war. It would have been para-
doxial had one basis of sound production —
the record — not have advanced along with
recent developments in equipment. None of
these to date have made obsolete the prod-
ucts with which most of us have grown up.
The ekistent commercial reproducing equip-
ment still have a limited frequency range.
Even the latest machines in the price range
of the average consumer, made by RCA
Victor, do not reproduce the full range of
the new 45, though it can be truthfully said
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that the latter offer a better semblance of
realism from these discs than from the stand-
ard 78. That new developments in the rec-
ord held have been accomplished in radically
different ways, than those to which we have
become accustomed, would seem to have
been the result of extensive experiments
rather than a sudden arbitrary move as
some would like to believe.

RCA Victor states that bperating speeds
employed in the past were selected without
consideration of undistorted reproduction.
Though one suspects this statement will be
challenged by men in the engincering world,
it is not for us to contradict it. It refers,
of course, to the distortion in the inner
grooves of the standard 78 record, which is
eliminated in the new 45. There are many
reasons for that distortion as well as ways
and means to counteract them. The align-
ment of the pickup has never been pursued to
the point of nearzperfection. The limitations
of space in cabinets have largely prevented
this. RCA Victor, further points out, that
several years after the Victor Talking Ma-
chine Company perfected the lateral-cut
record and the spring-wound phonograph
motor, turntable speeds in the industry
varied from 70 to 90 revolutions per minute.
The latter statement bears out our conten-
tions regarding the earlier record buyers. As
to the perfection of the lateral-cut disc,
authorities differ on this. H. Courtney Bry-
son, in his book The Gramophone Record,
contends that the perfection of the lateral-
cut disc was accomplished by American
Graphophone Company sometime during the
first decade of the century. le refers to the
so-called laminated record, and states: ‘“NMost
technical experts are agreed that the ‘paper
surface’ disc constitutes the finest type that
has ever been manufactured in commercial
quantities. It was probably on this disc
that the reputation was acquired by English
records for representing the highest peak of
technical achievement.”  Unquestionably
Victor and others contributed their own
improvements to their products, yet the com-
plete tribute and recognition for the first
efforts to perfect this record goes to Emile
Berliner, who created and developed it.
When we delve into the history of the record
and the phonograph contradictions consis-
tently confront us, and no one company can
claim full honors.
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Relative to the adoption of 78 r.p.m. by
record manufacturers, Mr. Bryston states:
“This speed, which agrees with theoretical
considerations, was chosen empirically [ital-
ics ours] long ago as a sort of compromise
among various factors, chief of which were
the ratio of surface noise to music, the time
of playing of a selection and the maintain-
ing of an even speed of rotation of the rec-
ord during reproduction.”

We have previously pointed out that ac-
quiring near-perfect rotation of an inexpen-
sive motor governed higher speed considera-
tions. The slower speed, i.e. 33 1/3 r.p.m.,
is said to have been arrived at as an expedient
for early sound motion pictures, in connec-
tion with 16-inch transcription discs, as it
gave the right playing-time relationship of
one disc to one reel of film. Joe Maxfield
of Bell Laboratories arrived at this speed by
his mathematical connotations made for Vita-
phone in the middle ‘twenties. However,
slow speeds, possibly as low as 33 1/3,
would seem to have been experimented with
in record laboratories prior to this. In the
carly thirties, Victor adopted this speed for
its long-playing records.

RCA Victor tells us that during the ten-
vear research and development program
which resulted in its new 43 r,p.m. record
and reproducer, engincers conducted exten-
sive tests to determine at which speed dis-
tortion-free reproduction could be obtained
from a record at minimum size and cost,
playing as long as a conventional 12-inch
record. I3y establishing a relationship
among several factors,” the company’s engi-
neers tell us, “including minimum diameter
at different speeds for the innermost and
smallest turn of the spiral, beyond which
distortion would occur, the size of the re-
producing stylus to be used, and the desired
length of playing time, it was possible to
determine at what speed the company’s goal
could be fully realized. A\ turntable speed
of 45 r.p.m. emerged as the mathematical
answer. At this speed engineers could guar-
antee 5 1/3 minutes of distortion-free per-
formance, and the finest quality record in
RCA Victor’s history.” RCA Victor's engi-
neers further point out that the inherent ad-
vantage of the 45 r.p.m. speed over the 33 1/3
speed is the fact that the former has a higher
groove speed under the reproducing necdle,

.

{Continued on page 232)
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BACH ARIA GROUP — Seated 1. to r. Jean Carleton (soprano}, Wm. II. Scheide (Dir.), Margaret To-
bias (alto), Robert Bloom (oboe), Standing I. to r. Bernard Greenhouse (cello), Sergius Kagen (piano),
Norman Farrow (bass-bar.), Maurice Wilk (violin), Julius Baker {flute), Robert Harman (tenor).

BACH AND VOCAL CHAMBER MUSIC

By William H. Scheide

(Director of *Bach Aria Groap')

[ remember a conversation [ once had with
a friend, a music lover and record collector,
on the subject of his particular interest,
chamber music. He gave every appearance
of being well-informed in this field but when
I asked: *“Have you ever head of vocal
chamber music?” he answered: “No.”
Such a reply should not be considered a
serious reflection on his lack of knowledge
for such works of the 19th and 20th centuries
as exist of this type are not of sufficient
numbers or importance to form a real
musical category. They still smack of the
esoteric. And these last two centuries are
still the only ones inhabited by most music
lovers. That is. if we include the Mozart
period. For in the works cf the great Wolf-
gang there is already the spirit that has
produced our musical world of solo virtuosi;
conductors, pianists, violinists and singers.
['hese still constitute alnost the only means
of bringing musical experience to the general
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public.  What is not written for great
orchestras or solo virtuosi is largely not
performed.

That this is a reallv deplorable and pre-
posterous situation is seen as soon as one
looks at other arts. Public appreciation of
architecture or sculpture goes back without
difficulty two or three thousand years. In
painting, the medieval and renaisance
[talians have not yielded to the moderns and
in literature no dimming of the popularity of
Shakespeare can be detected. The devotees
of these arts have before them a vast
variety of artistic experience; innumer-
able attitudes of mind deeply alien to our
own into whkich they can enter and from
which they can learn. How excessively
small in comparison is the less than two
centuries of music history which enjoys any
real popularity. No wonder music is in-
variably neglected in general histories and
by “students of culture.”” For most of
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the music we hear today was a living force
only for the nineteenth century. [t would,
indeed, be a living force anywhere, any-
time for a while. But after the millionth
hearing it Degins to wear a little thin.
Especially after the world which produced
it has been shattered in the two most fright-
ful wars of history. Let us see if we can break
out of this musty 19th-century music studio.

It is not so easy as one might wish to think.
It is not only the performers that have
chained us, it is the music itself. Ve have
become largely tone deaf. Unless we hear
the harmonies, sonorities and melodies to
which we are accustomed there will be no
musical experience. A musical sensitivity
must be developed which will have to be
built on organically to our present musical
endowment. Thus there is needed a music
which will act as a sort of bridge which,
while satisfying modern musical preconcep-
tions, will lead past them into a new musical
world into which we can grow and expand
indefinitely.

As might be expected, I feel that these
conditions are met in the music of Bach.
Bach occupies the pivotal position of using
on the one hand modern melodies and har-
monies as well as voices and instruments
with modern counterparts while at the same
time absorbing and perfecting almost his
entire musical past. If there ever was a
multi-faceted genius it is he. \What is desir-
able, therefore, is to enter into his world at
its point of greatest contact with ours with a
view not only to enrich ourselves on his
unrivalled spirit but eventually to work
backwards from him to the vast but more
distant musical heritage still lying unclaimed.

Where then is this point where Bach's
work makes its greatest contact with our
musical world? The assumption I find most
tenable is that it is in his cantatas for voices
and instruments, especially in the arias, the
commonest musical form in the cantatas.
Here Bach holds counterpoint to a minimum,
memorable tunes are everywhere and son-
orities of every type occur. But there is no
condescension in this music. The conception
often ranks on a par with the greatest and
most abstruse instrumental works. How-
ever, to this power of inspiration Bach adds
in his arias the appeal of clarity. And in
discussing the arias and cantatas we are not
concerning ourselves merely with some inci-
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dental creation of Bach but precisely with
that music which is his central achievement,
his main work. For, as Albert Schweitzer
says in his Bach book: ‘“In comparison with
the cantatas, everything else that Bach has
done appears as hardly more than a supple-
ment.” It is easy therefore to sce what a
revolution this demands in the popular con-
ception of Bach.

As a first step in bringing this about it is
necessary to break through the convention
of solo virtuosi, to create a group capable of
performing the vocal chamber music ensem-
bles in which Bach revelled. Here is the
handicap and the inertia against which one
struggles. It is also the reason Bach's arias
are so little heard. There is surely a larger
place for the shifting colors of intimate
ensembles.  There is surely a larger place
also, I hope, for Bach.. .

These are some (though not all) of the
objectives now being pursued by the Bach
Aria Group. Here is an organization de-
voting all its activities to the performance of
Bach’s vocal solo music in order to create as
large a public for it as possible. Because of
its makeup it possesses a larger potential
Bach repertoire than any other musical
soloist or ensemble. This, in the case of so
eminent a composer as Bach, is surprising
enough. But there are plenty of other points
of interest. There is little superficial re-
semblance between the Bach of arias and the
composer of the organ fugues and many of
the chorale preludes. \When a musical
layman meets the arias for the first time he is
often surprised that Bach could have written
them. The more educated music-lover finds
delight in the wealth of vocal chamber music
they offer. So the Bach Aria Group finds
itself doing something remarkably new and
yet at the same time of the highest greatness.
The success of the Group and the interest
already shown by the public in its work make
us believe that the need for this music, which
we suspected, actually exists. This is indeed
a happy discovery and impels us to go for-
ward and extend our world. Our main goal
is and will always be recordings as through
them the listener can achieve the most
lasting enjoyment of the music. Though I
believe that these arias make an initially
beautiful impression, it is only by repeated
hearings that one comes to know really such
aspirit as Bach.
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Stravinsky
§ Studio Lipnitzki

STRAVINSKY'S “SYMPHONY OF THE PSALMS”

By Sydney Grew

When Stravinsky’s first rccording of his
Symphony of the Psalms was issued in 1931
in England. the late Sydrey Grew — editor of
The British Musician and Musical News
was so stimulated by 1t that he wrote the
analysis printed helow. At tire time no score
was avadable vet, Grew affer spewmding a
couple of days with the records, formed his own
conclusions  Curiously, these arc neither
affirmed nor dented by Straviusky in his auto-
biography (1935). The composer merely states
the bare facts that led to the creation of the work,
although his vague remarks lead one to believe
that Grew was on the right track. At the time,
Grew wrote us in part as follows: 1 know
nothing of Stravinsky's politics or religion,
except that, according to published data, this
must be his first rendering in art of ¢ scriptural
theme. Tlere are no afficial or analytical
expositions, vet the choice of text allows me to
assume the intentions of the composer. I have
never had more than a moderate amount of svm-
pathy for other works of Stravinsky which 1
happen to know well. [\ nd thowsh I kave noih-
ing but the recording of the Symphory (by the
Straram Orchestra, ete.) yei I can tedl, after a
dosen or so hours of contaet with the music, that
it is sincersly religious, and 1t must therefore
have been inspired by some vast event or circuni-
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stance of which its creator is spiritually a part,
I regard it as a great and noble work. Strangely,
a recording of Palestrina’s famous Improp-
eria served the Symphony a good turn, so far as
my fpersonal study of the latter was concerned,
for the older work lifted me in the highest mood
of which my nature is capable. Once in that
mood I was in the state to feel the religious char-
acter of the new music, to overcome the awk-
wardness of us strange idioni, and to withstand
the shock of the ‘foreign’ nature of the com-
poser’s conception of the theme. 1 was helped to
see that the two works — the remote Palestrina
and the overwhelmingly near Stravinsky — are
Sed by one and the same inner impulse.” — Ed.

1

The text of the first movement is the last
two verses of Psalm 39 (King James version
of the Bible).  The main consideration of the
psalm as a whole is the brevity of life. Our
days are as hand-breadths; we ourselves are
as shadows, or “breathings”.  We do well
therefare to live quictly.  The key to the
spisit of the two verses that are used by
Stravinsky lies in the expressed  words
stringer and sojourner, and in the understood
thovght of Feith. The thought of the forty
vears wandering in the wilderness is in the

229



substance of the text, and in the music is an
expression of what that wandering signifies.
Whether we take this work as an ordinary
“drama” of religious emotion or as a par-
ticular expression of contemporary emotion,
this interpretation serves; and it instan-
taneously justifies everthing in the music.

The form of this opening movement, the
Prelude, is the true preghiera of musical
forms. Even with the breaks, it appeals to
the listener as one continued imploration.
The words are set simply and directly. The
time-quality allowed the syllables is very
cleverly calculated to enable the words to
assert their meaning. The verbal phrases
are disposed on a large, broad measure.
The ending is quick and immediate.

The music is simple, and it will attract and
hold listeners who may find it hard to under-
stand the music of the Fugue. The har-
monies of the fourth phrase, “‘quoniam
advena ego”, have an almost mediaeval
simplicity. There is a break after ‘‘lacrymas
meas’”’, and the following “Ne sileas” is
uttered in a sharp, forceful, intense manner.
The forcefulness beginning with this latter
phrase develops into extreme power in the
phrase ‘“‘sicut omnes patras mei”, and the
following *“Remitte mihi”’ seems to cut
through the climax. The emotional peak of
the prayer comes inevitably with the con-
cluding phrase, where the choral tone is
exceedingly powerful. The cadence in one
very familiar in all choral music of religious
tone, both ancient and modern,

11

The text of the Fugue is verses 1-3 of Psalm
40. These fall into two portions. The
setting of the first portion is prefaced by an
instrumental exposition of the theme. That
of the second is preluded by the same, though
in different form. 1n respect of tonal refine-
ment, these two instrumental passages are
well-nigh unique: they express, | should
imagine, the ‘“patiently” of the text; the
“expectans expectavi Dominum” which
renders the original Hebrew of “'In waiting,
[ waited for the Lord™.

In his interpretation of the first portion of
the text it seems that Stravinsky wants us to
realize that the speaker still feels himeself
very near to the distressful conditions implied
in the words. Vivid in the psalmist’s recol-
lection are the horrible pit and miry clay:
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the *‘place of noise and tumult” and the
ground “where there is no standing”. Strav-
vinsky does not write pictorially. His style
is not even the dramatic. But he certainly
does write in a manner that lets us preceive
the poet, and the people for whom the poet
speaks, still tremulous with the strain of the
recent ordeal. In thisis the key to his music.
So we must remove from our minds any recol-
lection of such a conception of the text as
that expressed in Mendelssohn's “I waited
for the Lord: he inclined unto me, he heard
my complaint. .."”

The Fugue has the same fine declamation
as the Prelude. Its cadential accumulation
of power (in other words, its larger rhythm)
is equally masterly. The music has touches
of loveliness, both intellectual and tonal, that
thrill one. But there are difficulties. Al-
though the polyphony is simple, the vocal
line is not always clear, because once in a
while certain instruments project themselves
into the foreground. Moreover, the har-
monies are occasionally disturbing. Yet
when one has realized Stravinsky’s con-
ception of the ideas, everything becomes
comparatively natural to the musical sense.

One of the touches of true loveliness comes
at the cadence “luto faecis’”. And the music
for the last phrase of the following, “‘et direxit
gressus meos”’, is a very echo from some pure
medieval time—the basses enter, and the
other voices, curiously Dblended, inclined
towards them.

The underlying thought in the text of the
second portion of the Fugue is *“Blessed is
the man that maketh the Lord his trust”.
We know this very well in our anthems. Yet
here again, as always when coming to a com-
poser like Stravinsky, we must at first put
aside all our previous conceptions of the
right musical treatment of scriptural themes.
Later on, of course, we have to find the bond
between works as diverse even as a tra-
ditional anthem and this latest expression of
religious ideas. The bond discovered, we
have all art within our grasp. The music
here is a little easier, in style and mood, and
though it has no sweetness, it is ecstatic.
Indeed. it is lofty; and from the full-throated
commencement of the “Et immisit’ right on
to the close, its has something of Miltonic
sublimity.

A profound change of tone is effected for
the next idea; and the level music of the con-
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cluding phrase cstablishes a mood of quiet.

I

In his setting of the Psalm 130 (third
movement) Stravinsky must have been in-
fluenced by two considerations. One — that
this psalm, being connected with Nos. 149
and 148, has a spiritual significance which,
not apparent on the surface, is revealed by
its companions.

The other consideration — that his work is
a symphony, in the modern poetical sense of
the term. It is therefore to be ‘‘accordant”
or “harmonious’ throughout, as the Scrip-
tures--shall we say?--are harmonious in the
matter of prophecy and fulfilment.

This second consideration, which gives
character to Psalm 150 from its dramatic
association here with Psalms 39 and 40,
makes Stravinsky write music for it that has
here and there a more sober tone. The first
consideration makes Fim at the same time
write music of a "‘processional” nature; for
these three last psalms are of Congregational
type and they belong therefore to services of
the Festival order.

The psalm, celebrating joy in the over-
coming of national encmies, is a recognition
that God “maketh glad the poor with vie-
tory”. The people “‘purified seven times in
the fire of affliction” (as the psalm-text of the
earlier movements of the symphony show),
have gained an abiding spiritual faith.
lence, in their song of praise and thanks-
giving they make the declaration that, out of
faith, they are assured of confidence and
courage to withstand the difficulties of the
future. This movement is best described as
consisting of four main sections.

1.

The people sing the Alleluia, in harmonies
that reflect the pure diatonic of Western
religious music. Then the priests sing the
sentence, Laudate Dominum, in notes that
suggest the eternal East. There are two
phrases to be mixed ir: the mind. They are a
kind of “motto’ or “motive”. Returning sev-
cral times, they serve as binding material in
the movement as a whole. The Laudate is part
of the first verse, at the close of which the
“motto” of Laudate Dominum is repeated.

The instrumentalists begin their work.
They play a prelude, of which the material
is:

(a) simple reiterated chords
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(b) a basso ostinato of 6 quarter notes
(c) and a trumpet figure of 4 staccato
notes.

The music in time becomes bright with

(d) a movement in triplets
under which is a heavy bass.

The instrumental prelude ceasing, the
women sing ‘‘Laudate Eum in virtutibus
Ejus”. The musical phrases are of the 4
hali-notes extent, being very compact. The
words are mostly firmly carved. The spirit
is that of a joyous elevation! In the body of
the instrumental accompaniment is a set of
four chords (of quarter note length) that is
constantly repeated.

An interlude ensues. The music takes the
chaords (a) of the instrumental prelude. To
their rhythm, but all on one note, the altos
and tenors sing “laudate Dominum invir-
tutibus 1Zjus, laudate Dominum in santis
Ejus”. The effect is mysterious, with the
mystery of remote ages.

The delivery of the psalm is continued,
with “lLaudate Fum secundum multitudinem
magnitudinus Ejus, l.audate Eum in sono
tubae”. The basses lead with the first line.
Altos and tenors set themselves in due course
over the bassess, their text also the first line.
Then the sopranos enter, to sing with the
basses the second line. The instrumental
music for these two lines is illustrative of the
sono tubae (sound of trumpets). The orches-
tra is like flame, its touch vibrant and its
tone thrillingly bright and sharp.

The next section begins with the Alleluia
“motto”.  Following this is the Laudate
Dominum, Laudate Eum, sung now to a kind
of ecclesiastical chant. Its ending is a
flashing orchestral  flourish, into which
enters, at the climax, a most unfortunate
reminiscense: nothing less than Grieg's “In
the Hall of the Mountain King” from Peer
Gynt. These things happen. But in due
time they are always obscured by the spirit
of the work.

The instrumental prelude of part 2 is now
repeated. To its short chords (a) the chorus
articulate, in five detached phrases, the
Laudate Dominum and the Laudate Eum.
The instrumental climax that cnsues is a
most jovous clangour. The text of the next
portion is the two lines “Laudate Fum in
timpano et choro” and “laudate LEum in
cordis et organo”. Sopranos and basses sing
these together, in a kind of canon or imi-
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tation, the basses a bar later. At the close of
canonic duet the full chorus sing the second
of the lings.

The music of the duet portion is not
immediately easy to justify. It has a South
German felling, — suave, sweet, and very
flexible. Yet its origin lies with the Alleluia,
and its function in the architecture of the
movement is, first to afford a moment of lyri-
cal relief, and secondly to prepare for the
sequel.

4,

Stravinsky now gathers together the last
three lines of the psalm. He wants to end his
symphony with one simple idea, and he
wants this to be essentially calm and pure,--
the final expression of the clarity and sweet-
ness that are figured in the music of the
Alleluia.  Beginning with “Laudate Eum in
cymbalis Dbene sonantibus™, the sopranos
sway between the top three notes of the scale,
(the key is E flat), while the altos enforce the
rich subdominant — the note A flat. To the
same music is given the next line “Laudate
Eum in cymbalis jubilationibus”. Then
comes the Laudate Dominum, Laudate Eum,
again in a kind of ccclesiastical chant. At-
tending this is a two-bar harmonic motive of
typical discordancy: the motive is repeated
again and again, and by its very persistence
it establishes the sense of something inexo-
able and inevitable.

The simpler E flat music returns, bar for
bar, to serve now as material for the last two
lines of the psalm. The orchestral part con-
tinues to a pause; and then the symphony
ends with the Alleluia, Laudate Dominum of
the opening.  All the music of the concluding
E flat section (from the “cymbalis” to the
spiritus’’) moves in 6-bar phrases. The time
is 3-2.  But there is a 4-bar basso ostinato or
“ground bass”, the twelve notes of which
follow their own rhythmical course, regard-
less of the 6-bar phrases of the main body.
The total effect of this dual independence is
one that probably merits the term sublimity.

Editorial Notes
-— (Co

ed from page 194)

permitting a substantially wider range of re-
produced frequencies at this speed and there-
fore a similar contribution to reproductive
fidelity.  So much for the company's publi-
cized stateient,
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From the above facts, it may be assumed
that the 43 speed was not an arbitrary one,
and once the record was in the works and
reproducing units planned it was not re-
garded as feasible to turn back. [owever,
many people in the sound field, to say noth-
ing of record buyers, wonder why RCA Vic-
tor did not settle on the 33 1/3 speed
which had been in use in radio and elsewhere
for some years. By extending only slightly
the diameter of their latest disc, sound auth-
orities contend, the same results could have
been accomplished.  Be this as it may, the
fact remains the new speed was adopted and
has been placed on the market. \What fol-
lows from here on in remains up to the rec-
ord-buying public. There is no question
that RCA Victor has manufactured a record
far ahead of its standard 78 product. \Wheth-
er the improvement of sound, definitely
noticeable even on commercial equipment re-
producing little above half the frequencies
in the sound track, is sufficient to induce the
buyer to purchase new equipment is a matter
of personal decision. Many of us will want
every improvement made in sound reproduc-
tion related to reproduced music. Accom-
panying housing difficulties may prove dom-
plex, but it should be pointed out once
again that RCA Victor’s player is a relatively
small unit which offers less problem than
many might suppose. Those of us who want
the best in record reproduction — and this
includes a consideration of artistry as well as
tonal quality — will hardly be willing to
concentrate on one record system. From the
musician’s standpoint, the long-playing disc
has compensations that cannot be refuted;
from the purely tonal aspect the new 43
offers a unique extended range experience to
those owning high fidelity equipment. Too,
the standard 78 retains our blessings, for
within its grooves is engraved both music
and artistry that may well never be chal-
lenged. It is hardly possible that all the
music and artistry in the 78 records will be
made available in the new speeds. The world
moves onward, reproduced music improves,
and the artists of today are better served,
vet those of yesterday are not forgotten and
never will be. We are reminded of Geraldine
Farrar’s remark that records hecome more
“precious with each succeeding generation”.

In line with this last thought, vour editor
would like to point out, especially to those
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who assume a belligerant or arbitrary atti-
tude toward records these days, that the en-
jovment of music is far more important than
concern over reproducing changes. Turning
one's back on the phonograph is depriving
oneself of music’s enjoyment in the most per-
sonalized manuer. No other sound-produc-
ing medium permits this. People who can-
not afford modern automobiles get around
in some very ancient contraptions and man-
age to enjoy themselves almost as much as
their more fortunate neighbors.  The fune-
tion of the automobile is travel. The func-
tion of the phonograph is the reproduction
of music. \When a person sayvs that he is
not buying any more records because he
cannot afford new improvements and/or
does not wish another mechanical contrap-
tion in his home, we are reminded of the
man who refuses to install a radio in an old
car. Few people junk an old automobile,
which still gets them around, because it is
an obsolete model and they cannot atford a
new one. To do so is to deny oneself a con-
venient and helpful means of travel. Those
who would junk their records and phono-
graph because they are not the latest models
deny themselves the benefits and pleasures
of much fine music and artistry.  Though,
by and large, the car owner cannot add new
improvements to an old model, this is not
true in the case of the possessor of a phono-
graph of relatively recent vintage. The
latter can acquire practical attachments to
reproduce the latest in recordings, and in so
doing increase his enjoyment of music.
* * *

Effective April 1st, Columbia reduced the
prices on its 78 r.p.nu discs. The new prices,
exclusive of tax, are as follows:

10" Popular. . . ..

12 Popular. . . ..

107" Masterworks

12" Masterworks

Undoubtedly, competion in the record
hrought about the change in prices, vet the
company’'s assertion that it has been a long
established policy of Columbia Records to
bring more music to more people at lower
cost” remains a fact. In 1940, Columbia
was the first to cut the price of classical
records in half.  In issuing its Long Playing
Microgroove disc last year. the company
brought the price of recordings down con-
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siderably. Those who buy the conventional
78 cannot but be grateful for this latest
move.

By Leo Riemans

My last year’s article, which appeared in the
March 1948 issue of this magazine, was actual-
ly written before the end of the year 1947.
Ilence, one famous singer, Karl Joern, who
died on December 19, 1947 in Denver, Color-
ado, was not mentioned at the time.

Jcern was born on January 5, 1873 (Caruso’s
birth year) in Riga, Latvia, of German parents.
Although his family were poor, young Karl had
the good fortune to be adopted by General Bar-
on von Dellingshuasen, whose lost son Karl
replaced. Joern discovered his voice at an early
age and studied under a son of the famous
Viernese Professor Ress. Making his debut at
23 in Freiburg, he was then engaged for one
year at Zuerich, three years at Hamburg, and
fron: 1902 at the Royal Opera in Berlin, where
he became a particular favorite of the Kaiser.
On January 22, 1909, he made his Metropolitan
debut in Die Meistersinger and thereafter re-
mained a member of that company until 1914,
singing not only the lighter Wagnerian roles,
but also scoring remarkable suceess in such
lyric French operas as Contes d'Ioffman, Man-
on and Faust. Mcantime, he had sung with
success at La Scala, Milan, and the Teatro
Colon, Buenos Aires.  He severed his contract
with Berlin (where he had been Farrar's most
consistent partner during her period there) in
1906, but he returned to the Charlottenburg
Opera in 1914 to give the first performance of
Parsifal in that house. During World War 1,
he stayed in America, obtaining citizenship,
despite all efforts of the Kaiser to lure him back.
Unfortunately, he interrupted his singing ca-
reer for the uncertain job of prospecting. This
finally resulted in his settling in Colorado. lle
invented a gadget, which he claimed would un-
failingly locate all sorts of mineral deposits.
The gadget proved unsuccessful, and he lost
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most of his money.  In 1928, Joern returned to
the operatic stage with the German Opera
Company, touring the United States with
Gadski, and graduating into the heavier Wag-
nerian class, singing Tristan for the first time.
Though he was 55 then, he surprised all the
critics by the vigor and beauty of his singing.
During the last decade and a half of his life,
he taught singing in Denver.

Joern was a prolific recorder, starting in the
earliest period of G & T and remaining with
H.M.V_ until 1914, ending with a series of re-
cordings from Parsifal. Some of these were is-
sued by Victor, though in view of his popularity
in the United States, regrettably few. Among
the most sought-after discs are his duets with
Farrar (made in 1900), his Arficana aria where
he surprisingly delivers a top D, the duets with
Destinn, particularly from Les IHuguenots. 1le
also recorded complete versions (in German) of
Faust and Carmen with Destinn,  In America,
he made discs and cylinders for Edison, and a
group of German folksongs for Columbia.

On January 8, 1948, the world of music lost
Richard Tauber. Though known to be a sick
man, his death came unexpectedly. Only a few
months before the very day, prior to under-
going an operation, he had sung Don Ottavio
i Don Giovanni with the Vienna Opera Com-
pany at Covent Garden, with much of his old
beauty of tone and with true mastery of stvle.
In some ways, Tauber can be called the German
McCormack.  Both were sincere and gifted
musicians and artists, but both squandered
precious years of their prime on music without
value. Tauber was born May 16, 1892, the
son of a famous actor. He originally studied
composition and conducting, but soon discov-
ered his voice, and made an early debut in
1913 at Chemmnitz. The following year he was
engaged by the Dresden Opera, where he re-
mained for a decade. He sang, during that
period, all the lyric roles in the repertoire, and
made a long series of classical recordings for
Odeon (acoutic) which remained the best he
ever made. They inctude five duets with Elisa-
beth Rethberg and one with Lotte L.ehmann.
Those who chiefly know Tauber by his popular
clectrics shoutd do well o listen (o these early
records, particularly the Dalla sua pace from
Don Giovanni (in German). 1 often play this
last as a pendant to McCormack’s Il mio tesoro.
Both are unique in their way. About 1924,
he started to appear in! Lehar operetias, which
from then on were specially composed for him.
Almost imperceptibly he drifted out of opera
and into musical comedy, also appearing in
several carly German talking pictures. lLike
McCormack, he returned to his early love in
his later days, and curiously enough” his very
last Parlophone recordings were of classic and
operatic arias, all of which reveal his sivlistic
accomplishments and much beauty of tone,

With the death of Hermine Kittel at the
age of 68 on March 4 was severed one of the
last remaining links with the glorious days of
the Vienna Imperial Opera under Mahler. She
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was at that time the principle contralto. Hers
was a long career at that opera house, lasting
until 1932, though her final recordings date
from 1914, Kittel sang in Bayreuth, but other-
wise was seldom heard outside Vienna. lHer
records are rather rare and comparatively un-
known except in Austria. [ would recommend
collectors to pay attention to them, as many
are choice treasures. Her duet from Martha
with Wilhelm Hesch contains a feat unique in
gramophone history a prolonged trill in
unison by a contralto and a basso. ller Djami-
leh (Bizet) recordings are true gems, and her
finale from Carmen with Slezak is the most
realistic recording of this scene | have ever
heard.

The soprano Marie Tiffany, who died on
April 12, was for many years a minor member
of the Metropolitan Opera Company, having
made her debut there on December 25, 1916
as Haensel and the Sandman in Iaensel and
Gretel. She left a long list of Edison and Bruns-
wick records, many of which disclose a tight
and charming voice,

Janet Spencer, who died May 19, was for
many vears a distinguished oratorio and concert
contralto. Her career seems to have been short
lived and was ended by World War 1. For
many years, her annual concerts in New York
were regarded by many as important events in
the music season.  She made records for Victor,
two of which were recently reissued in its Heri-
tage series.

The records of Rene Rivienne (born 1880)
are less known. This American soprano, who
died June 8, was a member of Henry Savage’s
Opera Company, and one of the first singers of
Mme. Butterfly to tour America. She sang
the role (in English) in a series of records made
by Columbia, with Vernon Stiles and Harriet
Behnes. Her discs, eight in number were single
sided Columbia Tricolors, issued in 1907, I
is unfortunate that little biographical informa-
tion is available on this singer or the two above.

Hubert Eisdell, who died in Canadi on
May 30, had an almost exclusively British
carcer.  He made many recordings for British
Columbia, but does not seem to have rated any
biographical data in catalogues or musical
histories.  He was a well known oratorio and
concert singer. .\s the tenor soloist in Beech-
am’s first Messiah recording, he gained con-
siderable prestige in the record world, but Eis-
dell made many records in the acoustic era
among which was a complete version of Quilter’s
song cycle To Julia, sung to its original string
quartet accompaniment

Completely unknown to American collectors
are the two records made by the soprano,
Giuseppina Cobelli, who died in laly on
September 2, Even her name may be unknown,
though she was perhaps the most interesting
artist on the ltalian operatic stage during the
1920s and 1930s. I have never understood why
she was not internationally more famous. In
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1924, she sang a full season in Holland, appear-
ing in dramatic roles, and from then until 1931
she returned yearly for guest performances in
La Tosca, Louise, Adriana Lecousreur and
other operas. She sang at La Scala for many
years, where she was always selected to create
new roles, and to appear in parts which were
enhanced by her wonderful acting. She sang
Isolde under Toscanini.  Her Kundry and
Sieglinde were unsurpassed in Italy. Though
she was a specialist in such operas as Fanciulla
del 1West, Fedora, and Tosca, she sang with equal
success the Countess in Figaro, and even operas
of Monteverdi. As a pupil of Marschisio, her
splendid voice was perfectly schooled, but what
made her unique was her interpretative mast-
ery. In many ways she can be compared to
Claudia Muzio, though no two voices were ever
more different. This great soprano, who in
Italy enjoyed a fame second to none, made
only two acoustic records, both issued by
H.ALV. on the cheap, green label. Each is
coupled with a solo by the tenor Giorgini. As
they were never sold outside of ltaly and had
only a short life, they will someday become top
rarities. Cobelli retired about five years ago,
still in her prime, stricken by the greatest
tragedy that can befall any musician total
deafness.

Though not nearly as great a singer or artist
as Cobelli, Bianca Scacciati, who died on
October 135, is much better known in the United
States, and may enjoy a greater immortality
through her numerous records. She made
many recordings for Columbia, including the
Leonora and Tosca in the complete recordings
of Il Trovatore and La Tosca. Though a con-
temporary of Cobelli, she was not blessed with
as fine a voice. ler soprano was a typically
strident ltalian voice, and she cared more for
volume of tone than for shades or nuances.
She was best in the veristic roles, and in her
time a popular Aida at La Scala.

Ferruccio Giannini, who died on Septem-
ber 17, was the father of the noted soprano.
Dusolina. He was also a famous recording
veteran. e might perhaps be even the very
first well-known singer who ever recorded com-
mercially in America, as his Berliners go back
to 1896. His recording career ended in 1904
for Columbia. His best known record is his
Columbia Miserere from Il Trovatore, in which
the part of Leonora is taken by a particularly
funny-sounding cornet.

Rosalie Chalia, another of the earliest of
all gramophone artists passed away on Novem-
ber 16. ller real name was Rosalie Herrara.
This soprano was born in Cuba in 1865. She
had one season at the Metropolitan Opera
(1898-99), making her debut as Santuzza. After
this, she toured extensively with travelling
opera companies.  With Giannini and De
Gogorza, she was the most prolific of the early
recorders, and one of the few sopranos of the
era who cut the wax with good results. One
of her most remarkable records is a black label
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Victor of around 1914, called Una Noite, the
end of which displays the phenominal range of
her voice, well over two octaves. [This disc
is not listed in Victor's domestic catalogues of
1912 to 1915. Presumably, it was included in
Victor’s special Spanish or South American
catalogues.—Ed.)

The contralto Josephine Jacoby, who died
on November 13, unfortunately left us few re-
cordings. Nearly everybody has her quartets
with Caruso, etc. from Marta and Rigoletto,
and her Flower Duet from Mme. Butterfly, with
Farrar, is also well known. It is curious that
Victor never asked her to make some solo re-
cordings, as hers was a smooth and pleasing
voice. The only records she made were two-
minute Edison cylinders, two of which were
re-recorded and issued by IRCC.

bl §

Eliette Schenneberg, the contralto, died in
Paris in November. She was only 40 years
old. She recorded during the war. As she
was regarded as an intelligent and conscientious
singer, one is glad that souvenirs exist of her
artistry. I am unable to recommend any of
her records as to date 1 possess none. [She
sang in the complete recording of Honegger’s
La Dansedes Morts, HH.M. V. DB5135/37. —Ed.]

At the time of writing this article, 1 receive
the news from Hamburg of the death of
Julius von Scheidt at the age of 71. This
German baritone was one of a family of sing-
ers, like the three Schuetzendorf brothers, He
is still survived by his elder sister Selma (born
1874) with whom he recorded for G & T, and
his younger brother Robert (born 1879), also a
baritone. There has been some confusion about
these two baritones, especially because Julius
was engaged in Cologne, and then went to
Hamburg, while Robert originally sang in
Hamburg and then went to Frankfart. Luck-
ily, they always used their full names, so it is
easy to tell which was which. Julius had
the best voice of the two, a fine lyric baritone
not unlike Gerhard Huesch. His duets with
sister Selma, especially from Zauberfloete, were
long best sellers in Germany, surviving from
1906 until the advent of electrical recording.

COLLECTORS' ISSUES

WAGNER: Lohengrin—FEuch Lueften, die mein
Klagen; OFFENBACH: Les Contes d’Hoff-
man-—Phoebus stoltz in Sounenwagen, Frances
Saville (soprano) with piano (1902). IRCC
3051, 10-inch disc, $1.75.

MASSENET: Le Mage—-Ah! parais! astre de
mon ciel! Agustarello Affre (tenor) with
with piano (1902). GOUNOD: JMireille
Anges du  Paradis.  Adolphe Marechal
(tenor) with piano (1905, IRCC 3032, 10-
inch disc, 81.75.



BIZET: Les Pecheurs de Perles—De mon amie;
HAHN: Offrande. Reynaldo Hahn (tenor)
accompanying himself at the piano. (1910).
IRCC 3053, 10-inch disc, $1.75.

PACINI: Saffo—L’ama ognor qual’io. Eugenia
Burzio (soprano) with piano. ROSSINI:
Semiramide—Bel raggio lusinghier. Rosalia
Chalia (soprano) with piano (1896). IRCC
3054, 10-inch disc, $1.75.

MASSENET: Thais—L'amour est une vertue
rare; BEMBERG: Chant Vénitien. Mary
Garden (soprano) with orchestra and piano
respectively. (1905). IRCC 3055, 10-inch
disc, $1.75.

® Frances Savelle, born in San Francisco and
raised in Australia, was, according to her niece
Frances Alda a very beautiful and capricious
woman. Her voice, was described at the time
of her Metropolitan debut in 1895 as resembling
that of Emma Eames, but on a smaller scale.
These two selections seem to bear out this
appraisal. It is easy to recognize in the carly
recording a tonal concentration and purity of

I R CC
Unique vocal and deamatic historical recordings. Exclu-
sive first editions and re-cordings. Founded 1932,
INTERNATIONAL RECORD
COLLECTOR’S CLUB
318 Reservoir Ave., Brideport 6, Conn .

MONTHLY RECORD SALES
of

Rare and Obsolete Vocal Recordings by greal artists
of the past can be bought at YOUR OWN PRICE at
our Mail Auctions. All bidders receive free of Charge
lt,he selling price of each lot after the sale. Write for
ists.

Single varieties and entire collections
purchased for cash

DIXIE RECORD CLUB

Room 1138 DuPont Bldg., Miami 32, Florida

HIGH SCHOOL TEACHER
Sells rare, hard-to-find, out-of-print records.
Lists upon request. Collections purchased.

Ellie Hirschmann (Mr.)
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line that characterized other Marchesi pupils —
Eames, Melba, Calvé and Suzanne Adams.
Nowadays we cannot but be impressed by the
versatility of the soprano who can turn from
Wagner’s Elsa (albeit a rather light Elsa) to the
Doll in The Tales of Ioffman, but Miss Saville
does it with ease. Though sung with less
abandon than the florid Offenbach number, the
Wagner emerges more clearly from the speaker,
due, no doubt, to the fresher condition of the
original from which the dubbing was made.

Agustarello Affre is new to me. e was how-
ever, a prolific recorder in the early days of the
century. and appears to have had a big repu-
tation in France. The voice, as we can hear it
today, is beyond any question phenominal —
his nickname, the French Tamagno, seems apt,
for the striking fullness of the tone carries up to
an easy high B-flat at theend. The unfamiliar
aria he sings is curiously like Gounod's air for
Romeo, especially in its text, and at the same
time recalls Massenet’s own air for Jean in
ITérodiade.

The companion selection shows M. Marechal
as the possessor of a more lyrical voice, indeed
a_voice with a suggestion of his compatriot
Clement, Hisdelivery of the high-lying melody
is easy and appealing, and better record-
ed on the whole than that of Affre.

The Reyvnaldo Hahn coupling naturally re-
veals a fresher voice than that we know by his
electrical recordings. Though no one ever
claimed that it was in any way a remarkable
instrument, the singing has so many virtues we
can almost believe that it was. ILine, diction,
Style, with a capital S, and in the Bizet wonder-
fully neat passage work — somewhat clouded
though they are by the early recording process,
these performances may well taken as models.
Though the nondescript voice was usually
labeled a tenor, these two selections are pre-
sented in baritone keys.

Eugenia Burzio is said to have won the admir-
ation of no less a judge than Toscanini, and her
records have long been collectors’ prizes. This
one is typical of the examples 1 have heard — a
natural voice of unmistakably fine quality,
produced with ease, but inclined to a blatty
whiteness which was probably part and parcel
of her passionate delivery of dramatic music.
This sample gives no inkling of the size of the
voice, but we may presume it was ample
enough

Rosalia Chalia, recently dead, shows up
amazingly well in the earliest recording of all.
The tone quality is lovely and the facility of the
execution impressive in the extreme.  If the
intonation js a little indistinet, that is probably
not her fault.

The Garden dise replaces 1RCC 3007, on
which the same originals were copied. The new
version of the Thais air is cleaner and more
forward that the old.  The improvement
seems to me less obvious in the Bemberg song.
The legend that Garden had no voice is effec-
tively dispelled by such recordings as these.
There is an extiting freshness and spark in the
tone which even the Columbia dises of just a
few vears Inter did not catch. —DP.L.AL
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LISZT:  Les
Leopold Stokowski and Hlis Orchestra.
Victor set DN-1277. price $2.50 (manual
3.50).

Preludes (Symphonic Poent);

AStokowskd, with a specially assembled
orchestra of about 60 including some of the
top noteh soloists available in New York,
still continues to give us reproduced perform-
mances that challenge the best made any-
where.  The “his orchestra” caption on the
record label is justifiable, as there are few
conductors living who could assemble, re-
hearse and conduct an ensemble of this kind
and make it play like a scasoned orchestra.
Of course, Victor's engineers — working in
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conjunction with the conductor are re-
prI]bll)lC for the splendidiy realistic record-
ing. Only the other day, an engineer with
the Polytechnic Institute in Brooklyn, in-
formed us that he regarded the recent Victor
recording of “Stokowski and his Orchestra”
as among the finest orchestral discs made
anywhere,  tle cited, as an outstanding
example, the recent issue of Sibelius’ The
Swan of Tuonela, of which we previously had
glowingly written. Here we have the same
realistic clarity and quality of instrumental
timbre and a balance that delights the ear on
extended range cquipment, and also the
lovely oboe playing of Mitchell Miller.
Even those weary of this overly familiar or-
chestral war horse can find enjoyment in the
reproductive quality. There is only one
point on which one can quibble and that is
the lack of fulness and lushness of string
quaiity that this composition demands. An
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ensemble of 60 players can hardly acconiplish
results similar to a full symphony orchestra.

I discretion is the better part of valor,
than temperance is the better part of emo-
tion. Stokowski, in his interpretation of this
work, which can hardly be a stranger to him
after his long career in the concert hall,
tempers Liszt’s romanticism with artistic
sobriety. His performance has a sincerity
and forthrightness that recommends it.
Only one disturbing element was found in the
issue we heard — the surface noise on side |
added an unpleasantly aggressive element to
the production. The discs are inclosed in an
envelope instead of an album, an innovation
which saves the buyer money. —P.H.R.

LISZT: Hungarian Rhapsody No. 2; Boston
“Pops” Orchestra, conducted by Arthur
Fiedler. Victor disc 12-0763, price $1.25.

AVFiedler gives a rhythmically incisive and
forthright performance. The conductor nev-
er fails to impress us with his ability to
handle compositions of this kind with genu-
ine wholesomeness and vigor. The recording
is tops. —P.G.

MARTUCCI: Novelletta, Op. 82; Orchestra
Sinfonia dell'EIAR, direction of Willy
Ferrero. Cctra disc BB25095, price $2.50.

AGuiseppe Martucci (1856-1909) is right-
fully revered in Italy. A gifted composer,
conductor and pianist, he was one of the first
musicians to cultivate symphonic and
chamber music in his own land. It seems
strange that neither one of Martucci's two
symphonies have been recorded for they have
an undeniable limpid charm and melodic
spontaneity. Only his Notturno and Novel-
letta, from the set of Little Pieces for orchestra
are available. These, as well as the sym-
phonies, are not unfamiliar to American
listeners as Toscanini has played them on
many occasions. It is not difficult to under-
stand Toscanini's devotion to these essen-
tially lyrical Italian works, dated though
they may be. The Novelletta, originally a
piano piece, is an imaginative little scherzo
effectively scored. Ferrero gives it an en-
gagingly alert and incisive performance.
The recording, while not extended range, is
good. —P.H.R.
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MENDELSSOHN: Symphony No. 4 in A
major, Op. 90 (Italian); The Cleveland
Orchestra, conducted by George Szell.
Columbia set MN-733, three discs, price
$4.00, or Mlicrogroove disc MIL. 4127
(coupled with Mendelssohn:  Capriccio
brilliant), price $4.85.

Aln December, we had a new recording of
this popular symphony by Koussevitzky and
the Boston Orchestra. last scason, Szell
conducted the Cleveland Orchestra in a
Mendelssohn centennial cyvcle and his per-
formance of this work was regarded as the
landmark of the series. Szell adopts a slight-
ly faster tempo in the opening movement
than most conductors, though this is not
without precedent as those who remember
the early Hamilton llarty recording will tell
you. The same taut energy, evidenced in
his recent NMozart E flat Symphony, prevails.
The opening and closing movements have an
athletic stride, an assertive emphasis, that
makes for a dry crispness of string tone. The
opening string passages are strident. There is
little of the polish that Koussevitzky achieves.
Szell's reading, however, is probably as
valid as Koussevitzky's. It is all a matter
of what one considers Mendelssohn intended
in his musical recounting of a year spent in
Italy. There is plenty of healthy exhilira-
tion in the music and more than a hint of
strong sunlight and bracing air. But even
in his quick movements Mendelssohn de-
vised moments of gentler and tenderer feel-
ing. On the strength of improvements in
Beecham’s Sibelius' Seventh Symphony, in
the long-playing version, one wishes Colum-
bia had redone his rendition of this sym-
phony. Szell tends to keep the coloring
of the music more or less black and white,
while Koussevitzky with his flair for ele-
gence achievesa wider range of tonal timbre.
That elegance was one of Mendelssohn’s
chief attributes few musicians would refute.
The cxpert manner}in which Szell handles
his orchestral forces, the breadth and pre-
ciston he attains, are qualities that make for
some excitment. Unquestionably, many will
endorse hisYinterpretation. It is a much
healthier and fresher one than the Unger
performance, put out by Decca last year.

The recording is good, though lacking in
the spaciousness of sound which I seem to
remember jin some carlier Cleveland releases.
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The long-playing version scems to me the
hest bet. particularly as it is coupled with
the Mitropoulos-Graudan performance of the
composer’s Capriccio brilliant, which is re-
produced better than originally. P.H.R.

RAVEL: Suite Ma Mere I'Ove; Boston
Symphony Orchestra, conducted by Serge
Koussevitzky. Vietor set DM-1268, two
discs, price $2.50.

A Roussevitzky's early, much-admired re-
cording of this work, which dates back fifteen
vears or so, is hereby replaced with a hand-
some new version.  The Boston conductor
has made a specialty of this music, refining
the orchestral playing Dy painstaking re-
hearsal to the last centimetre of correctness
in balance and rhythm. I the whole thing
sounds a bit tired and world-weary; well,
that is the nature of the work.

w-Fairy images are recreated through the
veiled eyelids of the sophisticate. There are
no wide-eyed fairies with gauze wings here;

Ravel'ssprites have been around. To further
emphasize his feelings toward them, the com-
poser not only spins his varns with the erystal
clarity of the great storyteller, but further
ponders their morals in contemplative, deli-
cately tinted phrases.

Other conductors have given a good ac-
count of this score, notably Albert Woltt
and Piero Coppola. but none have captured
the mystic, almost oriental quality that lurks
in the music, the adult dismay and dissatis-
faction with the outcome of these childish

fancies. —AMLP.

SCHUNANN:  Manfred Overture, Op.
115, and BEETHOVEN: Consecration of
the Iouse—Qverture, Op. 124; NBC Sym-
ymphony Orchestra, conducted by Arturo
Toscanini.  Victor set DM-1287, three
discs, price $4.75 (manual 8§5.75).

ANeither of these works have found favor

with music listeners commensurate with their

qualities.  Henee one is pleased to have

Toscanini, whose admiration for them has
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been evidenced through the years, per-
forming them on records. His penetrating
musical insight illumines the music of both
with characteristic vitality. Itisamazing to
note the indefatiguable drive of the con-
ductor’s interpretations and the concentra-
tion of energy and thought that underlies his
work.

The overture from Schumann’s incidental
music to Byron’s drama, Manfred, remains
one of his most persuasive orchestral work.
Here his orchestral writing attains a high
peak. One agrees with the late Sir \WW. H.
Hadow that “from the first note to the last it
is as magnificent as an Alpine storm, somber,
wild, impetuous, echoing from peak to peak
with the shock of thunder-clouds and the
clamour of the driving wind"”. This is not
extravagent praise characteristic of it period
of writing (1892), rather it a just appraisal
imaginatively set forth. Too few people read
Hadow these days, yet his two-volume set of
Studies in Modern Music are far from out-
dated and well worth perusal and study. In
this overture, Schumann comes closer to the
spirit of Beethoven than anywhere else. It
is Hadow who points out that a ‘‘sense of
effort”, apparent in all of Schumann's orches-
tral work, places this music on a lower level
than the concealed art of Beethoven. The
knowledge of this undoubtedly prompted
Toscanini’s placement of this composition
before the Beethoven. In association with
Schumann’s Manfred, it is interesting to
know that a lack of courage on his part
prevented the work from being dedicated to
Queen Victoria of England, whom the com-
poser admired.

The Beethoven is in reality a second
overture to the play The Ruins of Athens.
The latter in a new adaption was chosen to
open the Josephstadt Theater in Vienna,
October 1822. A far more imposing and
ambitious work than its predecessor, this
overture found its impetus in rhe composer’s
admiration of Handel's theater style, and
according to some writers owes something to
Mozart’s overture to The Magic Flute, The
march-like opening is both pompous and
festal, The section with the runs in the
hassoon and the violins has been described as
the “‘hurrying and excitement’ of the crowd.
The main body of the overture in fugato style
is ingeniously conceived and carried out.
There is a majesty and musical sapience to
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this work that sets it apart from all other
overtures of Beethoven.

The Schumann has no competition either
as a performance or as a recording. An
earlier release by Boult and the B.B.C.
Symphony, dating from 1934, has long been
withdrawn from the catalogue. The pres-
ent recording, made in Carnegie Hall, is
exceptionally fine in its tonal resonance and
spaciousness. The Beethoven, made more
recently in Studio 8H, lacks the best qualities
of the former; there is a tightness in the string
tone and a lack of similar qualitative expan-
sion in the fortissimos. In many ways, the
1939 recording by Fielder and the Boston
“Pops” fares better in this respect, but
neither his performance nor Weingartner's
made the same year in Europe attains the
driving intensity of Toscanini, and both are
too deliberately paced.

STRAUSS (arr. Doebbler after Singer):
Der Rosenkavalier — Waltzes; Boston
“Pops” Orchestra, conducted by Arthur
Fiedler. Victor disc 12-0762, price $1.25.

AThe arrangement here appeals to me less
than most, it seems a bit disjointed. How-
ever, it should be noted, that without scores
one can hardly discuss arrangements intelli-
gently, and it may be that others have used
this one without label credit. Of course, the
Boston ‘“Pops” Orchestra plays with its
usual polish and Drilliance and the recording
is bright and tonally realistic. Mr. Fiedler,
who knows his Viennese waltz technique,
avoids unneccessary melodic languishing.
The surface noise on my disc was too com-
petitive to the music for my liking. —P.H.R.

%8 CHAMBER
WP/" yem

BARTOK: First Violin Sonata; played hy
Yehudi Menuhin (violin) and Adolph
Baller (piano). Victor set 12M-1286, four
discs, price $6.00.

AAs far as can be ascertained from standard
references, this is a first recording anwhere.
The more Bartok on records, the better. He
was a great composer, but a difficult one to
assimilate, and on records one can play a

The American Record Guide



' RENAISSANCE

of the GREAT: RECORDED MUSIC
of EUROPE

preserved underground

during the [)om[)ings ofEurope

...by TELEFUNKEN

[)rougltt to you
in new pressings from the

original masters

"Capitol's Mark of
Musgical Merit"... a ncw
symlxo/ that sets a ncw
standard of quality in

clasaical recording.

FIRST ALBUM RELEASE

ERNA SACK

The European Nightingale
Potpourri—Parts 1 and 2

Parla Valse by Arditi

Funiculi Funicula by Denza

Jubilate by Silcher

Swallows from Austria by Josef Strauss

Album ECL-2500 (three 12-inch records)—$5.00

BEETHOVEN

Eroica Symphony No. 3 in E-flat Op. 55
Amsterdam Concertgeboutw Orchestra
Conducted by Mengelberg

Album EFL-2502 (six 12-inch records)—$8.75

HINDEMITH

Mathis der Maler (Matthias the Painter)
Berlin Philharmonic Orchestra
Conducted by the Composer

Album ECL-2503 (three 12-inch records)—$5.00

FRANZ LEHAR

Operettas from Vienna
Merry Widow—Count of Luxembourg—Paganini
Album ECL-2501 (three 12-inch records)—-$5.00

BRUCKNER

Mass in E Minor

Choir and Orchestra of the Hamburg State Opcera
Conducted by Max Thurn

Album EEL-2504 (five 12-inch records)—$7.50

FIRST SINGLE RELEASE

Side 1—-VOICES OF SPRING
Waltz (Johann Strauss)

Side 2—-THE NIGHTINGALE

Russian Folk Song (Alexander Alabicff)
Record No. 81000—81.25

ERNA SACK

With the Orchestra of the German Opera House, Berlin
Under the Direction of Dr. Hans Schmidt-Isserstedt

OVERTURE TO TIIE SICILIAN VESPERS
(Verdi)

LA SCALA ORCHESTRA OF MILAN

Under the Direction of GINO MARINUZZI

Record No. 82000—-81.50

OVERTURE TO ALCESTE
(Gluck)

THE BERLIN PHILHARMONIC ORCHESTRA
Under the Direction of WILHELM FURTWANGLER

Record No. 81001-81.,25

THE ROMAN CARNIVAL: OVERTURE

(Le Carnaval Romain, Op. 9) (Berlioz)
DR, WILLEM MENGELBERG
Conducting the

CONCERTGEBOUW

ORCHESTRA OF AMSTERDAM

Record No. 81002—81.25

FRICES DO NOT INCLUDE FEDERAL STATE OR LOCAL TAXES



work over and over again until the form and
logic are revealed. Of course there are some
Bartok pieces that can be enjoyed on first
hearing, such as the Third Piano Concerto,
the Concerto for Orchestra, some of the
Mikrokosmos piano pieces, or the violin con-
certo that Menuhin recorded with the Dallas
Symphony. The present sonata, however,
is not one of those.

On first hearings it is forbidding. Dis-
sonances prevail, melody does not seem to
be anywhere around, and often the piano
sounds as though it is the mortal enemy of
the violin.  “What was Bartok trying to do?”
one asks. \Well, he was trying to do many
things, but writing “pretty music” was not
one of them. Just as a modern artist dis-
torts lines and color for certain expressive
ends, so Bartok distorted musical lines and
colors for similar reasons. Behind it all,
however, was the Magyar flavor, never en-
tirely absent from anything Bartok ever
wrote. Consider the second movement here,
with the lament of the violin in an exotic
scale that suggests everything in Hungarian
Gypsy music without ever exactly being
Hungarian Gypsy music (the opening of
side 5 is a good example). The last move-
ment is the most obvious and orthodox in
nationalistic flavor, but the entire sonata is
drenched through with that feeling, though
it may take several hearings before such a
fact is realized.

Iven those who do not especially like
Bartok's idiom are forced to admit the
strength and musicianship behind it. Bar-
tok's music, too, always has individuality,
with nothing of the conventional type of
modernism affected by many of today’s
musicians. The slashing, grating harmonies
and attacks of the last movement in ths son-
ata — a mad, almost hysterical dance —
could not be duplicated by anybody. They
are a reflection of the man. You may not
like it, but there it is. Listen, however, to
this movement without an preconceived
notions. Meet Bartok halfway, and you
will see his impressionistic (not the exact
word, but there is no other) treatment of
Magyar rhythms — not in the pink tea
style of Liszt or Brahms, or the lovely but
polite style of Dvorak, but with an elemental,
down-to-earth force.

There arc few criteria for evaluating
Menuhin's performance. I have heard only
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two concert versions of this work, neither of
which had Menuhin’'s fullness of tone. l.earn-
ing the notes of such a long and difficult
piece is alone an achievement worthy of re-
spect, and having the music on records is an
occasion for rejoicing, so why spoil it all by
listing a few minor reservations about the
playing? For the most part the violinist
performs with fervor, and is ably partnered
Iy Adolph Baller, whose assignment here is
one of the most difficult he ever will en-
counter. The recording is a little over-cut,
but presents no problems that a good pick-
up and stylus cannot handle. This matter of
a stylus is very important. Too many
people blame the recording characteristics
of a record when the only thing the matter
is a worn stylus point that causes a shatter
or fuzziness in the higher frequencies.

—H.CS.

HUE: Fantasie for Flute and Piano; Julius
Baker (flute) and Sidney Raphael (piano).
Woodwind disc 503, price $1.50.

AGeorge 1lue, a conservative French com-
poser who has outlived the Victorian age, is
best known in this country for his songs, in
particular, his J'az pleuré en réve. Although
the flute is (unofficially, at least) the na-
tional instrument of France, which country
has turned out more outstanding flutists than
all its nearest competitors, Hue has appar-
ently not found any special appeal in its
capabilities. He has done little to exploit
the possibilities of the instrument, preferring
rather to provide an undistinguished piece
that smacks of watered-down Debussy. Ac-
tually, it makes for pleasant enough listen-
ing, mostly because of the stylish playing of
Julius Baker. —AW.DP,

MOZART: Sonatas for Violin and Ilarpsi-
chord, Vol. 11 — Sonata in E flut, K. 302;
Sonata in D major, K. 306; Alexander
Schneider and Ralph Kirkpatrick.  Co-
lumbia set MM-811, four discs. price
$6.00, or Microgroove set SL. 52 (coupled
with Vol. ), price $9.70.

AOne is filled with mixed feelings of admira-
tion for the fine musicianship of the per-
formers and disapproval for the use of the
harpsichord. Both of these works are so
eminently pianistic and authorities are gen-
erally in agreement that Mozart intended
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the use of the more modern instrument. The
harpsichord tends to swamp the violin on
occasion, to obliterate certain figures and
relegate some phrases too much to the
hackground. To be sure, these and other
similar works were published as “‘sonatas for
the piano and violin” (parenthetically “or
harpsichord” appeared on many editions).
Hence, the sponsors of the records have not
recognized the significance of the kevboard
instrument in the album title.

These are the first recordings of hoth son-
atas, and for this reason most welcome ones.
Their concertante characteristics make
them equally ideal works for both perform-
ers.  Some of the carlier piano and violin
sonatas can be plaved on the piano alone,
without loss of any essential melodic fea-
tures. Mozart composed these compositions
after a visit to Paris in 1778 which may ac-
count for the ¢lan of the opening movement
of K. 302. This sonata has only two move-
ments, both of which are particularly alive
and refreshing. One agrees with Eric Blom
that *the gentle gravity of the aadante
grasioso rondo makes a slow middle move-
ment superfluous”.  The 1) major Sonata
has three movements. It is a brilliant com-
position, related, says Einstein, to the violin
concertos of 1775, No Mozart enthusiast
will pass up this album, not alone for the
quality of the music but for the enthusiasm
and technical expertness of the performers.
Personally, T find the reproduction of the
long-playing versions preferable to the stand-
ard 78s, on my machine the harpsichord
seems better balanced. The Lp. set offers

duplications of the performances by Kraus
and Goldberg, still unchallenged in my esti-
mation, but its inclusion of the present works

P.HLR.

cannot be overlooked.

PAGANINI: Caprices, Opus 1; 7ino Fran-
cescatti (violin) with Artur Balsam (pi-
ano).  Columbia album  MMN-&18, four
discs, price $5.00.

A\While the name of Paganini does not scem
to have the appeal of Wieniawski or Vieux-
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temps to the fiddler of this generation, he is
nevertheless the spiritual grandfather of all
modern concert violinists. It is therefore ex-
tremely fitting that his Caprices, frankly de-
signed for display and for little else, be re-
corded by Francescatti, now at the peak of
his attainments, unquestionably the out-
standing violinist concertizing today. MHis
impeccable technique, enchanting tone and
sensitive artistry are shown off to good ad-
vantage by the careful attentions of Colum-
bia’s engincers.

Eight of the Caprices (in reality etudes for
the violin) are included in this set: 9, 13,
14, 15, 20, 21, 22, and 24. The last named
has been used by Brahms, Rachmaninov
and Benny Goodman as a theme for varia-
tion treatment. Originally written for violin
alone, they are usually performed with piano,
possibly to woo the attentions of those mis-
guided individuals who retire to the lobby
for a cigarette whenever “‘for violin alone”
appears on a concert program. Francescatti
follows this custom, utilizing the inoffensive
fabrications of Mario Pilati, which are com-
petently played by Artur Balsam.

Students of the violin can learn much from
Francescatti’s exemplary performances. Lis-
teners of more general interests should find
these pieces more appetizing than the general
run of concert encores, especially if they re-
call the fabulous tales associated with Paga-
nini and care to speculate how accurately he
set down for future (and competitive con-
temporary) players the gems of his repertoire.

—ANLDP.

RACHMANINOFF (arr. Press): TVocalise,
Op. 34, No. 14; RAVEL (arr. Roques):
Minuet from Sonatine for Piano; TANS-
MAN: Movement Perpetual; Jascha Heif-
etz (violin) with Emanuel Bay at the
piano. Victor disc 12-0765, price $1.23.

AThe Rachmaninoff is well suited to violin

transcription, where the tonal quality of

different strings, prevent the monotony of
the human voice in a piece of this kind.

Heifetz invests it with tonal beauty. The

Ravel is less successful as its melodic

expression was never intended to be cen-

tered in one line. It sounds like a dif-
ferent piece than the original. The Tans-
man. played spiccato with muted violin, is
ingeniously devised with a rhythmic insist-
ence that creates an effect, as one writer
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states, “like an angry bee buzzing around a
banjo player”. Heifetz handles this tricky
little trifle with the utmost case. The re-

cording features the violin, the piano re-

J.N.

mains discreetly in the background.

STRAVINSKY: Concerto for Two Pianos;
Vera Appleton and Michael Field. Vox
set 634, three discs, price $§4.75.

A'The severities of this composition may on

first acquaintance cause many to abandon

listening before completing any one of the six
record sides. The tonal texture is consistently
dry and the work as a whole is completely
abstruse. Yet, for the musician this opus
cannot fail to have a facination, its struc-
ture has been so carefully and minutely
planned that one realizes that its subject
matter or mode of operation is its principle
motivation. This has been found by others
to relate to Beethoven’s last plano sonatas,
without the emotional implications of the
latter, though the spirit of Bach also hovers
in the background. Stravinsky is more con-
cerned with the esthetics of technique than
emotion in this music. There is no looseness
or vagueness in phraseology here, everything
is planned with logic and an uncompromising
will power. Those especially fond of the
composer’s carlier works may find unpleasant
this new idiom of the composer’s creative
urge.  Such people, Stravinsky tells us in his
Autobiography, “cannot and will not follow
me in my musical thought. \What moves
and delights nie leaves them indifferent, and
what still continues to interest them holds no
further attraction for me.”” Those, however,
who know and admire the composer’s fater
works will be glad that this composition has
been at long last recorded. There is both
loftiness of thought, strength of purpose and
emotional vehemence to this music, despite
its brusque transitions. The opening sonata
movement is turbulent, the second, marked

Notturno, harkens back to a Baroque style,

and the finale is a group of extended vari-

ations ending in a fugue.
The purchaser of the album is fortunate in
acquiring notes that are written by a mu-
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sician, Edward Tatnall Canby, who under-
stands and appreciates the composer’s music.
His detailed analysis cannot fail to assist the
inquiring music listener.

The performance is a brilliant and tech-
nically accomplished one. [ do not feel

qualified to speak on the full merits of the
interpretation, yet I feel the efforts to sus-
tain brilliance throughout might have been
advantageously tempered on occasion with
some polish and urbanity.

—P.H.R.

Arr. BRAGA: Folk Songs of Brazil; Bidu
Sayao (soprano) with Milne Charnley
(piano). Columbia set MM-812, four
discs, price $5.00.

ARecalling the excellent work of Elsie
Houston in this field, I greeted the arrival
of this album with eager anticipation. That
it does not come up to expectations and can-
not fairly be recommended, is more than a
little disappointing. Miss Sayao’s cultured,
little-girl voice is completely out of place
here. She is the refined lady, singing pret-
tied-up versions of the peasants’ songs in her
salon of a Sunday afternoon, carefully con-
trolling cach phrase, as she would in a song
by Hahn or an aria by Donizetti.

This carthy music calls for a singer who
can sustain a strongly soaring vocal line,
yet handle florid ornamentation with flexible
abandon. Singers such as Elsie Houston,
Madeleine Grey, or Corinne Mura.  The
piano accompaniments must he criticized
for the same failing, the complete deodoriza-
tion of the strong peasant flavor that is the
backbone of this music. —AMDP.

FRANCK: Panis Angelicus; and GOD-
ARD: Jocelyn — Berceuse; James Melton
(tenor) with RCA Victor Orchestra, con-
ducted by Frank Black. Victor disc 12-
9764, price $1.25.

AWhen the Easter season rolls around
Franck’s Panis Angelicus is usually heard on
the radio and elsewhere. Melton sings this
familiar selection with manly fervor, to an
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orchestral accompaniment far more elabor-
ate than the composer intended. Here the
tenor recalls John McCormack even to the
nasality of sound in his ‘“‘e” vowels. It is al-
most satrtling at the beginning of the God-
ard air how Melton revives memories of
McCormack in the opening phrases, but
thereafter he shows less sensibility. It is a
breach of artistic taste, in my estimation, to
sing the first verse in French and the second
in English, to say nothing of dragging in a
solo cello in the latter. One suspects this
disc was contrived for Melton’s enthusiastic,
but uncritical, radio listeners. —J.N.

HUIHIN: Invictus; and CLARKE: The
Blind Ploughman; Robert Merrill (bari-
tone) with Leila Edwards at the piano.
Victor 10-inch disc, 10-1462, price $1.00.

AMr. Merrill gives sturdy, manly perform-
ances of two popular ballads. A fine balance
between piano and voice adds to the enjoy-
ment of the baritone's singing. —]J.N.

PORTER: Kiss Me, Kate; Alfred Drake,
Patricia Morison, Lisa Kirk, Harold Lang,
etc. with orchestra conducted by Pem-
broke Davenport. Columbia set C-200,
price $7.00 or L.P. disc MI.-4140, price
$4.85.

AFor those who have had the good fortune
to see the current New York musical hit,
Cole Porter's Kiss Me, Kate, this collection
of music from that show is a happy souvenir.
For those not yet able to do so, it is an au-
thentic introduction to the sentimental sec-
tions that are mauled daily on the radio and
a chance to sample the clever lyrics (some of
which are too rough for radio's sheltered cus-
tomers) that flash by all too quickly in the
rapid pace of the show’s action. The origi-
nal cast, headed by the talented baritone
Alfred Drake of Oklahoma! fame, have re-
corded portions of all the numbers except 1
Sing of Love, a minor cavatina of little im-
portance.

As vou undoubtedly know by now, Porter
and the Spewacks, who prepared the hook,
have culted the meat from Shakespeare’s
Taming of the Shrew, simplified the action
for twentieth-century one-track minds, adapt-
ing the time-tested farce to the special re-
quirements of sophisticated musical comedy.
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For home listening, st.ch rollicking numbers
as We Opewn tn Venice, Tom, Dick, or [larry.
and WWhere is the Life that Once I led seem to
be more satisfactory than the ballads, those
fragile creations requiring the services of
more experienced singers than are available
from the cast. Any reservations about the
performances on these records must except
Drake, who milks everv phrase for maximum
effect.  Special mention, too, should he made
of Harry Clark and Jack Diamond's elegant
rendition of Brush Up Your Shakespeare.

—AMND.

STRAVINSKY: Symiphony of the Psalms;
The Columbia Brcadcasting Symphony
Orchestra with Mixed Chorus, conducted
by lgor Stravinsky. Columbia sct MDM-
814, three discs, price $4.00; Microgroove
Disc ML 6129 (coupled with Stravinsky:
Symphony in Three Moventents), price
84.85.

AAnsermet’s performance of this work was
discussed in our September 1948 issue. The
Swiss conductor remzins one of the com-
poser’s most persuasive interpreters, vet —
it has always seemed to me — that Stra-
vinsky with his more incisive beat presents
a strong argument in defense of the com-
poser-conductor each time in recent vears
that he has recorded one of his own works.
It is at once the directness of his approach
to his own music and | is rhythmic precision,
the sober coloring of his tonal texture which
inevitably dignifies its expressivity. This is
borne out in the present performance which is
excellently recorded, with a better propor-
tioned chorus than in the Ansermet version.
The balance between the two forces has been
exceptionally well handled.  As a musician,
I welcome the long-plaving versions of
this and the recently recorded symphony,
for both compositions demand  sustained
moods.  Stravinsky's absorbtion with re-
ligious thought and action suffers with the
mterruptions in the regular set, its accumu-
lative powers and intensity are not right-
fully substantiated.

The Symphony of the Psalms still remains a
a controversial work. 1ts abstruseness and
complexity, however, are less formidable
than many would have us believe. Even its
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fugue proves less hard to understand than
one may think on first acquaintance. As to
the finale, in which our previous reviewer
professed to find “an overtone of mawkish-
ness'’, this probably remains the most satis-
fying section of the score to most listners.
Emotionally it makes more sense than the
fugue, but it lacks the strength of the
opening movement. It is obvious — but
obvious in the right way. I concur with Mr.
Grew (see article in this issue) that this is one
of Stravinsky’s greatest works. ~—P.H.R.

VERDI: Il Trovatore — A1 nostri monti;
Cloe Elmo (mezzo-soprano) and Beniami-
no Gigli (tenor) with orchestra, conducted
by Umberto Berrettoni, and LALO: Le
Roi d'Ys — Vainement, ma bien aimée;
Benianmino Gigli with Royal Opera House
Orchestra, conducted by Rainaldo Zam-
bono. Vict?r disc 12-0767, price $1.25.

L H o P )

AMiss Elmo is vocally at her best lin the

Trovatore, and Gigli handles his part in a

manner which recalls old times. There is

stylistic dignity and sentient warmth from
both participants. This is a record which
operatic enthusiasts will welcome and cher-
ish. Of the Lalo, one cannot speak as en-
thusiastically. Gigli is rather aenemic and
hesitant, moreover his retards are overlong
and disrupting to the rhythmic pulse, and
his Italianate French most disturbing on oc-
casion. Those who know the old Clement
record of this aria (Victor 6062) despite its
poor accompaniment, would hardly be mind-
ed to transfer their affections to Gigli. The
orchestral accompaniments in both these se-
lections are most effectively handled, and
superbly recorded. —]J.N.

Recent Importations

AUntil recordings of his works began to
filter into this country, the music of the
Danish composer Carl Nielsen (1865-1931),
a pupil of Nils Gade, was practically not
known here. The composer’s name was often
mentioned in reports of international musi-
cal activities; he had a considerable repu-
tation in Europe’s informed circles, but here,
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although primarily a symphonist, he has
been represented merely by a handful of
violin and piano pieces. An excellent intro-
duction to Nielsen's musical personality is
his second symphony, subtitled The Four
Temperaments, which has been excellently re-
corded by the Danish State Radio Sym-
phony conducted by Thomas Jensen (HMV
discs GZ7000/3). Obviously a product of the
19th century (to be sure, the first perform-
ance was in December, 1902), the symphony
does not fit into any particular school or
classification. There are echos of Mahler—
a Mahler divested of Wagnerian excess and
teutonic smugness, yet the music has a
flavor that can only be described as Nielsen's
own.

The Third Quartet in E flat (Opus 14) fur-
ther strengthens the notion that Nielsen's
style is distinctive and personal. One notes
the preoccupation with formal, sturdy crafts-
manship, the unfailing good taste. Probably
the best of the movements is the Andante
sostenuto, which has a certain depth, a pro-
fessional profundity that excludes the baser
elements of sentiment. The recording is by
the Erling Bloch Quartet of Copenhagen
(HMV discs DB20100/3), a scasoned group
of instrumentalists who play with com-
mendable ensemble. Although Bloch’s tone
is a bit thin for the nature of the music, it is
a first-rate performance.

Less successful, both as to content and
execution, is the Clarinet Concerto (Opus S7),
played by Louis Cahuzac with the Royal
Theatre Orchestra (English Columbia LD-
X7000/2). The music seems to lie well for
the fingers and to evoke the spirit of the in-
strument, but the soloist is somewhat too
aggressively intense, nor does he have suf-
ficient technique to make one forget the ef-
fort involved. A short piece by Nielsen
that I heartily recommend is 4 Saga Dream,
an imaginative tone poem rich in orchestral
colorings and conceived in economy of struc-
ture. It is sympathetically played by the
Royal Theatre Orchestra conducted by Egis-
to Tango on HMV disc DB5263.

The Quintet for Wind Instruments (Opus
43), very well played by a Danish group on
HMV discs DB200/3, is considerably more
austere than the other works discussed here.
Although Nielsen has clung to the romantic
idiom, both rhythmically and harmonically,
he has divested this piece of the frivolous
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trappings of its basic genre and permitted
the stark statement of its intellectual con-
tent to have its say. I consider this a very
fine score, one of the best in the limited liter-
ature of the woodwind quintet.

To break away from Nielsen, I would like
to report that the Syzmanowski Violin Con-
certo mentioned by Sackville West recently
(Parlophone S\W8101/2) has reached these
shores. It sounds very well over here, too.
Those who know and like Tintagel and the
Third Symphony of Arnold Bax will undoubt-
edly be disappointed with his Garden of Fand
(HMV discs DB6654/5). Persuasively set
forth by Beecham and his Royal Philhar-
monic, it is still little more than a conglom-
eration of impressionistic etfects jumbled to-
gether with little direction or purpose.

2\ release more notable for good engineer-
ing than for musical quality is the Handel
Organ Concerto No. 9 in B flat (Opus 7,
No. 3) “arranged by Sir Henry J. \Wood"
and played by George Thalben-Ball (HMV
discs C3814/6). The grandiose qualities and
infectious rhythms one expects from IHandel
are unquestionably present, but in a strange-
ly diluted and stirred-up form. Apparently
the composer was suddenly in need of a new
concerto and whipped up this grand pot-
pourri of left-overs for the occasion. One
movement is a set of variations on the
Hallelujakh Chorus, another utilizes a fa-
miliar theme, which is, if | remember cor-
rectly, the slow section of the Overture to
Berenice. The whole affair has a certain
cheapness to its makeup that is cheerfully
matched by the ministrations of Sir Henry
in “modernizing”’ the orchestration. Thal-
ben-Ball and the Philharmonia Orchestra
under Susskind play it with a spiritous zest
that has been exceedingly well captured by
the engineers.

Elisabeth Schwarzkopf's L'Amero, saro
costante (English Columbia 1.X1096) is an
admirable addition to her growing phono-
graph repertory. This aria, from the second
act of Il Re Pastore, is a particularly beauti-
ful example of Mozart’s technique of vocal
writing.  Schwarzkopf does it full justice,
with the assistance of Josef Krips and the
Vienna Philharmonic.

Two new recordings made in England by
Kirsten Flagstad are now available here.
Isolde's Narrative and Curse from the first
act of Tristan (HMV discs DB6748/9), with
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the contralto Elisabeth Hoegen as Bran-
gaene and the Philharmonia Orchestra under
Dobrowen, finds the celebrated Norwegian
soprano somewhat shrill and ill at ease, prob-
ably because of the vagaries of the orchestral
support. The odd side contains Im Treib-
haus, one of the Wesendonck songs, which
is sung with the piano of Gerald Moore.
That the defects of the Tristan excerpt are
not an indication of vocal and artistic de-
terioration, but merely a passing discom-
fiture, are amply proven by the finale from
Goetterdaemmerung (HMV dsics DB6792/4),
in which the same orchestra, revivified by
thereapeutic powers of Furtwaengler, has
shaken off its hangover of muddled lethargy
to join with the soprano in a thrilling per-
formance. \Whatever the implications of the
performers’ political positions or the distaste
one may feel for them as individuals, one
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can not help but recognize the validity of
their musical expression, which has made this
set the best Immuolation now available on
records.

lago’s two major contributions to Verdi’s
Otello — Era la Notte and the Credo — have
received powerful treatment from the Italian
operatic baritone and cinema star, Gino
Bechi (HMV disc DB63506). This is not
singing to delight the heart of a vocal teach-
er, for the dry-voiced Bechi does everything
but tear up the pages of the score and stamp
on their mangled fragments. tle is tlat more
often than on pitch; his voice has the qual-
ity of an ill-treated buzzsaw, yet his con-
ception of lago’s character is more vividly
alive, more eclectrifyingly malevolent, with
more distilled venom than one would have
thought possible from the impersonal medi-
um of a twelve-inch disc. You probably
won’t like it; hear it, anyway. Paul
Schoeftler, who was heard to good advantage
in the recent Elektra set, is completely out of
his element in these same two arias (Iecca
K1664). In addition, after wincing at the
erratic support of Karl Rankl and the Phil-
harmonia Orchestra, one wonders why this
record was okayed for release.

Additional Reviews

BEETHOVEN: Fantasia in G minor, Op.
77 (two sides); Sonata in F sharp Major,
Op. 78 (three sides); MENDELSSOHN:
Song Without Words in GG major, Op. 62,
No. 1; played by Rudolf Serkin (piano).
Columbia set MM-816, three discs, price
$3.95, or Microgroove disc M1./4128, price
$4.85 (coupled with Beethoven: Trio in
D. 0p. 70, No. 1).

A\Vhat makes this set unnusual is the G

minor Fantasia, which has never before been

recorded domestically and which is seldom

played in concert. s, in all truth, not a

particularly distinguished piece of niusic.

The emphasis here is on virtuosity, with

brilliant scale passages and some  tricky

pianistic writing in contrary motion.

For Beethoven, it is formally discon-
nected, with a rather abrupt ending as
though he suddenly got tired of the whole
thing. Meledically it is weak, and though
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it builds to a couple of big climaxes, the in-
tellectual content is not of a high order.
Perhaps the best thing about it is the dra-
matic opening, with its burst down the scale.

The sonata, of course, contains much more
solid material, even though it has only two
short movements. Most pianists — the last
was D’etri — have recorded it on two sides.
Serkin, however, takes the long repeats in
the first movement, which exactly doubles its
length. Beethoven selected a peculiar key,
for those days; if 1 am not mistaken, it is
the only one of his works which consistently
adheres to the tonality of I sharp major.
This Op. 78 is a bridge sonata leading to the
last given works in that genre. Not as
mystic or complicated as the latter are, it
has a deceptively quiet first movement —
more happens than one would believe from
a carcless listening — and a finale where
Beethoven kicks up his heels a bit.

Serkin's playing is clear and intelligent.
In the Fantasia he is a precise master of
the difficulties, and in the sonata he curves
the lyrical lines artfully. There are one or
two places in the last movement where the
left-hand lines might be a little clearer, but
the spirit of his conception is unfailingly
musical. The Song Without Words (previous-
ly recorded by Horowitz in his Mendelssohn
album) is also an example of sensible, taste-
ful playing. As for the recording, the sur-
faces are a little too high and the level of
piano sound a litle too low. One might call
the results adequate, but not much more.

The [..P. version has not been heard.
-H.C.S.

BEETHOVEN: Symphony No. 3 in E flat,
Op. 55 (Eroica); Concertgebouw Orches-
tra, conducted by Willem Mengelberg.
Capitol set EFL. 2502, six discs.

AThough the range of frequencies in this
set may not be in the realm of so-called high-
fidelity, it is nonetheless fine engineering in
the best European tradition.  Its realistic
semblance lies in rich tonal sonority and
cquitable dynamies. [ find the strings es-
pecially rich and full, more so than in some
of our domestic orchestral releases, though
the woodwinds are less satisfactorily fea-
tured. Naturally, comparison with Decca’s
FFRR recordings of the same orchestra is in
the latter’s favor.
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[t is unfortunate that Mengelberg became
allied with the Nazis for he was alwavs a
dynamic and exciting conductor. To be
sure, Mengelberg—like many strong-minded
musicians—often superimposed his own ideas
on those of the composer, throwing an un-
mistakable spotlight on himself. Somehow, I
feel in performances of great works like this
a dominating personality will always remain
inseparable from the music’s interpretation.
Yet few would be guilty of such wilful alter-
ations of pace as Mengelberg. One has only
to listen to his rendition of the finale of this
symphony where the propulsive drive is con-
stantly altered in a manner to disturb the
flow of the music. Throughout the per-
formance in matters of retards and climactic
effects, he is ever a law unto himself. Though
it may be said that in every recording of
this work, it is difficult to disregard the per-
sonality at the orcestral helm, none is similar-
ly guilty of the same self-willed deviations
from the composer’s intentions. Technically,
Mengelberg has always been dependable—
his beat consistently firm and incisive. His
interpretation of the present work, despite
opposing personal convictions, has breadth
and depth, a virtuosic sweep, and on oc-
casion true eloquence. Behind it lies a life-
time of music-making, in which there has al-
ways been evidenced a pridefut sincerity,
motivated in my estimation as much by con-
fident egoism as with any absorbtion of a
composer and his music. Those who have
admired Mengelberg’s work for the phono-
graph will do well to hear this recording be-
fore purchasing it.

Capitol is to be congratulated on its
smooth record surfaces, a decided boon in
these days of so much groove-gravel.

—P.H.R.

GLUCK: Alceste — Overture; Berlin Phil-
harmonic Orchestra, conducted by Wil-

helm Furtwaengler. Capitol disc 81001.
price

AGluck’s genius for poetic expression is well
evidenced in this music with its affecting
expression of tragedy. As in Iphegenia in
Aulis, the composer intended his overture to
Alceste to lead uninterruptedly into the open
scene of the opera. In the theater, Einstein
says, the concentration of this work “is set
off by the amplitude of the [opening] mourn-
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ing scene.”” Be that as it may, both of these
overtures make fine concart selections. No
one needs to know, in connection with the
present one, anymore than its aim to give
indication of the impending tragedy which
follows in the opera house. Gluck obtains
his ends by music of heartfelt expression
which is deeply moving without being de-
pressing. One does not listen to a half dozen
bars before realizing the composer’s great-
ness as a tone poet.

Furtwaengler’s performance, while valid
in mood and style, is over-deliberatcly
paced and meticulously fashioned. An older
version by Mengelberg probed dramatic
implications more tellingly. The excellence
of the recording and the splendid tonal qual-
ity and performance of the orchestra are
attributes, however, in favor of this disc —
also the smooth surfaces of the Capitol
pressing. —P.H.R.

HINDEMITH: JMathis der Maler—Sym-
phony; Berlin Philharmonic Orchestra,
conducted by Paul Hindemith. Capitol
set ECL 2503, three discs, price

AThough this recording dates from 1934,
it is still most impressive, comparable to the
H.ALV. ones (issued by Victor) of perform-
ances by Furtwaengler, made with the same
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orchestra. Despite the many notable im-
provements in reproduction in recent years,
there are many older orchestral recordings
which are still completely satisfying and en-
jovable. This ranks among them. Though
Ormandy accomplished a fine performance
of this score in Victor's set 854, issued in
January 1942, 1 have always leaned to-
wards the Hindemith version, and the origi-
nal Telefunken discs have long been in my
library. There is hetter progression of mood
and phrase in the composer’s performance,
in my estimation.

Some one once said that Hindemith’s
music, if not universally pleasing, has at
least always been provocative. The sym-
phony, Mathis der Maler, would seem to
have been more widely admired than much
of the composer's music on records, though
it is nonetheless provocative. The work is
made up of three episodes (depicting three
pictures by Matthias the DPainter) taken
from an opera by the composer dealing with
the 16-th century artist, Mathis Gothart
Nithart, better known as Mathis Gruene-
wald. The three movements are entitled
“Concert of the Angels', “The Entomb-
ment”, and “The Temptation of St. An-
thony”’. When Ormandy’s set was released
in January 1942, our valued contributor,
Harold C. Schonberg wrote an article on this
symphony, which we illustrated with repro-
ductions of Gruenewald’s paintings. It can-
not be said that familiarity with these serves
the work to any great advantage. Hinde-
mith's music is hardly a recognizable trans-
lation of sight into sound. The personality
of the composer is inseparable from his
work, and its mood is definitely of our own
times rather than Gruenewald’s. To quote
H.C.S.: “If one can invent a category new
to music history, the term ‘realistic impres-
sionism’ would not be far amiss in describing
a work like Mathis der Maler, which owns
harmonizations that take root in atonalism
and polyphony, which could have been com-
posed only since the turn of the century
and vet which is so probing a study of the
Gothic spirit.”  Concurring with H.C.S.
prompts me to quote further: “as far as the
symphony goes, one can divorce the music
from the text and listen to it as absolute
music, with the titles suggesting a key to
the moods and not to musical interpreta-
tions, 4 la Richard Strauss, of the action de-

254

picted therein”. This is music well worth
investigation, typical of a modern German
mind, one of warmest and most immediate
ly accessible works of the composer on rec-
ords. —P.H.R.

The Popular Vein

I'n

Enzo Archetti

Mississippi Flyer and Look-Up; Victor 20-3340.
Congratulations and Bye Bye Blues; Victor
20-3237. Tex Beneke and His Orchestra.
Vocals by Garry Stevens, Tex, and The
Moonlight Serenaders.

® The Blues, the only all-orchestral number in

the bunch, is the only number worthy of the

name of Beneke. Its soft swing and mellow
melody is in the beloved Glenn Miller tradition.

The others have too much vocal. Mississippi

{‘Iyerhmight have been a good train number but

or that.

That's the Way He Does It and Daddy-O
(from “A Song Is Born’"); Victor 20-3065.
I'm Gonna Get Lost From You and The Gal
Who's Got My Heart; Victor 20-3016. [
Want A Little Girl and Gee, But It's Good To
Be; Victor 20-3016. You Say the Nicest
Things, Baby (from As the Girls Go) and No
Moon At All; Victor 20-3345. The Page
Cavanaugh Trio. Vocals by The Trio, Page
Cavanaugh, and Lillian Lane.

@ A monotonous bunch of records to play suc-

cessively. The uniformity of sound, swing,

and mood may be fine as conversation back-
ground at a cocktail bar but pretty dull listen-
ing at home.

Luliaby In Rhythm and Birdland; Charlie

Ventura dn His Orchestra. Victor 20-3346.
@ A swing number, in the older jazz sense. and
some bebop — both arranged to show off
Ventura's prodigious technique on sax.  Not too
interesting musically -but exciting while the
numbers last. Good recording.

She's A Ilome Girl and Careless Hands; Mel
Torme, with Sonny Burke and His Orches-
tra. Capitol 15379.

@ The orchestra is the star of these recordings.

It has more to say than the Velvet Fog.

How Come the Morligage Got Paid and I've Been
Waitin' For Your Phone Call For Eighteen
Years; Beatrice Kay, with Orchestra under
the direction of Mitchell Ayres. Columbia
38373. .
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® The impishly subtle Bea Kay is delightful
in both these songs. Good fun.

Victor Herbert Melodies; Al Goodman and His

Orchestra. Columbia Album C-179, 4:10”
discs.
® Goodman plays some of the best loved

Herbert melodies with notable grace and sym-
pathy. All are familiar, well-loved songs from
the best of the operettas, but done here entirely
as orchestral pices. Soothing and gratifying—
for relaxation. Well recorded.

Concert In Tivoli; Tivoli Promenade Orchestra
conducted by Elo Magnussen. London Al-
bum 1.LA-68, 3-10"" discs.

® London has Jost no time in following its
very successful A Night In Tivoli (Album LA-
34) with an encore set. devoted entirely to the
ear-catching and amiable dance melodies of
Hans Christian Lumbye (1810-1874). lie has
been called the Danish Johann Strauss and
rightly so, for his works reflect the graceful and
romantic spirit of his times. Like those of his
famous contemporary, his also drew their in-
spiration from the events of the day and im-
mediate surroundings. The two waltzes in
this album are typical: Amelie Waltz and
Kroll's Ballklange.  The remaining numbers —
Hostblomsten Polka and the Columbine Mazurka
are two equally charming pieces.

The performances are by the present day
members of the very same orchestra which
Lumbye conducted, and for which he composed.
The present conductor, Elo Magnussen, plays
these compositions in the right style and spirit.
Recording is excellent.

Irish Folk Songs; Michzel Tobin, lyric bari-
tone, with Orchestra conducted by William
Suter. Capitol Album CC-142, 3-10"" discs.

®.\ little late, perhaps, to commemorate St.
Patrick’s day but too important to be over-
looked. All the songs except Mother Machree
are authentic folk ones. The singer has a
leasant, if not remarkable voice. More im-
gorlzmt, he has a genuine feeling for the songs.
Some measure of his success with this music
may be attributed to his teacher, Edwin
Schueider, who was John McCormack’s ac-
companist for 25 years. Mlost successful are 1
Met Iler In the Garden Where the Praties Grow
and A Ballymore Ballad. Remaining numbers
are Molly Brannigan, Kitty of Coleraine, Rory
O’ Moore and the aforementioned Mother Ma-
chree. The arrangements by William Suter
are so skillfully contrived that one is unaware
of any incongruity in the crchestral accompani-
ments. The recording and surfaces are first
rate.

Rosita Serrano Sings South American Rhythms;
with Orchestra conducted by Rudolf Spira.
London Album LA-65, 3-10"" discs.
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®Following the sensational success of her
previous London album, Cafe Continental, in
which Serrano demonstrated her linguistic as
well as vocal abilities, there has been a demand
for more songs by the singer in her native
tongue. This fascinating collection meets that
demand. Two numbers, La Paloma and Cielito
Lindo are, of course, very familiar but you
probably have never heard them sung quite as
they are here. Serrano gives them new and
subtle meaning. Equally subtle, though not
as exuberant, are Rio Abajo and Madrecita.
All are with orchestra. The real gems in the
set are Amo Tu Yanei and Corri Llanero, with
guitar only. The rhythms and melodies, of
folk-like character, and the performances, are
intimate and fascinating. As entertaining as
she can be in multi-lingual Continental cabaret
songs, Serrano is more at home in songs like
the two simple ones just mentioned. Definitely
not to be missed. Recording — excellent.

Vere Thine That Special Face and Wunaerbar
(both from Kiss Me, Kate;) Victor 20-3354.
I'll String Along With You (from My Dream
Is Yours) and Bon Soir, Paris (from Magda-
lena); Victor 20-3371. IHenri René and His
Orchestra.

® In skillful arrangements like these, Ilenri
René can be compared with Al Goodman,
André Kostelanetz, Morton Gould, and com-
pany. But he adds a little continental touch
of his own in his waliz treatments, as demon-
strated in Bon Soir, Paris and Wunderbar.
Villa-Lobos wrote Bon Soir and Cole Porter,
1Wunderbar, which undoubtedly explains their
better-than-average musical interest. The other
two numbers are only a step behind. Al four
are well presented. Victor's engineering and
smooth surfaces add to the pleasure of listen-
ing to these records.

Everywhere You Go and No Orchids For My
Lady; Capitol 15397. My Dear and Soft
Shoe Shuffle; Capitol 15305. Jan Garber
and His Orchestra. Vocals by Tim Reardon.

® Neat — in the best Garber manner. Es-
pecially his own My Dear, which is languidly
romantic, and Spencer Williams' Soft Shoe

Shuffle, which is peppy. More important,
both these are all-instrumental—Garber shines.
Somehow, vocals spoil the interest in his rec-
ords -— as in the first mentioned disz.

St. Louss Blues and Beautiful Eyes; Irving Fields
and Iis Trio. Victor 20-3369.

® The blues is excellently done, with under-
standing of its fundamental feeling. Played as
a piano solo with rhythm accompaniment, it
swings. Beautiftl Eyes is a cheeky song in
Four Leaf Clover style, mostly vocal. Not as
interesting as the other side.

John John and In A Persian Market; lerbie
Fields and His Orchestra. Victor 20-3052.
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@ The first might be called a modern counter-
part of the classic concert song, O No John.
The vocal by Pat Flaherty is coy aund Fields
supplies a good rhythm background, in his
best imitation of American swing. Ketelbey's
concert piece begins legitimately enough but
soon becomes a mildly exciting jam session. It
comes out from it not much the worse for wear
which speaks well for the durability of Ketel-
bey’s tunes.

Funny Little Money Man and I'll Wail; Kay
Kyser and 1lis Orchestra. Vocals by Gloria
Wood and Harry Babbitt. Columbia 38213.

Funny Little Money Man and These Will Be
the Best Years of Our Lives; Jo Stafford, with
Paul Weston and 1iis Orchestra. Capitol.

@ Funny is rather an innocuous song, which
only JoStafford’s vibrant voice saves from com-
plete boredom. Babbitt's treatment is color-
less. The Kay Kyser flipover is a cute duet
with a lilt. Jo's alternate, is a fervant love
song, very well done.

Underneath the Linden Tree and Streets of
Laredo; Columbia 38409. Down By the Station
and Just Reminiscing; Columbia 38404, Ray
Noble and 1lis Orchestra. Vocals by Ken
Carson and The Noblemen.

6

@ The continental song hit, Regenpfeifer Sing
Pein Leid, known here as Underneath the Linden
Tree, is given a neat Noble arrangement, with
singing and whistling by Ken Carson. The re-
verse, from the picture by the same name, is
sub-titled **:\ New Original Song”’, but on the
evidence of one hearing, it turns out to be only
an imitation of other “South of the Border”
songs. Not even Noble's always interesting
orchestration can make it original. Noble
doesn't emphasize the “round’ characteristics
of Down By the Station. In fact, he makes a
““train song”’ out of it, with a swell descriptive
middle section. Reminiscing is a nostalgic bit
but hardly worth Noble's talent. e has com-
posed much better pieces in the same vein,
himself.

The Rosewood Spinet and I Got A Gal In Galves-
ton; Victor 20-3328. Love Me! Love Me!
Love Me! and The Right Girl For Me (from
Take Me Out To the Ball Game); Victor 20-
3366. Swing and Sway with Sammy Kaye.
Vocals by The Kaydets, Don Cornell, and
Choir.

@ Kaye has succeeded very well in capturing
the old world flavor in Rosewood Spinet, with a
tinkling piano in the background and a soft-
spoken chorus to supply the romance. The
reverse makes a strange companion, for it is a
“swing” Western, hand clapping and all. It
could hardly have been done better by a real
Western band. Love Me! is also a song with a
style from the past. The pace and unison choral
treatment suggests a soft shoe song and dance
team of old vaudeville days. The label on
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The Right Girl says “introducing Tony Alamo”
who turns out to be a Sinatra imitator. Maybe
it couldn't be helped in a song so oviously writ-
ten in the Sinatra style. Actually, some un-
ison brass passages by the orchestra steal the
show.

If You Stub Your Toe On the Moon and When
Is Sometime? (both from A Connecticut
Yankee In King Arthur's Court); Columbia
38417. While the Angelus Was Ringing and
Comme Ci Comme Ca; Columbia 38407.
Frank Sinatra, with Orchestra under the di-
rection of Axel Stordahl.

@ Sinatra is stealing a march on Bing by coming
out with these recordings before Bing’s picture
is relcased (at this writing). .\s samples, they
augur well for the picture. The first is a
peppy number, as done here with the Phil
Moore Four for support. The other is a swoon-
ey-croony number done in Frankie's most in-
sinuating manner. A\ sure hit for the girls!

With repeated hearings, the continental Les
Trois Cloches, here called While the Angelus
Was Ringing, sounds more shallow and phony.
Not even Sinatra can make much of it. The
reverse, also from Europe, is another matter.
With a tune and air about it, it is headed for
the top of the heap. Frankie does it in his
best melting manner with support from Stor-
dahl, made to order.

I Don't See Me In Your Eyes Anymore and I
Get Up Ev'ry Morning; Columbia 38408. [
Love You So Much It IIurts and Love Me!
Love Me! Love Me! Columbia 38406. Buddy
Clark, with Orchestra under the direction of
Earl Hagen.

@ Buddy improves with acquaintance. The
voice and style fit songs like I Don’t See (a
superior number, by the way) and I Love You
like a glove. Even in the other, jauntier
numbers he alters his style effectively. tis
Love Me! doesn't suggest the vaudeville scene,
as Sammy Kaye's did.  Very well done.

“A" You're Adorable and Need You; Jo Staf-
ford and Gordon MacRae, with Paul Weston
and His Orchestra. Capitol 15393.

I Get Up Ev'ry Morning and The Right GM
For Me (from Take Me Out To the Ball Game);
Gordon MacRae and The Starlighters, with
Paul Weston and His Orchestra. Capitol
15396.

@ The Jo Stafford-Gordon MacRae team prom-
ises well. The new alphabet song is just cute
but the coupling, in the continental manner,
reveals some really expert harmonizing. In
his solos, Gordon is manly and romantic. The
Starlighters help out only in I Get Up.

Red Norvo At the Xylophone; Red Norvo,
with Orchestra. Capitol Album 33-125, 3-10”
discs.

@ This isn't quite the Red Norvo of treasured
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memories: his days with Mildred Bailey, Benny
Goodman, Woody Herman; with his own
bands; with other equally talented jazz men
in memorable jam sessions never recorded on
wax. But enough of that magic remains in
this present recording to make this an album
that cannot be dismissed lightly. True, there
are some things here which are hardly more
than exercises at the woodpile. But then there
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THE DIAMOND HORSESHOE . . . those words mean
only one thing to millions of Americans — opera, and opera
at the Metropolitan Opera House. Since its earliest begin-
nings, opera has grown and changed through the years,
approaching its ideal, a complete and unique fusion of all the
arts — music, painting, dancing, It has brought such romantic
works as La Bohéme to the stage, along with the vivid realism
of Pagliacci, the humor of Fledermans, the fantasy of The
Tales Of Hoffmann. Lately there has been the fine American
development represented by The Medinm and, of course,
George Gershwin's great Porgy and Bess. Naturally it is more
than any opera-lover could ask to see performances of these
works whenever he wished, but on records stirring and defini-
tive productions may be heard and enjoyed at will. With the
development of Long Playing Records, interruptions have
been virtually dispensed with, and the bulky packages have
completely vanished. This booklet presents information about
operas available on Columbia Records, for your reference and
pleasure, so that you can make your own living-room into a
Diamond Horseshoe whenever you wish.

Acknowledgement is made of the cooperation of the Press Depart-

ment of the Metropolitan Opera Association, Inc. in obtaining many
of the photographs in this booklet.



PAGLIACCI (complete)

Opera in two acts by Ruggiero Leoncavallo. Text by the com-
poser. First performance at the Teatro dal Verme, Milan,
May 21, 1892. First Metropolitan Opera production Decem-
ber 13, 1893.

Record Cast First Met performance
Canio Richard Tucker Fernando De Lucia
Nedda Lucine Amara Nellie Melba
Tonio Giuseppe Valdengo Mario Ancona
Peppe Thomas Hayward  Pedro Guetary
Silvio Clifford Harvuot  Victor de Gromzeski
Conductor Fausto Cleva Enrico Bevignani

3314 LP Records Set SL-113 (two 12-inch records).
A Mertropolitan Opera Association Production

One of the most popular operas ever written, Leoncavallo’s
two-act melodrama is most often seen in company with
Cavalleria Rasticana, forming the most dependable com-
bination on the operatic stage. Pagliacci represents a peak
in the Italian verismo school, mingling realism and music
on stage with extraordinary vitality and perception. This
magnificent performance, produced by the Metropolitan
Opera Association, Inc, stars Richard Tucker as the
tragic clown, The most famous arias are the Prologue,
Vesti la giubba and Nedda’s lovely air, the Bird Song.
The illustrations on this page show two different Metro-
politan Opera productions, one the traditional setting,
and the other the new, contemporary décor designed for
the 1951 revival.
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FAUST (complete)

Opera in five acts by Charles Gounod. Text by Barbier and
Carré from Goethe's drama. First performance at the Théitre
Lyrique, Paris, March 19, 1859. First Metropolitan Opera
production, October 22, 1883.

Record Cast First Met performance
Faust Eugene Conley Italo Campanini
Mephistopheles Cesare Siepi Franco Navara
Marguerite Eleanor Steber Christine Nilsson
Valentine Frank Guarrera Giuseppe del Puente
Wagner Lawrence Davidson Ludovico Contini
Siebel Margaret Roggero  Sofia Scalchi
Dame Marthe Thelma Votipka  Louise Lablache
Conductor Fausto Cleva Augusto Vianesi

33V LP records Set SL-112 (three 12-inch records).
A Metropolitan Opera Association Production

Goethe’s poem of the old doctor who sold his soul to the
devil in exchange for eternal youth has fascinated many
composers, among them Berlioz, Boito and Liszt. The most
popular of the works stemming from this source, how-
ever, is Gounod’s lyric and dramatic opera, On Columbia
Records, a superb cast of American artists is joined by the
great Italian bass, Cesare Siepi, in a Metropolitan Opera
Association production. Here are the Soldiers’ Chorus,
The King Of Thule, the Jewel Song, the Calf of Gold,
the lovely final trio and all the other famous melodies,
performed with artistry and recorded with exceptional
realism. Fanst was the opera chosen for the opening per-
formance of the Metropolitan Opera House on October
22, 1883, and since then has been among the most-per-
formed works on that stage.

Eugene Conley
Eleanor Steber

'l ¢ )

Cesare Siepi



Camilla Williams

PORGY AND BESS (complete)

Opera in three acts by George Gershwin. Lyrics by Du Bose
Heyward and Ira Gershwin. Libretto by Du Bose Heyward.
First performance at the Colonial Theater, Boston, September
30, 1935. First New York performance at the Alvin Theater,
October 10, 1935. Produced for records by Goddard Lieber-
son.

Record Cast First performance

Porgy Lawrence Winters Todd Duncan
Bess Camilla Williams Anne Brown
Serena Inez Matthews Ruby Elzy
Sportin’ Life Avon Long John W . Bubbles
Crown Warren Coleman Warren Coleman
Clara June McMechen Abbie Mitchell
Maria Helen Dowdy Georgette Harvey
Lily, Strawberry

W oman Helen Dowdy Helen Dowdy
Jake Eddie Matthews Eddie Matthews
Conductor Lehman Engel Alexander Smallens

3314 LP records Set SL-162 (three 12-inch records).

America's first genuinely successful native opera is here
presented complete on records for the first time. High-
lights have from time to time been available, but this
splendid new Columbia production at last captures the full
Lawrence Winters excitement and sweep of the unforgettable drama of Cat-
fish Row. Adapted for the stage from Du Bose Heyward’s
novel Porgy, the play was turned into an opera by Mr.
Heyward and George and Ira Gershwin and produced in
1935 with great success, and again in 1942 to even more
acclaim. The cast of this performance is headed by two
fine stars of the New York City Center Opera Company,
with Avon Long of the 1942 revival as "Sportin’ Life”,
and other members of the original production and the
1942 revival are included in the cast, under the direction
of Lehman Engel.

Avon Long




CARMEN (complete)

Opera in four acts by Georges Bizet. Text by Meilhac and
Halévy from Prosper Merimée's novel. First performance at
the Opéra-Comique, Paris, March 3, 1875. First Metropolitan
Opera production January 9, 1884.

Record Cast First Met performance
Carmen Solange Michel Zelia Trebelli
Don José Raoul Jobin Italo Campanini
Escamillo Michel Dens Giuseppe del Puente
Micaela Marthe Angelici Alwina Valleria
Zuniga S. Smoti Achile Augier
Morales J. Thirache Ludovico Contini
Frasquita G. Chellet Ida Corani
Mercedes R. Notti Louise Lablache
El Dancairo J. Vieuille Baldassaro Corsini
El Remendado F. Leprin Amadea Grazzi
Conductor André Cluytens Cleofonte Campanini

with Chorus and Orchestra of the Théitre National de
L'Opéra-Comique de, Paris.

333 LP records Set SL-109 (three 12-inch records) o 45
rpm records Set MOP 4-33 e 78 rpm records Set MOP-33,
The Paris Opéra-Comique, which gave the first perform-
ance of this deathless opera, has recorded a dazzling,
authentic complete version of Bizet's masterpiece for
Columbia Records. Carmen is also available in' excerpted
form on Columbia Records with Risé Stevens, Nadine
Conner, Raoul Jobin and Robert Weede (LP record
ML 4013, 78 rpm Set MM-607, 45 rpm Set A-607). How-
ever, it is only in its complete form that the allure and
fire of the tempestuous gypsy are fully conveyed. Solange
Michel, one of France’s foremost artists, sings the title
role with tremendous verye, and Raoul Jobin is heard as
Don José, a part he has sung with great success in America
and abroad. The illustration of the square at Seville is
taken from a recent Metropolitan Opera production.

Members of “Carmen’’ Cast

e — ———



Lily Pons

Livba Welitch

Richard Tucker

FLEDERMAUS (complete)

Opera by Johann Strauss, Jr. English lyrics by Howard Dietz.
New libretto by Garson Kanin. First performance at the
Theater an der Wien, Vienna, April 6, 1874. First Metro-
politan Opera production February 16, 1905. First perform-
ance of this production December 20, 1950.

Record Cast First Met performance
Adele Lily Pons Bella Alten
Rosalinda Ljuba Welitch Marcella Sembrich
Alfred Richard Tucker Albert Reiss
Eisenstein Charles Kullman  Andreas Dippel
Prince Orlofsky Martha Lipton Edyth Walker
Dr. Falke John Brownlee Emil Greder
Frank Clifford Harvuot  Otto Goritz
Dr. Blind Paul Franke Adolph Miihlmann
Conductor Eugene Ormandy  Nahan Franko

33V3 LP records Set SL-108 (two 12-inch records) e 45 rpm
records Set MOP 4-32 ¢ 78 rpm records Set MOP-32,

A Metropolitan Opera Association Production

The great success of the Metropolitan season of 1950-51
was a lavish new production of Johann Strauss’ brilliant
operetta, with English lyrics by Howard Dietz and a new
English libretto by Gatson Kanin, both distinguished prac-
titioners on the Broadway stage. Mr. Kanin also directed
the revival, which set audiences swaying to the lilting
waltzes and roaring at the sly humors of the book.
Fledermaus has long been a favorite divertissement in
European opera houses, and has enjoyed many American
productions under different titles, but has heretofore been
produced only occasionally at the Metropolitan. At the
first performance there in 1905, a concert was provided
during the second act by virwally every major star, in-
cluding Caruso, Emma Fames, Olive Fremstad, Lillian
Nordica, Pol Plangon, Marcel Journet and many others.
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Bidé Sayao

Richard Tucker

LA BOHEME (compleic)

Opera in four acts by Giacomo Puccini. Text by Giocosa and
Hlica based on Murger's "Scénes de la vie Bohéme.” First
performance at the Teatro Regio, Turin, February 1, 1896.
First Meptropolitan Opera production December 26, 1900.

Record Cast First Met performance
Mimi Bida Saydo Nellie Melba
Rudolpho Richard Tucker Albert Saleza
Musetta Mimi Benzell Signorina Occhiolini
Marceilo Francesco Valentino Giuseppe Campanari
Benoit Salvator Baccaloni  Eugene Dufriche
Schaunard George Cehanovsky  Charles Gilibert
Parpignol Lodovico Oliviero A. Masiero
Colline Nicola Moscona Marcel Journet
Sergeant Lawrence Davidson
Alcindoro Salvatore Baccaloni  Eugene Dufriche
Conductor Giuseppe Antonicelli Luigi Mancinelli

3315 LP records Set SL-101 (two 12-inch records) ® 78 rpm
records Set MOP-27.

A Metropolitan Opera Association Production

In Giacomo Puccini's youthful La Bobéme is found an
opera that never loses its freshness and appeal. The sen-
timental story of the fragile Mimi and her poet-lover
Rudolpho is so enhanced by Puccini's sure sense of the
theater and his charming melodies that it takes on a
lasting charm all its own. In this Metropolitan Opera
Association production, Bidd Saydo and Richard Tucker
are heard in the familiar S/, mi chiamano Mimi and Che
gelida manina, the opera’s best-known arias, with a superb
cast of Metropolitan favorites delineating life in Bohemian
Paris in the middle 1800s. As the opera progresses from
the gay abandon of the first acts through the drama of the
third and the tragedy of the fourth, opera-lovers every-
where respond to the unending magic of Puccini's music.




Eleanor Steber

Richard Tucker

MADAME BUTTERFLY (complecte)

Opera in three acts by Giacomo Puccini. Text by Giocosa and
Illica from the play by John Luther Long and David Belasco.
First performance at La Scala, Milan, February 17, 1904.
Revised version first performed at Brescia, May 28, 1904.
First Metropolitan Opera production February 11, 1907,

Record Cast First Met performance

Cio-Cio-San Eleanor Steber Geraldine Farrar
B. F. Pinkerton Richard Tucker Enrico Caruso
Sharpless Giuseppe Valdengo Antonio Scotti
Suzuki Jean Madeira Louise Homer
Goro Alessio de Paolis  Albert Reiss
Yamadori George Cehanovsky Giovanni Paroli
Uncle-Priest (Bonze) Melchiorre Luise  Adoiph Miilhmann
Kate Pinkerton Thelma Votipka Helen Mapleson
Imperial Commissioner John Baker Bernard Bégué
Conductor Max Rudolf Arturo Vigna

33%3 LP records Set SL-104 (three 12-inch records) e 78
rpm records Set. MOP-30.

A Metropolitan Opera Association Production
Another immensely popular Puccini opera, Madame
Butterfly tells of the tragic love of a Japanese girl for
an American naval officer. Puccini was so impressed with
the performance of the play by ithe same name that he
obtained operatic rights and wrote this opera, which, on
its first performance, failed to obtain much success. He
revised the score during the following months, and in its
subsequent productions, Madume Butterfly became one of
the best-loved musical romahces. The brilliant young
soprano, Eleanor Steber, sings the role of "Cio-Cio-San,”
which includes such lyric favorites as Butterfly’s entrance,
Un bel di, the Love Duet, the Flower Duet and the
dramatic Death of Butterfly. This shimmering performance
is a production of the Metropolitan Opera Association.
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LA TRAVIATA (complete)

Opera in three acts by Giuseppe Verdi. Text by Piave from
Alexandre Dumas’ “La Dame aux Camelias.” First perform-
ance at the Teatro la Fenice, Venice, March 6, 1853. First
Metropolitan Opera production November 5, 1883

Record Cast  First Met performance

Violeita Adriana Guerrini Marcella Sembrich
Flora Maria Huder Emily Lablache
Alfredo Luigi Infantino  Victor Capoul
Germont Paolo Silveri Giuseppe Del Puente
Annina Maria Huder Imogene Forti
Gaston Adelio Zagonara Vincenzo Fornaris

Baron Duophol Paolo Rakowsky  Achile Augier
Marquis of Obigny Carlo Platania Baldassare Corsini

The Doctor Gino Conti Ludovico Contini
Giuseppe Blando Giusti Signor Barberis
Conductor Vincenzo Bellezza Augusto Vianese

with the Chorus and Orchestra of the Opera House, Rome

333 LP records Set SL-103 (three 12-inch records) e 78
rpm records Set MOP-25.

The tragic romance of Marguerite Gautier, the "lady of
the camellias,” forms the basis of Verdi’'s most popular
work, La Traviata. In moving Marguerite to the operatic
world, the librettist re-named her Violetta, and gave her
story a movement that inspired Verdi to create some of
his mose brilliant arias. In this production by the Opera
House, Rome, Adriana Guerrini is heard in such favorites
as Ah, fors’ e lui and Addio del passato, with Luigi
Infantino singing an impassioned Alfredo. Like Faust, La
Traviata was one of the first works produced by the
Metropolitan Opera, being its fifth production of the
opening season. The illustration showing Act I, the party,
is from a recent Metropolitan Qpera production,

Adriana Guerrini

Lvigi Infantino



Elizabeth Schwarzkopf

HANSEL AND GRETEL (complete)
Opera in two acts by Engelbert Humperdinck. First perform-
ance at Weimar, December 23, 1894. First Metropolitan
Opera production November 25, 1905.

Record Cast First Met performance
Hansel Risé Stevens Lina Abarbanell
Gretel Nadine Conner Bella Alten
Witch Thelma Votipka  Louise Homer
Father John Brownlee Otto Goritz
Mother Claramae Turner  Marian Weed
Sandman Thelma Votipka  Florence Mulford
Dew Fairy Lillian Raymondi  Roberta Glanville
Conductor Max Rudolf Alfred Hertz

3314 LP records Set SL-102 (two 12-inch records) ® 78 rpm
records Set MOP-26.
A Metropolitan Opera Association Production

Humperdinck’s delightful children’s opera is one of the
Christmas-time favorites, and, indeed, a year-round favor-
ite, with its gingerbread house, its witch and its happy
ending. In this Metropolitan Opera production, sung in
English, the opera is performed with gaiety and charm
by a cast of notable artists, making an ideal introduction
to opera for children or, for that matter, for anyone who
Ioves fairy tales and music.

DIE WALKURE(Act IIT Complete)

Opera in three acts by Richard Wagner. Text by the Composer.
First performance at the Hoftheater, Munich, June 26, 1870.
First Metropolitan Opera production January 30, 1884

Record Cast First Met performance
Briinnhilde Helen Traubel Amalia Materna
Wotan Herbert Janssen Josef Staudigl
Sieglinde Irene Jessner Auguste Kraus
Valkyries
Helmwige Doris Doree Frau Robinson
Gerhilde Maxine Stellman Marianne Brandt
Ortlinde Irene Jessner Anna Stern
Rossweisse Doris Doe Helena Brandl
Grimgerde Martha Lipton Frau Kemlitz
Waltraute Jeanne Palmer Anna Gutjar
Siegrune Herta Glaz Anna Slach
Schwertleite Anna Kaskas Carrie Morse

Act II Duet

Siegmund Emery Darcy Anton Schott
Sieglinde Helen Traubel Auguste Kraus
Conductor Artur Rodzinski Leopold Damrosch

with the Philharmonic-Symphony Orchestra of New York
3314 LP records Set SL-105 (two 12-inch records) ® 78 rpm
records Set MM-581 and Set MM-618.

Wotan condemns his daughter Briinnhilde to sleep sur-
rounded by the Magic Fire in this complete recording of
Act III, a section of impassioned music.

DER ROSENKAVALIER

Opera in three acts by Richard Strauss. Text by Hugo von
Hofmannsthal. First performance at the Hofoper, Dresden,
January 26, 1911. First Metropolitan Opera production De-
cember 9, 1913,

Presentation of the Rose and Finale, Act II

Record Cast First Met performance
The Marschallin Frieda Hempel
Sophie Elizabeth Schwarzkopf Anna Case
Octavian Irmgaard Seefried Margarete Ober
Baron Ochs Ludwig Weber Otto Goritz
Annina Dagmar Hermann Marie Mattfeld
Conductor Otto Ackermann Alfred Hertz

335 LP record ML 2126.

Strauss’ enchanting evocation of the Vienna of Mozart's
time is interlaced with waltzes and superb characterization.



THE TALES OF HOFFMANN (complete)

Opera in three acts by Jacques Offenbach. Text by Barbier.
First performance at the Onéra-Comique, Paris, February 10,
1881. First Metropolitan Opera performance January 11,
1913.

Record Cast  First Met performance

Hoffmann Raoul Jobin Umberto Macnez
Olympia Renée Doria Frieda Hempel
Giullietta Vina Bovy Olive Fremstad
Antonia Geori Boué Lucrezia Bori
Stella Héléne Delahaye

Nicklausse Fanély Revoil Jeanne Maubourg
Voice of the Mother Simone Borghese

The Muse Renée Fauré

Lindorf Louis Musy Basil Ruysdael
Coppelius Andre Pernet Adamo Didur
Dapertutto Charles Soix Dinh Gilly
Doctor Miracle Roger Bourdin Leon Rothier
Spalanzani Rene Lapelletrie Andres de Segurola
Schlemil Charles Cambon Andre- de Segurola
Crespel André Phillippe Giulio Rossi
Nathanael Raymond Amade  Pietro Audisio
Luther André Vessieres Bernard Bégue
Hermann Camille Mauranne Paolo Ananian
Pitichinaccio Bourvil Angelo Bada
Andres, Cochenille,

Frantz Bourvil Albert Reiss
Conductor André Cluytens Giorgio Polacco

with the Chorus and Orchestra of the Opéra-Comique.

33V, LP records Set SL-106 (three 12-inch records) e 78
rpm records Set MOP-31.

THE DAMNATION OF FAUST(C()mplete)

Dramatic cantata by Hector Berlioz based on Gérard de
Nerval's adaptation of the Goethe poem. First performance
at the Opéra-Comique, Paris, December 6, 1846. First stage
presentation at the Casino Theater, Monte Carlo, May 13,
1890. First Metropolitan Opera production December 7,
1906.

Record Cast

Faust Georges Jouatte
Mephistopheles Paul Cabanel

First Met performance

Charles Rousseliere
Pol Plangon

Marguerite Mona Laurena Geraldine Farrar
Brander André Pactat Victor Chalmin
Conductor Jean Fournet Arturo Vigna

with the Emile Passani Chorus and Orchestra
3314 LP records Set SL-110 (three 12-inch records)

L’ENFANT ET LES SORTILEGES(complcic)

Opera in one act by Maurice Ravel. Poem by Colette. First
performed at Monte Carlo, March 21, 1925.
Record Cast

The Child Nadine Sautereau
The Mother, The Chinese Cup,

The Dragonfly, An Animal
The Armchair, A Tree
The Louis XV Shepherdess,

The Squirrel
The Grandfather Clock, The Cat,

Denise Scharley
Andre Vessieres

Solange Michel

An Animal Yvon Le Marc’hadour
The Teapot, The Tree-frog,
An Animal Joseph Peyron

Odette Tubra-Rabier
Marthe Angelici
Maurice Prigent
Marguerite Legouhy
The Bat, An Animal Claudine Verneuil
Conductor Ernest Bour

with the Orchestre National de la Radiodiffusion Frangaise.
Artistic Director  Frangois Agostini

33V LP record ML 4153 ® 78 rpm records Set MOP-29.

The Fire, The Nightingale
The Princess

The Little Old Man

The Cat

World Radio Histo
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MANON LESCAUT (complete)

Opera in four acts by Giacomo Puccini. Text by Olida, Praga,
Giacosa and Giulio Ricordi from the Abbé Prevost novel.
First performance at the Teatro Regio, Turin, February 1,
1893. First Metropolitan Opera production January 18, 1907,

Record Cast First Met performance
Manon Maria Zamboni Lina Cavalieri
Des Grieux Francesco Merli Enrico Caruso
Lescaut Lorenzo Conati Antonio Scotti
Geronte Attilio Bordinali  Archangelo Rossi
Dancing Master Giuseppe Nessi Giovanni Paroli
Lamplighter Giuseppe Nessi Albert Reiss
Innkeeper Aristide Baracchi  Bernard Bégué
Sea Captain Natalie Villa Bernard Bégué
Sergeant Aristide Barracchi  Vittorio Navarini
Conductor Lorenzo Molajoli  Arturo Vigna

with Chorus and Orchestra of La Scala
33V3 LP records Set SL-111 (two 12-inch records).
Issued by Request. This complete performance of Puccini's

first opera ofters some of his finest melodies, with a com-
pelling version of the Abbé Prevost story.

ERNANI (abridged)

Opera in four acts by Giuseppe Verdi. Text by Piave from
Victor Hugo's drama. First performance at the Fenice Theatre,
Venice, March 9, 1844. First Metropolitan Opera production
January 28, 1903.

Record Cast First Met performance

Elvira Iva Pacetti Marcella Sembrich
Ernani Antonio Menadri  Emilio de Marchi
Don Carlo Gino Vanelli Antonio Scotti
Don Ruy Gomez

de Silva Corrado Zambelli  Edouard de Reszke
Giovanna Ida Mannarini Mathilde Bauermeister
Don Riccardo  Giuseppe Nessi Roberto Vanni
lago Aristide Baracchi  Bernard Bégué
Conductor Lorenzo Molajoli  Luigi Mancinelli

3315 LP record ML 4407.

Issued by Request. This impressive Verdi opera is not
among his best-known, but contains many great arias. This
abridged version is presented by famous Italian artists.

L’ELISIR D’AMORE (abridged)

Opera in two acts by Gaetano Donizetti. Text by Romani.
First performance at the Teatto della Canobbiana, Milan, May
12, 1832. First Metropolitan Opera production January
23, 1904.

Record Cast First Met performance
Adina Ines Alfani Tellini Marcella Sembrich
Giannetta Ida Mannarini Isabelle Bouton
Nemorino Cristy Solari Enrico Caruso
Belcore Lorenzo Conati Antonio Scotti
Dulcamara Eduardo Faticanti  Archangelo Rossi
Conductor Lorenzo Molajoli  Arturo Vigna

with Chorus and Orchestra of La Scala
33V3 LP record ML 4408.

Issued by Request. The bubbling Donizetti melodies have
made this one of his most popular works, performed here
in abridged form by a spirited cast of noted Italian singers.



LA TOSCA (Love Duet — Act I)

Opera in three acts by Giacomo Puccini. Text by Giacosa
and lllica from Sardou's play. First performance at the
Teatro Costanzi, Rome, January 4, 1900. First Metropolitan
Opera production February 4, 1901.

Record Cast First Met performance
Floria Tosca Ljuba Welitch Milka Ternina
Cavaradossi Richard Tucker Giuseppe Cremonini
Scarpia Antonio Scotti
Conductor Max Rudolf Luigi Mancinelli

3315 LP record ML 2139 e 78 rpm records Set MX-346.

Ljuba Welitch, in the Love Duet with Richard Tucker,
recreates one of her greatest successes at the Metropolitan
Opera in this dramatic opera. As in all his works, Puccini’s
mastery of the theater and his mastery of melody are
supremely evident, even in excerpted form.

SALOME (Final Scene)

Opera in one act by Richard Strauss. Text by Hedwig Lach-
mann from Oscar Wilde's drama. First performance at the
Hofoper, Dresden, December 9, 1905. First Metropolitan
Opera production January 22, 1907.

Record Cast First Met petformance
Salome Ljuba Welitch Olive Fremstad
Conductor Fritz Reiner Alfred Hertz

3315 LP record ML 2048 ¢ 78 rpm records Set MX-316.
One of 'the most sensational performances ever given at
the Metropolitan Opera was sung by Ljuba Welitch when
she made her debut as Salome on February 4 1949. This
electrifying debut is echoed on records in her flaming
version of the Final Scene, with Fritz Reiner conducting.

THE MEDIUM (complete)

Opera in two acts by Gian-Carlo Menotti. Text by the com-
poser. First performance at the Heckscher Theater, New York
on February 18, 1947. Later presented at the Ethel Barrymore
Theater, New York on May 1, 1947.

Record Cast

Madame Flora Marie Powers
Mrs. Gobineau Beverly Dame
Mrs. Nolan Catherine Mastice
Mr. Gobineau Frank Rogier
Monica Evelyn Keller
Toby, a mute Leo Coleman
with THE TELEPHONE (complete)
Lucy Marilyn Cotlow
Ben Frank Rogier

3314 LP records Set SL-54 (two 12-inch records) ® 78 rpm
records Set MM-726.

Gian-Carlo Menotti's two brilliantly contrasting theater-
pieces are immensely popular all over the world. Marie
Powers offers a stunning performance in The Medium,
a macabre thriller, while The Telephone is an American
version of the gay opera-bouffe of Europe.




OTHER OPERATIC SELECTIONS
“STREET SCENE” (Weill - Anderson - Hughes - Rice) Anne

Jeffreys, Polyna Stoska, Brian Sullivan and others in excerpts.
3315 LP record ML 4139.

GUARRERA Great Baritone Arias (E sogno? — Falstaff e
Credo — Otello ® Eri tu che macchiavi — The Masked Ball ¢ Pro-
logue — Pagliacci ® Nemico della Patria — Andrea Chenier o
Largo al factotum — Barber of Seville).

3315 LP record ML 2114 78 rpm records Set MM-914.

ILITSCH Verdi Duets with Kurt Baum, Tenor, and Richard
Tucker, Tenor.
3314 LP record ML 4230 ® 78 rpm records Set MM-798.

NIKOLAIDI Operatic Arias (O don fatale— Don Carlos ®
Sleep Walking Scene — Macbeth ¢ Bel raggio lusinghier — Semir-
amide).

33Y; LP record ML 2165.

PINZA Mozart Operatic Arias (Madamina!— Don Giovanni ®
Osmin's Aria — Abduction from the Seraglio ® Qui sdegno’ non
s'accende — The Magic Flute ® Mentre ti lascio, o figlia ® Se vuol
ballare — The Marriage of Figaro ® Aprite un po’ quegl occhi —
The Marriage of Figaro).

331 LP record ML 4036 © 78 rpm records Set MM-643.

PINZA Scenes from "Boris Godounov” (Moussorgsky).
3315 LP record ML 4115 o 78 rpm records Set MM-563.

PINZA Operatic Arias (Chorus and Cavatina— Norma ® La
Calunnia — Barber of Seville ® Vecchia zimarra, senti— La
Bohéme ¢ Il lacerato spirito — Simon Boccanegra ® Si la rigueur
— La Juive e Introduction and Aria — Don Carlos).

3315 LP record ML 2060.

PONS Five Famous Coloratura Arias (Bell Song — Lakmé e
Mad Scene — Lucia di Lammermoor ® Cavatina — Lucia di Lam-
mermoor ® Pourquoi dans les grands bois — Lakmé ® Ombre
légére — Dinorah).

33Y; LP record ML 4057 ® 78 rpm records Set MM-561 and
MM-505.

PONS Seven Coloratura Arias (Caro nome — Rigoletto e Tutte
le feste al tempio — Rigoletto ® Son vergin vezzosa — I Puritani
O luce di quest’ anima — Linda di Chamounix ® Je suis Titania —
Mignon ® Ah! non credea mirarti— La Sonmambula ¢ Ah! non
giunge — La Sonnambula).

331 LP record ML 2084 ® 78 rpm records Set MM-876.

PONS Operatic Arias (Una voce poco fa — Barber of Seville
Hymn to the Sun — Le Coq d'Or ¢ Les oiseaux dans la charmille —
The Tales of Hoffmann ® La fauvette avec ses petits — Zémire et
Azor).

3313 LP record ML 4300 ® 78 rpm records Set MM-740.

PONS Mozart Arias (Queen of the Night Aria — The Magic Flute
e Voi che sapete — The Marriage of Figaro ® Ach, ich liebte —
Abduction from the Seraglio ® Alleluia ® Blondine's Aria —
Abduction from the Seraglio ® L Amerd, sard costante — Il Re Pas-
tore) with Bruno Walter conducting.

3315 LP record ML 4217 ® 78 rpm records Set MM-518.

SAYAQO Celebrated Operatic Arias (Non so pit — The Marriage
of Figaro ® Voi che sapete — The Marriage of Figaro ® Ah! non
credea mirarti — La Sonnambula ® Mimi’s Farewell — La Bohéme
e Manon's Entrance — Manon ¢ Adieu, notre petite table —
Manon ® The King of Thule — Faust ® Jewel Song — Faust).
3315 LP record ML 4056 ® 78 rpm records Set MM-G12.



SAYAO Mozart Arias (Porgi amor — The Marriage of Figaro
Deh viene, non tardar—The Marriage of Figaro ® Vedrai, carino—
Don Giovanni ® Batti, batti — Don Giovanni).

33Y; LP record ML 2152,

STEBER Dramatic Scenes from Verdi Operas (Ernani, involami
— Ernani e Salce, salce — Otello ® Ave Maria— Otello ® Ah!
fors' e lut — La Traviata ® Tu che le vanita— Don Carlos ® Pace,
pace mio Dio — La Forza del Destino).

33Y5 LP record ML 2157 o 78 rpm records Set MX-351.

TOUREL Rossini Arias (Una voce poco fa— Barber of Seville
® Cruda sorte! — The ltalian Girl in Algiers).
33Y; LP record ML 2024 78 rpm records Set MM-G91.

TRAUBEL Bridal Chamber Scene — Lohengrin, With Kurt Baum,
Tenor, and the Philharmonic-Symphony Orchestra of New York,
Artur Rodzinski, Conductor.

3313 LP record ML 4055 o 78 rpm records Set MX-261.

TRAUBEL Love Duet — Tristan und Isolde. With Torsten Ralf,
Tenor and Herta Glaz, Contralto, with Fritz Busch conducting the
Metropolitan Opera Orchestra.

3315 LP record ML 4055 © 78 rpm records Set MX-286.

TUCKER Great Tenor Arias (Celeste Aida— Aida ¢ La vita &
inferno all’ infelice — La Forza del Destino ¢ Oh, tu che in seno —
La Forza del Destino ® Parmi veder le lagrime — Rigoletto ® Ella
mi fu rapita! — Rigoletto ® Vesti la giubba — Pagliacci ® Mamma,
quel vino & generoso — Cavalleria Rusticana ® La donna & mobile
— Rigoletto ¢ Questa o quella — Rigoletto ¢ M'appari tutt’ amor
— Martha ¢ Rachel! quand du Seigneur — La Juive ® Je crois
entendre encore — The Pearl Fishers),

3314 LP record ML 4248 ® 78 rpm records Set MM-870 o 45
rpm record Set A-870.

WELITCH Two scenes from “Don Giovanni™ (Mozart).
3314 LP record ML 2118 o 78 rpm records Set MX-340.

WELITCH Letter Scene from "Eugene Onegin” (Tchaikovsky).
3315 LP record ML 2048 ® 78 rpm records Set MX-310.

LEINSDORF Suite from “Pelléas and Mélisande” — Debussy
(arr. Erich Leinsdorf) Erich Leinsdorf conducting The Cleveland

Orchestra.
3315 LP record ML 4090 * 78 rpm records Set MM-845.

ORMANDY Three Excerpts from "Wozzeck” (Berg). The Phila-
delphia Orchestra, Eugene Ormandy, Conductor, with Gertrude Ribla,
Soprano.

3315 LP record ML 2140 © 78 rpm records Set MX-347.

MUZIO Operatic Recital (issued by Request) (Gia
nella notte densa — Otello ® Dio ti giocondi, 0 sposo —
Otello o Casta diva— Norma ® Ah! non credea mirarti
— La Sonnambula ® Pace, pace mio dio — La Forza del
Destino ® Addio del passato — La Traviatc ¢ Si, mi
chiamano Mimi — La Bohéme ¢ La mamma morta —
Andrea Chenier ¢ L'altra notte in fondo mare — Mefisto-
fele » Esser madre & un inferno — L'Arlesiana) With
Francesco Merli, Tenor, and Orchestra conducted by Cav.
Lorenzo Molajoli.

3315 LP record ML 4404 ® 78 rpm records Set MM-259.
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