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FOREWORD

N enormous amount of music is carried over the air by radio to mile
lions of listeners. Some of this music is trash, which therefore
deserves no recommendation or explanatory comment. But there is a
constantly increasing quantity of real music which can be heard over
the radio today, and as the greater number of listeners have never had
an opportunity such as this before, it is important that their musical
intelligence should be sharpened and their power of appreciation
increased.

The book, Music on the Air by Hazel Gertrude Kinscella, is a real
contribution in this direction. The writer occupies an honored place
among musicians and has been active as an educator for many years.
She has called to her aid some of her most noted colleagues who are
specialists in the subjects of which they write. I prophesy a large
distribution for this book, as it will fill a real need.

Warrer DaMroscH
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INTRODUCTION

MUSIC AS AN INTERNATIONAL
LANGUAGE

HERE is a Russian edition of Rimsky-Korsakov’s Scheherazade,

a suite of pieces for orchestra founded on the Arabian Nights En-
tertainments, which flaunts as title-page a most gorgeously Oriental de-
sign of bright blues, reds, and greens, on a background of gold. It is
strikingly handsome and quite barbaric, reminding one more than any-
thing else of the wall decorations of Byzantine architecture. And the
last touch of outlandishness is given by the text in those strange Rus-
sian letters which look, according to a whimsical friend of mine, “as
English does when you have belladonna in your eyes.” To sce discern-
ingly such a title-page, feeling the remoteness of the point of view that
produced it from that of the Anglo-Saxon mind, and then to turn over
the leaf and read, with a thrill of appreciation, the stirring melody with
which the piece begins, is to gain a vivid sense of the universality of
music, its power to bridge even such a chasm as that which separates
East and West. A Russian and an American who stopped at the title-
page might well feel a strangeness in each other, a sense of fundamen-
tal differences in racial memories, traditions, tastes, which would need
only an occasion to manifest itself in active enmity. Yet if they once
heard the music, witnessing each other’s delight in it, they would feel
underneath all this a bond of common human feeling uniting them
already in potential friendship. However litle sympathy they might
have in other respects, the music at least would speak to both, by virtue
of its unique power as the only language that requires no translation.

DanmEL Grecory Mason



MUSIC ON THE AIR

HE STORY of radio broadcasting is a story of magic. It had its
Tbcginnings in mass communication and developed over a long
period of years.

It is hard for anyone to realize the amazing achievements and develop-
ments of the past fifteen years. Communication during the World War
took form in several fields, one of which was the development of radio
transmission and reception, both telegraphic and telephonie.

I recall the thrill of the first broadcasting that I ever heard, a record
of Sousa’s “Stars and Stripes Forever” played in Sioux City, Iowa, and
reccived by us in an amateur receiving station in an upper class room
at the University of Nebraska at Lincoln—the amateur announcing, the
winding of the phonograph, then the stirring melody. . . . Now, an
hour ago, we were sitting in a service in historic old Trinity Church in
Wall Street, New York City, and heard the chimes, just overhead, peal-
ing out the melodies of Old World Christmas carols, to be synchronized
with chimes playing the same carols from St. Dominiques in Quebec,
Canada. . . . The wonder of the radio never ceases!

How many people heard this latest broadcast cannot be known, but
there are, in the United States, according to the latest statistics, seven-
teen million receiving sets, and nearly twenty million homes wired for
radio reception—nearly forty million places in the United States alone
where people may gather to listen to music on the air!

That there is much music for them to hear is assured by the latest
broadcasting reports, which state that over 67% of the total of all
broadcasting done in the United States each twenty-four hours is music,
bringing two million letters of radio applause to one large broadcasting
office, alone, within the past ten months. Some of the letters bring com-
mendation, some bring criticism, but many thousands bring questions,

3



4 MUSIC ON THE AIR

the answering of which is the purpose of this book. There is no single
statement made, topic suggested, or piece of music discussed in this
work—from the oldest folk tune to the latest opera—which is not the
result of a question asked by some interested music lover or radio
listener.

“What are the ten most popular pieces in the world? The names of
the instruments in the orchestra? What makes modern music modern?
How do concerts and opera come over the air? Who wrote the first
radio opera? Who invented the violin? What is the difference between
a ‘symphonic’ and a ‘military’ band? Why do people stand up when
the ‘Hallelujah Chorus’ is sung? Why is the Unfinished Symphony
called ‘Unfinished, and where did the Farewell Symphony get its
name? What folk songs are mentioned in the Bible? Why did Dvofak
write the ‘Humoresque’? What are the ‘Bible’ Sonatas? What is the
Beggar’s Opera? How is an opera got ready for performance?” are a
few of the questions asked.

The first known continued programs on radio were broadcast by
Dr. Frank Conrad in his garage in Pittsburgh just after the World War.
Dr. Conrad was and is an engineer in the offices of the Westinghouse
Company. Interested in the novelty of radio he rigged up an amateur
set and in leisure hours sent out programs of music played on victrola
records. Occasionally he added interesting news items. His little broad-
casts met with such a response that heads of the Westinghouse Company
suggested that such communication might become a great influence in
the development of the nation’s home life, took over his plans, and
organized the pioneer broadcasting station of the United States, KDKA,
in Pittsburgh, which sent out the first national broadcast in its report of
the presidential election in November 1920.

This was not the first single program, however. On Christmas Eve,
1906, Reginald Fessenden had transmitted a program. Later, Lee De
Forest did the same and tasted the flavor of great things to come. Some
years before he had spent a very precious twenty-five cent piece—the
only one he had at the time—for a seat high up under the roof of the
Chicago Opera House. Now the idea came to him that it might be
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THE SINGER AND THE SONG 35

|| Of the first, a fine example is the charming “Heidenréslein” (Hedge
Roses) by Schubert, in which a story is told of the small boy who
found the thorns that always accompany a rose. Here each verse of
the simple story is sung to the same liking melody. Another is Schu-
bert’s setting of the old Scottish legend, “Edward.” (There is also a
setting by Loewe.) This is the gruesome tale of the cruel mother who
inspired her son to kill his father, the king. When he returns to the
castle in bloody clothing, she asks him what he has done. “What have
you done, Edward, Edward?” At first he says that he has killed his
ﬁawk, then that it was his horse, and finally, that it was his father.
Very appropriately, the same question has similar music in cach of
its repetitions. Here indeed the singer must serve as narrator, giving the
tale in as simple and dramatic a telling as it doubtless had when car-
ried from castle to castle by the minstrels of the olden days. In the
strophic song one really reads the poem, accompanied by music, thus
setting up the supreme importance of the text—an inheritance from
the days of folk song.

| In the “through-composed” art song the music is often of infinite
variety. Schubert’s “Erl King,” in which the singer must impersonatc,
in turn, four characters, requires a versatile singer and a gifted accom-
panist for successful performance.

Each song has a personality as definite as that of a person, cach its
own definite and distinct style. For example, “Du bist die Ruh,” with its
flowing, sustained melody and slow crescendo, is a remarkable illustra-
tion of the expression of peace and mood. Meter and style of its piano
accompaniment faithfully mirror the meter and style of the poem.
Again the message of the song comes from the poem through the
music. . . . And I have heard of songs being written before the poem
had been chosen!

One of the finest contemporary songs to display special agrecment
between words and music is Mrs. Curran’s “Nocturne,” in which she
has written both the words and the music, producing a real unit. “It
is night, and stars are brightly shining”—a lovely musical picture of
definite mood. Others are the setting of Joyce Kilmer’s “Trees” by
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Frank Tours, a description of a definite object; the idyllic “Phydile” of
Duparc; or the rollicking “Gypsy John” by Fred Clay. Contrast the
effects achieved by a single composer, such as John Alden Carpenter of
Chicago, in his “Sleep That Flits on Baby’s Eyes” and his “Green
River,” the latter song being a poetic description of a man who, in
his walk through field, by stream, flowers, and trees, communes with
Nature. In the first he is influenced by the text to write a delightful
description of slumber.

Much-of the sincere dramatic value and artistic completeness of the
many gems by Schubert lies in the fact that a large part of his output
was written, not for the public, but for the sheer joy and necessity of
creating, and also sometimes to give pleasure to his friends. Some
modern composers, on the other hand, are thinking of the “effect” on
the public, all the while they are writing.

Sorry the artist who has no sense of humor (especially about him-
self). How else can he sing Beckmesser’s grotesque serenade from Die
Meistersinger; Woolsley Charles’s “Green-Eyed Dragon,” which con-
jures up such a delightfully comic picture of the ogre which “on the
front doormat sat”; or Moussorgsky’s satirical “Song of the Flea” (text
from Goethe’s Faust), a most marvelous setting of an old Russian
legend?

How charmingly, and in how varied a manner have composers of dif-
ferent nationalities approached the composition of a serenade! There
is the “Serenade” of Jirnefelt, a Finnish composer, a lovely song of
great depth but of equally great restraint, reflecting the characteristic
reserve of the composer’s Northland. Contrast this with “Matinatta”
by Leoncavallo, a serenade filled with poignant rapture and with pas-
sionate Latin feeling. Dearest of all to the singer is Schubert’s irre-
sistible “Serenade,” so calm and serene. It is told of its origin that
Anna Froélich, a teacher of the art of singing at the Vienna Conservatory,
wishing to celebrate a friend’s birthday, begged from Franz Grill-
parzer, a Viennese poet, the words of this immortal song. She then
showed these to Schubert, who read them through quickly several
times, as he stood leaning against the piano, interrupting himself to
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produced a large amount of the most exotic and valuable contemporary
music of the century.

Most of the plots used by these Russian composers in their operatic
music are half fairytale and half history, the effect produced being some-
thing that can best be told only in music. As a plot for Life for & Tsar,
Glinka used a heroic tale of seventeenth-century life in Russia which
tells of the accession to the throne of Mikhail Romanov, in 1613. Ivan
Susanin, a patriotic Russian peasant, is the hero. He and his daughter
live in a small village where they are visited one day by a band of Polish
soldiers who have lost their way while traveling to Moscow, where they
hope to capture the future Tsar and prevent his coronation. Susanin,
suspecting their treason, offers to guide them on their way, but, instead
of taking them to the Tsar, leads them, under cover of the darkness,
into a marshy forest. Meanwhile his daughter hurries to the hiding
place of the future ruler and warns him of his danger. Susanin is sus-
pected of treachery. During the night he argues with the Polish soldiers,
but rather than betray his master, gives his own life. His strategy gives
the Tsar time to escape to Moscow, where he is triumphantly crowned.
Susanin’s two principal arias, one sung as he offers himself as a guide,
and the other as he realizes the hopelessness of his position, are among
the most dramatic in operatic literature.

The first production of the opera, which not only uses the historic
tale of a ruler, but also draws heavily upon national rhythms and folk
airs, was in St. Petersburg in December 1836. Some of the nobility, sens-
ing its popular appeal, and ignorant of the influence this work was
to have upon the art of their land, laughed at it and called it “music of
the coachmen.” But they too, soon came to realize its dramatic force and
great human reality, and to further Glinka’s efforts.

Another Russian opera which is, in a way, parallel to Life for a Tsar,
is Boris Godunov by Moussorgsky, with text by Alexander Pushkin,
Russia’s great national poet. Boris is a real character, the despotic regent
who ruled Feodor, the weak-minded son of Ivan the Terrible. Gregory,
false pretender to the throne, and the vagabond monks Varlaam and
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Nussail, furnish some of the most dramatic moments. The entire tex-
ture of the music is interwoven with folk music characteristics, and some
complete songs are used, as in the Coronation Scene. In Act II several
colorful folk dance rhythms are introduced.

The libretto of Rimsky-Korsakov’s fantastic opera-ballet, The Golden
Cockerel, is based upon a skazka, a type of supernatural fairytale pecu-
liar to Russia. Here a harassed King is presented, by his astrologer, with
a golden cockerel which will always give him warning when danger
is near. Local color of the nearby Orient was easily adapted to fill in the
traditional flavor. The opera, completed in 1907, included many satirical
reflections upon monarchy in general, and the Russian court was so
displeased that its production was delayed two years. The “magic” of
many of the scenes made it difficult of performance, and in 1912 it was
arranged by Fokine as an opera-ballet. As presented in New York, the
action is given to the ballet while the principal singers and chorus,
clothed in dull red robes, are seated on terraces built upon cach side of
the stage. Each réle thus has two representatives whose activities are
closely synchronized. Folk melodies of Russia are introduced into the
first and last acts; the King’s humorous dance is accompanied by music
of Oriental origin; and the popular “Hymn to the Sun” (sung by the
Queen, accompanied by gousli players, Act II), with its exotic melody,
florid arabesques and cadenza-like passages, and weird modulations, is
one of the finest examples of the influence of folk material in art song.

Any review of Russian “national” opera must include mention of
Borodin’s colorful Prince Igor, begun in 1870, worked on for the remain-
ing seventeen years of the composer’s life, and finished by his friends,
including Rimsky-Korsakov and Glazounov, who orchestrated and
arranged the existing sketches, or set down from memory, sections they
had often heard him play. The opera is based upon the life story of Igor,
a historical personage of pagan days in old Russia, who led an expedi-
tion of Russian princes against marauding nomads called Polevetzians,
in the twelfth century. Featured in the works are a series of Oriental
dances which take place in the camp of Khan Konchak, who has cap-
tured Igor. These—a few of which are choral dances, accompanied by
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singing of dancers and onlookers as well as the orchestra—are a super-
lative example of suave delicacy as contrasted with pagan Tatar sav-
agery, and remarkable in their reflections of Russian rhythms, and
melodies of the East which are frequently heard in Russia. They are
aften played as independent orchestral numbers.



ENJOYMENT OF SONG
BY MRS. H. H. A. BEACH, dmerican Composer

HIS is an age of song. Even the air is full of song, but the art or

concert song, as we know it, was not always known to the world.
As singers, song writers, or listeners, we owe much to the folk song, and
just now there is a return to and revival of it.

Even among our contemporaries there are many wonderful folk-
singers. I have in mind a prairie picture from our own America, of an
old Indian sitting, at dusk, before his simple home in the West, beating
gently upon his tom-tom and singing softly to himself, the treasured
song lore of his race—his memories taking on the form of a reverent
soliloquy.

The entire life of the Labrador Eskimos is set to the accompaniment
of song: primitive fragments with short, decided rhythms. A favorite
song describes “The Returning Warrior,” gives all his adventures, the
games of the children dancing hand in hand around a ring, the wed-
dings, and the funerals. The song is taught orally by one generation to
another.

The Balkan region, too, is the background of wonderful folk tunes
which have entered into the history of the people. Even a cry to Mace-
donia for help, repeating the one of Saint Paul’s time, has come down
through many centuries and forms the occasion for a superb melody.

In its evolution folk song was probably first a communication, then
an improvisation or part of a ritual, a bit of primitive life, a scene from
medieval pageantry, an element in the development of sacred plain-song,
as well as an entity in itself.

The reason that the folk song lived is that it was so very simple that
people learned and sang it unconsciously. The tune was at first unac-

24



ENJOYMENT OF SONG 25

companied, or else accompanied by the very simple rhythmic chords
suggested through the dance and by the primitive instruments of the
day. The song then grew gradually, the first singer expressing himself,
possibly, with only a few notes. Each singer who repeated it expressed
his own feelings also, and may have added a few more notes until, at
Iast, the song achieved a completed form. It acquired balance of struc-
ture naturally, for people then did not demand drama, but only the
depiction of each emotion. It acquired shape, as a rumor does, and
finally became a complete and expressive communication to the world
of an inner feeling.

The development of the art of printing made song universal as was
not possible when it could only be perpetuated orally. The song maker
of the folk became the song writer and music was now the product of
an individual rather than of a people. Each song was now written to
some particular poetic text, whether dramatic or lyric, and for the
widest variety of accompaniment.

In writing a song the composer considers the voice as an instrument,
and that the song shall be singable should be the fundamental principle
underlying its creation. Many an otherwise magnificent work lies on
the shelf, unused, because it is not suitable for the voice, being over-long,
of awkward range, or having its idea overdeveloped. The music should
be the poem translated into tone, with due care for every emotional
detail.

It is of remarkable interest to see what a different reaction two com-
posers of equally high standing—such as Robert Franz and Robert
Schumann—will make to the same poem. To one it may scem infinitely
sad, heart-breaking; to the other, the identical words may scem only a
lovely suggestion of pathos. Another point of contrast is the almost in-
finite variety of interpretation given to the same song by singers of
equal rank. Ten artists may sing the same song, each carrying out the
composer’s intentions with real exactness, but from a different view-
point, and producing quite different results.

" The best thing any person can do to further his own enjoyment of
song—whether he considers himself a singer or not—is to sing many of
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the finest songs. If he really cannot sing the song he can still sing at s
and thus help himself to become an appreciative listener as well as to
build up for himself a mental library of song. To do this one may begin
with the valuable old Scottish or Irish ballads sung in early days by wan-
dering bards. In these is much repetition of the same little tune, whether
the poem be one of tragedy, adventure, or comedy. Get the music, be-
come acquainted with it, finger out the melody on the piano if you can
do no more; say, learn, sing the words. Hum the tune. Learn the title in
both languages if the song be written in a foreign tongue. Buy a record
of it. Go to concerts where it is to be sung. Tune in on good radio con-
certs of song. All this will open up new vistas of delight.

In the published collections one finds many genuine treasures among
songs so simple that they are seldom included in concert programs, yet
bear the stamp of a master. One may gather, in the mind, the song
treasures of many generations, beginning with such simple gems as
Mozart’s “Violet,” the Haydn “Roéslein,” “Longing” (Wonne der
Wehmut) by Beethoven, “For Music” by Robert Franz, songs by
Schumann; and the exquisite “Lullaby,” “Little Sandman,” and “The
Blacksmith” by Brahms. Fauré was the creator of many French art
songs of great finesse, delicacy, lyric emotion, and subtle profundity.
Cécile Chaminade has given us treasures in song which are not well
enough known. Franz Schubert, who broke down the rigidity of song
previous to his time, is, at his best, so fine that all other composers kneel
at his feet, and there are so many of his songs which all should know—
such as “The Wanderer,” “Ave Maria,” and “Serenade,” that it is dif-
ficult to make a choice. Then there are the many splendid songs of our
own American writers—Edward MacDowell and the many contem-
porary writers.

There is enjoyment in every contact with beautiful song—in writing,
singing, playing, or even thinking of it—and it brings to the listener a
sense of discovery of a world in which serenity and contentment still

reign.



SONG AND THE ACCOMPANIMENT
. BY FRANK LAFORGE, Americen Composer and Teacher

HE AIM of a singer is to make certain texts intelligible, and to
‘ impart to his declamation of them such human expression, imita-
tion, or representation of certain emotions as to create, through the aid
of the listener’s imagination, a definite mood. The exact proportion that
the song accompaniment plays in this creation, it is impossible to tell,
but it is certain, because of its long and varied history, that the ac-
companiment to song—usually instrumental, though sometimes vocal
—is one of the vital elements in its appeal.

Just as there have been many kinds of song, so have there been many
kinds of accompaniment. The early folk song was usually unaccom-
panied, or, if used, in itself, as an accompaniment to folk dance, was em-
bellished by beating of hands by the onlookers. Thus the first accompani-
ments were probably merely rhythmic, such as the monotonous but
cffective drum-beats still to be heard in the traditional songs of primitive
peoples; or, as simple rhythmic chords played by the home musician, or
by the itinerant bard upon his small lute or harp. Such supplementary
rhythms inspired both singer and listener to greater endeavors, as has
b:ccn seen repeatedly in times of danger or in the folk “working-songs.”
Percy Grainger says that “Rhythm is the thing called in to make people
work harder than they naturally would.”

The invention of printing encouraged the writing of longer and more
complicated music, but, as much of this was inspired by sacred texts and
intended to be performed in the church, it was sung unaccompanied. The
exquisite many-voiced writing of Palestrina (1526-1594), whose beauti-
ful music brought to a climax the composed church music of the six-
teenth century, is an example of such a kind of song.

27



28 MUSIC ON THE AIR

Toward the end of the sixteenth century, the remarkable development
of secular song through songs of the minstrels, troubadours, and minne-
singers brought into prominence the artistic possibilities of the vocal solo
and of the instrumental accompaniment found desirable for its em-
bellishment or background. The invention and elaboration of musical
instruments were hastened by the desire of all fine singers for a more
* appropriate accompaniment.

The performances of the “first opera” in Florence in 1600, and of
Monteverde’s more elaborate operas Orfeo and Arianne, given a few
years later, were impressive not only because of the dramatic stories they
told, the alluring art of the singers, and the novelty of the entire form
of presentation, but because of the spectacular size of the “string band,”
as the orchestra of the day was called, the Florentine accompaniment
being written for harpsichord, lutes, and large viols.

Of Arianne only one number now remains, but this, the “Lament of
Arianne,” is said to have been the first dramatic aria ever created. To
understand this wholly it is helpful to compare a bit of early plain-
chant of the church, after which many of the popular songs of the
time were patterned with a phrase from the “Lament,” in which the
sentiment of the words is echoed in the broken and dramatically ex-
pressive character of the melody.

But even in those operas the accompaniment was very simple, and
not until the rise of the arz song, and the contemporary development of
opera, did a song come to be composed throughout, by which is meant
that it is written so that melody and accompaniment combined create a
perfect unity, the music telling the story as completely as do the words,
the finished composition being heard as the perfectly blended expression
of one kind.

In the art songs of Franz Schubert, which include the familiar “Erl
King,” “Who is Sylvia,” “Hark! Hark! the Lark,” “Gretchen at the
Spinning Wheel,” “The Wanderer,” and the entire cycle of the “Schéne
Millerin,” are such glorious examples of the art of accompaniment
writing as have never been surpassed by any song writer. Here the
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superb pictorial or descriptive effects and vividly rhythmic treatment
of melody call for the most artistic performance on the parts of both
singer and accompanist. Incidentally, the greater the artist, the more
exact is the observance shown for the regular accents of the notes in
singing. The better singers always secure their most striking effects with
the least possible unsettling of the rhythm of the songs as set down by
the composer, and take the fewest liberties with his music. Strict ob-
servance of rhythm is only a recognition on the part of the artist that
singing has other demands besides those of sound. It is an acknowl-
edgment of the composite character of every musical performance, even
of one so simple as a song.

When the best results are obtained, all the elements are in perfect re-
lation and balance, including time, tune, expression, tone color, and
whatever else enters into the problem. In other words, music consists in
the co-ordination of a number of things, each of which is just about as
important as the other. The piano and voice parts should be considered
together, as a unit. The piano, when used with the voice, requires a
different touch from the piano when used as a solo instrument or in
association with other instruments. Accompaniments played in soloistic
style will never do, although in many of the Schubert, Schumann, and
Brahms songs it has much independence and may be made as expressive
as the player chooses. But it must not take attention from the voice.
Good ensemble is one of the things for which there exists the highest
popular appreciation. In the preludes and the postludes of the song, the
accompanist becomes the soloist and should use a solo tone,

In the “Erl King,” one of the greatest art songs ever written, the ac-
companiment supplies the main elements of the drama. The entire
song was composed within an hour, Schubert having become wildly
excited after reading the Goethe ballad of the terrified father’s mad ride
through the night, carrying his dying son in his arms, while beside him,
singing alluring words of invitation to the child, travels the dread Erl
King, a mythical character which, in the Middle Ages, represented
Death. Here Schubest has written an entirely different and individual
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type of music to accompany each of the characters in the song drama,
impersonating, in turn, the Narrator, the Father, the Child, and the
Erl King.

In “Gretchen at the Spinning Wheel” the accompaniment depicts the
incessant turning of the whirring wheel and helps to carry the tragic
note of the maiden’s lament through to its climax. Many listeners think
that the accompaniment to “Wohin” (Schubert) is meant to suggest the
murmuring of a brook, but this is not so. Here it is plainly a mill-wheel,
turning upon its axis, that is depicted, the music being quite different
from that of “Jealousy and Pride” (Eifersucht und Stolz) in which the
rippling waters of a brook, moving now here, now there, and going all
around, are pictured.

“Hark! Hark! the Lark” (text from Shakespeare’s Cymbeline) ex-
presses in its accompaniment, as well as in its vocal melody, the up-
lifting rapture of a morning in the spring of life, the music being a
lovely mirrored reflection of the words. Schubert’s “Who is Sylvia?”
is another exquisite setting of a Shakespeare text. The unnumbered
settings of Shakespeare’s lyrics, incidentally, may be said to constitute
a distinctive branch of song literature. The personality of no other poet
so dominates the songs he has inspired or so unconditionally circum-
scribes and classifies them. The term “Shakespearean song” conveys
even to the unmusical listener a highly definite impression, thus revers-
ing ordinary conditions by emphasizing so very sharply the uppermost
importance of the song’s poetic foundation. But the Shakespearean
songs which have touched the hearts of the multitudes have, largely,
emanated from the pens of Englishmen and Americans. Only Franz
Schubert is the great exception that proves the rule. One reason for this
large proportion of successful Anglo-Saxon Shakespearean song is the
fact that Shakespeare wrote a large number of his song poems in
adaptation to the rhythms of old melodies already popular and firmly
entrenched in the minds and hearts of dwellers in Great Britain.

Haydn wrote many descriptive accompaniments, for instance, his
“Roaming in Foaming Billows” from the Creation. Handel was a mas-
ter in expressing mood and grandeur through his aria accompaniments,
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as shown by the deeply devotional “I Know That My Redeemer Liveth,”
from the Messiah, in which complete conviction is expressed in even the
first notes of the instrumental introduction. :

Although the art song did not come to its full maturity until the
time of Schubert and his associates, the composers of many of the
oldest pastorales for the voice made their accompaniments contribute
— o far as the instruments which were then available permitted—to
the establishment of mood, or to description. .

Speaking of old songs, I have never been able to see why artists think
themselves bound to treat old sixteenth- and seventeenth-century airs
like church music. When about to sing a love song like “Amarilli” by
Caccini, many a singer lapses into a state of dreary solemnity and de-
livers the love song as though it were a hymn, and then tells us that
it is a “matter of style.” It is not. The people of that age were thor-
oughly as human as the ones of a more modern day, and their songs
'should be interpreted according to their human quality. Not to do
so is to misinterpret them. It is as bad as the playing of certain
Beethoven “specialists” who are so afraid of humor in music that
they miss the whole spirit of Beethoven, the musician above all others
in whose music humor runs rampant. It is no wonder to me that
some persons have a dread of these old classics. But the fault is en-
tirely with the “stylists.”

Schumann, being a pianist, excelled, in his songs, in creation of at-
mosphere through the accompaniment, and many of the most telling
accompaniments in existence are from the pen of Johannes Brahms.
The exquisite atmosphere of romance and poetry which emanates from
Brahms's “The Nightingale” is established by the hauntingly beautiful
piano introduction. In his “Song of the Lark” the voice part is largely
recitative, coming in between the “verses” of subtle rhythmic accompani-
ment.

It is amazing, when one considess, the influence which nature, and
particularly the songs of birds—especially the cuckoo, lark, and night-
ingale—have on composed song. These three songsters have been given
especial prominence since the days of John of Fornsete and his famous
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round, “Sumer Is Icumen In, Lhude Sing Cuccu.” The cuckoo gained
musical fame because of the character of its two-note song; the lark
and the nightingale because of the variety and exquisite beauty of their
songs.

In the Brahms songs, which number nearly three hundred, there are
more than forty in which the texts make reference to birds, with the
nightingale the most frequently mentioned. These poetic references
are, naturally, reflected in the accompaniments to an astonishing de-
gree. For instance, in the accompaniment of “Nightingales Are Wing-
ing” (Nachtigallen Schwingen), Brahms keeps mainly to an imitation
of the twittering of birds. In “Rest Thee, My Dear One” (Ruhe, Siiss-
licbchen), Opus 33, No. g, syncopations in the accompaniment con-
tribute to a portrayal of the stillness and mystery of nature at night.
And toward the close of this song Brahms adds an extremely sympa-
thetic and tender note through the inclusion of a brief phrase from
the old German lullaby, “Schlaf, Kindchen, Schlaf.”

The music of Brahms’s “Death Is the Cooling Night” (Der Tod, das
ist die kahle Nacht), Opus 96, No. 1—both melody and accompani-
ment—is more guided by the text than is the case in some others of
the Brahms songs, in which his declamation was not entirely dictated
by important words, his greater desire being to create an interesting
musical profile. The nightingale, so favored in the Brahms texts, here
appears again toward the close of the song where, at the words “over
my couch,” the rich arpeggiated harmonies suggest the bird’s sweet
song. It is heard again in the composer’s “In Lonely Wood,” Opus 8s,
No. 6, while “The Skylark’s Song,” Opus 70, No. 2, is unusual for its
extreme constraint. In the yearning and utterly charming “Nightingale”
Brahms used a melody which was evidently especially precious to him,
as he had used it once before in a setting of “The Wanderer.”

Other nature songs of Brahms—by which, just now, I mean nature as
expressed by the music as well as by the words—though not expres-
sive of bird music, include the extremely melodic “Longing at Rest,”
with its viola obbligato suggestive of the whispering winds; “To an
Zolian Harp,” in which Brahms makes a peculiar combination of
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harpike arpeggio and unequal rhythms to suggest the eerie tones of
a wind-swept Zolian (or wind) harp hanging in a garden; the ecstatic
“Wie bist du, meine Konigin”; the colorful “Serenade,” Opus 58, No. 8;
the realistic “While the Rain Falls,” in which the staccato accompani-
ment suggesting the drops increases in strength as the rainfall grows
heavier; and the famous “Rain Song,” in which the pianistic afterpiece,
or coda, is an artistic creation in itself, in the way it portrays the falter-
ing raindrops as the storm dies away.



THE SINGER AND THE SONG

BY JOHN CHARLES THOMAS, American Baritone,
Metropolitan Opera

T was William Byrde, that eminent composer of Queen Elizabeth’s
court, who so appreciated the beauty of the human voice that he
wrote: “There is not any musicke of Instruments whatsoever, com-
parable to that which is made of the voyces of men, where the voyces
are good, and the same well sorted and ordered.”

I believe in spontaneity, the outpouring of the voice; one sings first,
then learns the technique of singing. Songs which grow from the hearts
of those who compose and sing them reach the hearts of those who
hear them. Nothing is so impressive as simplicity and sincerity.

To me the first requirement for a good song is a good story (text),
or a gorgeous melody, preferably both; and the story should always be
descriptive rather than vague.

Needless to say, all the great songs are not written by the famous
composers, although some snobbish folk look first at the name of the
composer, then at the music, then at the words.

The words of the song should transmit a message, or suggest a
definite mood or picture—these differing, of course, in effect, upon the
individual hearer. The first thing to listen for in a song is the message.
The singer’s duty and privilege it therefore becomes to deliver that mes-
sage.

Many of us speak glibly of the “art song.” Just what és an art song?
‘To me there are two distinct types: the first, strophic, in which the same
music is repeated for each of the stanzas; and the “through-composed”
(durchkomponiert) song, in which the composer writes new melody
and new accompaniment constantly as the story progresses.

34
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exclaim over their beauty. Suddenly he exclaimed, “I have it! It’s done
already.” Three days later it was really finished, parts being provided
for baritone solo and male chorus accompaniment.

A popular descriptive song of distinctly martial character and pic-
turesque personality is “Au Pays” by Auguste Holmes. Here there
is pictured the return of a soldier to his home town after an absence
of some three years. Many and sundry thoughts pass through his mind,
but uppermost, of course, is his Jeannette, his sweetheart. During his
years at the front he has been through many battles and been promoted
to top sergeant. His entire soliloquy is one of the finest pictures of
pride I can recall. His chest is covered with medals of which he is
very proud. No one is so proud as this top sergeant—he thinks he runs
the armyl “You have waited for me?” he asks Jeannette, as he sees
her. But she replies that, instead, she has married the farmer who took
her at the Fair.* His pride crumples in the dust. . .. But he is still
top sergeant! So he orders his company to march on, and with a steady
Tramp! Tramp! they disappear in the distance. The music provided
by the composer for this song is inimitable. Before words or melody
have been indicated, the swing of the marching troops is clearly sug-
gested by the sonorous chordal accompaniment. At the close, when
melody and words have ceased, the rhythmic swing of the chords is the
last sound heard.

'A song must have personality to live. Ravishing melody, appropriate
accompaniment, colorful modulations, inspired rhythms, are all but
a symbol of intensified speech; and fortunate is the composer who finds
a poem worthy of all these things!

I

® See Marthe and the Richmoad (“Mop™) Fair, page 313



FROM GREEK DRAMA TO
RADIO OPERA

ANY centuries ago it was the custom for the Greeks to amuse

themselves by gathering in the market-square to listen to al-
luring tales of adventure told and enacted by strolling story-tellers,
who, very often, embellished their tales by improvising songs which
they accompanied by plucking sweet chords from the strings of the
lyres they carried with them.

Many of the tales related by these wandering story-tellers were the
beloved myths of Greece, and told of the miraculous achievements of
the Greek gods and goddesses. In the larger cities annual festivals were
held in open-air theaters, and here longer stories were acted and sung,
and much beautiful music made upon lyres and flutes. Before the be-
ginning of each tragedy—as these Greek dramas were called—an
actor known as the prologue would come before the audience to an-
nounce and explain the drama about to be given, and to tell his senti-
ments concerning it.

In the rural parts of Greece, and presently, in rural Italy across the
Ionian and Adriatic Seas, strolling stages, or play-carts, provided popular
entertainment by carrying the drama from place to place. In Italy,
through the efforts, mainly, of a good man named Filippo Neri, who
thought more beautiful stories might be presented, there began a tell-
ing of stories from the Bible, with action, from the steps of the churches,
and to these were often added the singing and playing of beautiful
music. This led the strolling players, especially, to build carts three stories
high, so that, in their dramas with music they might show what was
supposed to be going on at the same time in Heaven, on Earth, and
in Hell.

It was the charm and popularity of such efforts as these, in which
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drama and music, and sometimes dancing, were combined, that led
the music lovers of Florence, toward the end of the sixteenth century,
to attempt the reconstruction of the early Greek tragedies, with their
formality and dignity. The first stories set to music by the Florentine
musicians were therefore those handed down from Greck mythology.
Not until later did the Italian composers use the more realistic stories
of their own times and people.

~ Such were some of the beginnings of opera. The first of the operas
thus given in Florence was the work of a group of men who called
themselves the Camerati (Comrades) and who met frequently at the
home of a Count Bardi, who was himself a poet. The little opera they
assembled (Dafne) was finally given at the palatial home of Jacopo
Corsi, in 1504.

There is no record of another opera being given in Florence until the
year 1600, at the time of the great political marriage of King Henry IV
of France to the beautiful Marie de’ Medici of Florence, when, among
all of the many dazzling events planned to honor the occasion, the most
striking was the performance of what is known, historically, as “the
first opera.” This too told a Grecian myth, the story of Eurydice, and
contained among its parts solos (arias), recitative or spoken song,
choruses, dance, and an instrumental accompaniment. The instru-
ments used included a harpsichord, triple flute, large lutes, and large
viols. The poem upon which the music was based was by Rinuccini.
Peri and Caccini had each, independently, written a musical setting of
it, and so the performance included the most beautiful parts of cach
work.

Seven years later Monteverde, a musician in the service of the Duke
of Mantua, presented at Venice a still more elaborate opera (Orfeo),
and the following years saw a tremendous development of this at-
tractive new art. .

At first the people exclaimed against the “unnaturalness,” as they
called it, of performers who sang their conversations instead of speak-
ing them, and called the composers of the opera “the Greeks.” It was
soon proven, however, that musical declamation might appeal to the
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emotions and imagination as spoken lines could not do, and within
four or five years opera had become a favorite diversion of the Italian
public, which has been warmly devoted to it until the present day.

Italian opera gradually developed into an art form in which special
attention was paid to lovely melody and to vocal display, rather than
to the plot itself. Modern Italian operas, while still beautifully melodic,
are more realistic in style, presenting the story, through the music, as
it might actually happen.

Opera spread rapidly to other countries, in some of which styles
peculiarly national have been developed. Grand opera came to mean
opera in which all the conversation was sung. Opéra comique, essentially
French, required that the dialogue must be spoken.

In Germany much use has been made of German legend as the
basis for the book, or libretto, and in that country melodic beauty has
been enhanced by the addition of fluent and scholarly and often
dramatic orchestral accompaniment. England, more truly the land of
the oratorio than of opera, is known for its successful development of
light opera, such as the Savoy Operas by Gilbert and Sullivan.* Russia
has contributed to the world a richly colored national opera built upon
the immense resources of national folk music and legend.

In America, where but few native operas have yet been written and
produced,} there is a growing appreciation of this form of musical
art. Many of the millions of people who live in the United States have
never seen an opera, living, as they do, so far from the few large cities
where opera is usually given. Many will never see one, but now, thanks
to the magic of the radio, and to the meticulous care given to operatic
broadcasts by the great broadcasting companies, all may now hear it
frequently, sung by the finest artists in the world.

This was possible in Great Britain before it was in the United States,
for, since the earliest days of its existence, the British Broadcasting
Company made a practice of broadcasting operatic performances, both

® See under Sullivan, page 393.

1 See the operatic works of Cadman, Rossetter G. Cole, Walter Damrosch, Victor

Herbert, Reginald De Koven, Horatio Parker, Charles S. Skilton, and Deems Taylor
in “Biographical Sketches.”
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of the “International” summer seasons held at the Opera House, Covent
Garden (London), and the performances of the British National Opera
‘Company, in the provinces and elsewhere. These transmissions were
further supplemented by studio broadcasts of opera.

In America, studio broadcasts—tabloid arrangements of popular
operas, or programs of “favorite” operatic arias and concerted numbers—
were the beginnings from which has come about a wonderful expansion.
On Christmas Day, 1931, the first complete broadcast from the Metro-
politan Opera House of New York City went on the air over the net-
works of the National Broadcasting Company, and appropriately for the
day this first broadcast from America’s leading opera house was the
perennial favorite, Hansel and Gretel by Humperdinck.*

" It would be impossible to estimate the number of listeners that day,
probably several million, but it is certain that a still larger number
has heard each succeeding Metropolitan broadcast, as the response
from the first was one that stirred both the Metropolitan management
and the broadcasting company which is said to have paid many thou-
sands of dollars for the privilege of offering this unusual entertainment.

From being an occasional and experimental feature, sponsored, it
was said, with some trepidation, these operatic broadcasts are now an
established part of the air program; and because of the beauty of the
music and the vivid appeal to the imagination—the privilege, too, of
hearing the most famous “stars”—are a constant source of pleasure.

The only difficulty now encountered was the length of an opera, and
the exigencies of modern radio which often prevent use of enough time
to broadcast a complete work. Thus it is interesting to note that the
first complete opera written expressly for radio production, The Willow
Tree (first performance on October 3, 1932), was done by an American,
Charles Wakefield Cadman, acting on a commission from the National
Broadcasting Company. In The Willow Tree, Mr. Cadman has, in a
twenty-three minute opera, covered the round of emotions usually in-
cluded in a whole evening’s entertainment. To accomplish this he
and his librettist, Mrs. Nelle Richmond Eberhart, had to forgo a plot

| ®See p. 337
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and present, instead, a dramatic situation. The result is typically Amer-
ican in its directness, and is, as well, replete with beautiful melody and
skilled workmanship. The opera begins with a brief overture, and ends,
true to form, in the death of the hero. In it Mr. Cadman has followed
the accepted form, with arias, duets, ensembles (all in miniature), the
scale being commensurate with the limitations of time, and a colorful
accompaniment for small orchestra.

Broadcasting is therefore the latest, and the greatest, ally that opera
has had. It is the final step in the making possible for all of an artistic
pleasure that had its beginnings in the sweet singing of a strolling bard
on some open square in Greece, many centuries ago.



BEHIND THE SCENES AT
THE OPERA

WITH LAWRENCE TIBBETT, American Baritone,
Metropolitan Opera
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lI[' is evening in the great opera house and a gala atmosphere pre-
vails. The orchestra, all timed and ready, awaits only the lifting of
‘the conductor’s baton. The Prologue begins . . . through the great
golden curtain Tonio thrusts his head and asks, “Si puo?” (“A word?”)
then steps through and before the curtain and begins the famous aria
1of Pagliacci which ends so brilliantly with the words, “Come then, ring
up the curtain!” Another opera at the Metropolitan has begun! What
other phase of the art of music has so varied and glamorous an allure
as opera—the stage settings, the lighting, the principal artists, the chorus
which acts as vocal background for the principals and sometimes assumes
a supreme importance of its own, the ballet, the orchestra, and that
very important feature not listed on the program—the audience? Opera,
with its many great and perfect moments, is one of the most marvelous
creations of man’s imagination!
| There is just one thing that the listener to opera should not do. That
is to decide, once for all, that zhis opera is good and shat one is bad.
"There is so much beauty in it all that it is worth while sitting through
a few disappointing moments for the sake of the many great ones that
are always there. Maybe the listener just doesn’t understand the message
of the opera he thinks “so bad.” When 1 first heard Wagner's Tristan
and Isolde T was still quite unfamiliar with German and so sat coldly.
Bit by bit the powerful allure of the music took possession of me and
when the opera ended I found myself weeping. I feel that there is no
comparison between two beautiful or thrilling things. Why compare
43
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Debussy with Wagner? Or Wagner with Verdi? Why try to decide
who is the greatest composer?

A lot of people apologize for having a “popular” taste. They think
that anything hard to understand is “classical,” and anything easy to
understand is “low-brow.” That is no sign that it is bad. We can under-
stand a sunset with one glance and yet we know that it is beautifull
To be sure, there is much modern opera which may lack the sweet and
simple melodies which characterize the older “school,” but each opera
offers something for someone. There is La Bokéme by Puccini—the
ideal opera; and Die Meistersinger by Wagner—my favorite opera.
Consider its purity, mellowness, and the supreme beauty of this master-
piece. Consider Hans Sachs, noble-spirited cobbler-mastersinger, one
of the finest creations in all opera, a man old enough to look on life
with mellow understanding, and young enough to respond to youth
and nature with warmth and affection. Here was a man with the height
of tenderness and self-comprehension. Such characters are dreams to
the actor-singer.

Then there is Simone Boccanegra by Verdi, the story of the fourteenth-
century corsair who became a Doge of Venice. Boccanegra happens to
be a good opera, very often a genuinely beautiful and touching opera.
What makes it so strange is that it belongs pretty much to the baritone
who sings its title réle and who is neither young nor handsome. But
Boccanegra’s love for his daughter dominates the piece and was so
fine that it moved Verdi to write some of his finest and most nobly ex-
pressive music for it. An interesting thing about it is that it is an opera
saved by Verdi himself from the limbo of his early years. A quarter
of a century after its composition—when it was not much of a success—
it recurred to the composer’s mind. He took it out and rewrote it; and
while smiling at the flamboyant style of performance in which opera had
its beginning one is captivated by its new growth in power and imag-
ination, and by the aptness with which the renewed music characterizes
the scenes, and at the same time, Boccanegra and his daughter Maria.
Boccanegra is shown to have emotional depths of tenderness, and of
tragic pathos, great nobility of spirit, magnanimity, majesty of anger,
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and majesty of grief. His really royal attributes, in the hands of an
able singing-actor, may turn a rather banal operatic death into a dénoue-
ment of tragic and searching beauty, unforgettable for its poignancy
and sincerity. . . . Yes, surely there is enough in opera to satisfy all
tastes. I place a lot of emphasis on acting, and sometimes, to act a part
convincingly, must use a vocal tone not lovely, but positively—for
the moment—ugly. That is truth in delineation, as I see it, for so the
speaking voice responds to great emotion.

But the general public, a part of it sitting in the shadow of the
“Dyjamond Horseshoe,” and a part made up of those smaller audiences
of one, two, three, or more, who sit in the easy chairs at home before
the radio, seldom realize how much in preparation goes to the making
of a single evening’s offering of opera, or the triumphs of stage mechan-
ism which cause the fascinating stage pictures to move as scenes from
life.

First there is a management willing and anxious to provide the
audience with the finest art that can be produced, and the artists with
every chance for progress. Neither may one forget those unseen
“artists” in basement, sub-basement, and scene-loft who furnish the
intricate shifting and arrangement of scenic effects, the visual allure
and illusion which are the foundation for so many operatic successcs.

For every opera, there is unlimited rehearsal, a new opera, or re-
vival, taking many weeks to bring about the flawless perfection de-
manded. Of course the conductor chosen for the particular opera
to be given is in charge of it all. Under and with him work all others
connected with the production—the assistant conductors, chorus master,
ballet mistress, as well as all singers and players, each of whom makes
an intensive study of the score and libretto. The players of the orchestra
have intensive rehearsals, being drilled to a perfection of performance
almost unthinkable.

Meanwhile, the stage manager is busy planning effects, with painters,
costumers, and electricians all contributing to the whole. Away up
pear the roof of the opera house, in a bare and mirror-lined studio,
the ballet goes through arduous and protracted hours of work in syn-
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chronizing of rhythm of music and action. The “stars,” too, are hard
at work with their coaches, for only such unceasing effort will bring
about the desired relaxation and naturalness when the time of per-
formance comes. My coach, Mr. Frank LaForge, with whom I have
worked for more than ten years, leaves nothing to chance; memorizing
of the words to be sung, for instance, being attacked in many different
ways, one of which is that the artist shall be able to write from memory,
ten times, every “line” he will have to sing, and its cue or reply. His
own lines he writes with blue pencil, those of his colleagues, with red;
all this so that the voice shall not be worn by needless repetition, and
that when the real singing begins, there shall be no physical nor nervous
strain brought about by attempt to recall the text. Musically, the same
care is taken, and the singer may work for many hours on a single
phrase or a single word.

Presently the whole cast is assembled, the prompter takes up his
place, and there is a general rehearsal minus costume and other visual
effects, and usually with piano rather than orchestra. Then other re-
hearsals, with the orchestra, the chorus—and sometimes small choruses,
bands, or orchestra back-stage, these kept in uniformity with the con-
ductor by the aid of skilled assistants, who relay his beat. There are
even lighting rehearsals, when the elusive color effects, which play
such an important part in some scenes, are tried out; and the many
curious mechanical aids to dramatic exposition are put through their
paces. The colorful waves of sea-green water, which surge (via magic
lantern) in certain operas, are liberated. If the Ring is in rehearsal,
the noble Valkyries ride their hobby horses heavenward, and the Rhine
Maidens swim about in their apparatus. Even the steam that conceals
Alberich in his startling disappearances, in Rheingold, practices. All
the time, artists and chorus are trying to act naturally and sing beau-
tifully at the same time.

New trends in opera are already distinguishable. Music often tends
to retard drama, yet when one remembers Pelléas and Mélisande, with
the mysterious music of Debussy, its wondrous color and light, one
seems to hear the outcry of human passions from the other side of
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life. And so it is with Gruenberg’s music for Emperor Jones, where sing-
ing is deftly interwoven with the music to create a conglomeration
of emotional effects. At one moment, when Emperor Jones has seem-
ingly reached the apex of his terror, he breaks forth in a singing prayer.
Gruenberg, so it is said, studied for two years over spirituals of the
Negro, worked with this one, and that, and finally, after trying out a
dozen or more, chose the familiar and absolutely appropriate “Standin’
in de Need of Prayer,” which is so superbly and theatrically magnificent.

Il For Emperor Jones, the stage of the Metropolitan was made to seem
smaller by the addition of two panels on each side. On the upper halves
of these were painted crude figures of half-naked Indian gods, while
the lower halves were made into gratings, conventionalized designs
of tropical branches or rushes. Back of these were seen the figures of
the living members of the Negro chorus, which assisted the regular
opera house chorus, here used as scenic accessories. Their yells and
chants in conflicting rhythms and keys were magnificently effective and
always hurled forward the action of the opera.

The libretto used by Mr. Gruenberg he himself prepared, and when
He sent it to O'Neill for approval, the playwright is said to have replied
that the adaptation had been admirably prepared, and that all the
dramatic quality and flavor of the work had been preserved. Gruen-
berg has written the opera in two acts. He has, naturally, made use of
the monotonous beat of the tom-tom which pursues Jones through
the drama. This primitive drum-beat, which gradually accelerates as
the action goes on, ceases only in certain brief scenes. These are during
the vision and hallucinations which haunt Jones as he flees through the
forest.

This work calls for unique arrangement of stage. The chorus of pur-
suing Negroes is grouped out of sight of the audience, below and in
front of the stage flooring. At first only the crossing of hands and
arms thrown about by the unseen pursuers are seen above it. Then as the
pursuit draws nearer to its quarry, the bodies of the pursuers gradually
emerge into view, as yells of hate and triumph gather in volume. The

hallucinations of Jones—of the murdered crap player, of the sheriff
!
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whom he has killed, and of the auction block—are shown on a small
raised stage, to indicate that they are figments of the poor man’s imag-
ination. Finally Jones is seen, a nearly naked savage, scated on the
ground, swaying in terror as the medicine man leaps upon the stage
and indicates him as the tribe’s victim. At the end, the body of the
fugitive, who, in the opera, shoots himself with his precious silver bul-
let, is carried off by the tribesmen into the forest amid a chorus of
shouts of savage exultation which are soon heard dying away in the
distance. . . . To all this drama Gruenberg has written what appears
to be swift and pungent music. The principal moment of lyrical ex-
pression is Jones’s prayer for the Lord’s aid in his plight, which is made
in the general character of the exquisite old Negro spiritual. This mo-
ment in the opera seems always to make an exceedingly strong emotional
appeal, and the reasons for it I cannot doubt, as I was myself utterly
touched and unable to speak for a moment after my first experience
in hearing a group of devout Negroes in their utterance of this song.

The score is also reflective of every passing incident and gesture on
the stage. Each of the scenes of the tragedy has its own musical counter-
point. Toward the close, there is an immense crescendo. and accelera-
tion, as several pairs of drumis unite to create the intensely stirring
finale. The opera takes about an hour for performance, and through-
out this time there is not one single moment when the element of
suspense is absent. Although there may not be—as some critics have
suggested—tunes in Emperor Jones that the audience may whistle as
it leaves the opera house (an acid test of the worth of any piece of
music in the minds of some people), there is, for once, plenty of im-
pression for it to carry away, and this is, also for once, just as important
as a tonal commentary.

Opera may be the foundation of our musical art. But, should one
listener prefer the primitive appeal of Emperor Jones, or the modern
viewpoint of some other opera, he should also remember that there
is no such thing as old-fashioned operal Each opera is just a slice of
life, and singing in it is just about the best fun anyone can have.



*“FAVORITE’ CHORUSES FROM
| OPERA

HILE the opera-going public will always be particularly at-
Wtractcd to the scores of dramatic and melodically intriguing arias
for which opera is noted, it is true that many of the most spectacular
climaxes, much of the intensity of tragic moments and of the poetic
appeal to the emotions is created, in opera, by its vocal ensemble. By
this is meant any combination of voices between the forms of duet
and operatic chorus, and includes such effective groups as trio, quartet,
and sextet, celebrated examples of which, notable for special melodic
or rhythmic charm, are popular with all music lovers, and interesting
whether thought of as separate and independent choral numbers or
in their appropriate settings in an opera.

The Verdi operas offer many captivating and expressive illustra-
tions of these vocal ensemble forms. “Home to Our Mountains” from
11 Trovatore is a favorite operatic duet. It occurs in the Finale of the
last act, and is sung by Azucena (the old gypsy) and Maarico, who
has always considered himself her son but who is, in reality, the
brother of Count di Luna who was abducted in childhood as a revenge
for the killing of the gypsy’s mother. Both are prisoners in the tower,
held there by the Count who is Manrico’s rival for the hand of Leonora.
Azucena has been telling of her mother’s death at the stake and, com-
forted by the faithful Manrico, begins to sing the tender melody.

In the same opera (founded upon a historic tale of Spanish border
life in the fifteenth century) are several stirring choruses, including
the brilliant “Anvil Chorus” for male voices, and the mournful
«Miserere.” The “Anvil Chorus” has a simple melody which is en-
hhnced by a colorful orchestral accompaniment in which are frequent
trills and turns, forceful rhythmic patterns, and a constant use of per-
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cussion instruments including the anvils upon which the men of the
chorus beat out the accents. The “Miserere” or “death chant” never
fails of its poignant appeal. It is sung by an invisible male chorus
within the walls. The prisoners are about to be put to death, and prayers
are being said for them. Eloquent interpolations are the tolling bell,
Leonora’s terrified lament and questionings, and Manrico’s meditation
from the tower above her.

Verdi’s ability to produce choral effects of stupendous force is evi-
dent also in Aida, written in 1870 for the opening of the new Grand
Opera House of Cairo, Egypt. Its music is colored by modal and Ori-
ental characteristics. Great numbers of people are used to represent
the life of ancient Europe and the magnificent pageantry of the stage
scenes and romantic quality of the choral numbers make the opera a
landmark in the history of music. “Return Victorious” is the vivid
song of Aida and the multitude as they cheer Rhadames, their hero,
as he departs to conquer the invading Ethiopians. In the gorgeous
“Triumphal March” which serves as a Finale to Scene I and Act II,
the melody increases in vigor and pompousness with each repetition,
the first three of which are identical, and the fourth—after an abrupt
modulation—sung in a higher and more brilliant key. See also page 400.

Moussorgsky’s Boris Godunov, based upon actual scenes from Rus-
sian history (see page 21), is rather a series of closely connected his-
torical scenes than a unified and artificial dramatic plot. Here the
people assume the important position usually given to a romantic
hero, and the opera is notable for realistic and colorful choruses. For
the opening scene, following a very brief orchestral prelude, the crowd
is seen kneeling on the open square in front of an old convent in
Moscow. Boris, a traitor to the Tsar while living, has, at his death,
caused the heir to be assassinated. Pretending that he does not wish the
throne for himself, he secretly orders his officers to summon the people
to the square for the purpose of urging him (Boris) to accept it. The
sun is setting, and, as from a distance, there is heard the music of a band
of chanting pilgrims. The music increases impressively as the pilgrims
approach and cross the square on their way, their song being a hymn
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of rare exaltation, “Great is Thy Glory, Lord!” Equally realistic are
the choruses from the Coronation scene * in Act IIL

Decply contrasting, in its simplicity and naturalness is a choral en-
semble from the second act of La Juive (The Jewess) by Halévy, a
choral prayer, “O God of Our Fathers,” sung by a group of faithful
Jews during a religious ceremony of the Passover. This pitiful story
of Eleazar and his devoted foster daughter Rachel, who are finally
sacrificed by being plunged into a cauldron of boiling oil when they
refuse to renounce their faith, is so pathetic and touching that no dis-
play of vocal arabesque or theatrical stage setting is necessary to in-
crease its sensational success.

Some operatic choruses are as devout in their atmosphere when taken
alone, as any chorus from an oratorio. Of such is the Easter music,
“Let Us Sing Our Lord’s Wondrous Story,” from the early scene in
Mascagni’s melodious Cavalleria Rusticana. Here again a scene repre-
senting an open square before a house of worship is the stage setting,
and the music of the choir within the cathedral is supplemented by the
singing of the kneeling villagers as they join in the joyous “Resurrection
Hymn.”

Characterized by rhythmic vitality are the lilting “Spinning Chorus”
from Wagner's Flying Duschman, in which Senta and a group of her
girl friends sing as they while away the hours of waiting the return of
her father from the sea by spinning; and the sturdy “Soldiers’ Chorus”
from Gounod’s tragic opera Faust.

In these, and in many other of the so-called “favorite” choruses, their
dramatic greatness and vitality will be found to have arisen from the
composer’s use of simple naturalness, or because of a wonderful charm

of melody or rhythm.

i

1

® A Russian folkairunployedbyMoumrgskyinthi!mmkwmedbyWelh
the finale of his Quartes in E Minor, Opus 59 No. 2.



RICHARD WAGNER AND THE
MUSIC DRAMA

OR many years composers of opera, especially those of the Italian

“school,” wrote much of their music for the purpose of exploiting
the vocal abilities of the singers rather than to portray through the
music the happenings and moods of the opera’s story. Later operatic
history tells of the efforts of certain composers to unite dramatic incident
and appropriate music. Such a composer was Richard Wagner who,
through early association with Ludwig Geyer, his stepfather (an actor)
learned many essentials of dramatic success.

As a youth Wagner was a pupil in the Thomasschule in Leipzig, in
which Bach had been a teacher, many years before. Here he learned
the technique of writing music. His natural preference for tragedy led
him, when only fourteen years old, to write a drama which was so
lurid that by the end of the fourth act all the characters in it had been
killed. The composer had therefore to bring them all back as ghosts so
that he could finish the play.

Wagner’s first operatic writing consisted of just two musical numbers
for what he had planned to call The Wedding—a chorus with a short
orchestral introduction, and a septet. His first complete opera, The
Fairies, was written when he was twenty, and is based on a Scottish
legend. The music was not especially original but contained reminders
of Weber, Marschner, Beethoven, and others. The opera was never
played until after Wagner’s death, when it became popular enough
to have seventy performances in Munich alone. The principal im-
portance of these early works is that they show the same love of
tragedy and interest in mythology and legend which are the foundation
of all his later music-dramas.

Wagner felt that the mere display of beautiful singing was not
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elllough reason for the composition of an opera, and based his own work
on the idea that equal prominence should be given to the text and the
music, and that no single note should be included which did not have
a definite part in the expression of the plot. Because of this balance
which he thought desirable he called his own works music dramas. In
them soloists are not often given many “set pieces” (separate arias) to
sing, although such “popular” numbers as “O Thou Sublime Sweet
Evening Star” from Tannhduser, or the “Prize Song” from Die Meister-
singer prove Wagner’s ability to write fascinating melodies. There is a
frequent use of a combination of singing and specch which is called
recitative.

Wagner also developed the idea of Leitmotif, by which is meant the
idea of identifying certain objects or characters by the playing of definite
combinations of tones each time the object or character is seen or men-
tioned. He also arranged great pageant-like processions which were
accompanied with elaborate choruses, such as the “Pilgrims’ Chorus” in
Tannhauser or the “Procession of the Knights” in Parsifal.

As a stage manager Wagner was able, before the advent of electricity,
to devise stage settings of a mechanical nature which were unknown to
his time. He placed the orchestra, which he increased in size and to
which he added new instruments, so' that it should be invisible to the
audience.

The subjects of many of the Wagner music dramas are taken from
Northern mythology, or from the historical lore of the Teutonic na-
tions. And there are always, in each of his works, many delightful
original characters which rank with the greatest characters in literature.

Tristan and Isolde, for example, is a setting of an ancient Irish legend.
Cornwall had paid tribute to Ireland until King Mark revolted, and
the adventures of Tristan, the king’s messenger, constitute the basis for
the tragedy. Flying Dutchman is based upon a variant of the old legend
of the “Wandering Jew”; Tannhiuser (see page 403), upon historical
facts; Parsifal, upon ancient lore of the Holy Grail, including an Irish
story of a “magic goblet” and a “bleeding lance”; Meistersinger, upon
the history of the old “free city” of Nuremberg, to which the drama
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stands as an imperishable monument. (There is also much shrewd
symbolism in this work. Walter, of the “Prize Song,” represents Wag-
ner “bringing something new into music”; and Beckmesser, the dis-
agreeable critic and noisy singer, is a sly reference to Hanslick, a con-
temporary critic whose writings had offended Wagner.) The Ring, with
its four units, is a massive setting of material taken from the German
epic, the Nibelungenlied (including bits of the old Icelandic sagas), a
popular poem in Europe during the Middle Ages, recited for centuries
by wandering minstrels.

National interest was increased by the fact that many of the scenes
of the dramas were placed along the River Rhine. Siegfried, the hero
of the Ring, is supposed to have been born at Xanten on the Rhine. The
waters of the Rhine, near the foot of the Lorelei Rock, are supposed to
have hidden the golden treasure which symbolizes an insane desire for
power. Drachenfels, the ruins of which may still be seen on the Rhine
bank, recalls many a miraculous tale of the dragon which is one of the
important characters in the Ring.

Wagner for long wished for an ideal theater in which his works
might be given exactly as he planned them, and finally selected Bay-
reuth on the River Main, already familiar to him as the town of Jean
Paul Richter, the famous writer, as the appropriate site for his Fest-
spielhaus, the foundation stone of which was laid in May 1872. Four
years later the first Bayreuth Festival took place, when the entire Ring
was performed under Wagner’s direction, for the first time. Wagner
died in Venice in 1883, and his body was brought back to Bayreuth,
where it lies in a private plot just back of Villa Wahnfried, his palatial
home.

The four dramas—Rheingold, Valkyrie, Siegfried, and Twilight of
the Gods—which together constitute the Ring, were written by Wagner
over a period of twenty-eight years. He had thought, at first, to tell the
whole story in one drama, and the reason why he did not is given in a
letter which he wrote to a friend:

“When I tried to dramatize the most important of the myths of the
Nibelungen in Siegfried’s Death [the fourth of the dramas, now known
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as Twilight of the Gods] I found it necessary to indicate a vast number
of antecedent facts so as to put these main incidents in the proper
light. . . . So I came to write Siegfried. Here again the same difficulty
troubled me. Finally I wrote the Valkyrie, and then Rheingold, and thus
contrived at last to incorporate all that was needful to make.the action
tell its own tale.”

‘Although Wagner's expressed desire was that, in his dramas, music
should never overshadow the text which it helps to interpret, he dis-
played such remarkable command of purely orchestral writing (as in the
“Prelude” to Rkeingold, or the Finale of the Ring) that it is not sur-
prising that a famous contemporary critic prophesied that Wagner may,
in time, be remembered not so much as a reformer and master of opera,
as,an orchestral composer of transcendental skill.



CHORAL MUSIC, SACRED AND
SECULAR

BY DR. JOHN FINLEY WILLIAMSON, Presiden: of
Westminster Choir School, and Conductor, Westminster Chotr,
Princeton, New [ersey

NCE the days spoken of in the Bible, when the people of Israel,
after their safe deliverance from the heavy years of bondage in
Egypt, offered to the Lord dramatic songs of praise and thanksgiving,
the world has been singing. In that exciting story of the passage through
the Red Sea, we are told that “then sang Moses and the children of
Israel this song unto the Lord.” Seventeen verses later, in the same chap-
ter, the story is told of the joyous reply of the Hebrew women, led by
Miriam, the prophetess, who “took a timbrel in her hand; and all the
women went out after her with timbrels and with dances. And Miriam
answered them, ‘Sing ye to the Lord for he hath triumphed gloriously.’ ”
In even earlier days than these, among the most primitive people,
the chants of the multitudes were wonderfully inspiring, more than the
songs of any soloist. Great composers have always realized this, and
from the efforts of the earliest musicians until the time of Giovanni
Pierluigi da Palestrina (1525-1594), a human choir was thought to be
the most powerful of musical instruments. Palestrina’s music is con-
sidered the culmination of all religious music written for chorus, and
was the model by which that of other composers was judged, for many
years. Then, for a while, though still admired, it ceased to be sung
generally. Now it is again heard, not only as a part of church services,
but on programs in concert or over the air.
Because of the very elaborate and complex way in which much of

Palestrina’s music, and that of other medieval composers, was written,
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it is, at first, difficult to understand, particularly if one listens for an
out-and-out tune. The melody is always there, but is often veiled by the
many other melodic lines that are interwoven with it, as this is poly-
phonic choral music, by which is meant that type of composition in
which two or more independent melodies are combined harmoniously.
Polyphony may be illustrated by so simple a bit of song as an old round
in which the same melody is sung over and over, round and round,
the combinations of its various sections interweaving and making simple
harmonies.

' Divisions into which medieval choral music may be divided include
the motet, the madrigal, the canon, and the Mass.

The motet was, from the fifteenth century, a dignified musical setting
of a text of Biblical character, made in a rather elaborate and many-
voiced manner, usually for from three to eight voices, and unaccom-
panied. Later, in the cighteenth century, the style of the motet be-
came more free, and the name came to be used, in general, with the
same meaning as the English “anthem.”

The madrigal was the secular counterpart of the sacred motet, and
both are spoken of in the list of choral music as features in the general
growth and popularity of a cappella, or unaccompanied vocal music,
Madrigals are most charming when sung by small companies of singers,
while the sacred music of Palestrina and other composers of his time
is highly effective when sung by large choral groups. Madrigals might
also be both sung and played (one or two voices and the rest of the
parts taken by instruments). Important English writers of the madrigal
include William Byrde and Thomas Morley. ,

The word canon, when used in its strict sense in connection with
music, means exactly the same as the term round and comes from a
Latin word meaning “exact law or rule.” This style of writing was
used by Palestrina in much of his music, as, for example, in his choral
work, Exultate Deo, in which the melody is sung first by the soprano,
then taken up in turn by the first alto, the tenor, the bass, and second
alto, going on with the same melodic figure until a brilliant climax
is reached and the entire first section of the music completed. It would



58 MUSIC ON THE AIR

be very helpful when listening to such a work, if possible, for the
listener to learn this thread of a melody (which is known as the cantus
firmus) before he listens to the complete piece. He would then be
able to follow the progress of the melody as it is carried through the
seeming labyrinth of sound. Cantus firmus was a name given in the
Middle Ages to a thread of melody, or theme, about which other melo-
dies were woven, making it, therefore, the foundation of the whole
work.

Antonio Lotti, another medieval composer, who lived some years
after Palestrina (1667-1740) and who was a choirmaster at St. Mark’s
in Venice, also wrote great choral music which is being enjoyed by
singers and listeners today. His religious compositions were so ad-
mired throughout Europe in his own day that he was called to many
of the larger cities on the continent to conduct his own works, among
them a deeply expressive motet, Crucifixus (Crucifixion). In this work
parts are written for eight voices, and in it Lotti took the single word
“Crucifixus,” with its melody as sung at first by a single voice, and
constructed a whole section of his marvelous composition by adding
voice after voice in repetitions of it in the style of a canon. After the
climax has been reached the music dies away in volume, gradually, as
though to suggest deep humility. This is done, not by diminishing of
power by all of the singers taking part, but by the withdrawal of some
of the voices as the music is going on. The effect of great stress was
produced by many composers of the early days either by gradual addi-
tion or withdrawal of voices rather than by the present customary
plan of singing more loudly or softly, and came to be known, presently
as the “Rossinian crescendo” after its frequent use by Rossini, a nine-
teenth-century opera composer of Italy. (The same effect is used with
instruments by Percy Grainger in his “wedding music.” See page 323.)

In the second part of this same great sacred work, the composer
changes the mood of the music by livening the tempo, and by adding
other words and harmony. The third section, which tells of the suf-
ferings and burial of Christ, follows the sentiment of its text closely.
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It is interesting to contrast this setting of the Crucifixion text with
one made by Johann Sebastian Bach, only a few years later, as a part
of his Mass in B Minor. Bach uses a short musical phrase which is
played by the basses of the accompanying orchestra, and repeated by
them without change thirteen times in succession.

. Bach’s choral music, a model by which other music of the cighteenth
century was judged, makes its deep appeal by means of its rare simplicity,
and its deep spiritual sincerity. Bach’s “Passion” music, sung so seldom
in its entirety except at festival seasons (although parts of it are fre-
quently heard) is so called because of its being a musical setting of the
story of Christ’s last week on earth, as told in one o