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CHAPTER 1
ORIENTATION

Introduction

"Great Musioc belongs to all the people, not merely
to a hnndtul."1 This idea of Walter Damrosch can become a
reality through the medium of radio.

It 1s the purpose of this study to show mankind's
physical, spiritual, intellectual and emotional needs for
exXpression through music, to show the importance of broade
casting mueie, and to present some suggested scripts for
presenting musiec to the public through the medium of radio.

lMusie and The People
The need for expressing emotions through music is as

old as mankind., There were centurles when man had no
organized written or spoken language for self-exXpression:

The savage gave vent to his feelings of Jog
and grief in bodily motions, and accompanied them by
rhythmiec noises., What he enacted in pantomine or
expressed in grunts and shouts, gradually became dance
and songs Long before music was subjected to
codification, it was gan's means of spontaneous

emotional exXpression,

1p, K. Antrim, "lusic Master to Millions," Reader's
Digest, April, 1940, p. 79

Bnarion Bauer and Ethel R. Poyser the
19215@, e '

Ages (New York: G, Ps Putnam's Sons,



As man became more civilized, he made masical instruments,
and thus he was able to ¢reate more sounds, He wrote scaleg--
musical alphabets--so that he could leave a record of the
misie he createds As civilization became more complex, the
language of music became more complex too, and considerable
training was required for fine execution of the music composed
by scholarly men. But not all music was composed or written
down by composers, The masses of people who could not have
the training required for great composing or fine performing
8till needed the emotional expression granted by music, and

their musical expressions are known as folkemusic., In the

discussion of folk-music in the book, Mueig ip History, the

authors say:

e o s @« human beinge have always been
fundamentally the same everywhere and have had a common

spontaneous desire to express themselves in song and
dance. They have composed tunes as they worked and

have danced while they played, the men roistering
together in taverns and inns and the women orooning
their little ones to sleop with lullabiles in muech the

game fashion the world overs
In the complex eivilization of today, the need for
\

self-expression still exists. As a result, many people
gither earn their livelihood, or adopt a hobby, involving

\
soeme Jora of ereative arts Anmal music festivals in Europe

are examples of efforts to satisfy this need for self-

4
lnoward Ds licKinnpy and W Re Anderson, Music in
History (New York: Amerigﬁn Book Company, 1940), ps 136.
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expression with music, The General Eleoctric Chorus and the
Ford Symphony in the United States--both made up of workers
who want to create msic--are further examples of ways this
need 1s satisfieds In many communities, community sings, or
sing-songs are held, where people who have little or no

masical training gather to sing for fun.
So far, only the need for producing music has been

There is also satisfaction and enjoyment derived
Sometinmes the

discussed,
from listening to musie produced by others.
enjoyment of listening 1is greater than the joy of produecing,

for there is no great effort required on the part of the
listener. In his book, The Ari of Enjoying Mugic, Sigmund

Spaeth says:

The enjoyment of music is an instinet,
ractically as common as the enjoyment of food, at
?leaet— in the animal known as mans The "common senhse
of migio" is litrrally a feeling shared by all human

bﬁingﬁo . . +
8ince the invention of radio, more people are

Before the discovery of radio, there

potential listenerss
It is true that

were fower opportunities to hear music.
there was folk musie, as well as composed musie performed by

friends and relatives, but very little besidss, for music

literature that was performed by trained musiclans was heard

1 yew York: Permabooks, 1949 , pe 2



by only the wealthy., To the middle classes and to working
people, great music was labeled "highbrow", because they
connected it with wealth and snobbery, Now, through the
medium of radio, thie same music can be heard in almost any
American home, DNo longer is music, called by Sigmund Spaeth
"great" or "permnant",l confined within the walls of the
concert hall, No longer does this music reach only the
ears of the wealthy who can afford the‘ admiseion price of

symphony concert and opera. UNow, by means of radio and
televielon, performances by the world's finest musicians can

be heard and seen by most peoples lany types of musicCe=

popular, dance, hill-bllly, folk, symphonie, operatie, and

sacred--all enter the homes of America through radio.

Alllance of lusiec and Radio
Since radio's conception and birth, it has been an

ally of msie, This alliance is a natural one, for radio

and music are both dependent upon vibrating air waves--

called sound, Radio deals with sound as a scientific

phenomenon, while music combines sounds to create an art.
Even as far back as 1877, music was sent to an unseen

audiencae, Ma.rconi.z had not yet discovered the method of

"Blgmund Spaeth m‘% Art of Enjoying Musie (New Yorlk:
Permabooks, 1949), ppe 16=17.

Blhrchese Gugliolma Marconi (1874-1937) was the first

to devise a practical means of uelng electromagnetic waves for
sonding messages through space., He was issued the firset patent
for wirelesse telgraphy in ?.896 in Mmgland.



sending sound through the air by radie, but Alexander
Graham Bell had invented the telephone,® and in 1877, he
gave demonstrations of telephonically transmitted musical
programe with the music originating from five to twenty-f{ive
miles from the audta!aoe.g

iarly radio broadcasters realised the many posaibil.
ities of transmitting musiec since much of the pleasure
derived from mueic is pained by hearing rather than seeing

musicians, "Muslc appeals to the ear alones Visual cues

are not necessary for its enjoyment."
Commercial radio broadcasting, as a regular service

to the public, started in 1920, but broadcasting iteelf

started much earliers It had its world premiere on Chr istmas

Eve of 1906, This first radiophonic tranemission was

acoomplished by Reglnald A. Fessenden, at Brant Roeck, on

the Massachusetts coast. That Christmas Eve, Kr. Fessenden

sent from hia'experimont.al statlon programs of both vocal

and instrumental music, as well as epoken words. This Tirst

lrhe talephone was invented in 1876 by Alexander
Graham Bell in Boston, lMassachusetts.

Errnest 1a Prade, W}p‘g Musig (New York:
Ringhart and Company, 1947), ps 8.
Salbert Crews, §§Qsmgglgsg pirecting (Boston:
» e .

Houghton Mifflin Company,
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radio program was heard as far south as Norfolk, V:lrglnia.l

So, the world premiere of radio bradeasting and broadeasting

music by radio ocourred simultaneously.
Broadcasting was a reality in 1906, but experimentation

continued, in an attempt to increase the distance over which

sound waves could be sent. In the summer of 1908, Lee de

Forest® installed equipment in the Eiffel Tower, in Paris,
France, and broadcast a program of recorded music that was
heard as far as mrseillea.a The first attempt to broadcast

Grand opera was in 1910, On Jamuary 14 of that year, Enrico

Caruso sang the role of Canio in the Metropolitan Opera .

House production of "Pagliacol", Some of the broadcast was

heard as far away as Neuark, New Jereay.‘ Before the first
decade of this century had passed, music programs that could

be heard for three hundred miles were being broadoa.at.s
From the examples just cited, it would seem that music

and radlo were thought to be a natural combination by early

lia Prade, 9p. Cibe, ppe 3=7.

S"Radio, " Znoyolopedia Britannisa, 14th eds, XVIII,
885: "Dr. lee de Forest was granted a patent for a vacuum
reetifier (audion) in 1906." The audion is the predccessor
of the vacuum tubes in use today.

S1a Prado, ope gits., pes 6e

41b1d., pp. 4=6.

R, D» Willey and H. As Young, *gmm
Education (Boston: D. C. Heath and Co., 1948), p. 370



experimenters in the field of radio. The alliance between
the two has remained constant throughout the history of

radlo broadeastings Albert Crews, Production Director of
the Central Divieion of the National Broadeoasting System,

says:

From the smallest local etation with its
recording library up to the largest network with a
staff symphony orchestra, music has a prominent place
in day-to=-day programming. There are more all-music

rograms on the air than any other single type. This
8 probably as it thould be, because music is a

mtural for radio.
Radio's Audience-~The People

Radio 1s the only medium that ean reach all the
people and, therefore, tho only medium that brings great

misic into their homes.
In 1948, there were 60,000,000 radio receiving sets

in the United States. These were owned by 35,900,000

familles-~ninty-three per cent of all the families in the
Not all of these sixty million receiving
Probably, there is no gne

United States.
sets are turned on all the time,
time when they are gll on, but in the average radio home

where there are 2.2 adults and 1.3 children under eighteen,

radio listening amunts to more than four hours of the

average day.g

10!"0'5, ous gits, p. 148,

2Nea Midgle Ag.unt_f.&m and Side of
pién%ﬁa-hu, NG, 1942?!“8 : 545,

Radio (New York:
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It 1s interesting to compare the number of families
in the United States owning radios, and those owning other
modern facilitiess The following figures for 1948 were
prepared by the Columbia Broadcasting System research depart-

mend:
Total U.S, Families o+ o+ o 37,500,000
Radlio Families « o+ . o o 35, 900,000
Automoblle Famlilies . . o 20,000,000
Bﬂ.tbtﬂub Tamilieﬂ . . . . 8"900'000
Telephone Familiess . + o 17,500,0001

The results of two surveys made in 1945 also show
the importance placed on radio by the American publie, The
firet of these surveys was made by the University of Denver,
and written up in the book, The People Look at Radio, by
Paul F, Lazarfeld and Harry Field.® In this survey, the
qQuestion was asked: "If you had to give up either going to
the movies or 1listening to the radio, which one would you
give up?" The results showed:

Give up reater - - 5 2 2 WS

Don't knows o« o o & &
The second survey was made by the Payohologieal Corporation
for book publishers, The purpose of this survey was to
find the relative amounts of time people devoted to reading,

1bide, pe 15.

2 Chapel Hill: Universasity of North Carolina Press,
1946 , Pe 101.



movie-going, and listening to the radio. Here are the

results as listed in People and Dopkg by Henry C. Link and

Harry A. Hopf'l1

8% of time devoted to reading books

11% of time devoted to reading magagZines

11% of time devoted to movie-going

21% of time devoted to reading news-papers

497 of time devoted to listening to redio programs
(1007 = time,devotied to reading, movie-going and listen-

ing)

Both of these surveys seem to show that the radio
plays an lmpordant role in the day~to-day living of the
American people. Much of the information that goas into the
American home goes through the loud-speaker of the radio
receiving set, The formation of likes and dislikes and
prejudices might often be attributed to radio programs,
This interesat in radio would bo important 1if it reached

only a portion of the population, but it extends into all

sections. Not only 1s it true that there are more radio-

equipped homes than telephone-equipped homes, but

The audience runs from top to bottom in the
social and economiec scale and includes everything in
betweens It may almost be saéd that the radio audience

is the whole American people,

1 New York: Book Manufacturers Institute, 1946 ,
pe 113; as noted in Midgley, 9p. 8its, pe 19
®midgloey, ops git., pe 19

Syudith Cs Waller, %g the Pifth Estate (Boston:
Houghton Miff1lin Company, 1 s Pe Bs
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A means of communication thet reaches such & vast
audience as “"the whole American people” is necessarily a
vital part of their 1ives. Anericans move at such a rapid
pace that there is seldom time, nor is there a plage, in
the home for quiet evenings around the piano or for group
singings BSo the public can turn to radic for the emotional
outlet 1t needs and finde in musies Radio is the most
inexpensive way the masic of symphony and cholr, or pianist

and singer can become a part of any home.

Radloe-=-A Public Servant
Radio, in it's early days, was thought of as a
poesible educational too!, but education did not make the
best use of 1%, and 80 it has beoome a commercial venture.
But it still has the responsibility for informing as well
as entertaining the public.
In the early days of radio.l there were two hundred

and two radio stations owned by universities, colleges, and

other schools. In 1945, only twenty-six of these educational

stations were still Operating.e At one time, more than one

Lundraed of these oducational stations were licensed. Host

ithe history of the educational -tattoaa has heen

written by S E. Frost, Jr. in Jouge %nmgg
(Chicago: University of Chicago ress. 1937).

Zwaller, ops Cile, pe 397
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of them had a short existence, for by 1987 the mumber had
already decreased to ninety-four, and between Jamiary and
August of 1930, twenty-three educational stations were
foreced to suspend operationa.l

Several factors contributed to this decline in
broadeasting hy,pdueational institutionss The first college
statlons were either "experimental playthings" or labora-
tories for engineering courses, When the technical side
had been developed into more than a novelty, school
admninistrators saw that they could make use of their stations,
In order to use them, they needed programs and consequently

they appointaé program direoiora. Thus far, they progressed

in the right direction. However, most directors had little

eXperilence, and tho enthusiasm felt by faculty members at the

outset soon dwindled. Schools did not have enough money to

run a broadeasting station as 1t should be run, and it was
difficult for them to present academic material in a manner
ag appealing as commercial stations were presenting entertaine
mant.8

Budget troubles were increased when the Government

set up etrict regulations for brnadcastinga in 19287. That

lyi11iam B. Levenson Teaching Througl
Rinehart and Gomﬁany, Noe, 1945), ppe 95«36,

(New York:

21bid,, ps 36,
%llﬁrg ope cit., P 397.
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was the yoar President Coolidge appointed the first Federal
Radio Commission %o supervise broadcasting activities in the
United States, The Federal Communications Act of 1934
created the Federal Communications Commission, to replace
the Federal Radilo Commissions "The 'air' over the United
States," says Midgley, "dooes not belong to any radio station
nor to any network, It belongs to Mr. and lrs. American

- Citizen, and their rights are protected by this [ Federal
Communications] Act. "’ The functions of the FOC are to

issue licenses to radio stations, and to see that stations

serve the public interest, Commercial Radio has been better

able to meet the standards required by FCC and, as commercial
stations came to the fereground, educational statione faded
into the background and almost into complete oblivion. This
does not mean that educational radio has ceased to exist.

In the radio law of the United States, it is stated
that a license shall be granted to a radio station "if publie
convenience, interest or necessity will be served thereby."
The act does not define the terms nor does the FCC define
them in judging how well a station earries out the intent of

the clause., The FCC does not grant a license until they feel
9

that a station can qualify in serving Mr. and lMrs. America.

1"15810)’, Ope Ciley Po Se
®yallor, ops Sits, ppe 178-173,

®Ibig,
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Imrlier in this study, it has been shown that man
has a basic need for misie, Sinee this is true, radio stations

are serving public interest and convenience by bringing musie

into America's homes.

Radio Programming

The same type programming cannot be employed in
planning for the radio concert and the concert stage.

Programs planned for the concert stage, are planned
with the knowledge that the audience will be made up of
people who come to hear the artist or the musiec, or both,
and that they bring with them some knowledge of the musie
they will hear. They have pald a oonaiderable'price to come,
and they obme because they want to hear the performance.
Once there, they usually stay until the end of the concert.

A radlo audience is not so selecteds Amyone owning
a recelving set, in working condition, and within range of
the transmitter of a station can, by turning a switech and
moving a dial, become a member of the radio audience. And

Just as simply, he may leave the program when 1% ceases to
be entertaining to him.

This factor is all-important to the Program Director

of a radio station or radlo network. He must plan programs

that appeal to the majority of people who are potential
1istenere -- the people who may be a part of the radio
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ez;w:ueunmo.'a.1 This factor is also important to the continuity
writer, who strives to write programs that will interest a

great many people.

In a sense, the continuity writer is a
fSalesman--not a high-pressure salesman but one

whose task 1is to point out the attractive featurpgs
of his wares without urging the customer to buy.
S8ince programs transmitted by radio can and do

reach so many people, program directors in radio stations
have a tremendous responsibility to radio's potential

audience--the publie, Radio does not and cannot cater to
wealth or to the tastes of the wealthy. Radio must cater

to the people.
At present, much of the misic broadcast is msie

with 1ittle lasting value, The vast majority of peeple in
the radio audience are in the middle or lower income bmoket.a

From surveys such as those supplied by Hooper and Neuaon,“

it seems evident that there is a hold=over of the feeling

lusagiey, ope gits, p. 267,

2La Prade, ops Site, Do 124,

3In 1989, 68,3 pereent of the families in the UsSs
earned less than $5,000, according to the Statistical Abstract
of the United States for 194445, published by the Department

of Commnerceos

4ooper and Neilson are firms that measure radio
audiences for sponsors and radlo stations,
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that symphonies and operas are only for the wea lthy and
select, and not for this larger audience.

The data in Table I," taken from the February 1521,
1950 Hooparat.lnga,g gives an estimate of the general
response to programs presenting fine musical literature
that are broadcast weekly over the four major networks® in

the United States.
In the Hooperating listings for the "Firet Fifteecn"

Evening Programs, and the "Top Ten" Daytime Programs for the

spring of 1950, there are no shows devoted entirely to

muslel Many of the programs are composed largely of music,

1.8+ Arthur Godfrey's "Talent Scouts® which ranks third
in Evening Programs and "Binz Crosby," which ranks seventh,
but music shows such as the "Bell Telephone Hour" and the
Wolice of Firestone"” rank in the eighties as to popularity.
Some of the music programs are higher ranking. The "Harvest
of Stars" ranks seventh in Sunday Danytime shows, and the
"Metropolitan Opera" tenth in Saturday popularity.

For much of the aanéert misie that is broadcast

the announcer uses language that is meaningful only to

1566 Appendix A, .p. 119

B

2 ;
E;g§;§e t Pogket P (New York: C. E.
Hooper, Inc.), Vol. I, No. 4, p. x11,

Blat ional Broadcasting Company, Columbia Broad-
casting System, American Broadcasting Company, lutual

Broadecasting Systom,
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musiclans and music lovers who have made some study of music.
Since mankind needs to exXpress its emotions through music
and since all people do not have an understanding of the
technical language and complicated forms of musie, radio
could better meet misical needs by using the language of the
layman rather than the language of the musician.

Such programs as the NBC "Internmational Harvester"
Program featuring James Melton, and "Opera Once Over Lightly,"
a dise jockey show on WFAA in Dallas, Texas, are helping to
break down the barrier between people and groat music, but
more needs to be and can be done through careful planning

and writing.

Music and Talk
During the early planning of this thesis, this

question arose as to the value of talking about musile:

Does telling about the setyle, mood, and circumstance for

compoging a given musical selection inerease the listener's

enjoyment of it? This question is one that teachers of

music appreciation have long puszzled over, and it is a

difficult one to answers The anewer is important to

continuity writers of misle broadcaste and, if it were
known, would enable them to determine more easily the
amount of time to devote to discussing or talking about

mugic,.
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The writer ondeavored to get some idea as to the
value of the spoken word in relation to the enjoyment of

misie, by means of a survey made at Texas State College for

Women after a concert given there,
The Robert Shaw Chorale, a group of professional
singers and a chamber orchectira directed by the eminent

young conductor, Hobert Shaw, gave a concert in the College

auditorium November 1, 1949, The concert included examples

of mny types of choral music, Some of the styles of
choral musie that were performed are seldom heard by the

average person. Programs handed out at the doors contained

tho usual program notes, During the concert, lir. Shaw

supplemented these with brief oral comments preceding many

of the selections, For example, before the Baech "Cantata,

No. 4" he told something of the polyphonie style of the
composition, and before the numbers sung in foreign
languages, he gave liberal translations of the text, and

somet imes told the audience to listen for some special

things Mr., Shaw's comments were made in an informal manner.

He beamed his remarks to a lay audience and not to a group

of trained musicians, A large part of the audlence was

made up of students at the college, though they were not

required to attend. At an assembly several days after the

concert, where attendence was required, questionalres were

given each girl., The purpose of the survey was to find out
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the response of the students to Mr. Shaw's comments at the
concert, and thus get an i1des as to the value of talking
about musice.

Students were asked to indicate their major subject,
80 that a comparison could be made of the reactions of music
students with students not cstudying musice

The survey showed thai of the 618 non-music majors
who attended, 580 (94%) listened more attentively becausce
of lir, Shaw's comnente, 564 (91%) enjoyed the music more,
and 306 (497%) would have liked more explanations of the
music performed.

8ixXty-cight misic ma jore attended the concert, and
64 (947) of them said the exXplanations caused them to
listen more attentively, 65 (957) enjoyed the concert more
begause of the comments, and 40 (59%) would have liked more
explanat ion,

The resultes of this survey scem to indicate that
the listener's onjoyment of music can be increased by
talking about musie, if the talking is done in an appealing
It ies interesting to note that ninety-four per cent

way.
of each group said they listened more attentively because

of lir. Shaw's commenta.
A copy of the program for the Robert shaw Chorale,

the questionnaire distributed to T Be C, W. students, and
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the tabulated results of the survey are given in Tables II,
111 and IV of the Appendix.t

Conclusion
In a speech on Music Education, E. B, Gordon, a
professor of music at the University of Wisconsin, said:

lany years ago Join Ruskin said, "Tell me
what you 1like and I'11 tell you what you are". He
placed large values upon "taste" as an important
factor in the educative processs This glves us a
clue to the direction in which eur artistiec teaching
ghould goe=-appreciation of fine thinge«-{ine musig--
fine pictures-«~fine literature plus an opportunity
to express oneself through such media at once gilves
new justification for their inclusion in all curricula
ol elementary, secondary, and collage levels,

Herein lies a challenge to teachers of maeile
and art; %o bring to child-life, the innocent viciims
of a disorganized wor ld, some of the normal and
wholesome reactlons to ﬁeauty, which will contﬁibute
to the leading of a normal and wholesome life,

Professor Gordon's theory might well be applied by program
directors of radio stations, in planning programs to really

If thought of in this light, radio can
cater to the

serve the public.

not only sell soap, but some day "« & o o
ignorance, the anxieties, and fears and hopes of ordinary

peop lo, wo As Leopold Stokowskl once said, "Radlo, if well

loee ppe. 120-124,

3M1mengraphed copy of speech glven at North Texas
State College, March 25, 1950,

¢, As Siepman, "Can Radio Educate?" Journal of

Iducatiopal Soelology, February, 1941, ps 346,
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used, could be one of the greatest methods the world has ever
developed for combating :lgnoranco."l

In this chapter, mankind's natural use of music as
an emotional outlet has been shown. Also, the place of radio
in the lives of Americans has been discussed. Misic and
radio are a natural teams There is no reason that serious
musie cannot play a more important part in the day-to-day
living of the average American family 1f it 1s presented in
an appealing mamner through the medium of radios For too
long the barrier of technical spoken language has kept
people from receiving the greatest enjoyment from msic.
Thercofore, the writer proposes %o prepare some radio secripts

designed to present music in an atiractive package, so that

more people will keep the radio on long enough to hear the

masic, then it willl sell 1tself,

1I.'eo],:'o].d Btokowski, "New Vistas in Radlo," Atlantig
Mopthly, January, 1985, p., 1.



CHAPTER II
SAMPLE SCRIPTS FOR PROGRAMS BROADCAST

FROM NATIONAL MUSIC CAMP IN THE SUMMER OF 1949

In Chapter I of this thesis, the writer showed
man's need for expression through music, and also the
importance of music in broadeasting, In this Chapter and
in Chapter III, she attempted to fulfill the major part
of her purpose "s « + « &0 present some suggested
seripts for presenting music to the public through the
medium of radio."l

The idea for this study had its beginning in the
summer of 1949, when the writer did radio continuity
writing for radio programs broadcast from The National
Musie Camp at Interlochen, Michigan, As part of her work,
she was given a twenty-five minute program weekly, on the

Paul Bunyan Network of Nerthern Michigan, using talent

displayed at student recitals, The music for these recitals

wae selected at random by the various teachers of students

on them and ecarried out no partiocular theme., When these

selections were uesed on broadcasts, they had to be blended
1nt6 a program that would be attractive to the general radio
The radio series of programs was called "rhe

audience,
language of Music"s 1Instead of telling about the person

"mm. pe 1s
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performing or the ecomposer of the selection being performed,
the announcer gave information about the instruments usedee
thelr development and use in imsice-or the forms of musie
displayed in a given programe

An attempt was made to keop the langnage simple,
and %o use terms that would be meaningful to the average
person, yet not too elemental for listeners with some knowe
ledge of masic.

The four seripte on the following pages are included
because they are samples of the work alroeady done by this
writer toward making music programs more attractive. Care=
ful anmalyses of them show that there are many instances in
which language could have been further simplifieds The

succeos of the approach was evideneced by the many favorable

comments received on the series, Problems encountered in

the writing of the seripts in Chapter II, and the apparent
sugcoss of the approach used in solving these problems led
to further study and experimentation, the results of which

conptitute Chapter III of this thesis,
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Seript I
THE LANGUAGE OF MUSIC

UP AND UNDER

ANNOUNCER :

EHEIE:

THE IANGUAGE OF MUSIC. » » Broadcast from
National Music Camps + ,Inter lochen, Michigans
UP FOR 80 SECONDS AND OUT

ANNOUNCER :

0f all the living oroatures on carthy; man alone
has a language with which to express his ideas,
emotions and thoughts,

The language made up of words is often
inadequate for complete expression, but man has
another language understood by all races and

creede. + sbhat langunapge is musics
puring the 1949 summer season at National

msic Camp, a progrom featuring many types of

musical expression will be broadcast every

Wedneesday night at 8:30.
Tonight for the first program, you will

hear some samples of instruments and styles unsed

in the language of musics
The first instrument played on ihe program

15 the harp. « san instrument not often heard in

solos Its main use now is as a part of a

(MORE)
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symphony orchestra. However, it is quite sulte
able for solo work as the harp numbers tonight
will show.

Rachel Ewing, a harp student in the University
Division of Hhtionﬁl liusic Camp is from Monroe,
Michigan, and is playing first. . .a solo
deplctive of mephyrs or light breezZes. It is
entitled "Fralchour" and was composed by Carlos
Salzedes

FRAIGHEUR 2:00

ANNOUNCER 3

Even primitive man had some form of musics + »
at first it contained only the element of rhythm
e ¢ sand later melody was added and eventually
harmony. + sCompleting the trio of elements found
in the music of todays

One of the first instruments that the

Igyptians had consisted of a orude frame with
By plucking the

Soon they

strings stretched across 1t.
strings, they made musical sounds.
digscovered that whon strings of different siZes
were plucked, different sounds were made.

Through experimentation with vibrating

stringe the harp was developeds There were small

hand harps and also large temple harps with as

(MORE)
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many as 28 strings,

Ae far back as 200 B. Ce¢ the Egyptians
used these instrumente for malking melody in
their religious services,

Today a harp is seldom heard in religious
services, The instrument now hae 46 strings and
seven pedals and 1s suitable for playing most any
classical music,

For her second harp solo, Rachel Ewing plays
"Noel Provencal”s s <by the French harpist and

couposer larcel Grandjany.

MUSIC: NOEL PROVERCAL 2330

ANNOUNCER: For centuries, stx;ingad instruments were played
by plucking the strings with the fingers, Later
the idea of making sounds by drawing a bow across
a group of stringe wae employed and the violin,
callo and other related Ineitruments were invengeds
Sinece the middle of the Seventeenth century, the
idea of a keyboard instrument with a harp inside
Lhas been usedy, and the modern piano is a combination
of strings and parcma{.ons.
Instead of plucking the strings or using a bow,

the person playing the plano strikes an ivory key,

which is connected to a hammer, When the hammer

(MORE)
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touches the string, a msica) sound is produced,

Composers for the piano have used the
instrument to express almost every emotion known
to man, and also for deseriptive purposes.

liany musicians specialize in the art of
playing the plano, and a knowledge of the
instrument is almost basic information for any
misician,

As an example of muslc expressed on the
plano, Donna Brunsma, a high school student at
Hational liusic Camp. + +from lLafayette, Indiana
plays Debussy's "Prelude in A Minor,"

MUSIC: PRELUDE IN A MINOR 4:00
ANNOUNCER: So far tonight, on the first broadcast of the

Language of Masic from National iusic Camp,
Intorlochen, MNichigan, you have heard samples
of muslcal expression on the harp and the piano
s+ » obwo instruments whose musical sounds are
made by vibrating etrings.

There are many moods and ideas that can be
better expressed with instruments having tone
guality different from the stringed lnstruments,

lusical Sounds can be mada by blowing air
through a hollow tube, Just as changing the size

(MORE) .
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of string changes the piteh, so changing the
length of tube, changes the pitch and quality of
tones In the modern symphony orchestra, there is
a family of woodwind instruments, and as the name
implies all the instruments in this family operate
on the principle of air blowing through a tube.
Tonight, three students will illustrate the msic
written for three of these instruments, . . the
clarinets « othe oboe and the flute.

Originally all the woodwind instruments were
made of wood, but now the flute is always made of
metal, The tone guality of the three varies cone
siderably because the tubes are shaped differently
+ ¢« othe oboe is a tone shaped tube and has a
nasal quality, while the c¢larinet and flute are
both eylindrical. The tones of the flute are
almost pure due to the shape of the mouthpiece. .
it 18 really a hole on the side near one end.

Tonight the first movement of the Beethoven
Trio. « «Op. 87, arranged for flute, oboe, and
clarinet, is played by Sally Warren, flutist from
Columbus, Ohio; Joseph Suchomel, obolst from Cedar
Rapids, Iowa; and Robert Nell, clarinetist Irom

Findlay, Ohlo.
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BEETHOVEN TRIO

ANNOUNCER:

MUSIC:

Iven bofore man made instruments, he made music
with hie voice, Since 1600 the musical form of
opera has been prevalantes In opera, instrumental
and vocal music are combined %o tell a story. An
aria from "Simon Bocoanegra," an opera by Guiseppe
Verdi is sung tonight by Dale Snyder, a bass in
the University DPivision, DMNr. Snyder 1s from Lyons,
Kansas, The aria he is singing is "Il lacerato
Spirito" and Willilam Browning accompanies him.

IL IACERATC SPIRITO

ANNOUNCER :

Tonight on the language of lusic, some samples
of instruments used for musleal exXpression have
been presenteds

You have heard two harp solos played by
Rachel Ewing, a plano solo by Donna Brunsma, &
woodwind trio by Salley Warren, Joseph Suchomel,
and Robert Neil, and a vooal solo by Dale Snydar,
all students at National Music Camp, Inter lochen,
Michigan,

Every Wednesday night at 8130 a program with
discussions and illustrations of musical style and
instruments will be broadeast from National Imsle

Gamp..o
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ANNOUNCER 3
THEME:

You have heards « «The Language of Misic,
UP AND OUT




Seript II
THE LANGUAGE OF WUSIC

THEME ; UP AND UNDER

ANNOUNGER: The Language of Music. . .broadoast from
National Husic Campe « «Interlochen, Michipgan.

THEME: UP AND UNDER FOR : 30

ANNOUNCER: The language made up of words is often inadequate
for complete expreseion of emotions and idoas,
but man has another language understood by all
races and creeds. « +that language is Music,

buring the 1949 summer season at National
Music Camp, a progranm featuring many types of
misical expression is broadcast every Wednesday
night at 8:30,

Tonight, for the second program in the

geries, styles of music for wind instruments are

featured.

THEME: ouT _
The first wind instrument heard tonight is the

ANNOUNCER :
French Horn, a member of the brass family in the

symphony orohestra. The French Horn is

characterized by a tube coiled in eircular form

and expanding into a wide bell, It is played with

(MORE)
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a funnel shaped mouth-piece. The player varies
the pitch by changing his 1lip position and by
opening and closing the three keys, which change
the length of tube,

Ronald loux, an allestate orchestra member
from KalamazZoo, Michigan, 1s playing the first
movemente. « oAllegro. « o from Concerto in &
zla*t Iajor written by Richard Strauss for Irench
Horne William Browning 1s the accompanist,.
CONCERTC IN E FIAT., . JALLEGRO, 5:00

ANNOUNCER:

Continuing the Language of lusic, Catherine
Dufford plays a solo for another wind instru-

ment, the oboes
A member of the woodwind family, the oboe

is o double reed instrument for which no date of

invention can be given, It has been in use since

ancient times all over the world. The nasal tone
quality of the oboe is due to the cone-shape of
the tube which causes the overtones to be more
predominate than the fundamental or primary tones

For her oboe solo, Catherine Dufiford, a high
gchool student from Marshall, Missourl, plays
two movements of the Handel Sonata Noe 1 in C

Minor. Annabelle Bateliff of Iafayette, Indiana,

(MORE)
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accompanies her in Adagio and Allegro from

Sonata Mo, 1 by landel.
SONATA, . +ADAGIO AND ALLEGRO 4:00

ANNOUNCER:

MUSIC:

In all wind instruments the column of air Pro-
duced by the player is the real instrument. For
it is the length and size of this column of air
that determines the quality and pitch of the tone.
In playing a modern flute, the player blows or
sends a stream of air across a mouth-hole in one
wall of the tube, thus setting the column of air
in motion; the amount of air that goes into the
hole determines the pitechs The flute has eight
keys, and its tones are high and clear, almost
pure. _
Originally designed for flute and orchestra,
the Allegro Maestoso liovement of losart's Concerto
No. 1 4in G Major i1s played tonight by Sally Warren,
e high school student, flutist from Columbus, Ohio
and Arthur Komar, planist from Portland, laine.
CONCERTO NO. 1. + ALLEGRO MAESTOSO 2:00

ANNOUNCER:

Often a slide trombone is thought of in connecthilon

with a modern dance band, « .but actually 1t woe

in use before the 1l4th century. The principle

on which it operates is quite simple. DBy means

(MORE)
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of a slide; the length of the tube is altered,
and the piteh, of courese, is altered simultan-
eously.

The trombone solo tonight is played by
Richard Cockrell, a university student from
Spokane, Washington., GCeorge EXon accompanies

hin as he playss « oVocalise by Rachmaninoff,

MUSIC: VOCALISE 3:18

ANNCUNCER: (Fade Music) Tonight on the language of Musie
samples of four wind instruments have becn
presented by students at the Natilonal Musio

G&mp.
The students performing were Ronald leux,

Catherine Dufford, Sally Warren, and Richard

Cockrell,
Next wesk this program will be heard at 1its

regular time, Wednesday night at 6:30,

Your announcer has been Jay Iarnick,

THEME: UP AND QUT
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Seript III
THE LANGUAGE OF MUSIC

UP AND UNDER

ANNOUNCER :

THEME:

The language of Museic, . .broadeast from National
lmsic Campe + sInterlochen, lMichigan.
U? AND UNDER

ANNCUNCER:

THEME:

The language made up of words 1s often inadeguate
for complete exXprecssion of emotions and ideas,
but man has another language understood by all
races and creeds. « +that language is music,

During the 1949.smmar soason at National
Music Camp, a program featuring many types of
misical exXpression is broadcast every Wednesday
night at 8:30,.

Tonight, for the third program in the

series, styles of vocal muslc are featured.

UP AND OUT

ANNOUNC IR

lian naturally expresses such emotlons as fear,
joy, hunger, and surprise with vocal sounds.
Like the sounds of many other animals, these
have their instinctive meaning. In our civil-

jzed world we have become accustomed to using

words for expressing ideas--and are prone o

(MORE)
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forget the importance of sounds,

In musie the sound, ‘quality and combination
of tones, plus the rhythmic pattern eXpress the
emotion and feeling, the composer desires to
convey to his liasteners.

It is not absolutely necessary for the
listener to hear tho words of a language he
understands for him to understand the emotion
the composer and performer portray,

Tonight several types of vocal solos will
be heard and also o vocal ensembles o + COm=

bining three voices,
Jeanne Perkel, a meZgo-soprano in the high

school division from Jersey City, New Jersey,

sings of the pleasures of love, "Plaisir d4'amour"

by Martini.

MUSIC: PLAISIR D'AMOUR 3:20

ANNOUNCER: You are listening to. « +The Language of Musie,
a program from National Music Camp, Intorlochen,

liichigan, featuring styles and types of musical

axpression,

The vooal apparatus which oreates a musleal
gound is somewhat similar %o the reed-pipe in an
organ, They each have a windecheast for compressing

( MORE)
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the alr, a reed -that produces the sound when it
vibratee and a resomator o give tonal quality,
The wind-chest 1s located in the chest. . . and
the reeds « +is the vocal chords. In the throat
and behind the nose, there are cavities that act
&8 resomtors. The sizZe and shape of the reed
determines the range, the mumboer of pitches that
ean be produced and whether the voice 1ies high
or lows A high pitched tone is produced by more
vibrations than is & low pitched tones The
rosonators or cavities determine the tone quality, .
Philip lark, a baritone from Tawas City, Michigan,
singe "David and Goliath” by Malotte. Dick Post

accompanics him,

DAVID AND GOLIATH 5:30

ANNOUNCER:

When one single note follows another, it 1is
onlled a 1line of melody, 8Since the uman voiece
ean produce only one tone at a time, a melody is

usually written for the vocalist, and an accompany=

ing part for orchestra or pilano, Several volces

may be combined. « .with each voice singing a

different melody.
There is an example of this in the opera,

"Fauet," when three of the characters converse,

(LiORE)
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The characters, Faust, Valentine, and Mephistopheles
ging the trio "Que Voulez Vous, Messieurs." Tonight
three university men, at National Music Camp, Bill
Beidler, a tenor from Frankfort, Michigan, Dale
Snyder from lyons, Kansas, and John Druumond,are
singing this trie. Bill Browning accompanies

them as they sing "Gue Voulez Vons, liessieurs®

from the opera "Faust" by Charles CGounod,

QUE VOULEZ VOUS, MESSIEURS 3:15

ANNOCUNCER :

MUSIC:

Singing is one of the most natural exXpressions
of man. » +and folk songs have grown out of many
gimple activities of life.

Sally Cooper, a soprano from Great Falls,
Montana, is singing "Velvet Shoes" by Randall

Thompson., Her accompenist is Richard Post,

VELVET SHOES 3:30

ANNOUNCER:

Through the centuries, many styles of vocal
mugle have existeds In the 16th century, every-
thing followed 'a rather set pattern, and soprano®
always had cadenzas or runs throughout thelr

gongBe The trend now is for more pure melody

without so many embellishments.
Hely Matchinson has taken the familiar

pursery rhyme, "Old liother Imbbard" and set it

(MORE)
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to musie in the style of IHandels . «the style of
the 16th century. Bill Beidler sings "01ld Mother
Hubbard," Bill Browning accompanies him,

OLD HOTHER HUBBARD £:00

ANNOUNCER :

MUSIC:

During the ‘19t-h century, such composers as Robert
Schumann broke away from previous trends and
patterns of composing. Songs of the period
became more important than at any time before or
sinces New harmonies were introduced into

accompaniments, These composers found new waye

of expressing themselves musically, and as a

result some of the most beautiful German art

songe were written,
Jeanne Perkel eings again, and the song is

"Die Soldatenbraut" by Robert Schumann,

DIE SOLDATENBRAUT

ANNOUNCER 3

You have been listening to The language of Mislie,
a broadoast from National Music Camp, Interlochen,
Michigan, Tonight discussions and examples of

voecal msic have been presented by students at

Nat ional Masic Camp. The songs heard on this

broadeast were "Plalsir d'amour" by lartini,
"David and Goliath" by lMalotte, "Que Voulez Vous,

Messieurs" from the opera "Faust" by Gounod,

(MORE)
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"Velvet Shoes™ by Thompson, "O1d Nother Hubbard"
by Hatchinson, and "Die Soldatenbraut® by Schumann,

Sally Cooper, Jeanne Perkel, Bill Faidler,
Dale Snyder, John Drummond, and Philip Mark were
the singers,.

Next weck at the same time, another broad-
cast on this seriles will be presented,.
UP AND UNDER FOR 1:00

ANNOQUNCER:

THENE:

The language of lusic is broadcast every Friday
night at 8:30 from National lMusic Camp, Inter-

lochen, lMichigan.
Thieg is your announcer, Bill Stegathe.

UP AND QUT.




Seript 1V
THE LANGUAGE OF MUSIC

THEME: _ UP AND UNDER

ANNOUNCER: The Language of Misic, ., .broadcast from National
Music Camp, » .Interlochen, Hichipgan,

The languapge of words is often inadequate
for complete expression of emotions and ideas,
but man has another language understood by all
races and ereeds, , .that language 1g musiec,

During the Summer Season at lational Misic
Camp, a serles of programe featuring many types
of musical expression is broadcast,

Tonight, for the fourth program in the

geriles, Sonata Allegro form is featured,

THEME: UP AND OUT

ANNOUNCER: Movements from two violin concertos will be

heard on this broadecast,
Alcestis Bishop, a high school girl from

Chicago, Illinois 1s playing the first movement

of the Mendelssohn "Concerto in £ Minor"for

violin, and Larry laves, a high school boy from

Eugene, Oregon plays the Allegro Aperto move-

ment of the Mozart "Concerto in A lajor."
(MORE)
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In masical counposition, thers are forms, or
patterns, which my or may not be followed
accurately, depending on the composer's idea,

Sonata Allegro form is used for symphonies,
concertos and somatas, « .but only for the first
movement of these works.

In true sonata allegro form there are three
main sections: the exXpositilon, the development
and the recapitulation.

The exXposition begins by introdueing a
sub ject or theme in the tonic key., After this
introduction, there is a short running passage
which modulates from the tonle key to the
dominant. « o« (five key tones higher). Then,
another subject, usually lyrieal, ls introduced
in the new key. A coda, or ending phrase,
coneludes the exXposition.

In the development, the composer may take
material from any part of the exposition and ¢dd
to it or change it in any way he desires, Also,
new themes may be added in the development,

1s in this section, that the composer's skill for

I

embellishing and cxpanding is displayed to the

best advaniaoe
(MORE)
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The recapitulation follows a definite plan

» » oBubject No, I (the prineiple theme) is
repeated in the tonic key., This 1s fo1lowed by

o bridge passage and Subjoet No. II (secondary

theme), written this time in the tonic key., The
recapitulation and the movement ends with a coda,
Tonight, Alcestis Bishop, plays the first
movement of the "™Concerto in E Minor® by Felix
Mendelssohn, This movement follows sonata allegro
form closely. I% begine with the prineiple theme
in E minor. .
PRINCIPLE THEME. . .E MINOR)

ANNOUNCER:

(MUSIC:

This 12 followed by a bridge in which the
orchestra repeate the principal themes
The second theme 1s introduced by the violin

in the dominant key. «
SECOND THEME. + «DOMINANT KEY)

ANNOUNCER:

(MUsSIC:

ino ther. bridge follows and at the end of 1%, a
new motlf or theme is introduced,

THIRD THEME. . o)

ANNOUNC ER ;

(MUSIC:

Following a short transition, the main theme 12
repea.f.ed in the kay of @ k,}or. e o
THEME, « «IN G MAJOR)

ANNQUNCER:

Part of the firet theme is used as a motir
throughout the transition, and then t.h.second
(1IORE)
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theme is repeated in A minor, and echoed by the
orchestra in B minor, All of this builds up to
a cadenza, and the original theme comes in under
the cadenza, The violin plays the third motif
again. + « and the coda is built on the rhythmic
pattern of the first theme, and the melody of
the second theme.

Tonight, Arthur Komar, a high school boy
from Portland, Maine plays the piano, which takes
the place of the orchestra part, as Alcestis
Bishop plays. « .the first movement of the
Mendelssohn "Coneerto in E Minor"for violin,

MUSIC:  CONCERTO IN E MINOR _12:24
ANNOUNCER: You are listening to The lLanguage of Musie, a
broadeast from National Music Camp, Interlochen,

Michigan.
Alcestis Bishop has played the first move-

ment of the Mendelssohn "Concerto in E Minor,"
for violin, Arthur Komar was the accompanist.

It is casy to confuse the terms, "sonata",

and Ysonata allegro". A sonata is a composition

with three or four movements written for the
plano, or some other solo instrument. Sorata

allegro is a plan or form, upon which a plece of
masie is constructed,

(MORE)
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When a sonata 18 written for a solo instrue
ment with orchestral accompaniment, it is called
a concerto, and when it is written for an orchestra,
1t becomes a symphony,

Wolfgang Amadeus Mozart wrote twelve concertos
for violin and orchestra, Larry hhvea,.a high
school student from Bugene, Oregon is playing the
Allegro Aperta from Mozart's concerto in A lajor.
The orchestral pascages are taken by plano. .+
and played by Jane Johnson, from Herman, Minnesota.

This concerto is written in classical sonata
form and all of the themes used throughout the
movement are included in the plano introduction.
Before the prineipal theme is introduced the
violin has an adagio passage. The principal thege

is in A lajor.
(MUSIC: THEME, o o oA MAJOR, o VIOLIN)
ANNOUNCER: A pilano motif serves as a bridge between the

principle theme and the second themes This motif
Follow=

is the most prevelant of the themes used.
ing the traditional pattern, the second theme is
introduced in the dominant kKey « « « » E Major. » »
8 . s . VIOLIN)
ANNOQUNCER: There is a somber episode in "C" Sharp minor which
(MORE)
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serves as a bridge back to the tonie theme in "A"

Eajors, The second theme 1s also repeated in "A"

lajor. There is no ¢oda, but the violin plays

the motif written on the "A" Major tonic triad

that has been played throughout by the pianoc.
Larry Maves plays Allegro Aperto “rom loszart's

"Concert in 'A' Major.," Jane Johnson is at the

piano,
Ol 0 7380

Larry laves has played Allegro Aperto from lozart's
"Concerto in 'A' lajor."
You have been listening to The Language of

Music, broadeast weskly from the National Musie

Camp, Interlochen, Michigan.

Tonight, samples of compositions using

sonata allegro form were featured, The performers

are high school students spending the summer at

National Music Camp, Alcestis Bishop of Chicago,

Illinois and larry liaves of Bugene, Oregon were

the violinists, Plano accompaniments were played

by Jane Johnson of Herman Minnesota and Arthur

Komar of Portland, la ine.

Next weck at this same time, there will be another
(MORE)
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broadeast in the series. . .The language of Music,
These programs are broadcast from the National
lnsic Camp, Interlochen, Michigan,
ZHEME: UP AND OUT
ANNOUNCER: This is your announcer, Bill Stegath.




CHAPTER II1I
ILLUSTRATIVE MUSIC SCRIPTE

This chapter is composed of seripts and ideas for
broadeasting musie, Three radio serles are suggested in it.
For each series, two scripts are written in their entirety,
and ideas for other secripts in the seriles are included.

Recorded, rather than livo music 1is used for all
series in this chapter, so that the programs ean he produced
by small stations not having steff orchestras and choirs,

Series on Song Uriters

The first series in this chapter is onc on song
writers, Its purpose is to introduce %o the listener songs -
of varying periods, styles, and nations and also Lo inform
the listener of soms of the facts about the composers of the
songe programmeds

The narrator or announcer for the series is the
spirit of song, a spirit that has lived in the hearts of

nobles and slaves and all human beings throughout time.
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1,

4.

6.

7.

Riecords to be Used for Seript 1l

"Blues Stay Away From Me" ., . .
Denmore bBrothers

"Komm' Busger Tod® . . . . .
Marian Anderson

"Schubert Serenade". . ¥ 8 A
John MeCormaok

"Evening Star" . .+ . « e+ a
Nelson Eddy

"A Wandering Minstrei, I" ., , .,
Kenny Baker

"Song Without Words in D lajor® .
Cello played by Pahlo Casals

"Faglons Visa"s o « o o o+

Augustana Choir

"Beautiful Dreamer® . . * . *
Richard Crooks

48

« King 803

Victor 1959

Victor 6827

Columbia 71189-D

Victor 26252

Victor 7193

Victor 2086

Victor 1825

themes

1411 music for these scripts is recorded except the

For that the person announcing should sing wi

h Eiano

accompaniment, Sigmund Romberg's song, "1'd Urite a Song".
&L%m.mmmmm Book I (New York: Harms, Inc,),
P .

If this is not sung, then the record: "I Bring a Love
Song", Victor 1500, sung by Richard Crooks may be used as a

theme,
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Soript I
SONG WRITERS

ZHEME: ___ I'D WRITE A SONG 25 see

ANNQUNCER: Hello, may I iniroduce myself? (PAUSE) My name
iSewpollee-well in one century it was Franz
Schubert, and in another, Irving Berlin. Once
in Italy, I answered when somcbody sald Ciussepe
Verdi, and I havo several aliases in tin pan
alley toes That's were I wrote songe like. . « .

S5 STAY AWAY IR KING 803
ANNOUNCER: You know, no one has ever figured out just what

kind of personality I have. Sometimes I'm
flippant, sometimes serious, Occasionally 1
have a fow traits of the genius, and often, I anm

a very normal person, writing sane, mathematical

tunes likes + » :
HUSIC:  KOMW' SUSSER TOD VICTOR 1939
ANNOUNCER: That was "Komn' Susser Tod", or as we call it iIn

mglish, "Come Sweet Death," a song I wrote back
I'nm sure

in the seventeenth century in Germany.
you've heard the name I had then. . o'Bach'e »
Johann Sebastian Bach, and I compossd a 1lob of
things besides songse-things like chorales and
pilano studies and--oh, oh, excuse me, I was telling

(MORE)
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you about all of oy roles as a "song writer®,
Let's seey I've mentioned tin pan alley, sevene
teenth century Germany--you know I did right well
in CGermany. Back around 1800 my songs really
reached a peak, or so people say nows There was
a seronade that's still pretty popular. . .
VIGIOR 6927

"Schubert Seremde" 1ts called. Uy name was

Franz S8chubert when I wrote the songe Some books
say I was shy and some poriray me as a proettly
romantic fellows, I suppose I was really inspired
then, Melodies flowed through my heads « .aloost
faster than ay pen could write them down. One
time, I almost got into trouble writing songs on
a tablecloth in a resturant, Those songs weren't
painstakingly planneds They just camee-from
heavon=-or somewhere, Dut enough of my 1ife as
Franz Schuberts I've played some other paris

(CHUCKLE) I was really a character when I
"Lohengr in" and "Tannhauser's

L00.
wrote those operas:
I did a lot of shocking things with music then,
and at the same tima I wrote some very pretiy

things. My name then wae Richard Wagner, the man

who really changed opera, Richard Vagners + »
(MORE)



people turned their headsat that name, and
whether they 1like it or not, they listened to
ny msic, I'd like %o have you hear one of the
songs 1 wrohte for "Tannhauser™. . « I called it
"Song to the Ivening Star",

5 ING § _COLUMBT. 71109~

ANNOUNCER: Did you ever try being two people? It's fun

sometlmes, Maybe you've heard of Gilbert and
Sullivan, the team that produced so many light

operettas, Well you know, part of song writing
is writing the words, and part is writing the
misic. I was getting sort of tired of doing all
that work at once, so I decided I might as well
have two aliasos~--as Gilbert, I wrote words, as
Sul 1ivan I wrote musics You know, with two
people working there was more spare time for
enjoying 1ife., Maybe that's why I -« (CLIAR
THROAT) ge, wrote sach catehy tunes as "The
Flowers that Bloom in the Spring”, and "I am
the Ruler of the King's Navy"s There were some
with 1ilting melodies too, llke the song we wrote

for the "lMikado", "A VWandering linstral, I".
WANDERING MINS ? VICTOR 262852
ANNOUNGIR: Composers and all musicians are usually plotured
something like the wandering minstrel in tatters
(MORE)
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and rags. I haven't always f£it that picture.
One time I wao just the opposites, I had a happy
and prosperous life, and still wrote beautiful
mioic, I started that rele in Germany, (thut's
my lucky country, you know I frequently wrote my
songs there) on the third of February, 1609, My
parents, the Hendelssohns, called me FoliXew
Folix Bartholdy-~just call me Felix., Well, as
Folix Mondolssohn, I had a very happy 1ife, and
beocame one of the outstanding misicians of all
time,

I didn't soe much use in cluttering up cood
music with words all the time, so I wrote a group
of songs that had no words, Names were rather
bothersone too, so I just labolod my songS. « »
something like this. . . "Song Without Words in

D la jor",

MUSIC: __ SONO WITHOUT WORDS VIGIOR 7193

ANNOUNCER :

You know, all my lifow-uh, o swalt a minute, leb
me start this sentonce again. (PAUSE) All my
dives as songwriters would have been rather
difficult 1f I had had to do all the work myself
s » o+if thers hadn't always besn people in the

world who ereated and made music, but never wrote

(MORE)
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it down. Now, of sgurse whan I was Behubert, I
didn't have any trouble with ideas and meledias,
but I wasn't alwaye that luelky. Meny times I
got my ideas from tunes I heard people singing
in the sitrests or at !eaumls, or when they were
praising God, Eongs aren't just what o fow people
write down on paper, and everybody elsa sings.
Songs are the melodies you make as you 1ive. « .
a8 you work and play and pray, and I write them
down, so your children can eing them too, slong
with the song they create, Sometimes I don't
add to your songes. « «they're left just as you
and your ancestors have sung them for centuries

e o sfolk BoOnge Like "fagleons Visa",

MUSIC: FAULENS VISA VICTOR 2052

ANNOUNCER:

That Swedish folk-song made me thing about the
time T lived in the deep south, and wrote songs
that are often called folk-songs, There wae a
lot of musie in the south in those days, and I
Jwmt kept my ears open and wrotc down what I
heards You probably already know who I was then
« o syo8, Stephen Foster, I think my favorite

of the songs I wrote then is;

BEAUT DR VICTOR 18

HUSIC:



o4
ANNOUNCER: Guesa I've siayed about long enough this tiume,
Bafore I go, I'd better confess. . .of oourse
you may have ganesced already thiet no one man
eould live long enough or in enough places %o be
all thess song-writers that I saild I was and am,
But all these and other song-writorg have a
certain gpirit that's alike. o .a spirit of
ereating heauty and expreseing ideas in song,
and I'ﬁ the spirit of songs « ¢80 I really was
in those places, and I did help write the songs
in the same way that I'm always around when you
malte up a tune or whistle an old hali-forgotten
o o ohali-remcubered song on your way o worl.
ZHEME: __ UP_AID UNDSR
ANNOUNCER: So long nows I'1l be right here in the same
place next week, at this time, and if you'll

1isten you'll hear me again, 1I'll tell you how
I made my entrance into this world on the Fourth
of July and wrote eongs as American ce oy

birthday.

ZHEME:  _ UP TO IND
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Records to be Uscd for Seript II

"01d Folks at Home". . . " . e o o Victor 1825
Richard Crooks, Tenor
lale Quarter and Banjo solo
Frank la Forge, orchestra

"Hard Times, Come Again No More"™ « o+ « o Victor C.2
Victor Salon Group and Jubilee Singers

"0l1d Black Joe" , . . » o o Victor 1265

lawrence Tibbett, Baritone
liale Quartet and orchestral accompaniment
Nathaniel Shilkret, conductor of Victor Symphony

Orchestra
"Camptown Races". . e« » o o » o Victor M.354
Richard Crooks, Tenor
Balladeers

liale Quartet, Banjo and Guitar
Frank Ia Forge and pianeo
o Victor 1971

"Oh Susanna® . e »
Auguatam choir, Henry Veld conduotor

"Jeannie With the Light Brown Hair" ., .
John lieCormack, Tenor
Edwin Schneider at piano

« Victor 1700

"The Vilhge Hﬂ’-d.ﬂ" . . . B . . . Viector C=2
Victor Salon Group, etc, as given under

record no. 2.

"Ring De Banjo" ¢« ¢ o o o & o s o+ e Victor C=2

"Open Thy Lattice, Love™ « + « +  + « Victor C-2
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Seript II
S0NG WRITERS

THEME; I'D WRITE A SONG : 25 sego
ANNOUNCER: Yes, I'd write a song. + in fact I do write

songs. That's my businees. « «%ong writing.
I've been at it for centuries. You know, I
really don't have a name of my own, but I've
acquired quite a few famous names through the
years., You see, I'm around most of the time.
Every time you feel like singing, or listen to
the moecking bird outside your window, I'm there.
(PAUSE) I'm the spirit of song.

MUSIC: OLD FOLKS AT HOME (UP AND FADE UNDIR) VICTOR 1825

ANNOUNCER:

I remembey one time I had a Job in the south, or
that 18, sort .of in the south. I wrote the songs
that were in southern people's hearts, and in the
hearts of other Americans too.

Folke sometimes think of me as a southerner
1iving in the elegant days before the Civil Var,
I did live then, but my home was in Pittsburg,
Pennsylvania, My name? « « I was a follow called
Stephen Foster. You've heard and sung my sSongs

most of your 1life. They're simple melodies. . .



Music: _ OLD FOLES AT HOME (UP TO FINISH)

ANNOUNCER :

o7

melodies from the heart of people, like this one,

When I was a little boy, my family worried about
mes I wasn't very smart in school, and I dreamed
a lot. Doys weren't supposed to do thats .+ «

not in the days when Americans were 8t111 pilonecer=
ing! Boys should study math and learn to be
engineers or have a manly trade, such as freight-
ing on a canal,

While my brothers were learning thinge like
that, I went %o church on Sundays with Lieve, a
colored girl that worked for us, I listened to
the songs her people sangs One Sunday, I
remember especially. It was winler, and times
were hard. The congregation made up a song, made
it up as they sang. It was a sad molody, because
they were sad, and cold, and hungry. I remember
a white haired man who sat near me. le didn't
sing at allse « e.and yet he helped write the song.
He spoke in rhythm as they sangs s ehe prayed as he

sangs + «1 remember his prayer., . ."Hard times,

come again no more",
when I grew up, and I knew how to write music,

I remembered the song and tho prayer of that

sunday, and I wrote it down,



ANNOUNCER :

g
ANNOUNCER:

When I was seven, Mother took my sister Etty and

me on & trip to Kentucky. We went part of the
way on a river packet, named MNapoleop. The deck
hands were huge black men from the deep south,

Hy nights weren't wasted in sleeping. Iy
bunk was juest above the main deck, and down below

the Negroes played their banjos and sang} I

heard the strange new noises of engines and

splashing weter, whistles and bells, and above
it alls » othe negroes' songs (PAUSE) They
Bcemed to make up songs as they worked. « .Songs
that moved hand in hand with their jobss They
had serilous songs too, songs they sang at night
when they mourned for home and loved ones. These
songs I heard were a lot like the one I later
wrote and called "0ld Black Joe'.

I 2 VICTOR 1865
It's lucky for me thet I was bhorn in America
that time. Otherwise my birthday would have been

Just like other people'ss « obut I mag born in

America. + son the fiftieth birthday of the
United States: July 4, 1826, The day 1s
remembered, not Just because it was my birthday,

(MORE)
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but because John Adass and Thoms Jefferson died
that same day.

Iaybe beinc born on America's birthday had
gsomething $c do with my helping %o write America's

_aonges (THOUCHTIVUL PAUSE) X don't knows (PAUSE)
Anyway, I seemed %o hear hor singing everywhere
I wonts . o8inging songs like "Camptown Ragoesi”
WS SANPROWN BACES VICIOR 1304
ANNQUNCER: I told you avhile ago that sy family worried
about me and my dreany moode. They did humor
uy love of musle, and finally bought me a flutos
That wao aftor I had learned to play 4% in a
Pittsburg muoie store while my wother vas talle
ing to the owners. Dul my family nover encouraged
my study of inctrusents, or musio theory, oo I
taught sysclf,

There 1o a saying somovhere that musicians
are mathemntielans, . .thad was nevar true in oy
pase. When I was twenly, my family sont me %o
Cincinmati to learn to be a bookkeeper, but
instoad of adding figures in =y hoad, I heard
tunes, and I wrote them doun, instead of the

figurce,
Minstrel shows were popular in those days,

and I s0ld two of my songn to the Christy linoirel

(HORE)
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show, Iy family at last realized that music
gould be a trade. The songs I sold? Oh, exouse
Mes « «"01ld Uncle Ned®” and"Oh Suszanna".

MUSIC: _ _ OH SUSANNA VICTOR 1971

ANNOUNCER: A hundred years ago, I marriled Jane lMacDowell.

My wife war a lovely young woman. I had hecome
acquainted with her when she sang soprano with a
quartet that tried out ny new songs,

A few years after we were married we moved
to New York since it would be a better place for
marketing my songs. We had every expectation
for a happy 1ife there together, (PAUSE) 1It's
ironical, isn't it? Masiclans and artists today
flock to New York City, and I ran away from it
Somehow there was more noise than music in the
song of the big oity. Life there was most
unhappy in spite of my loving wife and daughter.
New York and I never became friends. . .80 I

went back to Pitteburgh and songs and memories
of Janes « «0f my own "Jeannie with the Light

Brown Hair."

I aidn't tell you did I, that when I was a little
boy, ny father lost his money in a bank fallure.

(MORE)



61
Although he had a job in Pittsburgh as Canal
Commissioner, we had to move to the country
because the country was cheaper than town.
Sometimes at night, Mother toldfnl storien
abont things that happened when she raa a little
girl, and about ecarly days in Putahur@. One
story of a girl wfm died on the day hetore her
wedding day stuek in my mind. The mpg that
resulteds o oI eaued simply, "The Village
}a 1den ", A
WSIC: _ _ THE VILIAGE MAIDE _ vx,m_u_"c-‘
ANNOUNCER: The south was always close to my hea.rt.?" Maybe

that was because I used to go down to the pler
in Pittsburgh when I was a child. There I saw
the tall southern gentlemen and the oh;u;rming
southern belles who had just come up the river,
Thera on the pler I also saw the aoutht:;rn a}?ves.
with their anxieties and their joys. 1

All of these things I saw, and au I saw them.
I heard thems They sang %o me. My !mduledga of
masical theories and ferms was not graut., S0 § r‘.
wrote what they sang in the simple way ihuy aam% ;
it. « othat is why songs like this one, writtenl

i

(HORE)
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in the early months of my mrriage, are called
Anerican Folk Music,

WSIC:  RING DE BANJO VICTOR Gog

ANNOUNCER:

ANNOUNCER:

Some of my early songs were dignified, One of
thom I wrote for a 1little neighbor girl, Susan,
fhen I was sixteen Susan was eleven. She usgad
%o come over and liston to me sing, One day I
sang a song especially for her, The words
weren't mines They were written by George Morris,
an English poet. I found out that someone olse
had already put this poem to musie, an English
song writer nmamed Jogeoph Philip Knight., His
song was more mature and sounded more formal
than mine, but people still sing the serenade I
wrote for Susan: "Open Thy lattice, Love.,"

I CE. . XL VICTOR Cuf
As you already know, Jane (my wife) and I
finally separated, and I went home %o work and

write, Then my mother died, and home wasn't 2%
all the same. I tried New York again, (SICH)
We woron't friends that time either, (PAUSE) Ob
yes, I wrote Songs, « »for the minstrel shows

« » sand then I spent the rest of my time trying

in a sad way to forget my sorrows, I thought I

(MoRz)



ZHEME: ___UF AND UNDIR

63
could drink them away. One day when I had tried
that, I fell in ny room, and in & few hours only
tho songs America dictated to me were left.

ANNOUNCER: Thal's all the story about my role as Stsphen

PHI UP_AND UNDIR

ANNOUNCER:

ZIEME:  UP AND OUT

Foster, « JAmerican song writer. But that's
only one storys All songs aren't written like
Etephen Ffoster's songs were writien because song
writers have different personalitics. Dut they
have a splrit im commons « e<a spirit of creating
b eauthy ahd expreaezng_zdeaa in song.s ., .and I'm
the spirit of song. That's why I've played so
many roles as a song writer and why I might even
be you whenever you hum a now tune or whiastle

a hali-forgottens « ohalf-remenbored melody on

your way to woirk,

Join me agaln next weeks I'd lilke %o tell you
about the time I wanied to bBe an aclor, and

instead I ohanged the musical world with ny

genius,




N orgngggt?ggarggFggnﬁsB?:Pns%?grggnmsl

The two seripts presented on pr;cadmg pages of
this chapter have attempted to carry outl-‘ the purpose cet
forth for this peries, That purpose is rrtla acqualing the
listener with songs of var ious periods, ;styles and nations,
and with faots about the composers, BSome suggested infor
mation that might be included in the remaining ten seripts
of the series on Song Writers is given ri!ere in outline
2 E

SCRIPT III

form.

Richard Wagner \
l, Concentrate on his melodic songal

8, Tell of his gtifled deaires to act
3+ BShow the importance of his love for Cosima Wagner

4, Discuss his theatrical accomplishments

8, Recount his literary works

J‘mterqmes for information needed in writing these
suggested ;ori tslzm p atdex he -
(New York: Grosset and mmﬁp, 1933;.
omas Tapper, ﬂ%ﬂ. Studies ip Uusic Blography,
(Philadelphia: Theodore Presser, 1900),
Deems Taylor and Russell Kerr, Jusic my_g_g_'
m;gpgm (Chicago: Music Times Company, 1939).
sgmund Spaeth, A History of Populer Music ip Ameriog
(New York: Random House, 1948).
B3ee Appendix B for Record List,



7.

08
Present these personality characteristios:
a. oconcelt
b, traits of geniuse
0s loud, blustery manner
Ind icate his small physical stature

SCRIPT IV

Franz Sehubert

1.
2

B

4.

S,
G,

Portray him as a quiet, sensitive man

Indicate the ease with which he composed (he
seemed to hear melodies and write them down)
Tell his habit of forgetting songs after writing
them down

Bring in the inoident of composing on the menu
in a beer pgarden

Refer to his experience as a school teacher

Recount his early death

SCRIPT V

Irving Berlin

1.

2.

3e
4.
g,

Portray him as a simple, modest parson

State that he was a Russian-born Ameriecan

Give his real name: Israel Daline

Relate hie lack of musilcal training

Disouss his job as a singing waiter early in his

career



6.

7.
8.

66
Refer to his ownership of a moie publishing
Gompany
Recount his patriotiec work during World War II
lMention the fact that the royalities for "God
Bless America' belong to the Girl and Boy Scouts

of Ameriea,
SCRIPT VI

Glacomo Puceoini

1.
2e

Je
4.
G
G.
Te

Discuss the popular appeal of his msic

Indicate that he had no formal music study before

he was twenty-two years old

Ment ion hie love of hunting

Refer to Mussolini's acclaim of his msic

Tell of hils success in the United States

Relate his diffioulties in finding suitable librottos
Tell about the state funsral given him in Italy

SCRIPT VII

Cole Porter

1.

e

S

Devote considerable time to his abllity to write
wordse and msic simltaneously

Specify that he is the best trained composer of
popular misio in the United States (with the

exception of Victor Herbert)
Btate that he was educated at Yale and Harvard



4,
5,

6.

7.

67
Hention his eynical, satirical nature,
Refer to the writing of his first song at ten years

of age
Redount the selling of the first songs during his

toons
Indicate that he 1s the possessor of a versatile

style of composition varying from rimmbas to
cowboy ballads

SCRIPT VIII

Robert Schumann

1,

3

4.

S,

6,
7o

Show the support and guldance of his father during
his early misic studies.

Show the effect of his mother's stubborn insistence
that he study law

Emphasize the importance of his marriage to Clara
Wieck, the daughter of his piano teacher

Give information about the invention that kept him

from being a concert planist
Discuss hizs work as founder and editor of a musical

magazine
Tell of his nervous breakdown from overvork

Mention hie death in a private sanitorium



SCRIPT IX

Gilueeppe Verdi

1.

D
3e
4,
8.
Ge

s
8,

Give the Mmglish translation of his name--Joo
Greoen

Discuss tho lyrical quality of hils misioc

Talk about the political influence of his msic
Refer %o his posliion as a ehurch organist

Tell about his early dreams of writing operas
Include this incident:

Verdi took a tenor out on a Gondola to teach him
a new aria he had decided to insert in the opera
scheduled for a performance that evening., DBefore
curtain time, all of Venlico was singing the new
song, They had heard the Gondola man whistling
it when ho came back to town,

Show the effect of the death of hie first wife
Mention his second marriage

SECRIPT X

English Song Writers
Disouss characteristics in common and point up

differonces between these writers:

l. Henry Purcell
2, George Frederick landel
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S« Sir Arthmr Sullivan
4, Noel Coward

BCRIPT XI
french Song Writers
Discuss characteristics in common and point up

differences between these writere: '

1, Jules Inssenot

8, Jean Baptiste Tully

3s Claude Debussey

4. Jaoques Of fenbach

SCRIPT XIT
Viotor Herbart

1. . State that he was born in Ireland

2, BExXplain his move to the United States in 1886

s Tell that his wife sang at the Metropolitan Opera
House in New York City

4., Discouss his work in the following positlions:
as. e¢ellist in tho lMetropolitan Opera orchestra
b, Cbandmaster of the twonty-seoond regiment of

the National CGuard

¢s oconductor of the Pittsburgh, Pennsylvania

symphony orchestra
B, Mention his ahility to write musiec for good or bad

librettos
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and Spg::ggpggn:huefﬁg%nmmems

Tho socond series in this chapter deals with
meical instruments, The historical development of most
present day instruments ls discusseds For cach seript,
available recordings of music featuring the instrument oy
instruments discussed are listed.

An announcer gives mosi of the information. There
are two other volces, designated as first and second man,
in the two sample soripts, A femule voice could be used
for one of the characters, if stallon personnel were
limited, These voices arec used o add variety and conirast
and help maintain listener interest., Only two voices
besides the announcer's are used, so that production

probleas are not too great for small stations,



1.

3e

4,

SERIES II
RECORDS FOR SCRIPT I-«TIE PIANO

Origin of Instruments

Chopin's "Prelude in C Minor" . . .+ o+ Victor 24769
Myrtle C. Eaver, pianist

Bach's "Fantasie in C Minor" . .+ « « Victor CM-801
Jose Iturbi, pianist

Byrd's "Pavane and Galliard" , ., o+ « Columbia 5712
(in Columbia History of liusiec By Ear
& Eye-<~Volume I, Cl=231)

Couperin's "L'Arlequines .« + o
Wanda Iandowska, harpsichordist

Chopin'e "Mazurka in F Sharp Ninor" . Columbia 67803-D
Oscar Levant, pianist

« oVictor 11-9998



Seript I
ORIGIN OF INSTRUMENTS

ANNQUNCER: Did you ever wonder how things got to be?
(PAUSE) Thinge 1ike houses and towns, books

and pianos?

FADE LI

ANNOUNCER: (MUSIC FADE UNDER) The pilano. (PAUSE) Its an
easy instrument to play and a hard one to build,.
But when 1% is built and skilled fingers run
aoross the keys. . « there's musiol

MUSIC: (UP_FULL TO END) VICTOR 24796

ANNOQUNCER: Onoce, a long time ago, there were no pilanos.
Only a hundred and twenty-five years ago, a
man, in Boston, named Babocock, got a patent for

a one plece cast-iron frame for a square pilano.
Now, of course t.herq were pianos before there
was an iron frame for one, but they weren't
like our pianos. . .except they had keys and
strings attached and people played them to make
masic. The prineiple that finally developed
into our modern piano started when someone tried
playing strings without plucking them with the
fingers, or running a bow across them. One day

. « » (FADE OUT)



FIRST MAN:

73
Antonio, I think I have just discovered somew
thing,

SECOND NAN: Yes, lario, vhat is 1it?

FIRST MAN:

Do you see this brass blade?

SECOND MAN: Yes, Mario, but what about your metal blade?

FIRST MNAN;:

SECOND MAN:

FIRST MAN:

SECOND MAN:
FIRST MAN:

SECOND HAN:

FIRST HAN:

MWSsIC:

Surely you don’t plan to make mueie with i,
Not with it, alone, But with it and these
strings, Antonio. + I gan made musioc.

But we can already maks music with the strings
by plucking them with our fingers,

True, but we can make only one sound that way.
To have full harmonics, we must have many
people playing.

That 1s true, my friend,

Look Antonio, if I had more pieces of metal

¢ « o8 plece above each string. « I could
play many notes at oncel Do you not see?
(PAUSE) But how, Mario, are you going to make
all strings play the right pitch and how will
you handle so many at once?

All of your questions I cannot answer nows

I am gure it gan be done.
FANTASIE IN C MINOR

But

VICTOR Cl~£01




ATINOUNCER:

S ECOND MNAN:

ANNOUNCER:

74
He was right. 7You've heard Jose Iturbi playing
a Bach Fantasie on the piano, an instrument that
we have today because of that early idea,

At first, strings were plucked with a small
plece of metals Then an Italian named Spinetti
worked on the idea of plucking several styings
at once.

Now, muclcians already knew that a short
string makes a different sound than a long
string, and some sclentist had figured out how
long and how tight a string had %o be for each
note.

Spinettl measured and out his strings
until he had a string for each note he wanted
to playe Then he placed his plece of metal above
it in just the right spot. That way he answered

the earlier guestilon, « «
“How will you make all the strings play the

right piteh?"

Musioclans who played a violin judged the pitech
by the way it sounded to the ear, Now with
Spinetti's new instrument, the string was always

plucked in the same place and glways produced
the game sound, DBut how to play more than one

(HORE)
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of these notes at once? Epinetti had an answer
for that toos He connected the metal fingers
that plucked the strings to keys, Then he
placed the keys side by side on a board. When
one key was pressed, a string was plucked and
made a sounds If two keye were pressod, there
were two sounds, The keys could be easily
pressed by thoe tips of the fingers, . .so0 as
many as ten notes eould be played at once by one
man. So the great-great grandfather of that
spinet plano in your living room was born, and
At was called a spinet, It is believed that the
instrument was named for its inventor, Spinettd,

Iusle played on the early spinet sounded some=

thing like this,

/ - a8y COLUMBIA 5712
In Cermany, there was a e¢lavichord which in

English means key-string. This clavichord was
mich 1like the spinet except that the strings

were plucked in a different way, by wedge-

shaped pleces of brass, The sounds produced on

the olavichord were not like the sounds of other

Anstruments with sirings. They had a metallle

‘a ound,
(MORE)



FIRST MAN:

SECOND MAN:

FIRST MAN:

74

There were thinpgs wrong with the spinet,
and the clavichord, The sounded notes were too
Bhoﬂ,_ end there was no way of meking loud and
soft tones, so people worked to improve their
new instrument. (FADE OUT)
Johann, why Gouldn't we use leather or quill
ae fingere to plueck the strings? Then tho tone
should sound beitoer.
I sec no reason for noh using that, if it will
be strong enough.
Let us try it, We can make new fingers and put
them in my instrument,

Msic:  LVARLEQUINE VIGTOR 1)-9998

ANNOUNCER:

FIRST MAN:

And that 18 the way the new keyboard instrument
goundeds + othe one with leather, quill or
wooden fingers, But it still didn't suit, All
the notes were the same loudness. One man
added another lkeyboard. . eone keyboard for
loud notes and one for softe « obut the real
change Game in Italy. « « (FADE OUT)
Bartholmeo, Bartholmeol (PAUSE) Asleepl! THere,
here. Wake upl (WITH MJCH DISCUST) Not only
did you miss the morning mass. . .but here youn

are sleeping with your head on the Clavier!
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SECOND MAN: (YAWN) Oh, I'm sorry father, (YAWN) But I
learned something wonderful last night., 1I
have been working on a clavier that plays loud
and softl

FIRST HAN: You cannot he serious my boy. You must have
been working too hard to f£1i11 your orders for
elaviars,

SECOND MAN: We, father, It's truel I used wooden hammers
to touch the strings when I press a key. The
hammer bounces back as soon as it starts the
string vibrating, Thon I have a felt pad to
stop the string,

If I prese very hard on the key, the note
18 louds 1If I prees very lightly, the note 1s

soft,

usIc: _  VAZURKA T Fj MINOR COLUMBIA 67803=D

ANNOUNCER: DBartholmeo Christofori was the clavier maker

who discovered the principle of using hammore in
keyboard instruments. He had wanted an instre
ment that would play both loud and soft notes,
So when he made it, he called 1%t pianoforte. « »
plano, meaning soft, and forte, meaning loud.
The planoforte was still a long way from sound-
ing 1like the grand plano Mr, Levant used in the
(IORE)



recording we heard of a Chopin Mazurka.

Being able to meke either loud or soft
tones was fines But now meicians wanted to
have long sustained toness You see, all the
notes on the harpsichord were quick, hecause
the foll pad stopped the vibrating strings so
quickly, To roemedy that, pedals were added to
liold the felt pad away from the string, These
pedals make it possibls to hold notes for a
longer time, They allao help to make the musie
sumoother,

That Amerisan, lir. Babeock that I told you
about, perfected a frame for the new instrument
in 1885, By then, it vas called & piano., Other
builders worked to add more keys, and more notes,
and still others made stronger strings, capable
of many vardations in loudnees and softness. So
today, we have smll upright pianoe in our
living rooms, and concert grands, . .both
capable of producing many sounds and many

misical moodae
PRELUDE IN ¢ NINOR VICTOR 24705

This instrument that we today consider bacic
(MORE)




Yo
to other muaical knowledge was one of the last
instruments %o be invented,

It is because of oxeellent eraftsmanship
and patlent yeavre of toil that you can sit
down to those Mlack and white keys and pick '
oul your favorise tune, and that Fraderick -

Chopin eould write his nocturnes and Preludess

ANNOUNCER: A% this time next week, we'll have sirings. . .
FIRST MAN: Without hommers.



SERIES II
RECCRDS FOR SCRIPT II-~THE VIOLIN

Origin of Instruments
5 9+ @ Victor 6608

l. “Llebes!rmd“. ™ ™ a B
Fritz Kreisler, violinist

Be “Jask Plastoate™ 4+ s s s » @ Vietor 10-1089
Boston"Pops"Orchestra

8. "sixteenth Century Inte Music"s L'Anthologle Sonoree36:
Herman Leeh, lutist

4. "Pavane and Dance" «+ « .+ » sDecca 20163 Blpart 16)
Manchner Viol Quintet

8. "Tstat Een Meskin" . . .+ « e¢L'Anthologle Sonore 278
La Societe Pro Musica Antiqua of Bruessels
(ensemble of mediaeval viols, lute, harp and

flutes)

l‘rhe L'Anthologie Sonore Albums my be purchased

at the Gramaphone Shop, Inc., New York.
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Seript Il
ORIGIN AND DEVELOPHMINT OF INSTRUMINTS

ANNOUNCER: I sit down to my desk and turn a switch and
there is 1ights I turn amothor and my room
is filled with musie,

MUSIC:  LIBBESFRAUD VIGTOR 6608

ANNOUNCER: Your ancestors and mine didn't have music that

easily. When they wanted mus io, they made 1%

themselves,
Some anceator of yours, and mybe one of

mine made the first violin. (PAUSE) Of course
it wasn't a violin then. « .and it didn't
look mach like one either, but it did have

strings.
One day long before there were musical

instruments that looked like a violin. . »
(FADE OUT)e o »

FIRST MAN: Gebar, como here.

SECOND MAN: What you want?

FIRST MAN: Did you hear that?

SECOND MAN: Hear what?
FIRST MAN: The string on my bow talks to the arrow when I

shoot it.
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SECOND MAN: (VERY PUZZLED) How do you know?

FIRST MNAN:

ANNOUNCER:

When I turn loose of the arrow I hear it.

The string says "ZING",

A simple discovery. DBut how important to

our world of musicl Soon other men discovered
that strings of diffarent lengths made different
sounds. In ancient Igypt, several strings were
put together to make a lyre.

Later, thore were harps, Those were
larger than the lyre and had more strings.
Sounds were made on the lyre and harp by plucke-
ing etrings with the fingers, The fingers are
still used for plucking strings on the modern
harp, the gultar and the violin for pizzicato

passages, and seleoctions like "Jazz Plzzicato'.

WseIe: _ JAZZ PIZZICATO VICTOR 10=1089

ANNOUNCER:

FIRST MAN:
SECOND MAHN:
FIRST MAN:
SECOND MAN:

On the earliest stringed instruments the strings
were stretched tight, and held in place by

atrips of wood at each ends Then one day. « «

(FADE OUT) & o o

Wiat are you doing friend?

I'm trying out somothinge

What is this "something"?

I've been thinking about this lyre of mine.
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FIRST MAN: Yen,

SECOND HAN: The tones it makes are 5o suall, and wells . .
well, I'd like to sec if we ocould make tones
with differont quality,

FIRST MAN: HNaybe you could do it with a different kind
of atring?

SECOND HAN: No, I tried that, and it didn't change it
enoughe DBut I think I gan ohange it now.

FIRST HAN: How?

SECOND MAN: See this box made of light maple wood?

FIRST HAN: Yes, I seo dts But frankly, it doesn't look
very musieal,.

SHECOND HAN: By 1itself, it len't, But when I etretch theso
stringe aoross the box and fasten them at each
end of 1%, I can get a new kind of tone ly
plucking the strings! . . .I can get a bigger
tone. Iere is an exXample of some sixteenth

century msic played on stringed instruments of

the day., « .the lute.

ANNOUNCER: The hollow box that the strings were attached to

vibrated when the strings did, and that changed
the size and length of string, to make the
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instruments of high or low piteh, they alse
changed the size and shape of the box the
strings were on.

With this change another ancestor of the
violin was invented, Bul men were still plucke
ing strings with Sheir fingers, to make then
vibrate, And they did this until a Hindu
masicion and his neighbore « «(FADE OUT). . &
This Sycamore wood gives nice tone to our

mandolin, Shan-kar.

FIRST MAN: Yes, Uday, it does, DBul my fingers grow weary

SIECOND MAN:

FIRST MAN:
SICOND MAN:
FIRBT MAN:

SECOND MANG
FIRST MAN:

SECOND MAN:

with plucking the strings.

ly fingers too, grow weary. (PAUSE) I
wouldn't mind that though, if we could just
have a contimuous melody. If we could make
our mandolin singl

liaybe we can make it sing, Uday.

I wish I knew howl
(HEEITATING AT FIRST) I. . odon't knows «

But it's worth & try!

What? Shan-kar?
Do you see the piece of hamboo that my boy

dropped on the floor?



FIRST HAN:

8s
I'm going %o draw it over the strings and see

1f it will not make them vibrate,

And so we have muegle like the "Pavane and Dance”

recorded by the Iunchner Viel Quintet because
the Hindus invented the first bow for playing
strings, Of course their bamboo bow made a
mach different sound than our medern bows and
violins, or than the viole that you just heard,.
But the Hindus had the right idea, and soon
people in Rurope adopted its The Curopeans
took a narrow curved stirip of wood, and sirung
it with hairs from a horse's mane. They mwsed
some sticky substance like rosin to make the
horsehair slick so that it would slide ecasily.
Wwhen this bow was pushed back and forth across
a string a sound was made, and the bow could
slide on to another string smoothlys + « » NoW
the strings gould sing a melody!

In mrope these early stringed instru=
ments with bows were called viols. GSome were
large and rested on the floor like our stringed

basss Already thece viols had necks attached

to the hollow sounding boxX. The four strings
(MORE)
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were siretched across the box and along the
neck where there were pegs to which the strings
wore tleds By turning these pegs, the stringe
could be tightened or loosened, and kept in
tune. 7The viol was used in ensembles with other
inetruments as in this recording of "Tsat Ben
Meskin"s In this recording, the other instrue
ments playing with the viols are the lute, harp

and flute,

ANNOUNCER: All of the viols had very soft tones, and were

played indoors. Then, about three hundred
years ago, troubadours and minstrels who
wandered from town to town, singing and playe=
ing, made smaller stringed inatrumenis with
louder tones, so they could be heard better.

At first these new stringed instruments were
looked down upon by players of the viols, but
later they began to use them because they needed
a bigger tone to sult the muslc they played.
This smaller instrument of strings used by the

wandering minstrel. « .we today ocall a violin.
AND UNDIR)




ANNOUNCER
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Amad now it's time to turn the switoh again,

and turn the music oif,

I'11 be back again next week at this same spot
on your dial, If you'll turn the switch, I'll

£111 your room with music and the story of the

men who designed the world's most beautiful

violinses



DIVISION OF INSTRUMENTS TO BE DISCUSSED
IN OTHER SCRIPTS IN SERIES II: ORIGIN
AND DEVELOPMENT OF INSTRUMENTS

SCRIPT III

In this seript, stress the influence of these violin
makers on the music and instruments of today. Indieate
their excellent omaftsmanship and tell of the mass produc-
tion of violins in some of their shops:

l. Andreas Amati

2, Nicholas Amati

3¢ Antonio Stradivari

4, Andreas Guaner ius

SCRIPT IV
Parallel the development of these stringed instrue
mente with the development of the violin:
1. Viola
2. Violincello
3. Stringed bass

lsee Appendix B for Record Lists., References for
information needed in writing these suggested soripts:
sic (Camden,

AnneShaw Fufdkner, that We Hear in
Ne Je: Educational Department RCA Viector Division Radio

Oorporatxt:n néa.:mairica, 1943). PR :
ri ringer c : :

én g M&mﬁﬁma&;mﬁpﬂme New
ork: Oxford University Press, 1945

of iusic and Musiclans (New York:

Grove's gt
The Macgiilllan Co., 1911).
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SCRIPT V
Discuss the development of instruments employing
the edge tone prineiple;
l. Flute
2, Plecolo

SORIPT VI
Discuss the developmont of inatruments employing a
gingle reed.
l, Clarinet family
2. SaXophone

SCRIPT VII

Discuss the development of insiruments employing a

double reed:
1, ©Oboe
2, EBEnglish horn

d. DBassoon

SCRIPT VIII
Discuss the development of the following brass

instruments, Treble parte can be played on all of them:

l. Bugle
2 French hern
3., Cornet

4, Trumpet
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SCRIPT IX
The development of the inetruments designated for
this seript celosely parallels that of the instruments listed
for seript mmber eight. All of these instruments play the
lower bass parts:
1, Baritone horn

2. Trombone

Qe glide
be keys
S Tuba

4, Sousaphone

SCRIPT X
Discuss the development of the following percussion

instruments:
1. Instruments producing definite piteh when sounded:

a. Kettledrums

b. Bells
Ce Calesta
de Xylophone

@, Piano (discussed in script mmber one, there=

fore just mention here)
2, Instruments which do not produce definite piteh

when sounded:
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fie Snare drum
be Bass drum
¢, Tambourine

de Cymbals
¢s Castanets
£f. Congs

SCRIPT XI
Discuss the uses of instruments mentioned in previous
seripts in an orechestra or band, and give the number of each
famlly of inetruments used in a standard symphony orchestra,l

SCRIPT XII
Further disouss the balance and blending of the

many iretruments used in a symphony, and play a recording of
a symphony performed by a well-known orchestra,

Series on Opera, "Cackstage View"

"Backstage View" presents recorded music from operas

and stories of these operas in the language of the musical

illiterate, ¥For this series, ihere is a narralor who works

as a stage hand at the Metropolitan Opera House in New York

15 chart showing the division of ths orclssira into
families, and the approXimate number of each instrumeni used
in a standard orchestra is given on pages 199200, of

Hear Music, Anne Shaw Faulkner (Camden, N.J.: Radio
%rporat%g'n of America, 1943).
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City., He talks about the operas he has seen, and the way
they looked to hime There is no attempt made to analysze
the musical value of the recorded selectlons used for these
programs, because the purpose is to present the mseic

attractively, nolt analytically.

The dramatic element is played up for the benefit
of the average radlo listener who seems to enjoy mystery
dramas The two sample soeripts begin as murder mystery pro-
grams might begin. This form of opening is used in the
hope that the audience will listen to the music without

previous mental reservations regarding operatic music.



1,
2

4.

SERIES III
RECORDE FOR SCRIPT I

Baockstage View

"Prelude® to "Rigoletto" ,

"E 11 sol dell' anim", .
Tonor, Tito Schipa

"Caro Nome®™ + o« o o o

Soprano, Loulsa Tetrazzina

"Cortiglani, Vil razsa dannata’s

Baritone, Leonard Warren

"La donna & mohile"s . .
Tanor, Tito Schipa

"Bella Figlia dell' amore"
Soprano, Noel Indie
Contralto, mith Coates
Tenor, Wal’:ster Booth
Baritone, Arnold latters

OP ERA

L] .
- L4
Ld .
L] L]
L *
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¢ oVictor 9525
» oVictor 1755

+ o Victor 7883

oVictor 11-9413

e eVictor 1099

« Victor 36235



NARRATOR:

Seript I
BACKSTAGE VIiow

It's murder all rights They planned it that
way, (PAUSE) How do I know? I saw the whole
thing, from backsiage.

_VICTOR 9525-4

Tonight begins a new series of programe with

stories as old as your great-grandfather's hat.

+ » +8tories that have heen told again and again,
and yet send a new shiver down the spine with
each telling,

(OUT).

MUSIC:
ANNOUNCER:

NARRATOR:

I'd like you %o know a fellow I met the other
night, It was raining and we were both wailting
for a subway, (PAUSE) Maybe 1%t was the cold
dampness of Lhe yalin up there on the street that
made the old fellow want to talk, Anyway I had
nothing to do. . .no‘ new magasines to read, so
I listened, and finally asked him were he worked

o » » (FADE OUT)

(FADEZ I¥) I'm e stage hand at the Het. . .went
to work there in 1912, . » didn't know much aboub

(JORE)



MUSIC: PRELUDE _(UP_TO CONCLUSION)

NARRATOR:
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the places It was jusi another Job, I dldn't
know then what kind of people I'd seo every night
in the week. (PAUSE) There were a lot of things
I didn't know about this opera racket then.

Well, as I was sayin'; my job as stage
hand at New York's Hetropolitan Opera House was
Just a jobs I% meant I'd eat three times a day
e » othat's all it meant until curtain time,

The opera was "Rigoletto",

The orchestra finished the overture and Joe
pulled the eurtain., 1I'd seen the set before,
and the costumess . «(PAUSE) but all that mixed
together with music was a sight I'd never seen
anywhere, Can you imagine a stagehand in a
sixteenth eentury palace? But there I was. . »
not ten feet from the fancy dressed lords and
ladies of the court,

Thore was a short fellow who seemed %o ho.
the leader of things, They called him Duke

Mantua, Most overyone wae dressed in frilly

clothes, exoept one old man. At first I coulan't

figure out just what he was there for. He was -
an ugly old man with a hump on hils back, but he

(LORE)
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was dressed like a clownl « « . and he goted
like a clown. « » wado fun of everybody. o o
eXcept the Duke.

My work was over until the end of the aot,
and I wae about %o join the boys out back for a
game of cards and a smoke when another old mn
s » oshe mist have been one of the lords, . .
shouted a curse to Rigoletto, the hunchback
¢ lownd

Well, that looked like Lhere might be trouble
and exXeltement, so I stuck around to see what
would happen, I had a hunch somebody would he
killed before ths night was overs And I was
rights, (PAUSE) It was after we put up another

gels o o this time a gardens o » that things

really began to happon, This hunchback fellow,

Rigoletto, had a beautiful daughter--must have
been about sixteen, He called her Gilda.
Rigolettio and Gilda were over by the fountain

talking (or singing) when a man slipped in the

hal f-open gate. I couldn't tell who hia was until

after Ripolatto left,
and although he was dressed like a student and

Then he otarbed singing

told Gilda his name was Walter, I knew 1t was
(MORE)
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the Duke, When he started that love song to the
pretty 1little Gilda, I didn't care about the
rest of the plot or the card game in back, I

listened!

NARRATOR: I guess most any girl would lose her heart to a
man who sang to her like that., 0Cilda fell in

loves, 8o I thought everything would be fine. .
and expected a nice romance.

I started out back agailn to see the card
game, but I didn't get there. Cilda started
singing about her student lover, Walter, (really
the Duke) and I went back to my spot in the
wings to hear her song.

MUSIC: CARO_NOME | | VICTOR 7883

NARRATOR: After Cllda finished her song, Joe pulled the

curtain together and we got busy moving sia e
props and scenery while TetrazZzini--that was the
name of the woman that played Gilda--went out
to bow to the audience. They were really
olappin's In fact, they clapped so long that we
nearly had the stage ready for the street socene

when they stopped.
(MORE)
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The orchesira played some before Joe opened
the ocurtains again to show a street and a high
garden wall, Rigoletto met some of these guys
in fancy pants that he always made fun of in
court, and they tricked hia into helping them
kidnap Gilda. Then they took her to the Duke's
palace. llobody knew the old hunchback had a
daughter,s They had secen him visit this houss,
and thought he was visiting a sweetheart,

Well siry you can bet he was one unhappy
man vhen he found out what had happened., Rigi.-
I call him that for shorte-got really upset when
he found out Gllda was in the Duke's apartment,
Boy, he really told those Counts and Earls a

thing or twol

Things were buzzin' on that stage for awh'le,
and somehow Rigl got Gilda and took her homes

By then I thought my murder hunch was haye
wire, and that everybody would 1live happily ever
afters « « 80 I turned to leave. The man stande

ing behind me sald: . , «"¥Ye over seen the last

act of this?® I told him no. "Ve better stick

aroundy he saide « o"yo'1l miss somethin®, "
(LORE)
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So I stayed and the longer I stood thera,
the more these people reminded me of underworld
thugs. « « Rigi hired some guy to kill the ke,
and he was going to throw the body in the river
at midnight. (PAUSE) We changed the scenery
againe Thie time, the stage was dark, almost.
There was an old inn that looked like a shack
and a river banke The Duke was there dressed
like a soldler. . . drinking wine and singin'

Weic: LA DOWIA E MOBILE VICTOR 1099

NARPATOR: While he was singing, Rigi and CGilda were oute
sides Rigi was waiting for midnight, so he
could throw the Duke in the river., GCGllda was
weeping because now she knew that the Juke had
never really loved her.s ©&he was just a name in
his little black booke Inside the Duke aud
Kaddelena, the killer's sistor were flirtin'
with one anothers.

(THOUGHT FUL PAUSE) Do you know all four of
them wore singing something different at once

and yet it was pretiy?

F1G !_AMNOR VICTOR 36235

SIC B



NARRATOR:

MUSIC: _ _ PRELUDE (UP AND UNDER)

NARRATOR:
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Rigi sent Gilda away, while he walted for the
body. The Duke went up %0 bed and Maddelena
talked her brother into killing the first person
that might come in, instead of the Duke.

Gilda d1dn't leave. Bhe was outside the
inn, eaveedropping, and since she was dressed
a8 a man, she rushed into the inn, . ., was
killed and put in the sack for Rigi to throw
in the river. . .

He was about ready to throw her in. . .

(I almost yelled to stop him) when he heard the
Duke singing and ripped open the sack to see his
dying daughter. She asked hie forgiveness for
loving and saving the Dukes « .as she died, he
sank to the floor. . .maning, « « "The Cursell"”

After that night being stage hand at New York's
Metropolitan Opera House wasn't like a jobe « »

being there waes as exeiting as any dime-siore

novel you ever read, I could hardly wailt %o get

to work the next night to see what happened,

(UP FOR FLW SIOONDS)

MUSIC:

ANNOUWNCER: You've heard the first in a new serles of opera

stories. Tonight recordings from Verdi's
(1ORE)
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"Rigoletto"” have been playad.l

NAREATOR: Gotta get down to the Met to work now, but I'm
conin' back next week. I want to tell you
pome more of the things I've seen on that
stage! (PAUSE)

Hurder? Yes, it was well planned tooc., I
know because I had a good backstage view.

HUSIC: UP_TQ FINISH

11¢ the producer so desires, a 1ist of the musie
played and the performing artists may be inserted here.



1.

2,

4.

7o

10.

Backstage View

SERIES III
RECORDS FOR GCRIPT II:

"Overture® for "Porgy and Bess". .

Decca Symphony Orchestra

“Summert ime and Crap

Game" »
Helen Jepson am Lawrence Tibbett

*A VWioman is a Bometime Thing" .

Lawrencae Tibbett

"T Got Plenty o' Nuttin'"

Lawrence Tibbett

"Bese, You is Ky Woman Now"

.

Lawrence Tibbett, Helon Japson

"Buzzard Song".s .
lawrence Tibbett

"It Ain't Necessarily So"

Lawronce Tibbett

“Lullaby" + «
Helen Jepson

L]

"My HMan's CGone, Now",

Helen Jepson

"ihere is Ly Desa?" ,
Lawrence Tibbett

.

L]

OP ERA
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Decoca A 145

Vietor 11879

Victor 11879

Vietor 11880

Victor 11879

Vietor 11878

Vietor 11878

Victor 11881

Vicetor 11881

Victor 11880
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Seript 11
BACKSTAGE VIEW

NARRATOR: Murder is a funny thinge It can happen anytine,
any place. « odown the street,in your own back-

yard, or on the siage.

AUNOUNCER: Tonight, for the second program in the series
"Backstage View", the stage hand from the Met
is here to spin another yarn about happenings
backetage at New York's Motropolitan Opora ilouse.

Mysic: _  (QuT) '

ANNOUNCER: It's funny how you get %o know people who ride
the same subway with you every night. Take that
0ld fellow that works down at the Met, . »I still
don't know his name, but nearly every night he
talke to me, I think it was last night that ho

wag tolling me (FADE OUT). « o
Mysic: _OVIRTURE (FADE IN)
NARRATOR: (FADE IN) They don't always put ¢ operas with

fanoy nmames and costumes, and they've sven got a
(PAUSE, CONTINUE WITH

few they do in Inglish.
PRIDE) of course I've been working there since

1912, and I pretty well understand all the French
(MORE)
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and other languagee they use, but there's one
opera they do in English that I sure like,

A fellow ealled Gershwin wrote it, He
lived right here in New York City. There waes a
lot o! stir and excitement the night we did
"Porgy and Bess" the first time,

There were more of those "eelebrities” back
stage than usual, 1I'd been working at the liet
a long time then, and I never missed a night
8ittin' in the wings. . . can see gverything
from there, « « see more than the folks in them
box seats out front (I can see the stage and the
audience tool)

Well, this night, I was tellin' you about,
everybody was really excited., « « even the old
timers, There was sure somethin' in the ailr
that night. Let me tell you about that opera
e o «"Porgy and Bess", I never have seen one
1ike it before or gincel

New sets had been built, and by golly, we
were almost late gettin' the stage ready for the
first act! In faet, a few things were being put
on stage during the Overture.

\'d £ (UP_TO FINISH)




NARRATOR:

NARRATOR:
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Joe pulled the curtain that night to show the
audience a brand new set, that looked as o0ld as
the tenaments in South Carolina. . «that's what
it was. . .negro temaments on Catfish Row. . .
i1t wae nighttime, and some of the people were
siftin' out on their porcheés., . «the younger
ones were danein' and the few kids were playing
their version of baseball, Over on one side of
the stage, a darkle mother was singin' a lullaby

and there was a crap game goin' on the other

gide,
5 AND CRAP G VICTO 87

By the time we put on "Porgy and Bess", I'd

sorta got so I expected somebody to get killed

or commit suilcide in the last act of an opera,
and I usually spent my time in the first act
figurin' out who was gonna kill who. That was
more fun than one of the eard games that was goin'
on out back of the stage., During the lullaby
everything seemed so peaceful, I ecouldn't declde
what kind of story this would be, But first
thing I knew, there was a fight. It started with
these two dice players, A big black fellow
named Crown, got mad at Robbins, the man he was

(MORE)
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playing with. o .started a fight, and killed
him right therec. . « first act. « ,scene onel

The murderer, Crown, slipped off stage
while everybody was upset over what had happened,
(IN CONFIDENTIAL TONE) In fact, he came right
by me. I could a tripped him, if I'd been g
mind toos (PAUSE) Crown was hardly off the
atage, when this lady's mane. .  they called
Bporting Life. « « sauntered up to the murderer's
girl friend, Bess, and tried to get her %o go
away to New York City with him, But Bess was
faithful to her lover, even if he had murdered
a mane

I guess Sporting Life was mighty unhappy
about not making any headway with Bess, because

he sang this song about a woman being a somebin

thing.

VICTOR 11879

One thing I liked about thie opera, was the

scenery, It was the same for the next scene. I
was glad we dildn't have to wait and move every=-
thing before we c¢ould see what else happened.
The light man threw a few switches so that
it looked like morning on the stage, instead of

(MORE)
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night, Most of the people in the opera, made
their money by fishin' or sellin' fish, and
while the men were workin' at odd jobs, Porgy
s « » one of the young men sang this song:

"I Got Plenty O' Nuttin'", Porgy was a oripple
and had a goat drawn cart to pget around in, He
and Bess had fallen in love, and he was pretty
happye I guess everyone else was too, 'cause
they all sang with him,
MUSIC;: I GOT PLENTY O' NUTTIN! VICTO
NARRATOR: As I sald, that was a pretty happy scene. Lverye

one on Catfish Row was happy that mornin', Bess

came along, and Porgy didn't get much work done
e « » 'cause he and Beess started singing abhout
how mueh they loved sach others

VICTOR 11077

NARRATOR : I sat there wonderin' how they could be so happy

when a mrderer was loose, They didn't seem %o
worry about it, but things didn't stay happy for
longe A buzsard flew over, and there's some
superstitfon about buzzards. ELverybody thought
that meant something bad would happen, or anyway
that's what Porgy said in his next songe

MUSIC:  BUZZARD SONG VIC Xl
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That's most of what happened in that scene,
And wo had to mve sets before the next one.
We got the stage ready, Joe pulled his rop es,
and folka out front saw & pionic on some is)and,
Ycourse, being back stage, I saw 1t first,
Remember that slick young boy, Sporting
Life, that flirted with Bess in Act I? Well,

he was the 1ife of the pienioc, He sang and
danced, and made fun of the thinges he heard at
chureh on Sundays,

| | NE VICTOR 11878
"By Golly," I said to myself, "this Amer ican

opéera sure is different, Everybody's so glad
about things." Of course, I should've known
by then not to jump to conclusions about what
was happening on that opera stage.

While I was thinkin' and not listening too
close, Crown, the murderer showed up on siage.
It seems he was hidin' on the 1sland where they
had the picnic, He made Bess stay there with
bim, in his hidin' place, She didn't stay long.

In one of the next sdenes, Dess left the island,

and went back to Porgy's apartment, Now, Dess

loved Porgy, but she felt she owed something %o
(ORE)
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Crown, since she used to be his sweetheart,
Poor kid, she was awfully mixed up ilnside.

While Bess wasz talkin' to Porgy about what
to do, a bell rang. « « as warnin' that a
hurricane had come up. Ali the wives were
worried because their husbandz were out fishin',
You know, I never thought I'd se¢ a murderer be
a hero too, but I did, Crown had come basck to
town, and since he was about the sirongest one
e« + oot out on a boat already,. « « he went %o
rescue the f{ishermens As he left he sneered
at Porgy, and made fun of him because 1@ wae a
cripple.

Porgy and Dess hoped and almeet prayed
that Crown would be killed in the rescue. e
was gone a long time, and they went to Porgy's
apartment hopin' they could be together alone,
and Bess sang a lullaby.

MUSIC: LULLABY VICTOR 11801

NARRATOR: While Bess was singing, I was walching a mn
erawl along the wall up toward Porgy's apartment.

He was a big man, and looked scmething 1like

Crown., Porgy was watchin' him too, and before

the man got to the door, Porgy leaned out the

window and stabbed hime The police came, but
(MORE)
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Porgy wouldn't tallk, so finally, they took him

to Jails Poor Bess. ., . her first sweethsard

was dead, and the seccond, in jeil. . . both of

Lhem murderers. . .

NARRATOR:  Voor Bess. (SIGH) That colored gnl really did
have her troubles. Ghe was do darned upsot,
that she finally took some dope, I don't think
che would of avaer taken dope if Sporting Life
hadn't encouraged her to. He still hung around

and made passes at her,
Well, Porgy only stayed in Jail o wesk, and
when he got out, he was in high spirits. , .
gave everybody proesents. . o and bhen he looked
for Casa,
usIC: _ VIURE IS MY BUSSy VICTOR 11380
NARRATOR: Somebody finally broke down and told him that
Bess had gone away to New York City with
Sporting Life. He asked how far away that was,

Somebody said: "a thousand miles", Forgy
aidn't even blink an cye. fHe jJust got his goat

and cart, and started out to find hie DessSe

MUSIC: _ OVIRTURZ
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NARRATOR: Well sir, I fell pretty sad, but I really liked

that operas « » "Porgy and Bees". I even went
home whistlin' some of the tunee thet night.
MUsic: = OVERTURE (UP FOR FIw SFCONDS)

ANNOUNCER: You've heard the sceond in a new series of

opera stories. Tonight recordinge from George

Gershwin's "Porgy and Bess® have been played.]'

Jwsic:
NARRATOR: This io my stop., Seec you next week, I want to
tell you sone mor: of the things I've seen on

the atage at the Metropolitan,

HusIC;

ANNOUNCER: Listen again next week, for another Dackstage
View]

MUSIC: OUT

11t the producer so desires, a list of the music
played and the performing artistes may be inserted here.
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OPERAS THAT MIGHT BR INGLUDRD IN

RENAINING SCRIPTS FOR SERIES III: BACKSTAGE VIgi
Recorded hipghlights from the oparae should he
played for othor programe in the seriea: Dackstage View,
For each opera, the narrator should tell the story of the
opera in the simple "folkey" language used in the samle
seripts on previous pagoes, Following is a suggested 1ist
of operas to bo used for this series.g

SCRIPT IIX
"Girl of the Golden West" by Puccini

SCRIPT IV
"Tfoeea" by Puccini

SCRIPT V
"La Bohéme" by Puceini

SCRIPT VI
"ptda” by Verdi

lsuggented referonce material for operas for Series
ITII:

Victor Book of the %?m (Camden, N. Jd,: RCA
lam factur ;zt gmpaw, Ina,, égeiijm doacs ™
8% Newman QEQE%Q Reg_g helr
mmg_g_gg%n;(:aardan cit.:;,' e« Y41 Carden City gu lishing Co.,
mn. » 1 L] .
& of a Hupdred Qperas (Wew York: Orocset
he 35,

and Dunlap, 1
2gee Appendix B for Record Lists
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SCRIPT VI
“The Marriage of Flgaro" by lbozert

. eRIPTX
"The Barber of Sevile" by Rcseini
SCRIPT XI
"Lohengrin” by Wagner
SCRIPT XII
"Faust” by Guonod




CHAPTIR IV
SUHEMARY AND CONCLUSION

Two methods of programing have been utilized in
the radio seripte presented in Chapters II and III of this
thesis, In one method of programming, available music is
woven into a theme, The second method involves the
Selection of a theme for the serics of radio seripte and

programming music that will develop that idea.
The seripts given in Chapter II were written
according to the first plan, This writer was given a list

of live music available for a specifie broadeast. Fron

that 1ist she selected the music for the broadeast and in
writing the continuity tried to tie the music together--to

have a theme for the program, and for the series, "The

Language of liusic®,
The second method mentioned above was employed in

planning the seripts included in Chapter IIL IFor these
seripts, the writer selected the theme to be carried out
in each of the several seriles, and programmed the available
recorded music that would fit the theme or idea of the

seript.
A seript writer has a better chance to enlarge a

theme or make use of his imaginative powers in the second

114
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type of programming, This is the simplest method for pre-
senting mueic on small independent radio stations,

There is a third type of programuing, which might
prove even more successful in presenting music in an
attractive way, This third type would be practical in an
educational institution where broadcasting 1s done by music
students and faculty, lusiclans who are to perform could
confor with the soript writer on the method of approach and
the music to be programmed, Then whatever phase or style
of music 1s decided on could be performed, and the writer
is not forced to limit discussion to available recordings

or present repertoire. Programe could be planned far

enough in advance that the musicians will have ample time

for preparing whatever music is to be used,

The most lmportant thing is not, however, the method

of programming, but the method of presentation. The author

has attempted, in writing the scripts in this thesis, %o

present misic in an attractive manner, and at the same time

give some faects about msic, In the endeavor %o make the

manner of presentation attractive, the ecripts in Series I,
Chapter III, give facts about composers of song in a very

informal way, by means of a nonchalant narrator, who calls

himself the spirit of song. The seripte in Serles II,

Chapter III, present historical data about the origin and



116
development of msical instruments. To keep these programs
from being too much like a short history lesson, variety
is added to the narration by the insertion of short dramatic
skits or sketches of incidents in the development of the
instruments discussed,

In Chapter I, there was a discussion on the idea
that some people feel that "great" music belonge only to
rich or well-educated people. Also, in Chapter I, it was
shown that the medium of radio could help greatly in over-
coming this mental barrier, Series III of Chapter III was
written to appeal to listeners who may consciously or
unconsciously have this aforementioned feelinz about "high=
brow" musiec, and who therefore have refused to investigate
the world of operas The narrator for this series is an
oldlmn, who has worked as a stage hand at the Metropolitan
Opera House in New York City eince 1912, He gives a
"Backstage View" of operas he has seen there, and tells his
story as though he really became excited over the thinge

he had seen on the letropolitan stage,
In all three series of Chapter III, language i8

simpligied-=sometimes to the extent of beling gramatically

incorrect,

Radio @an give groat misic to all the people. Duk

to do so, seript writers of music programs must speak the
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lanpuage of the peoples Thus, Valter Damroseh's idea can
become a reality--"Great lnsic belongs to all the people,
not merely to a handful,"}

1p, K. Antrim, "Music laster to NMilllans," Reader's
Dipest, April, 1940, p. 79.






119
TABLE I
AVERAGE WERKLY HOOPERATINGS AND SPONSORZD IHOURS

BY PROGRAM TYPES #OR THE
NBC, CBS, ABC AND MBS NETWORKS!

Evening Progranms 1950 19485
Varioty U.9 8§ 15,4 183
Audience Participation 18,0 B¢ 13,3 G
Situation Comedy 11,9 98 11.8 78
Ky stery 11.5 13 12,4 12
Plays 10,9 7 10,1 10
Radio Columnist 10,4 1% 1C.2 23
Popular HMisilc 8.2 8% 9.0 9
Concert Musioc 7.4 13 Sel 2%
News and Comumentators Sed 113 Ge3 10§
Miseellancous Ged 4 Ga 1 3

"Wionaay-rriday)
Serial Drama 6.5 50} 6.0 49
Audience Participation 4,3 28 8.0 257
Popular Misic %9 1% 3.4 2%
News and Commentators B.7T 3 3.0 23
Miscellaneous 4,6 12% 4,1 16}

Bboptl'. Incs ), Vol, 6' Noe

Pogket Piece (New York:
4, Pe 12,

Ce Ee
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TABLE II
ROBERT SHAW CHORALE PROGRAH

I

tets for a Time of Penitence « « » o Francis Pauleno
(1899«

A leading figure among préesenteday Irench
posers, Franeis Paulenc bringe to choral writing
. widely acclaimed skill as a composer of songs
38 a seriousness, fibre and religious fervor too

ogucnﬁ:l.v accorded him.
is “lMotets for a Time of Penitence" were
osed in 1939, They are a sincere and dramatic
ession of the emotione surrounding the

i: uecifixion.

. II

%8 Noe 4 ¢ ¢ s« s e« o o « Johann Schastian Bach
rist lag in Todesbanden" (1685-1750)
“Christ lag in Tobesbanden" is the consummately
~ expressive story of Christ's viotory over death. In
~ power of utterance, in richness of musical imagery, and
mastery of form it ranke with the B linor lMass and
Passions of 8t, John and St. Matthow,.
written for performnce on Immster Sunday, 1724
ipzig, 1t is a series of variations on one of the
ancient of chorale melodies, "Christ ist erstanden”
4st is arisen), using as tox{ the seven verses of a
y y Martin Inther, . From a sombre Sinfonia
4t moves with the keenest diamatic sense through the
 poales of sadness and contempiation to the persuvasions
?gml triumph., Now sweet, now stern, now knotted in
violence, with varied vocal and instrumental resources,
neach verse as if chiselled in music,"
I\

) 111

pods Chanson® » + s + o+ « s+ « « Claude Dobussy
(1662-1018)

written in 1908 to poems of Charles d'Or leans
the "Trois Chansons" are Debussy's only worlks for .
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pappella chorus, The wastery of delie
inherent in his orchestral msio and song:? ::10!‘,
U 13 wg in his choral texture. The words
, BSeot with rare sensitivity; and themgp%mgm,
st and isolated though thoy be, form some of ihe
_charming and skillful music in the modern choral

- |

INTERMISSION

E v

‘_m ‘“'M . " s s e . Franz Schubert

1. "Hymme an den Unendlichen"”
| 2, "Siandchen" (Serenade)
fn 3y "Widerspruoh" (Contradiction)

The ochorusee of Franz Schubert are almost unlnown
i'e gmwm; and that is a not inconsiderable loss, for
i 1 share the magic and gonius of his finest solo
writing, They form indeed, some of his loveliest
and % spirited music, admirally proportioned to the
colors sonorities of tho choral instrument.

v
at the Turn of the Seventeenth Century

Y ‘, netta + . 2’ B orazio Veceohi
“WFa una congono sonza note nere” (1550 1603)

Rhythmic freedom and sisple expresscive harmonies
2 yerize the work of Orazio Veochi. An Italian

ma. '“'ﬂ for sacred as well as secular musigc, he
?‘*; here used the word rhythms of hie text as the basis
- for ilting commentary on love and songs

-

s dl

\.;‘,

it

B | )

.
L

£s-

'se Anthom: ' d of John".Orlando Gibbons
_-_. y i “"This is the record o i F o Pty

| ne of the gr test figures of English music,

) One of the
. orlando Gibbons is here represented by a tender and
unaffected musical mrratgu the tenor soloist

.y
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ipanied by strd recites very si t
in John 1119-28, with the ehoir roriating iory

rtant plirases,
_b,.......-.Orhndodil.ong

Vi

 Ensembles

Jean - Phillipe Rameau
"Danse du Grand Calumont de la Paix" from “Les
Indes Galantes”

Giuseppo Verdi
Chorue of the Booteh Mupgitives from "Mecheth"

Giuseppe Verdi
"Rataplan® from "la Forza del Destino"

Modeste Moussorgsky
“The Death of Boris" from "Boris Coudounov"

Vii

]
erican Folk-Song Sketchos Gail Kubik
+h (1914 )

Il!ﬁ'm:l Folk-8ong Sketohen
" 1. "Black Jack Davey" :
2, "Little Bird, Go Through My Window"

R
'fF" 3¢ "Cresp Along, Mozes"

: \ The music of Gall Kubik, young American compoaser,
~ encompasses successful symphonles, concerti, string
:{ @ﬂ‘v somatas, film scores, songs, and a large

ry of choral material commissioned by Mr. Shaw
radio Leﬂcrnunen a year agos

- with Library of Congress inethe~fileld recordings

~ as authentic source material, lr, Kubik has achioved

. a rare blend: a oreative and individual musical
hﬂfﬂ '“g;ltl;n:ho‘uorutoga of n:ti:erggél;se et

b i ities-~rhythmic freedom, harmonic te '

'”, ‘mNn all the warm and haaﬂhy humor of word and story.

i



THESIS QUESTIONNAIRE 1

PLEASE ANSWER :

1, Please give your major

2, Did you attend the Robert Shaw Chorale?

3 1If you attended, did the explanations
given by lir, Shaw preceding the selections
cause you to listen more carefully?

4, Did these explanations increase
your enjoyment of the musie?

5. (a)

(b)

(e)

Would you have liked more

your minor

exXplanatlon?

Would you have liked less

explanation

Would you have preferred no

eXplanation?

TADLE III
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i

R
Vb

%
rasts

(ves).
( no)e«

e e e

tysals
o n

S ekl
e

17, 1949
Shaw at

1capy of the questionnaire given students in
assembly at The Texas State College for Women on November
for a survey evaluating the comments made by lir,
e Robert Shaw Chorale Concert given in Denton,

November 1, 1949,

ih



TABLE IV
TABDULATED RESULTS OF ROBERT SHAU CHORALE SURVEY

Fon-tasic ¥ajors Husic Majors Tasic Minors®®
mestions Yes | No"| No | Yes Wo | Yes | Ne | Weo
A0S,
2, Did you attend the
Robert Shaw Chorale? _% 1% ﬁ r.._
3s Did the exXplamations
given by Mr, Shaw pre- _
ceding the selections ;
cause you to listen more .
carefully? % :
' %a %Z 947 G'Z & 2
4, Did these exXplanations
1?c::ase your enjoynent — o - .
o e masic? :
5. (a) Would 3ou1have liked 4
more exXplanation? , 2 0
AR A B .

(b) Would you have liked
less explanation?

—t

(¢) Would you have pre-
ferred no eXplanation?

-

%
A
o

285

| 477 ]

__é_

357
aE

o

=
-
5

447

S5

;
¥ ¥ I

#For this survey, only the questionnaires of students who answered "yes" to

question two, were used.

##Students having some training in mstic,

were no t considered significant.

Since there were so few,

these figures

2l
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SUGGESTED RECORDS FOR USE IN SCRIPTS THREE
THROUGH TWELVE IN SERIES I, II, AND III OF CHAPTER III

SERIES I
SONG WRITERS

"Bridal Chorus" from %mm : Columbila 7271l
Vienna State Opera Chorus and ym;)hnny

"glizabeth’s Prayer” from Ianchauser,Columbia 713990
Asty'id Varney, Soprano

"Im Treibhaus"(In the Greenhiouse)e Colunbia 71469-D
Lotte Lehmann, Soprano

ngohmerzen” (Afliction) « + « @« » o Viotor M-872
Helen Traubel, Soprano

“Song to the Evening Star" from
I&M s +» +Columblia 71189-D
Nelson Xidy, Daritone

"Traume" (UBQM) s ® » » o & w«Columbia T1469-D
Lotte Lohmann, Soprano

Soript Mumber Four: Irans Schubert

"Am Lieor" (By the Seaa) o+ o+ o » o
Friedrich Scherr, Baritone

"An Sylvia® (Who is Sylvia?) .
Jussi Bjorling, Tenor

msufenhalt®” (My Abode) o+ + « » o
larian aAnderson, Contralto

s Victor 7473

Vioctor 18725

o Vietor 14210

"Der Erklonig” (The Erl King) « o+ o o« Victor 15825
Alegxand er Kipnis, Baritone
#per Tod wnd das ladehen" (Death and
Vietor 1862

the lMalden) + « «
Marian Anderson, Contralto
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;- iu. Winterreise" (The Winter's Journey)
a.;uns :yclo; » + Viotor 6883, 6881, 15247

thn Am Spinrade" (Gretchen at f-he
inning Vheol « + + & o - Viotor 15952

' Dorothy Maynor, Sporano

.‘_. md‘lﬂ!' (urmhje) B 8 w0y & TS 2
.- MI. Bjoﬂmg. Tenoy 5 54 1? ;

",muw mm

:I .”"mﬂ“ I . s Victor 27946
- Freddy l;ﬂln and orcheatra

"Alexander's Ragtime Rand". + + o+ + o Victor 25445
Benny Goodman and orchestra

“11 ““n" B B . . . . .Golumhle. 56458
Al ﬂwdmn and orchestra

'n". Bl & » e o o o oB0lumbla 356452

Al Goedmn and orohsatm

"Be c&r.mx’ It's My Heart" « o ¢ o o
Dinah Shore, Vocalist

m‘u. Skies” , , . . . #
Frani Sinatra, Vooauat

" 'I'u Getting Tired So I can Sleep” « o
Barry VWood, Vocalist

Victor 27940
Victor 27566
«Victor D=11572

+ Victor 26664

naA Pretty Girl is Like A lielody".

- Kenny Baker, Vwealist

. wphite Christmas® e » o & Victor 27946
' Freddy Martin and orohusra

Soxipd MNombor Six: Glacome Fuccind

eghe bollda panena” (Thy Little Hand is
Fromon) from lo Boheme » + o« Victor 06595
Giovanni Martinelli, Tenor
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"Ch'ella me creda libera" (Lot Her Believe)

m%’ﬁ&mom *+ o o o Viector 4408

"Un bel di verdremo" (Some Day He'll Come)
from Butterfly., « +« « « Vietor 679

Luorezia Bori, Soprano

"Valse nt mauﬂ (Musetta's valtz)
rom mem . @ .8 @ « VS
- Luerezia Bori, Soprano ' FRApS Lo

"Yizzi d'arte" (Love and Art)

from e * @ @ o Victor 14184
Helen Jepson, gop;‘an.e :

Number Seven: Cele Porter

"Begin the Beguine” « + +« « + + o oColumbla 7547-M
Rise Stevens, Vocalilst

"Easy 80 Love"s +« ¢ & ¢ o o &
Bdd ie Duchin, Piano and orchestra

T e A

« +Columbia 365428

- "Ev'rthing I Love" . + e » o o o oColumbia 5748-M

Rise Stevens, Vocalist

" Get a Kilok Out of You" « « o+ s o oColumbia 55035

Morton Gould and orchestra

.m the 8t111 of the Night“ . . a . QGOIJJNbiﬂ
Rise Stevens, Vocallist

"I've Got You Under My Skin" « + o+ « oColumbla
pPinah Shore, Vocalist

nJust One of Those Things" e o o
Benny Goodman, Sextetb

“‘ht and Day" « o +» o 8 s & s
Don Baker, Organis

mwhat is This Thing Called Love?" .« .
Morton Gould and orehesira

7549-1
37260
.Columbia 36924
+Columbla 56627

+Columbia 7555-M
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I've Got You Under My Skin"

at 48 This Thing Called Love?"

gin the Beguine"

"Night and Day"

"You Do Something to Me"

*In the Still of the Night"

1"- . . » - » . * . .Viotor A].hum NO. P-],O?
- Margaret Daum, Soprano

: ; Parker, Tonor

Walter Preston, Baritons

t Number Eight: Robert Schumanp

"Allenachtlich im Traume” (Nightly While
Dreaming) « » « + s o + oColumbia 17441«D

R Lotte Lemann, Soprano

~ "Der Mussbaum" (The Nut Tree) . . o o Vietor 14610
- Marian Anderson, Contralto

| "Die Belden Grenadiere” (The Two
' Grenadiers) « s+ o« s o o o Victor 6619
Feodor Challapin, Bass

- "Du bist wie eine Blume" (Thou'rt Like
. Unto a Flower) e« s+ « s o o+ Victor 1859

Lotte Lehmann, Soprano

"Frauenliebe and Leben" (The Love and
Life of a Woman) nine songs « .« Victor Album

‘Helen Traubel, Seprano Noe M=737

"Hor' ich das Liedchen klingen" (When I
Hear the Little Song) « e« e« oColumbla 72077=D

Lotte Lehmann, Soprano
" (I t to Bury M
TP, ara!.rl!o - il s +Columbia 72077=-D

‘ﬂ-ft) r s ® « ® 8 ® .

fotte Lehmann, Soprano

mondnacht " (loonlight Night) « « o o
£1 izabeth Schumman, Soprano

Viotor 14076

nwanderleoid” (Vanderer's Song) « o ¢ ¢ Victor 7473

Friedrich Schorr, Baritone
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Seript Mumber Mine: Giuseppe Verdi
"Ave Maria” f « e+ & s @ b 72
rom % Columbia 72110-D

"Miserere” duet from Il

Helen Traubel,

"Caro Nome" from Rigoletto. « + + o« Columbia 17370-D

Lily Pons, SBoprano

"Celoste Alda® from Alda + + + s« o o Vietor 12039

Juesi Bjorling, Tenor

®"La Donna e Mobile" from Rigoletto « .+ Columbia 17191-D

Nino Martini, Tenor

¢ » Victor 8097
Rosa Ponselle, Soprano and mnns. Martineli, Tener

£8rips lomber Ten: Inglish Sopg Writers

1.

Henry Pureell

"Ah, How Pleasant 'Tis to Love” '+ « '« o Docoa SO0
Astra Desmond, Soprano

"From Ra!y Bowers', . » » . - . « o« Dococa HS56D
Astra Desmond, Soprano

"Lament" from n& 2 Viotor 1895
Choral Society, %E%vera y or Pannsyivania

"fhen I am laid in Zarth" from g;gg
Aeneas, . nnsl. Vietor 17275
Marian A.ndoraon, Gont-ralto

George Frederiock Handel

“Care Selve" (Come, Beloved) from

L ] L ] L ] L L] L4 L] L

Victor 15182

"Caro Amore"” (Dear Love) from

L] L L] . L ] L

M Viector 14305
John MeCormack, Tenor
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84r Arthur Sulliven

_:W' P T
G h, 'rm‘r

and I"
\I'_.;' mhkor. 'f&r::mm

mvimun Soldlers"™s . « .« o« Victor 35804
name not given

Victor 8869

o Vietor 26252

‘_ 4l

PI'11 Follow iy Secret Heart" ., . o Columbia 71732-D
) m Pons, Soprano ;
L-““"_‘ leune ;e L
- South and Orchestra
Bee You Again"™ + .+ o+ o o« o Columbia 4264-M
slson midy, Baritone :

“'!:itr Little Cafe". . s s s o Columbia 4864-Y4
Nelson Eddy, Baritone -

e ¢ s e @ Columbia 35634

Jules Hassenet

-ng::* (Song of Mourning)s « + » « Victor 6599
. Ponselle, Soprano

"porthere-hy Awake Me?" from W{erthor Vietor 8428
g Tito Schipa, Tenor
28, Jean Baptiste Lully
"y Clair -de la lune" « « «Gramaphone DB 1625
Yvonne Printemps, Sopx-ang

"Leg o8 hlen" (Flusmt Dreams)
P trﬁg"‘ ¢« s s Victor 15180

Wanda Lando ’ Hurpstehordin



8, Claude Debussey

"Beau Soir" (Beautiful Evening) « ¢ . Victor
Claudia Muzio, Soprano

"Voilol Gue Le Pintemps"(Spring is Here) .Victor

3 Povla Frijsh, Soprane No.
4s Jaoques Offenbach

‘ "Barcarolle" from Tales of man « o Vietor

Luerezia Bori, Sepranc and Lawrence Tibhett,
"Seintille Diamant" (8parklo, Ds.a.mnd)

from Tales of %EIIM + Vietor
Leonard Varren, ritone

Serdpt Mumber Twelve: YVictor Horderts

"Ah, Sweet ltery of Life" from ﬂgyggﬂ
; y & & & _ & «Columbia

Rise Stevens, Mezmo-sopmno

"I'm Falling in Love with Someone"s . «Columbia
Rise Stevens, Mezzo-Soprano

'ﬁldlan Sammer” ., . o o . ™ QGOIWh’-&
Andre Kostalantez and oroheatra

"Italian Street Song" . ¢ o« o s« o oColumbia
Jane Powell, Soprano

"Kiss Me Again" . . s+ o o » o oColumbia
Kate Smith, vooanlt

« Vigctor

-
-
L]
-

"Neath the Southern Moon",
Nelson Eidy, Baritone
"Sweathearts”", « =« . s . . s o Vietor

Allan Jones, Tenor
"Phine Alona", . . . » a v * ™ e Victor
Allan Jones, Tenor

13&

4398=11

Album
M-789

1747
Baritone

18420

7557=M

44 33=U

73651

4458-U

36048

4281

4447

4446
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SERIES 1I
ORIGIN AND DEVELOPMENT OF INSTRUMENTS
Ssrips Nugber Three: Violin Uakers
"Overture to Ruryanthe" by Von Weber. . . Victor 12037
"Adaglo" from Beethoven"s Ninth Symphony Vietor 8427

"Overture to Der Ffreischutz" by Von Weber . Victor 12040
(example of tremolo effect)

"Seherzo" from Fourth Bymphony by
Tochaikoveky « e o o o Vigtor 14188
(example of pizzicato)

"Seheherezade Suite" by Rimeky-Korsakov., . Victor 8700
(violin obligato)

Soript Mumber Four: Stringed
Y. Viola

"Sonata No. 6, in A lMajor" for viola and
iano by Boocherini « .+ + + o Vietor 17513

\noght, Primrose
"Adaglo for Flute and Viola" by Newbauer Viotor 14202

lioyce and Honegger
"Andante" E;g:hg Hajor b
. thoven. -.m;E . . ? . . « Viotor 88651

Bee
Busoh Quartet

2¢ Violincello

"Thi v nt" of m]g ggx ipor
g rgrggmﬁ?e . m?‘ X B %ot r 1846 9

Toscanini, NBC Symphony Oroheatr'a

"Don Quixote" by Strauss (solo cello) . Viotor
Bugene Ormandy, Philadelphia Orchestra

"Adagletto" from L'Arles;emg by
BB:zGt s & @ mo ¢« Victor 7125
(cello used as a temr)

17533-D
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3. Stringed Bass

"Oh Vermeland, Thou Lovely" . Vict
Victor Str Enncmhloy p % TR LI

"Carnival of Animals" (the Elephnnt)
by Saint-Saens , o o Victor 18047
Stokowski, Philadelphia Orohoatra and 18048

Seript Mamber Fivs: Yoodwinds Zmploying Idge-tong Principle
l. Flute

"Lo, Here the Gentle Lark" h; Bishop  Vietor &735
huto obligato with Lily Pon

"Chinese March" ?ng mgm_
dngale, travﬁg « Vietor 11160
Coates, London Symphony Oreheat.ra

"Sonata in D liajor for Flute and
Harpsichord” by Vined . , . Vietor 18086
LeRoy, Pasquier Trio

"Marionettes" Sceng de M by
GlazZounoVv « . e o Victor 20014

Victor Conoert Oroheat.ra

"Willeo'wthe~Wisps Minuet", Damnat ion
by I—hator'Barl:l.oz. « Vietor 142351

of
Koussevi =so8ton Symphony Orchestra

Soript MNumber Six: Instruments With A Single Reed
l. Clarinet

"The Masic Box"” by Liadove o s« + o Victor 19923
Woodwind Insemble

"uintet for Clarinet and Stringa" by
o Hozart v s * . @ Victor 452

Budapest String Orobutra and Goodman

"Dance of the Sugar Plum Falry" from

the Nuteracker Bulte by Tschalkovsky
« & o » & o o Victor 1143

e e -— g A MM d VY 3 at il Owmalanmd o
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"Rhaps e‘iy for Clarinet and Orchestra"

Debussy . e« o« Vietor 11433
Hamelin Symplony Or;heatra :
"Les Preludes" by Liszt . ., e « Victor M-453

Ol‘mandy, Philadelphia Orchestra

mmnmm: wm;mm
1. ﬂ:oq

"Oonqorto No,I" for Oboe and Orohastra
.o . e V’.ﬂtﬂr 126086

by Handel
kn&ndon Philharmonie Oro heat ra

herzo” trom L in £ Major
af | by Beethoven » s @« o Victor 14710
[ W and 14711

'}i‘one Poem" from Dop Juan by Strauss . Vietor Me351
“Overture" %o Willlam Tell by Rossini. Victor 2081

Bauom

LHunaar!.an Fantasie" by von Weber . . Viector 205230
/ - Cellist, Gruner

"In the IHall of the Mountaianing" Suhazs snias
from @ ggn% y Grieg . ctor L
Iondon Phi%ﬁg'rmon ¢ Orchestra

voverture" Midsupnor Nisht's Drean by
| Mendeolss ¢« s o Victor 11920

fi Fiedler, Boston "Pops"Orchestra
iR

mlmm: Erasg Instrumonts That Play Treble

ik Bugle

| “Priumphal Maroch" from Alda by Verdi . Vietor 11897
f} Fled ler, Boston "Pops" Orchestra



Be TIrench Horn

"Overture” to Queron by von Weber. .
Feidler, Boston "Popa" Orohea:‘.ra

"Slegiriled's mi:i Journey" from The
xyz.ésg& he Gods by Wagner
New Yor llharmonic Orchestra

"Overture" Egzggg by Borodin .
gates, ymphiony Orchestra

& Cornet and Trumpet
"Muted Trumpets" Don m by

Straues ,» ., °
Ormandy, Philad elph 1a Orchaat. ra

"Til1l Balenspiegel's Merry Pranks"
Strauss ., ¢« 4 e e &
Busoh, BBC Orchestra

"Overture 1812" by Tchaikovalkye +
Fledler, Doston "Pops" Orchestra

136

o Victor 12043

R

Victor 7192

Vietor 9183%

Victor 17533-A

Vietor 11784
and 11725

Victor M=515

Seript Number Nine: DBrass Instruments That Play Lower Parts

1, Trombone and Tubae

"Finlandia® by S8ibelius + « « « « o Vicior 7412

Philadelphia Orcheatra
"Finale" from Symphony it 1 in g linor

by oo s * . Victor 18470

"Overture” to Iamlmn. Part III, by Vietor 18811

Wlagner « N R @
Philadelphia Orchastm

"Pralude” Lohengrin by Wagner « « « o Victor 6791

Philadslphia Crohestra

q

“Sisp¥riec’s Funeral Marcir® from

of the Gpde, by Wagner. . « Victor 18319

Tosecanini, NBC Symphony Orchestra

and 18320
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"Don Quixote" by Strauss (Tubas) . Vieter 175 A,
Philadelphla Orchestra %TBSS-B
17530
Soript lumber Ten: Porcussions
Tambourine
"Prelude to Aet III" W b
Wagner . . e Vioter M-530

2,

4s

Fhuad elphia Orohastra

"Overtura" Q»J!:Q%V&& by Berlioz.Victor 12135
Boston Pops'Orchastra

8ide and Bass Drums and Ketile lrums

"Seherzo" gxmpggnx Ho, 2 _m D Minor
eethoven . . s o o Victor 8426
Philadelphia Orchestra

"Funeral lMaroh", lropilca by
: Beethoven n . . « Victor 8670,
London Philharmonic Orchemt.ra and 8671

“"Marche Slave" by Tchalkovoky « «  Victor 12006
Philadelphia Orshestra

Chinese drum or Ton=tom:
"In the Viliage” by Ippolitove

Ivanov + .« ¢« o o o Victor 118835
Boston "Pops" Orahest.ra

Bells

“Garnlon" Le_m:m_a_, Suite No.
hlz s » & » o Vietor 7189

Phi lada].phm Crehestra

-

Xylophone

“Dance Macabre" by Saint Saens. .+ o« Victor 14168
Jhiladeliphis Orshestra
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8. Cymbals

"Overture" to In.nnhum bv
mm.' ™ . . . . Viatol' 1 JOIL ,.
L. and lﬂ-
7. Castanets '

"Spanish Serenade" (Ouvre ton couer) k2
hy BilZet . o+ + « o « o Victor 20881
Victor Concert Orchestra

, NMamber Eloven: Instruments of Orchestra
Woodw ind

"Berceuse” by Jarnefelt . + . .+ « Victor 432
Barbirolli and Orchestra

"In the Steppes of Central Asia® by
Borodine, « » o Vietor 11169

Coates, Iondon Bymphony Orohautm

2, Brass instruments

"Yon Himmel Hoeh" by Luther « « « « Victor V6093
Brass Insemble

| : - "Cortege" from Quoep of Sheba . . o+ Vietor 38763
Vioctor Symphony Orchesira

. 3+ Percussions

"Dance of the Arabian Doll" from Ihe
luteracker Suite by Tchaikovsky.Victor 8663

Philadelphia Orchestra

4, Strings

"Serenade for String Orchestra® by Suk, Victor M-779
Czechoslovakia Philharmnie Orchestra

"Pizzicato Polka" from ﬂYl!k &ll & by
b}' Delibes . B « Victor 6634

Minneapolis Symphony Orohoatm
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ante Cantabile" String Quartet by

| ﬂmng:gwmt' Py S e ¥ VIENE N

;’~ imber Iwelve: Svmphony Orchestra

' No. lwm‘rghl‘llner:’ér’ntmt ique)
l‘huhmnle Orchestra il sl o

ma 2 (mmntu) hy Howard

Hanso * & ¢« o Victor DM-A48
pchester Bynphony
' No, 2 in D Major" by
Beethovene +« ¢ o ¢ » o Victor DM-GE2D
m Symphony Orchestra
No, 3 in E Flat Major" (Eroilca)
by BoethovVens o+ o o ¢ o Victor DM-263
Mn Philharmonic Orehesira

b

' &'
SERIES III
BACKSTAGE VIEW

Ihree: "girl of ihe Golden Host'

:‘

"m:: della mia casa™ s ¢ s ¢ °
Tito Gobbi, Buritono

Mﬁl nel 801“&‘“ PR L T S
Gina Cigna, Eapnno

Gramphono-m-sm“

Golumbla GJ7186

o n
‘. | m ”u “l m.'t' . ‘ ™ ™ ™ Gramphon. HN 76‘

Q- Alessandre Val.ante, Tenor

- Asy I |
' w.m me creda libero® + » * *
' Jussi Bjorling, Teno¥

#European Recording.




. Eour: "lgsca"

“Recondita Armonia® (Strange Ha aei.
- Mi Bjorling, Tenor ge Harmonies)s . Vietor

« « . Victor
P hﬂ'ome Tibbett and Metropoutan Opera Chorus

1 d'arte (Love and Music)s . o+ o » Victor
felen Jepson, Soprano

}umn le stelle (Stars were Shining) . Vietor
el Bjorling, Dartone

Apt Mumber Five: "La Echone"

"@n gelida manina" ('Iour Tiny Hand is
"ﬁam) . e + & » o+ s YiSber

Benilamino CGigli, Tenor

_ "Mi chiamano Mimi" (My name is Mimi)s . .« Victor
‘ Lucrezia Bori, Soprano

'ﬁ soave fanciulla" (Oh Lovely liaiden)
Alessandre Ziliani, Matalda Favere

'ﬁlt. di Musetta" (Musetta's vmu). « o Victor
- Luerezia Bori, Sopranc

~ aet 1

"Addiol"(Mrewell)s « + o ¢« o o o o Victor
Luecrezia Boril, Sopranc

. Aet Iv

" wan, Mimi, tu piu" (Ah, mini, Talse One) . Victor
Gigli, de Iuca

Victor

-
L]
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4373

8124

14184

4408

8769
6790

1333

6561
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Death Scene

Part I"Sono andati" (iave they gone?
Part II "Oh Dio Mimi" (Oh Co ¥ Mimil)e o+ Victor 8068
Licrezia Bori, Tito Schipa

"Fantasia," Parts I and II ., . . . Vie .
Vietor Orchestra . tor 385871

Serdpt Mumber Six: "Alda'
Aot I

"Celeste Aida" (Heaveniy Adda) . .+ . Vietor 6595
Clovanni Martinelli, Tenor

"Ritorna vinoitor" (Return Victorious}). Victor 8993
Rosa Ponselle, Soprano

Aot I, Becene II

"Temp le Scens" « Vigtor 8111
Ezlo Pinza and Metropont.an Chorus

Act III

"0 patria mia" (My native land) + « .« Victor 8994
Elisabeth Rethberg, Soprano

"Magglam gli ardori® (Ah, Fl.{awith Me) o Vietor 11598

Pertile, Giannini, la Scala Orchestra
Act IV
"Llaborrita rivale® ., . ¢« s o » Victor 11898
Pertlile, Finghini-cattaneo
"ta fatal pletra" (the fatal stone) « « Victor 1744
Ponselle, lartinelli
Seript Mambor Seven: "The Marriagge of Figarp"
" vertura" s » » % & o Victor 5488
¥ 1 and 12345

Midneapolis Orohest.ra

Act I
"Nlon so piu cons son® ( I know not What

I am do 1“8) . . ' . .
Elizabeth Schumann, Soprano

Vietor 1431
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Act II

"Vol Che sapete" (What it this Feeling? Viet
£11zabeth Schumann, Soprano o J' . oF TOve

"Wenite, inginocchiatevi” (How)Pray Bend
Dovin Upon Your Knees Vietor 143
Elizabeth Schumann, Soprano i~ .

Act IIX

"ove SBono" (They are over) « « s+ « s+ «Viector 15178
Tlama Lemnitz, Tenor

Act IV

"Glunse al fin 11 momento~-Aria: Deh Vieni, non tarder"
(Oh come, do not delay) « &+ o« o Victor 14614

Lucrezia Bori, Soprano

Seript MNumber Eight: "Ilannhouser'

"Overture and Venusberg Musio®s + « o o Victor lH-530
Philadelphia Orchestra

Act I
"Wemisberg lMusiec and Bacchamale" . « « « Victor 9027-
Coates, Symphony Orchestira and 290238
Act II

"Dich, teure Halle" (Oh} Hall of Song) « . Victor 14181
Kirsten Flagstag, Soprano

"Blick' fch upher® (Gazing on the August
Asseubly o o « ® 8 e+ e =
Friedrich Sohorr. Baru.ona

Victor 7426

Act III

"Prelude to Act III" , ., . N . . .
Coates-Symphony Orohaatra

Victor 9028

"Pilgrims' Chorus®™s « s+ o « Viector 9161

Berlin 8tate Opera Chorus and orchaat.ra



"Elisabeilis Gabet" (Elizabeth’s Prayer «Vie
Kissten Flagstad, Soprano dain .

"Evening Star" ., ., . Viector
John Charles Thomas, Baritone =~ — .

"Inbrunst im Herzen" (Yearning for Pardon).
and

"Da sah ich ihn" (Then I Saw H!.m). s o oVictor
Lauritz Melchoir, Tenor

Seript Number Ning: ‘Uadama Butterfly
Act I

"0 quant' occhi fisi" (Oh Kindly Haavons) sVictor
Giannini and d'it.triaoh

Act II

"Un bel di vedremo" (Some Day He'll Come) .Victor
Lucrezia Dori, Coprano

"Flower Duet" and Letter Scenes « o o oVictor
Victor Salon Orchestra

Aot III

"Fantasie" Partes I and II + o +« ¢ & oVicotor
Vietor Symphony Orohestra

Soript Number Ten: "Ihe Burber of Seville®

"Overturae" ™ - . - 3 e Viator
Toscanini, Phimarmonic Symphony Orchentra
of New York
Act I

"Eggo ridente in cieslo” (Dawn with Her Rooy
lMantled)es s+ o o s o » » sViotor
Tilto Schipa, Tenor

"Large al factotum® (Room for the
Fagctotum) « « & & & «Viotey
Lawrence Tibbett, Ba.ritone

143
6920

8452

9707

8921

6790

24856

35766

72506

1180

7353
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) “Se 11 nio no!u" (Xf My Wame You Would
)l ¥ & & .= a» » # s Yietor 100

Knoy
Tito Schipa, Tenor

Scene IY

"Una vooce gzoo fa" (A Little Voice I Hear) Victor 6580
Marion Talley, Soprano

"La calunnia® (Blander's Whisper) , . . Victor 6753
Feodor Chaliapin, Dass

Seript MNamboer Moven: ‘“Lohengrin"

"Prelude” . . ¢« o Victor 14006
Tosecanini, Now York Philharmonio Orchestra
Act 1

"Elsae Traum" (Elsa's Droam)s +« « s+ o Victor 14181
Kirsten Flagstad, Sopraneo

"Swan Chorus"in English , . ¢« o o Victor 9017
Coates, Symphony and Drohestra

"Konigs Gebet"™ (King's Prayer) « + s+ « Victor 1274
Marcel Journet, Baritone

Act II
"Procession to the Cathedral® ., Victor 9017
Coates, Chorus and Symphony Oro!mntra
Aot III
"Prelude” , . s » & = = Voter 908
Coates, Cnc:rua and Symphony Orohestra
"Bridal Chorus® , ., ¢« Victor 9005
Coates, Chorus and Symphony Orcheatra
Scene II
Victor 7150

"In Distant Lands® , . . . . ™ . .
Richard Crooks, Tenor

"Lohengrin's Abschied” (Lohengrin's Fare-
well). . v B e » » . Victor 1-516



Sopipt Mumbor Twalve: "Fpush"

Introduction (Prolude) « .
Milan Symphony Orohastra

Act II

"Win ou biers" (The Fulr) .
Metropolitan Opera Chorus

"Ainsi que la brise legere" (Valtz and

Ohorul) »y w &

Hetropolitan Opera Chorus

"Dio pos

"The Calf of Gold"s .

Ezlo PinzZa and the Hetropoutan Ohorua

.

.

sente” (Even Bravest Heart) .
Lawrence Tibbett, Baritone

"te Roi do Thule” (The King of Thule)
Eide Norena, Sopirano

"Alr des Bijoux” (The Jewel Song)e
Elde Norena, Soprano

Aet IV

hSoldier's Chorua™, + +
Victor Male Chorus

"Vous
Feo

fox

fdltes 1l'endormie"”
Challapin, DBass

145

Columbia D16435

¢« Victor 9697

o Victor 9697
o Victor 8452
o« Victor 1763
o« Victor 14720

o« Victor 14725

+« Victor 19763

« Viotor 7600
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