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RECORDING NOTES

T

he tape of the complete concert in the Gardner collection had no indication as
to whether it derived from a line-check or air-check; the former taken directly
from Studio 8H by the RCA Victor Recording Studios on East 24th Street or the
latter recorded by NBC from the broadcast transmission. I think the reproduction
represents an air-check but I may be wrong.
The rehearsal derives from worn, much-played acetates. This has left a ragged
top end and some substantial distortion in the tuttis. However, the rehearsal is of
great importance to those interested in Toscanini’s art as a conductor. In it one
hears many elements associated with his personality, character and genius: his
patience, his repeated, “Will you try . . .?”, his humor, his insights, his ear for
balance and tone, his sudden spurts of impatience when the musicians seem to
repeatedly fail to understand what the score shows them, his expressiveness in
singing phrases to the orchestra to illustrate what he wants.
The degenerated state of the rehearsal lacquers is to be much regretted, as are
the uneven levels (which were all over the place but which we endeavored to even
out as much as possible). Just about the entire rehearsal is presented on this Guild
issue but I have removed the pauses when the orchestra relaxed or tuned up. What
remains provides much insight into what one saw and heard in the concert hall;
the Maestro guiding the orchestra with enormous restraint, his eyes repeatedly
signaling: “Remember . . .? Remember . . .?” This is a central element perceivable
in Toscanini’s work with the orchestra in those concerts which were televised and
which are now available on video. This rehearsal of the Mozart 35th, as with the
rehearsal of the Berlioz Romeo and Juliet previously released by Guild, opens the
door to the most carefully guarded sanctorum, Toscanini in rehearsal, and allows
us to hear the details behind superb music-making.
Richard Caniell
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3 November 1946

T

his set presents the complete NBC Symphony broadcast concert of November
3, 1946, together with rehearsals, from one day earlier, of two of the three
selections played at the concert. The all-Mozart concert consisted of the Overture
to The Magic Flute; the Divertimento in B-flat for horns and strings, K. 287; and
the Symphony No. 35 in D (“Haffner”), K. 385. The rehearsals are of the Overture
and the Symphony.
The Magic Flute, which Mozart composed in 1791, the year of his death, was
his most successful opera. The libretto was by Emanuel Schickaneder, a friend of
the composer who was an all round man of the theater: actor, director, playwright,
violinist, and singer. Despite that fact, the plot of the opera is almost impossible
to follow. Yet no one has ever failed to be delighted by the work.
The young prince Tamino, who enters in the first scene chased by a serpent,
almost immediately falls in love with a picture of the princess Pamina. Pamina’s
mother, the Queen of the Night (who seems good but turns out to be bad),
promises her daughter to Tamino on condition that he free Pamina from the
clutches of the evil magician Sarastro (who seems bad but turns out to be good—a
high priest of the Egyptian gods Isis and Osiris). Papageno, a bird catcher and
comic double of Tamino, also happens along. Tamino is given a magic flute
and Papageno a magic set of bells, with the assurance that these instruments will
protect them from harm.
At this point the story ceases to be a mere fairy tale, and turns allegorical.
When Tamino and Papageno arrive at Sarastro’s palace in their search for Pamina,
they are denied entrance and told that they must undergo certain tests of their
courage and virtue, tests that are obviously initiation rites. Pamina too must
undergo similar tests, both by herself and together with Tamino. In time, Tamino
3

and Pamina are united, Papageno gets a wife (named, of course, Papagena), and
the Queen of the Night is divested of her powers. The stage direction asks that “the
whole theater transform itself into a sun,” and Sarastro sings: “The rays of the sun
drive away the night.”
The allegory, such as it is, derives from the rituals of the Freemasons, an
order to which both Mozart and Schickaneder belonged. Since the Masons were
and are a secret order, scholars have long argued about exactly how closely the
details of the opera’s plot fit what is known about the contemporary rituals of
Freemasonry. All one need know, however, is that Freemasonry, though not itself a
religion, sought to instill in its members the ethical tenets recognized by all major
religions. A cosmopolitan institution, it minimized differences amongst nations
and creeds, seeking to recommend (and to practice) the universal constructive
principles conducive to peace, harmony, virtue, and the advancement of human
knowledge. Freemasonry was, in many ways, the Enlightenment movement par
excellence—which is why The Magic Flute ends with the light of the sun driving
away the darkness.
The Overture is a complete sonata-form movement, with slow introduction.
It begins solemnly, with a thrice-repeated set of wind and brass chords similar to
those that will be heard later, when Sarastro is preparing Tamino and Papageno for
their ritual tests. But the Overture, like the opera itself, cannot remain solemn very
long. The first theme of the Allegro exposition consists of chattering staccato eighth
notes in the strings; the second theme is made up of scales and long looping
phrases in the woodwinds. Mozart gives the movement a special concentration
and concision by making the first theme also function as background to the
second. The exposition ends with three more groups of solemn chords. The
development and recapitulation are also remarkably concise. The whole Overture
is only 226 bars long, and takes about six-and-a-half minutes.
The performance presented here is most interesting to compare with
earlier and later ones by Toscanini. In 1937, when he performed the opera at
4
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TOSCANINI AND THE NBC SYMPHONY
Arturo Toscanini (1867-1957) is probably the conductor most often
singled out as the greatest of the 20th century — the first century during
which orchestral conductors have been able to make recordings, and thus
to bequeath to posterity actual examples of their work rather than mere
“legendary” reputations. After his 1886 debut in Brazil, Toscanini worked
at various opera houses in his native Italy, then served as Music Director
at Milan’s La Scala off and on from 1898 to 1929 and at New York’s
Metropolitan Opera from 1908 to 1915. From 1929 to 1936 he was Principal
Conductor of the New York Philharmonic.
In 1936 Toscanini, unwilling any longer to put up with the Philharmonic’s
gruelling schedule of three concerts a week — for he was now almost seventy
— resigned his post and returned to Europe. But at about this time David
Sarnoff, president of the Radio Corporation of America, had the idea of
forming, for Toscanini, a first-rate radio orchestra that would give just one
concert per week on the NBC network, a subsidiary of RCA. Thus was born
the NBC Symphony Orchestra, which Toscanini led from its first concert on
Christmas night, 1937, until his retirement in April, 1954.
Until his NBC years, Toscanini, like many older conductors, had been
wary of recordings and hard to lure into the recording studio. But now he
began to record quite frequently; moreover, his NBC Symphony broadcast
concerts (and even some of his rehearsals) were also recorded. The object of
the present series of compact discs is to offer some of the finest of these great
performances, in the best possible recorded sound, as a tribute to one of the
supreme musical artists of all time.
William H. Youngren
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the Salzburg Festival (Melodram MEL 37040), the slow introduction was very
intimate, thoughtful and gracious, and the Allegro was hearty and easy-going,
just slow enough to make the woodwind phrases of the second theme sound
leisurely and relaxed. A year later, at a London concert with the BBC Symphony
(Biddulph WHL 008-9), the introduction is less personal, more of a big public
statement; both the exposition and recapitulation are faster and more energetic;
and the development is fraught with mystery. In our performance of November
3, 1946, the introduction, with longer pauses than before, is dramatic and
portentous—rather like the introduction to a Rossini overture—to the point
where the exposition, heavily accented and bustling with comic energy, comes as
a complete surprise—as does the very intense and exciting development. Finally,
there is the studio recording of November 26, 1949 (BMG/RCA 09026-60310-2),
in which Toscanini reverts to the intimate manner of 1937 to produce an easygoing, delightfully unassertive performance that is ten to twelve seconds longer
than any of the others.

T

he Divertimento, K. 287, was written by Mozart in 1777 to celebrate the
nameday of Maria Carolina, Countess von Lodron, whose house was one of
the centers of social life in Salzburg. The Countess’s nameday fell on June 13, but
the party at the Palais Lodron came three days later. The Divertimento is not a
well-known piece, and so far as I know, the only recording it had received before
Toscanini’s 1946 concert performance was made in 1938, by a chamber group
led by Max Goberman, with the great Joseph Szigeti playing the treacherously
difficult solo violin part (Biddulph LAB 064). (Mozart himself took this part at
the Countess’s celebration, and later wrote ebulliently to his father: “I played as
though I were the best violinist in all Europe!”)
There is an interesting story behind Toscanini’s decision to program this
rarely heard work at just this time. Music critic B. H. Haggin, in his excellent
book Conversations with Toscanini, tells of visiting Toscanini shortly after the
5
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November 3, 1946, concert, specifically to compliment him on his performance
of the Divertimento. Toscanini met him at the door of his study, with the work’s
score in hand, and immediately announced: “I will tell you why I play this piece.”
During the preceding summer, Toscanini had heard a Boston Symphony concert,
broadcast from Tanglewood, in which Koussevitzky had performed the piece,
and he had been so enraged that he had resolved to broadcast it himself, for
Koussevitzky’s benefit: “I think maybe he listen.” Many things were wrong with
the performance, but the worst was that when Koussevitzky came, at the end of
the slow movement, to the standard signal for a solo cadenza—a six-four chord,
a rest, and a trill on the dominant—he did not interpolate a cadenza but simply
played right through the rest to the trill, and on to the end of the movement.
This, quite understandably, provoked from Toscanini the comment: “This man is
no musician! Is ignorante!” Toscanini again broadcast the work on November 8,
1947, and made a studio recording ten days later.
The Divertimento has six movements: a sonata-form Allegro; an Andante
theme and variations; a minuet; a ravishingly beautiful Adagio, in modified sonata
form, for the solo violin; another minuet; and a comic finale, in which somber,
melodramatic recitatives for the solo violin give way to a lighthearted dance in 3/8
time. Toscanini, unlike Goberman, omits the second minuet.
The piece is a difficult one, particularly for the solo violin, and Toscanini
compounds the difficulties by having the part played not by one violinist but by
a reduced first violin section. Since the piece is rather rare, it is doubtful whether
many of the players had ever seen it before the rehearsals for the November 3,
1946, concert. Therefore there is a certain unavoidable sloppiness in the solo
violin part—though it is significant that the two most difficult and most exposed
passages, the final variation of the second movement and the Adagio fourth
movement, are virtually free of mistakes. As we should expect, the 1947 studio
recording (BMG/RCA 09026 60286-2) is a good deal cleaner technically; but the
1946 concert performance, in which almost every movement is taken a bit more

or those who have not heard Maestro rehearsals previously, it should be
understood that Toscanini was not using the score, though it stood open next
to him usually at his left side. All his instructions are from his memory of the score
–its every marking, emphasis and dynamic. However, after his remarks, when he
directs the orchestra to commence some pages back from the juncture at which
he
interrupted, he relies on the orchestra members to supply the rehearsal numbers
or letters, which they usually chorus aloud to each other. There are occasions when
Maestro does pick up the score and myopically hold it close to his eyes, searching
for some detail he wishes to illuminate, often while talking aloud to himself or
Michakoff, the concertmaster. There are also instances when Toscanini speaks
entirely in Italian; this usually to certain orchestra members of that nationality
who speak the language; however – when upset he may revert to his native tongue
which most members, from extensive experience, can interpret.
There are occasions when Toscanini is loudly objecting but the orchestra keeps
playing. This is because Toscanini has not stopped conducting. Other instances
which can be confusing occur when Toscanini seems to be talking to the orchestra
but they are buzzing in low conversation among themselves; this is when Toscanini
has left off addressing the orchestra or any of its choirs, stepped off the podium and
is addressing one or more musicians privately which the microphone picks up.
These instances of orchestra-buzz are momentary relaxation points for the
orchestra which Toscanini understood and approved. However, when he wanted
their attention he expected it. It was Michakoff, the concert master – perceiving
that Toscanini was about to end his private discussion or traversal of the score
– who would begin to shush the orchestra, repeatedly intoning “Shhh,” to make
them recognize Maestro was close to beginning again.
Richard Caniell
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slowly, allows us to hear more detail. Also, the playing in the 1946 performance
is sweeter and more expressive; the studio recording, on which Toscanini omits the
second repeat of all the variations in the second movement, is somewhat neutral
and businesslike by comparison.

Robert Hupka

I

n mid-July 1782, Mozart’s father, Leopold, wrote from Salzburg to his son
in Vienna, requesting that Mozart quickly produce a new symphony (or
serenade) to grace the celebration of the ennoblement of his childhood friend,
Sigmund Haffner. The request could scarcely have come at a worse time. As
Mozart explained to his father, he was rushing to finish an arrangement for wind
instruments of his opera The Abduction from the Seraglio, which had received its
premiere on July 16. He was also planning to move on July 23, and to be married
on August 4. Though he promised his father, in a letter of July 20, to work as fast
as possible, and actually sent off the completed first movement after only a week,
on July 31 he wrote: “What one cannot do, one cannot do! I am really unable to
scribble off inferior stuff.” Meanwhile the official ennoblement of Haffner had
taken place on July 29; it is not known when the party took place, but the evidence
suggests that the music did not arrive in time.
Originally, the work we know as the “Haffner” Symphony was to be a
multi-movement serenade—though Mozart and his father always refer to it as a
symphony in their letters. There was to be a march (probably what is now known
as K. 408, No. 2), and probably another minuet. However, Mozart, in preparation
for a Vienna concert performance of the work in March 1783, trimmed off the
extraneous movements, deleted the repeats from the first movement, and added
parts for pairs of flutes and clarinets in the first and last movements.
In one of his letters to his father, written after the symphony was completed,
Mozart wrote that “the first Allegro must be played with great fire, the last—as fast
as possible.” Certainly Toscanini, in all of his performances of the “Haffner” that
I know, has obeyed Mozart’s latter stipulation: in his hands, the “Haffner” finale
7

becomes one of those curious, rushing outpourings of sheer joy of which Mozart
alone was capable. Of the Overture to The Marriage of Figaro, W. J. Turner once
wrote: “To hear it is as though one had been present at a miracle and had seen
a mountain of matter blown into a transparent bubble and float vanishing into
the sky.” Turner’s words apply equally well to what Toscanini always made of the
“Haffner” finale.
But the first movement is something else again. In his first recording of the
work, made in March and April of 1929 (BMG/RCA 60317-1-RG), Toscanini begins
the first movement with plenty of fire. But in bar 6, when the first violins, enforced
by the other strings and the bassoons, twice echo softly the little marching figure
just played by the whole orchestra, Toscanini slows the tempo considerably—but
then brings it back up at bar 10. The first and last 10 bars of the development offer
other examples. But despite the extreme flexibility of tempo given the movement
by these uncalled for ritards and accelerations, it is very solid and grand, the New
York Philharmonic of the Toscanini era playing with its accustomed elegance and
finesse. The second movement, a gracious Andante, is already quite easy-going,
and needs no ritards, but Toscanini supplies some anyway—at the end of the first
strain, for example. The first two strains of the minuet are stately and forceful, at a
steady tempo. It is only at the trio that Toscanini, after pausing a moment, slows
the tempo once again, making the melody very expressive and bringing out the
inner voices.
Toscanini’s only other studio recording of the “Haffner” (BMG/RCA 0902660286-2) was made with the NBC Symphony on November 4, 1946—just one
day after our concert. It would be fair to say that it stands at the other end of the
spectrum of Toscanini performances from the 1929 recording, for it is an excellent
example of Toscanini’s later, simplified style, in which he only made small,
relatively subtle alterations in the basic tempo that he set for each movement. The
first movement is full of flash and brilliance; the second, in which the first strain
is repeated, is still gracious yet has an urgency not present in 1929; in the minuet,
8

Wolfgang Amadeus Mozart
(27 January, 1756 – 5 December, 1791)

make in Toscanini’s interpretative view of a work. How much difference, then,
might there be between his view of a Beethoven symphony or a Verdi opera in the
1890s and in the 1940s? We cannot even begin to guess.
From this set of CDs, in fact, we can even see how much his view of the
“Haffner” could change in a single day—from the concert of November 3, 1946,
to the studio recording of the day following. And here we have not just the
two performances, but almost an hour of rehearsals, during which Toscanini
consistently takes the first and fourth movements fast, as on the studio recording,
rather than a bit slower, as at the concert. Did the changes in tempo from rehearsal
to concert to studio recording result from a series of conscious decisions? Again,
we cannot even guess. Or perhaps the fact that the studio recording was made
in the dreadful Studio 3A, which Toscanini hated, made him eager to get the
performance over with.
The most we can say is that Toscanini, in the words of his biographer Harvey
Sachs, suffered from a “restless self-dissatisfaction” that forced him to study and
restudy even the most familiar works each time he played them. Just as comparing
a number of Toscanini performances of the same work is a most enjoyable pastime
from which we listeners always learn something, so (one feels) it was rewarding
for Toscanini and his orchestra whenever he came to rehearsal with a new view
of a familiar work. There is a lovely moment of musical camaraderie during the
second bit of rehearsal of the Magic Flute Overture. Toscanini, well aware that he
is asking for a faster than usual tempo for the exposition, says, with a mixture of
pride and good-natured diffidence: “Maybe I’m wrong, but I like my tempo; I like
my tempo.”
William H. Youngren
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the trio is only slightly held back; the finale is pretty much as in 1929. What could
be better?
Answer: the concert performance of the day before, included in this set. The
first difference you notice is that the first movement is a hair slower than on the
studio recording: not enough to make the music lose its brilliance, but just enough
to make every sixteenth note of every run crystal clear, and thus to give the music
a weight and an authority it didn’t have on the studio recording. D. F. Tovey
once wrote of Beethoven’s Pastoral Symphony that it “has the enormous strength
of some one who knows how to relax.” By slowing down each movement just a
little, Toscanini has given the “Haffner” of November 3 that strength. Beside it,
the studio recording, though still very fine, lacks the remarkable articulation heard
in the broadcast.

T

he first rehearsal segment, of the Magic Flute Overture, is about 12 minutes
long, and comes at the end of disc one. It picks up a performance in progress at
bar 122, in the midst of the development section, that continues to the end of the
piece. Toscanini then begins to work on a little contrapuntal passage, beginning at
bar 148, that leads out of the development and into the recapitulation. The main
instruments involved are bassoons, violas, cellos, and basses. Because the passage
starts softly and leads to the climactic beginning of the recapitulation, there is a
great temptation to get gradually louder. But this is not what either Mozart or
Toscanini wants, because it would spoil the surprise. “Don’t make crescendo!”
shouts Toscanini. “Play piano!” Eventually he is satisfied: “Excellent.” And the
orchestra plays the whole piece.
The next rehearsal segment, of the “Haffner,” is at the beginning of the second
disc, and is about 53 minutes long. Toscanini takes the work’s four movements in
order, paying particular attention to the first movement and the finale.
What interests him in the first movement are three differently textured passages
in the exposition. The first of these is a six-bar passage (bars 35-40) in which the
9

bassoons, cellos, and basses play a continuously moving bass line in eighth notes.
Perhaps with the similar passage in the Magic Flute Overture in mind, Toscanini
insists that the passage be played “Molto staccato e piano” so it will not spoil the
surprise of the climactic burst at bar 41. The second passage, which comes only a
little later (bars 48-57), is the surprisingly gentle and charming little duet for first
and second violins that leads to the exposition’s final climax. This of course must
be played very differently: “Legato . . . . Piano, piano.” Finally, there are a few bars
(43-46) between the climactic burst and the violins’ duet that Toscanini demands
be bowed vigorously and with the full bow: “Arco, arco, arco!” Mozart, he tells the
orchestra, was not a “young lady” but a man—a man “who loves women like you
and like me!” They then play through the first movement.
With the second movement, he does little but work on the very last phrase, to
see that it has the proper languishing air. “Every time you play Mozart, you always
learn something,” he tells the men. “And next month you do better.” He then
plays through the repeat of the minuet’s first trio strain. “I don’t like the tone, you
know—is rough, is rough,” he complains. “You play piano, but is not the piano I
want in this beautiful melody.” The orchestra then plays the trio and the first two
strains very beautifully and expansively.
Shifting to the finale, Toscanini soon begins to work on the long, difficult runs
of eighth notes in the strings that will be his principal target. After the violins have
rather sloppily played the eighth notes in bars 5-8, he laughingly tells them that
they are making “un pasticcio.” He then sings the notes slowly—his voice croaking
but his pitch perfect. And then he sings them, again slowly, with the violins.
“Più presto! Da capo!” he shouts, and they play bars 1-93, into the midst of the
development section. They then play bars 80-130, a swatch of the development
that has many long, taxing runs of eighth notes for the violins. Toscanini
sympathetically observes: “These bars are very, very hard to play clean—to play
clean and to play piano.”
He now shifts his attention to bar 110, the point in the development at which

the second theme enters in B minor. He has the whole orchestra, and then just
the first violins, repeatedly play some or all of the 30-bar passage leading to the
recapitulation, “No no mangiare; you eat every note!” is the comment evoked by
one run-through. At one point he curses the players—but, as is so often true at
Toscanini rehearsals, he is laughing a moment later. All this time the string runs
are getting cleaner and cleaner. Finally, then, he takes the orchestra from the
beginning to bar 125, in the heart of the violins’ trouble spot. And then: “once
more, finale,” and we get a magnificent complete performance that clearly shows
the results of all the hard work we have witnessed.
The final rehearsal segment, 24 minutes on the Magic Flute Overture, is neither
as satisfactory nor as interesting as the others. The fidelity of the recording is
low, and it is hard to understand Toscanini’s remarks; also, the musical content
is of less interest. He mainly works on the beginning of the exposition and on
the transition from the slow introduction into the exposition. “You play like the
orchestra plays every day,” he tells them—meaning that they play in a bored,
routine way. They are to make the Allegro exposition sparkle like champagne, but
“There is only water, no champagne” (the French word). He advises them: “Play
like this is the first time you play this piece.” “Allez, champagne,” he challenges
them jovially—and off they go.
Because Toscanini, especially in his later years, stuck close to the standard
repertory, it was often said not just that he always played the same works, but that
he “played everything the same,” and even that he had never basically changed as
a conductor. Yet this sort of judgment must be based on recordings, and when we
reflect that Toscanini made his first records in 1920, when he was exactly at the
mid-point of his 68-year career, we realize how foolish any such judgment of him
must be.
Anyone who takes the trouble to listen to the 1929 recording of Mozart’s
“Haffner” Symphony described in these notes, and to compare it with the concert
performance included in this set, will see what a difference a mere 17 years could
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