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Die Meistersinger von Nürnberg
Große Oper in 3 Akten von Richard Wagner
In 1918, as the Kaiser took the train for Holland, grumbling unrest erupted into civil
disorder, perceived by many, some with desire and some with fear, as the herald of a
revolution such as had occurred in Russia only the previous year. Out of this the Weimar
Republic was born, the bureaucratic machinery of state simply functioned for new rulers.
There was, however, one change: the new rulers were without experience of ruling.
The Weimar Republic lasted from 1918 to 1933. It may be divided into three
periods. The first, from 1918 to 1923, opened with the traumas of the armistice (signed
by a civilian to shield the Army chiefs), the Treaty of Versailles, a series of assassinations
and uprisings, unemployment (peace required neither armies nor armaments) and inflation
(the exchange rate reached $1 to M4,200,000,000).
The second period commenced with successful restoration of stable currency,
which led to jobs, wages with real value, and a period of stability and some prosperity.
The cultural scene in the Germany of those years was of an unparalleled richness,
diversity and freedom. Berlin was a truly cosmopolitan city. The English Ambassador,
Viscount d'Albernon, wrote of "an epoch of splendour in the Reich capital's cultural life"
and for Alfred Kerr it was "a new Periclean age". But for those with prescience, or for us
with hindsight, there were writings on the wall: firstly, lacking adequate investment, the
economic miracle was illusion; secondly Mein Kampf had been written, though very few
actually read it. And Georg Grosz, with a few brush-strokes, was exposing the hypocrisy
and greed, the poverty and vice of those whose paths did not take them into concert-halls,
opera-houses and art galleries.
In all aspects of classical music, in schools, in Hochschulen für Musik, in
composers, in orchestras, in conductors, in pianists and in violinists, Germany led and
Berlin led Germany. Hindemith, Pfitzner, Strauss... The Berlin Philharmonic, the Leipzig
Gewandhaus... Blech, Busch, Furtwängler, Kleiber, Klemperer, Strauss, Walter...
Kreisler, Schnabel (playing the 32 Beethoven Sonatas). In 1926 Schoenberg, an Austrian,
succeeded Busoni, an Italian, as head of the Hochschule's composition class.
Perhaps, as an exception, the Metropolitan Opera had bigger international names
particularly on its Italian wing. However, as a quick tour through records of Italian opera
sung by, say, Bender, Dux, Hempel, Ivogün, Lotte Lehmann, Delia Rheinhardt, Scheidl,
Schlusnus, Schwarz and Helene Wildbrunn indicates, stylistically and vocally the Weimar
Republic was not one wit inferior. Indeed in purity of line and control of tone the
Germans could have taught the Italians a thing or two.
The programme of the Berlin Festwochen of 1929 included some fifteen operas,
the B minor Mass and Das Lied von der Erde. The conductors were Blech, Furtwängler,
Kleiber, Klemperer, Szell, Toscanini and Walter. Casals, Cortot, and Thibaud played
trios and Gigli sang.

By any measure, the quality and variety of musical works receiving first
performances, in Weimar Germany cannot have been surpassed: Wozzeck, Mahagonny
and Krenek's Jazz opera Jonny Spielt Auf. We know Furtwängler, Klemperer and Walter
mainly through their late recordings of music ranging from Haydn to Wagner. But in the
Berlin of the '20s they were also conducting Hindemith, Milhaud, Schoenberg and
Stravinsky. Furtwängler conducted Hindemith; Walter conducted the first symphony of
Shostakovich; Klemperer conducted Der Dreigroschenoper and commissioned an
orchestral suite from its composer.
The period involved unparalleled fermentation in and between all branches of the
arts, and it was marked by strong hostility between traditionalists and modernists.
Broadly, the same hostility also divided old and young; right and left. The young were
enthralled by Die Dreigroschenoper; their parents, the industrialists who owned the
boxes in which they sat, walked out. Jonny Spielt Auf was called a Jazz opera; in 1933,
one of the first moves in restoring public decency was to outlaw jazz.
The third period of the Weimar Republic, from 1929 to 1933, was of decline: the
weakly founded economy, affected by Wall Street, collapsed into unemployment and very
real privation, the government lost the will to govern, the population lost its faith in the
government, the National Socialists offered to restore order. The chain of events was not
inevitable; it could have been halted.

"Opera is the real backbone of musical life in Berlin." - Grove, 1927
At this time there were four opera institutions in Berlin:
The STAATSOPER, formerly HOFOPER, originally part of the Elector of Brandenburg's
palace, the staff his paid servants, with the passage of years becoming employees of the
Prussian Ministry of Education. Private performances have been traced back to 1688; in
1702 the public was allowed in. With the abolition of the monarchy at the end of the war,
the Hofoper, the Imperial Court Opera, in its fine building on the Unter den Linden
became the Staatsoper, the State Opera. When economic conditions dictated the
withdrawal of the state subsidy in 1924, the Staatsoper amalgamated with:
The OPER AM KÖNIGSPLATZ or KROLLOPER (after a former owner) transferring
productions between themselves as needed. Then, in 1926 the Staatsoper building had to
be closed for extensive improvements, particularly to reduce fire-risks. During this period
the house thus served both companies simultaneously.
The DEUTSCHE OPER, a municipally owned house, leased out with clauses providing
for cheap and free seats.
The GROßE VOLKSOPER from 1920 to 1925 at the Theatre des Westens,
Charlottenburg. A co-operative venture; its low ticket prices left it unable to sustain itself.

FRIEDRICH SCHORR was born in Nagyvarad (Großwardein), Hungary. It was a
manufacturing town, formerly a fortress, of some 50,000 persons, situated about 150
miles South-East of Pesth. The year of his birth, though given as 1888 in reference
works, was, according to his family, 1889. His parents were Cantor Mayer and Bertha
Schorr. In 1892 the family moved to Vienna for the father to take up a prestigious
appointment. It is reported that Mahler was so impressed by his singing that he attempted
to persuade him to move from high baritone to Heldentenor.
There were five Schorr boys and each developed an excellent baritone voice.
Friedrich was enrolled to study law and whilst doing so he also took singing lessons with
Adolf Robinson. Robinson had appeared at the Metropolitan, New York from 1884 to
1889 and on retirement from the stage taught in Vienna. His pupils included Rudolf
Berger and Leo Slezak, as well as his own daughter, Ada.
Vocal studies proceeded so well that law was soon abandoned. Schorr was blest
not only with an excellent voice, but with accurate intonation. He was also musically
intelligent and sufficiently accomplished on the keyboard that he rarely required the
services of a coach,.
His début was in Chicago in 1912, apparently whilst on holiday. The company,
under Andreas Dippel, included Olive Fremstad and Charles Dalmorès. He only sang
small roles, but presumably he created a good impression for that same year, on 20th
June, the appeared as Wotan (Die Walküre) in Graz. He moved to Prague in 1916 and to
Cologne in 1918.
Schorr is celebrated today for his interpretations of Wagnerian roles; justly
celebrated, for we can imagine no finer Wotan, Sachs, van der Decken or Wolfram. In
Cologne under Klemperer, however, his repertoire embraced also Amonasro, Pizzaro,
Sebastiano (Tiefland), Scarpia and Tonio.
His first appearance at the Staatsoper in Berlin was as Prometheus in Die Vogel, a
work, now totally forgotten, by Braunfels. This was in 1923, a busy year as he was also
a member of the German Opera Company, which appeared at the Manhattan Opera and
in various other American venues. On this tour he was heard by Gatti-Casazza, who with
no delay, engaged him to return the following year. Thus Schorr made his début at the
Metropolitan as Wolfram, but earlier than scheduled on account of the illness of Clarence
Whitehill. Illness must have been the norm that season; during the Quintet in Schorr's
first Hans Sachs, Eva, being sung by Delia Rheinhardt, passed out.

In 1924 Bruno Walter conducted the first post-war season of German opera at
Covent Garden. Schorr appeared as Wotan in the first three Ring dramas and as Gunther
in the last. The next year he returned to sing Wotan, van der Decken and Orest.
His last London appearances were in 1933.
From 1925 to 1931 Schorr appeared at Bayreuth at five festivals out of seven.
Strangely the only role he sang there was Wotan, including, of course, Wotan as the
Wanderer.
His last appearances in Europe were in 1931 in Germany, and in 1933 in England.
Thereafter the principle area of activity for him was the Metropolitan Opera, New York,
where he continued to sing until 1943. His decision to settle in America must have been
partly in the light of the political situation, but was probably influenced also by inflation
and contractual conditions.
The voice was an exceptionally well-schooled German baritone, in a field which
included Manfred Lewandowski, Theodor Scheidl, Heinrich Schlusnus and Joseph
Schwarz. Consciously or unconsciously there is a sort of family resemblance, as there is
amongst the tenors Groh, Tauber and Wittrisch.
He was hampered by very short sight requiring the use of powerful spectacles; on
stage, without them, he had recourse to markings on the boards.
The zenith of Schorr's career occurred during the years 1923 to 1931, the years of
his Berlin engagement. He had by then acquired the experience of a mature artist and the
voice was still in its finest shape. He sings precisely on the note, and with close regard for
what is written. The enunciation of every word is crystal clear. Every detail has been
taken in, every shade of meaning has been absorbed, and in performance all is returned.
There is warmth and humanity in every phrase he sings. Amongst critics there is
disagreement over most matters; on the supremacy of Friedrich Schorr as Hans Sachs
there is none.
During those years he appeared most often under the baton of Leo Blech. Most
highly acclaimed were his Wotan and Hans Sachs. At the famous Berlin Festival of 1929
he sang Kurwenal under Furtwängler, and van der Decken under Klemperer.
Amongst the non-Wagnerian works in which he appeared in Berlin are Die Frau
ohne Schatten, under both Blech and the composer. Fidelio under Kleiber, Der singende
Teufel (Schreker) also under Kleiber, Doktor Faust (Busoni) and Prince Igor, both under
Blech; Hans Heiling under Fritz Zweig and Palestrina directed by Walter.
In the course of a career of over three decades he sang Hans Sachs around 200
times and Wotan on more than 300 occasions. As with Zenatello's record of appearances
as Otello, such statistics betoken the most thorough voice-training and life-long care in the
use of the voice. He stated that Wagner's phrases should be sung as Verdi's, that
"Sprechgesang" was a later phenomenon, for which Wagner was not responsible. He
admired Wozzeck but the singing required was incompatible with his vocal method.

In the 1930s Schorr started to teach, an activity which he continued after his last
operatic appearances. He also gave some concerts.
Friedrich Schorr died at his home at Farmington, Connecticut, in 1953.
(The following note is an attempt to clarify various versions of the artist's origins:
Cantor Baruch Schorr, Lw?w (Lemberg) 1823-Lw?w 1904, was a tenor. Apart
from a brief spell in New York, his career was entirely in the town of his birth.
There are Columbia records of a Cantor Baruch Schorr. He, however, sounds like
a baritone of middle years rather than a tenor of great age. In addition, the patent date on
the records, 1902, was repeated for a number of years.
Israel Schorr, 1886-1935, of whom there are Brunswick records, was a distant
relative of the first named.
No relationship of any of these to Friedrich Schorr has been established.
Mayer Schorr, Friedrich's father, lived from 1856 to 1913; at the age of 21 he was
appointed to a synagogue in Nowy Sancz, Galicia. Three years later he moved to
Gemeinde Großwardein. In 1892 he was appointed to the Polnische Schul', Leopoldgaße
29, II Bezirk, Wien, where he remained until his death. The Polish Synagogue was
opened in 1893, so he must have been the first incumbent.)
LEO BLECH was born in Aachen in 1871 and at first earned his living in business.
After a year's music studies in Berlin with Bargiel and Rudorff, he returned to his home
town to conduct at the Stadttheatre during the Winter months of the years 1892 to 1898.
During the first four Summers he continued his studies with Engelbert Humperdinck.
During this period he composed and performed two operas: Aglaja and Cherubina. He
continued to compose operas and works for chorus, piano and for orchestra, but none has
survived in current performance.
In 1899 he became first Kapellmeister of the Deutsches Landestheatre in Prague.
In 1906 he moved to the Royal Opera, Berlin and was appointed Generalmusikdirector in
1913. He left in 1923, and after conducting in several other Berlin houses, moved to the
Volksoper in Vienna. Then, in 1926 he returned to become Generalmusikdirector, jointly
with Erich Kleiber, of the Staatsoper, as the Royal Opera had become.
His work was so highly valued that, despite his Jewish origins, he continued to
work in Berlin until 1937. Fortunately, he was able to secure a post in Riga, and then, in
1941 he managed to reach neutral Sweden, where he remained until 1946. His
performances in Stockholm of Wagner's works were highly acclaimed.
In 1949 he returned to a very different Berlin to conduct at the Städtische Oper,
now in the Russian sector. His operas Das war ich, first performed in Dresden in 1902,
and Versiegelt, Hamburg 1908, were revived to mark his 80th birthday. He retired in
1954 and died in Berlin in 1958.
Blech knew by heart, and could play on the piano, any opera in the repertoire. He
was liked and respected by singers for his thorough preparation of every aspect of a
production. Foreign artists were often impressed and sometimes even alarmed by the
intensity of work, regarded as the norm for Blech's productions. Clarity of orchestral
detail must have been a particular virtue of his conducting, for even on these ancient and

monophonic records an astonishing amount is often audible. Perfection of ensemble was
a constant goal and senior artists did not demur when he quietly indicated that an entire
scene or whole act must be repeated. His performances of the works of Wagner and
Verdi were particularly appreciated; indeed the performances of Aida under his direction
in 1914, with Caruso and Destinn, are regarded as high points in the history of opera. He
was known for his habit of sending notes to dressing rooms during intervals in
performances; of either congratulation or admonishment as called for.
ROBERT HUTT was born in Karlsruhe in 1878. He worked as an engineer until
the conductor Felix Mottl told him he should study singing. Initially he was taught by
Wilhelm Guggenbühler in his home town, and then in the Bayreuth school founded by
Julius Kniese. He made his début in Karlsruhe in 1903, and then worked his way up, as
was normal in Germany at that time, gaining experience in a succession of houses, to
reach Berlin in 1917. In, 1920 during his ten year engagement there, he created the part
of the Emperor in Die Frau ohne Schatten and, in 1926 he appeared in the première of
Prokovieff's L'Amour des trois oranges.
He sang Walther in Beecham's Drury Lane season of 1913, he sang Walther and Parsifal
at Covent Garden in 1914, and he was a member of the German Opera Company which
toured North America in 1923. He became known primarily as a Wagner-tenor and won
much acclaim. Hutt died in Berlin in 1942.
CARL JÖKEN was born in Krefeld in 1893. He started to read chemistry but in
1914 he entered the army. The war over, he returned to Krefeld and made his début as
Manrico, without, it seems, first studying singing. Whilst any applause might have been
more a welcome home than a recognition of talent; nevertheless, engagements followed.
From 1920 he appeared at Freiburg in Breisgau, then, in 1923 he moved on to Berlin. He
sang with great success at the Staatsoper, but after a few years he also appeared at the
Metropol Theatre in operetta. He sang in performances of Die Fledermaus under Bruno
Walter in both Amsterdam and London in 1930, and in the season of 1931/2 he had great
success in buffo roles at the Teatro Colón, Bueno Aires. He was still appearing in
Hamburg in 1956; he died there in 1971.
LYDIA KINDERMANN was born in Westpreußen in 1891. She made her début
in Frankfurt some time after the Great War. In 1928 she moved to the Staatsoper, Berlin,
but she had to leave in 1933 owing to her racial background. Thus, from 1934 she sang
at the Deutsches Theatre in Prague. In 1938 she was lucky enough to reach the Argentine
and to begin a decade's work at the Teatro Colón. She also had an extensive career on
the concert platform, which included many appearances in Amsterdam with Wilhelm
Mengelberg and the Concertgebouw Orchestra. In 1949 she returned to Poland to teach;
she died in Warsaw in 1949.
EMANUEL LIST, née Fleissig was born in 1890. He intended originally to
become a tailor, but, after singing in choirs and the chorus of the Theater an der Wien,
had his voice trained by Emil Steger. After a tour as the bass of a vocal quartet and a

spell of vaudeville in London, he journeyed to New York. There, after a further period of
study, he had engagements in light music and cinemas. He returned to Vienna in 1921,
and made his début at the Volksoper as Mephisto in 1922. His career advanced rapidly,
taking him to Berlin (Städtische Oper, 1923; Staatsoper, 1924-1934) and Bayreuth
(1933). However, because of his origins he, also, could not remain in Germany. From
1931 to 1935 he sang at Salzburg; from 1934 to 1950, at the Metropolitan, New York.
He appeared also in many other of the world's major houses. After the war he sang once
more in Berlin, but in 1952 retired to Vienna where he died in 1967.
ELFRIEDE MARHERR-WAGNER was born in Berlin in 1888. After studying
with Juan Luria she made her début at the Hofoper, Berlin, and she sang there for over
three decades. She also sang at the Bayreuth and Salzburg Festivals. In retirement, after
1946, she taught, still in Berlin, and there, in 1973, she died.
LEO SCHÜTZENDORF was born in Cologne and studied at the Conservatoire
there. His début, in 1908, was in Düsseldorf. He moved the following year to Krefeld, in
1913 to Darmstadt, in 1917 to Wiesbaden and in 1920 to Berlin; thus he, too, arrived at
the capital in the traditional German manner, as an experienced and finished artist. At the
Staatsoper he was celebrated especially for buffo parts, of which about four dozen were in
his repertoire. He sang the title role in the premi?re of Wozzeck in 1925, and in 1926 he
took part in the first Berlin performance of L'Amour des trois oranges. When the
company visited Amsterdam he was admired as Baron Ochs. He appeared with great
success as a guest on many German stages. He first appeared in operetta in 1922. Such
was his success here, too, that in 1926 he took part in the première of Schön ist die Welt.
However, in 1929 the Staatsoper management refused to continue permitting its artists to
appear elsewhere in operetta. Schützendorf made the decision to transfer entirely to this
field. The dis-engagement from the Staatsoper led to depression and chronic illness in
consequence of which he now rarely sang. He died in 1931, two days after singing
Mephisto in Berlin's Großes Schauspielhaus. Leo Schützendorf had three brothers who
also had distinguished careers as singers:
Guido 1880-1967 Baritone, Alfons 1882-1946 Bass-baritone, and Gustav 1883-1937
Baritone.

FRIEDRICH SCHORR as HANS SACHS 1928 - 1998
In 1928, at the height of the Weimar Republic, considerable portions of Die
Meistersinger von N?rnberg were recorded during a public performance in the
Staatsoper, Berlin. Friedrich Schorr, at the summit of his career, sang Hans Sachs, a role
in which many, to this day, consider him unsurpassed.
With studio records made about the same time, it has been possible to assemble
together most of Sachs' music. This version of the opera draws on three sources:
A

A set of ten double-sided records of parts of a live performance at
the State Opera, Berlin on May 22nd 1928.

B

Contemporary electric records made in Berlin with the same forces, and
acoustic records of three solos by Robert Hutt recorded in Berlin in 1919.

C

Contemporary records made in London.

Source A is, on first inspection, strange, for it does not include various key
numbers from the score. However, sources B and C contain most of them. Thus it is
beyond reasonable doubt that at one stage the intention was to combine the three sources
to produce a set focused on Friedrich Schorr's interpretation of the role of Hans Sachs.
Such sets of Die Walküre, Siegfried and Die Götterdämmerung, were formed by giving
previously issued records fresh, consecutive catalogue numbers and re-issuing them in
smart new albums with finely produced booklets. Changes in sound of different studios
and orchestras were not obvious as they coincided with the interruption of turning the
records over. (Many older listeners, even at live concerts, still experience the urge to stand
up at eleven points during the Eroica Symphony.)
In this case, however, nothing happened. The set, somewhat meaningless on its
own, was very soon withdrawn and is now of considerable rarity. Very fortunately, an
apparently unused set came to light some years ago, and it was decided to re-issue it with
the separately recorded numbers, and with the advantages of the most modern
technology, to mark its seventieth anniversary.
A further oddity of source A is its anonymity; the labels tell us only that it is a
performance, the name of the venue and the year. Perhaps contractual requirements
prevented certain artists from being named; perhaps the artists themselves did not wish
their names to appear on recordings on which corrections would not be possible.
Robert Hutt's records of the three tenor solos are not available from this
performance, perhaps they were technically unsatisfactory, perhaps there were contractual
reasons. But performances by him do exist, made by the earlier acoustic process. Their
inclusion although they differ considerably in sound to their surroundings, provides an
artistic continuity and was thus considered preferable to the substitution of more recent
recordings by an alternative artist.
A Technical Note

In 1925 the record industry was revolutionised by the introduction

of electric recording. Until then the energy of the sound waves in the studio was the sole
means of driving the recording cutter; artists had to produce an adequate quantity of
sound and had to be in the immediate vicinity of the apparatus. Now, a microphone
turned sound energy into electrical energy. Only a very small amount of energy was
needed as amplifiers could magnify it to whatever level suited the cutter. As a further
convenience, the recording lathe could be remote from the sound source. Thus many
restrictions were removed and, simultaneously, the results were much nearer to real life.
"Actuality" or "Live" recording was now possible. The technical and commercial
possibilities expanded, sometimes in unison, sometimes in competition and distrust.
It was the habit to give a matrix number to each piece of music recorded and a
"take" number to each fresh recording of that piece. Thus, 291 was allocated to the first
part of the overture and III indicates that the third attempt at recording it was artistically
and technically suitable for issue. In the case of live recording, only one take was
possible, take I; but the two machines needed for continuous recording were identified by
adding a letter A to the waxes cut on one of them. Hence: CLR 4165 IA, 4166 I, 4167 IA
(not issued), 4168 I etc.
Until tape recorders became available, editing was virtually impossible, but
sometimes transfers were made from a pressing to a fresh wax, perhaps to change the
record level or the sound quality. Thus CLR 4177 IATI is the first transfer of 4177 IA.
Die Zauberflöte was chosen for the re-opening of the Staatsoper building on April
28th 1928 and the following evening Die Meistersinger was given. Portions of this
performance were recorded, but presumably as something of an experiment. Three
microphones were used and two recording lathes. However, the two lathes were operated
sometimes simultaneously and sometimes consecutively, presumably to assess the effects
of different microphone situations and to gain experience in continuous recording. Thus
although 20 waxes were used only 14 portions of music were taken. The sound of a
surviving side (Appendix CD 1232) is bass-heavy and resonant, and the orchestra is too
prominent. Lessons were learnt; a month later, with one microphone, very much better
sound was obtained. However, for some reason no longer known, CLR 4170 I turned out
to be unusable, so CLR 4072 I, made on April 29th was substituted. However, this, for
whatever reason, first had to be transferred, hence CLR 4072 ITI.
Recently a further side from April 29th has come to light. This does not add to the
music available, but has been added as an interesting appendix. In this performance
Walther was sung by Fritz Wolff and Beckmesser by Eduard Kandl. Neither appears on
4072, in the set as issued; both are on 4073, the newly discovered part.
Generally, the studio records are technically superior, but the performance sections
have surprising life and spaciousness, though all, of course, are monophonic.
Chronology
1848 Wagner flees from Dresden to avoid imprisonment for his "leftist" views;
spends 25 years writing Ring-cycle, so must intend its message seriously
i.e. greed/corruption/abuse of power lead to downfall.
was this advocating fascism?
feels his work insufficiently appreciated/funded in Germany-offers to emigrate to

USA
was this nationalism?
his anti-Semitism [fears/suspects/knows that he is himself partly Jewish?]
sees assimilation as "solution of the Jewish problem"; does not speak of
destruction.
1871-1914 German state created, accompanied by increasing distrust of others,
extremist writers build up mood of national paranoia and aggression.
Bayreuth, foundation stone 1872, given ever increasing status as national shrine.
Catastrophe of Great War, the Kaiser's War, loss of dignity/pride/status
The army could not have lost, it was invincible. Who to blame?
1918 Turmoil, insurrections, unemployment, inflation. Many yearn for pre-war/
"good old days"/Germany's golden age of supposed virtue, chivalry, purity etc.
Meistersinger seen as paradigm German work, exemplifying these qualities.
1933 Wagner's works and his opera house promoted into a cult.
Die Meistersinger, Hitler's favourite opera, performed at rallies,
attendance de rigeur, most of his followers are bored stiff.
Was Wagner to know/be responsible, for misuse, half century after his death?
Did Hitler, also, fear/suspect/know that he was himself partly Jewish?
Did the Nazis ever read the story of the Ring-cycle?
"The texts with rare exceptions are far from NS ideology." [Bayreuth-F.Spotts]
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