SYMPOSIUM RECORDS CD 1253
This is a collection of shorter pieces and extracts from longer works. It is a decidedly
strange assembly. The justification for it is what it conveys to the serious collector and
student about orchestral performance in the mid-years of the twentieth century. The
compilers hope that, taken as a whole, although one can scarcely term it a concert, it is also
an enjoyable event.
Until the events of the twentieth century, culminating in the rise of the Common
Market, brought patriotism almost to extinction, it was quite normal for concerts to
commence with the National Anthem.
Arturo Toscanini is said to have given as much attention in rehearsal to a national
anthem as to any other work. He is reputed to have replied to an orchestra which protested
at so much of time going into such a piece, that they could do the work now or in the middle
of a Beethoven Symphony.
We hear the audience settling down, the orchestra tunes, always an exciting prelude to
a great concert, applause as the conductor enters, shuffling of feet as the audience rises and
a performance of the National Anthem which tells us why Toscanini was Toscanini. The
original record plays for about five minutes. To make it more acceptable for home listening
the tuning and applause have been shortened. After a long pause the record ends with two or
three bars, not included here, of the Magic Flute Overture. This enables the concert to be
dated, as only on one occasion did Toscanini conduct God save the King followed by this
overture.
Sibelius, for many, was the last great symphonist in the classical tradition. Unlike his
predecessors, from Haydn and Mozart down to Mahler, Sibelius was virtually unknown as an
executant. Indeed, this one example of him as a performer is probably connected with a
national, rather than a musical, occasion and the piece, though pleasant, scarcely makes the
demands on a conductor of a major work. It appeared originally in 1922 for string quartet.
Two years later it was re-scored for strings and timpani.
About thirty seconds of Brahms playing part of one of his Hungarian Dances survives
in very primitive sound, and Mahler can be heard in some very controversial piano rolls.
Thus the first composers of whom substantial proportions of their oeuvre, performed by
themselves, are preserved are Elgar and Richard Strauss. In the case of Elgar this came
about by close collaboration between him and the Gramophone Company (“His Master’s
Voice” now part of EMI). Today there are official or unofficial rehearsal records of every
great conductor. This one must surely be the first.

It was planned to record the Second Symphony entire on one day, a formidable
undertaking, on April 1st 1927, and to issue it in time for his 70th birthday. This was
achieved, but because of slight faults, both musical and mechanical, in the opening of the 3rd
movement, it was decided to replace that side. The re-recording took place on July 15th. It
was preceded by a short rehearsal which the recording engineers, apparently on the spur of
the moment, decided to record. As there was no thought of commercial issue the playing
time could be extended by ignoring the normal engineering parameters.
At the end of the session Elgar was told about it and insisted on hearing it then and
there. He then asked for a copy and although playing the recording in its wax form would
have rendered it no longer fit for commercial use, it was nevertheless processed to produce a
pressing for Elgar.
This has survived and is now in the Sound Archive of Yale University. To the
problems of a played wax are added further depradations as Elgar was extremely careless in
handling records. However, with modern technology it has been possible to rescue an
enormous amount from the record. Such a record today would be made with microphones
for the orchestra and another microphone by the conductor’s desk. This record, however,
was made with one microphone placed, and the recording level adjusted, for full orchestra.
Consequently, Elgar’s words are at a very low level indeed. In this transfer the music
portions and the speech portions have been treated separately, to reproduce each as well as
possible, according to the nature of each. Even so, some parts are so faint that only
conjecture is possible, and we are not helped by a tendency to rush words in the heat of the
moment. Incidentally, he seems to have shed all traces of Worcester accent. Although the
sound quality changes for the speech portions, we emphasise that the listener is hearing one
continuous recording as it was made.
A. [Taps with baton to stop orchestra] At 92 I should have asked the clarinets for three,
but all the woodwinds play that [sings] play it at almost forte or we can't hear it, see.
At 92.
So what shall we do here then?
Member of orchestra, extremely faint, possibly:
Do you see...should we put/write in a D#, lower right? [?meaning on the page]
....We'll do something with that, then.. Well that's all, then... Anything else?
92 and forte please, ?gentlemen.
B. [Taps for silence] I want the, er, double-basses to pizzicato firmly,
because there's nothing else to keep the rhythm after 92.
When you get to the forte, please
I think you'd better play the three octave G's somewhat lower than is written,
and then, er, I was going to ask for those semi-quavers, but you did it..

six semi-quavers before 93, don't rush it too much.
Nine[ty]... er, what was it? [sings rhythm] without pulling it back... [?it's] clear.
Now 92.
C. [Taps for silence] That doesn't sound warm at all, just then/there.
Now, you've done a fortissimo without any tone.
Can't you get it? [sings] the last quaver not starved.
Two or three of us are doing it ... plenty of tone.
Now, 93, tremendous tone, from the strings, but not hard.
That's it. [taps and then sings with the orchestra the phrase just rehearsed]
D. [Record ends as he stops the orchestra again] Now,...
The first recording medium was the cylinder. Home recording was possible because
the cylinder material was sufficiently soft and because there was a guidance system to carry
the sound box along the cylinder. The disc, which supplanted the cylinder, had a groove
sufficiently deep, in a material sufficiently strong to guide the sound box. Advantages
included much longer lasting recordings and much simpler machines. However home
recording was no longer possible.
In the early 1930’s. with electric recording, various companies promoted systems for
domestic recording from microphones or from the radio. Compared with the ubiquitous
cassette recorder of our day, they were clumsy, not very reliable, and very limited in sound
quality and playing time. Those which used aluminium discs tended to have bad surface
noise, those with some sort of plastic coating on a cardboard base would not stand much use,
even with the special needles provided.
Thus to come across a live recording of a symphony from 1936 made on a home
recording outfit and surviving in good state, is quite amazing. The example transferred here
was found in Germany. It is on very thin cardboard discs with an extremely thin transparent
coating. There is no indication of the make of the discs. Each disc is labelled in neat black
ink: 3 1 36 in a manner which looks to be contemporary. Scrawled in pencil in large letters,
apparently much later, is the single word: Wood.
The symphony is Beethoven’s 8th. On one disc there is also a very brief snatch of his
4th. January 3 rd 1936 was a Friday, traditionally a “Beethoven-Night" at the Proms, and this
correspods with the programme for that evening in Radio Times.
Somebody recording at home would have to guess the exact moment at which to start
the machine and, wishing to make maximum use of the recording surfaces, would tend to be
on the late side. In this case the opening chord of the work and the first two bars of a later
movement were lost, but it was possible to replace them with later occurrences of identical
material. It was likewise possible to supply the repeat at the end of the 3rd movement,
perhaps lost during a side-change, perhaps not recorded to economise on recording blanks.
At two points in the 4th movement it was possible to replace minute damaged portions,

less than a second each, from elsewhere in the movement. Alas, however, no material was
available to cover the time lost during a side change, and at one point, due to a damaged
groove. For the latter, a minute gap has been left, thus, at any rate preserving the rhythm
and tempo.
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The performance has a sweep and a grandeur, attention to detail and ensemble, which
one associates rather with the big continental orchestras and conductors, with plenty of time
to rehearse, than with an English orchestra giving different programmes every night, week
after week, and invariably short of rehearsal time.
The attribution is, however, beyond doubt, for, as already mentioned, a few seconds
of the 4th symphony also survive.
The audience should perspire, not the conductor. - Richard Strauss

Wilhelm Furtwängler chose to remain in Germany in the National Socialist period. His
motives and actions have been discussed vociferously by many ever since. Probably the
most exhaustive and impartial study is Prieberg’s Trial of Strength: Wilhelm Furtwängler and
the Third Reich [Quartet Books 1991]. There are many strands and factors involved. It is,
however, abundantly clear that Furtwängler never to the smallest degree adopted the ideology
of the times. (Indeed in the last months of the war he was advised to leave, and he just
managed to cross the frontier into Switzerland before his papers were revoked).
Good quality tape recording became possible in Germany during the war, and its
discovery by allied intelligence after the collapse explained how various broadcasts had been
made by people who, seemingly, were not available to make them.
A complete recording of the “Choral” Symphony from a concert in Berlin exists on
tape, and has been published. However, the recording of the slow movement presented here,
is meticulously labelled:
Beethoven Symphonie IX. 3 Satz.
Wiener Philharmoniker Dirigent
W. Furtwängler Frühjahr
1942
Thus it must come from one of four performances which Furtwängler conducted in
Vienna on April 21st 1942 and on the three succeeding days.
It is preserved on two Decalith discs, a gelatinous material developed during the 1930s
for studio recording; an alternative to the more commonly encountered acetate coated
aluminium discs. There is no indication as to who made them, but as one side carried a
personal inscription of farewell to a lady, they must have been made by someone with
sufficient authority to authorise them, or with access to the apparatus, perhaps someone only
temporarily in Vienna.
They must have been cut using a single lathe so that, alas, there are brief gaps as sides
were changed.
The recording is of a particular interest as, whilst many conductors tend towards a
particular view of a work, retained over a considerable period, Furtwängler was notable for
considerable variations from performance to performance.

He brought in the brass with his cuff-links - said of Wilhelm Furtwängler
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The Theremin is a monotonic electronic instrument developed by Lev Termen.
Termen was born in St. Petersburg in 1896, a Russian of French extraction, hence the
alternative spelling Leon Theremin. He read physics in St. Petersburg, and designed an
instrument which he named Aetherphon. This he renamed Theremin when he emigrated to
the United States of America in 1927. The instrument consists of two oscillators operating at
radio frequency. One is at a fixed frequency, the other is at a nearby frequency. The
frequency of an oscillator is determined by the combination of inductance (of a coil of wire)
and capacitance (of two metal plates insulated from each other). Termen arranged for a hand
and a wire projecting from the device to form an additional small capacitor for one of the
oscillators. The frequency of that oscillator could be thus changed slightly by moving the
hand nearer and further from the projecting wire. Although the oscillators operated at radio
frequencies, far above range of human hearing, the small difference between the two
frequencies could fall within the range of hearing. This difference (Heterodyne) frequency
Termen detected, amplified and fed to a loudspeaker. Thus, after appropriate practice, a
melody could be played in any key or mode over a range of four or five octaves. Termen
arranged for the volume to be varied by passing the other hand through a loop of wir e. He
was also able to introduce control of timbre by means of switches, somewhat akin to organ
stops. By its nature, a change of note necessarily involved a portamento. However, this
could be minimised by clever use of the volume control. Those who remember the party
game in which the player attempts to describe halo like circles over the head with one hand
whilst simultaneously moving the other in vertical circles before the stomach will have a
motion of what it must have been to watch the Theremin player. It is with regret that one
must injure so charming an image by remarking, as the accuracy and completeness of history
require, that later models of the Theremin were equipped with a keyboard.
Composers who have written for the Theremin, either as a solo or an orchestral
instrument, include Andrey Pahchenko, whilst its inventor was still in Russia, and in America:
Joseph Schillinger, Edgar Varèse, Percy Grainger, Martinu, Cage and Shnitke. Anis
Fuleihan’s concerto was first performed by Leopold Stokowski and the New York
Symphony Orchestra in February 1945.
The instrument had also had some popularity with dance bands and rock groups, it has
appeared in Vaudeville and has featured in films.
Anis Fuleihan (Kyrenia, Cyprus 1901 – Stanford, California 1970) settled in the United
States of America in 1915 and studied at the Polytechnic Institute, Brooklyn. He was largely
self-taught, but had lessons with Loth and Milligan in theory of music and with Alberto Jones
for piano. After his début in New York in 1919, he toured extensively in America and the
Near East. He became an American citizen in 1925 and then lived in Egypt for two years.
From 1930s he was a conductor of radio orchestras and worked in music publishing,
concerning himself especially with new music. He also achieved note as a composer; indeed
Goossens persuaded him to devote himself for some time entirely to composition. In 1939
he was awarded a Gugenheim Fellowship in composition. After the war he gave piano

recitals in his adopted country, in Europe and in the Near East. In 1952 he was awarded a
Fulbright Research Scholarship. During the ‘50s and ‘60s Fuleihan was active as a teacher
and conductor in Beirut and in Tunis.
He believed that music was for pleasure and he had great abilities in organisation of
structure, tone-colour and rhythm.
George Bernard Shaw, we do not apologise for using once more a quotation from one
of the few indubitably great music critics, said that a conductor has three tasks: to decide
how the music should be played, to make the orchestra play it that way, and to convince the
audience that he is right. Leopold Stokowski certainly carried out the first two parts, but
there were frequent arguments over the last.
Leopold Stokowski was born and grew up in London. The name was his own, though
some have claimed it was actually Stokes: the foreign accent, however, was assumed and
variable. Be that as it may, the tonal palette that he could command from an orchestra,
whilst perhaps sometimes injudiciously applied, has never been equalled.
Because of its nature, interest in the Theremin extended also to technical magazines.
Amateur Wireless (July 15, 1933) after discussing technical matters, reports that, “Mr Martin
Taubmann is entirely master of this oscillating musical device… the feeling of an orthodox
musician… sad, slow and rather wistful music seems to lend itself… to electronic
interpretation (also) lively extracts from Rigoletto could be equally well extracted”.
Taubmann used an English version called the Electronde. To economise on parts it
operated as an accessory to a wireless receiver. In the United States the Theremin was later
manufactured in altered form by Robert Moog, who went on to produce the first electronic
synthesizer.
We are told that in 1938 Theremin, Thérémin, Termen suddenly returned to Russia,
whether voluntarily, or as a guest of the KGB, has never been established; Accounts of how
he spent his time there vary; he died in the purges, he was imprisoned in Siberia, he
conducted secret research, possibly for the KGB, perhaps on "bugging" devices, or
extracting information from poorly recorded intercepted messages, possibly he was rewarded
with a decoration, the class increased by Stalin. Whatever the reality, in 1990 he was back
in New York and he died there in 1993 in his 98th year.
Clara Rockmore is reported to have been a violin student at the St. Petersburg
Conservatoire. She worked with Theremin in New York from the later 1920s onwards, but
may first have met him in Russia. She was the leading exponent of the instrument. She both
publicised it and suggested improvements, which Theremin adopted. Her abilities to exploit
the instrument to the full, using every variety of vibrato and tone, are clearly heard in this
recording.
It would be easy to dismiss Ionisation by Edgar Varèse as noise, rubbish, the
maunderings of a sick mind, and like phrases which, when they were first performed, were
applied also to works of Beethoven and Brahms. This is in no way to suggest that equality of
epithets of uncomprehending critics implies equality of status of composers. All this writer
suggests is that the listener should hear the piece a few times (at 6½ minutes this requires no
great investment in time) with an open mind.

The history of the work is discussed in Perfect Pitch: A Life Story Nicolas Slonimsky
1988 O.U.P. [Incidentally, one of the most amusing, enchanting and informative books ever
written about music.]
In an undisturbed atom the number of electrons is equal to the number of protons,
thus the nett amount of electrical charge is zero. If, under the influence of surrounding
events, an atom loses or gains an electron, then the overall charge is no longer zero and the
atom is said to be ionised. The process of ionisation is often accompanied by emission of
light, the basis of fluorescent tubes, photo-flash devices and television screens. But the piece
is not about the bright illumination, which is the macroscopic result of millions upon millions
of atoms being ionised; it is a sonic representation at atomic level of individual ionisations.
The score is fascinating and should be examined even by the score-reader of modest
abilities. It is for 13 percussion players, each playing several instruments in the course of the
work. The composer's specification of the instruments, often including dimensions, and
where the players are to sit, are precise. The sole instruments to have defined pitch and to be
capable of continuous tone are two sirens. These are to be as used by the New York City
Fire Brigade. (A curious, if slight, connection with the previous work is that, should these not
be available, then Theremins are to be substituted.)
The analysis, by the work's dedicatee and first conductor, Nicolas Slonimsky, is
reassuring; it is, after all, in the normal place for an instrumental score, and has a vaguely
familiar look, so we pass it by and put the record on.
André Kamienski
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I know I have to beat time when I learn music. - Alice

