SYMPOSIUM RECORDS CD 1294
The Stars were Shining – Volume 1
"The Stars were shining" is a programme of performances by leading operatic
artists garnered from early broadcasts and film sound tracks. A note about some of
the types of sources may be helpful.
During the 1890s both motion pictures and sound recording became
sufficiently advanced for serious commercial exploitation. Of the two, sound
recording was the more able to stand on its own, but it was soon realised that "to
hold, as 'twere, the mirror up to nature" sound must be added to vision. Many
systems of linking cylinders, and then discs, to film were tried. The main problem
was that of synchronisation; especially with speech, after all the most important
sound in virtually every plot, even a small lack of synchronisation was at once very
obvious and very distracting. A further problem, at any rate at first, was that whilst
the picture could be "blown up" to suit the largest auditoria, no amplification of
sound was possible*
In 1925 the possibilities of sound recording were revolutionised by the
introduction of the electric process. Very quickly means of synchronising discs
with film were developed, and, aided by the new loudspeakers and powerful
amplifiers, the "Talkie" was born.
The achievements of the great directors of the silent era, Eisenstein, Griffith
and Murnau, for example, were soon forgotten; achievements within the medium's
limitations perhaps analogous to those of the great composers within the limitations
of the string quartet. But in recent years, dust has been wiped off old cans, and
astonishingly fine transfers and restorations from dangerous nitrate film to modern
safety stock have been made; Abel Gance's long life just allowed him to see
modern audiences astonished by his Napoleon.
There were still problems, however. It took a good projectionist to start the disc
at the precise moment for true synchronism; and if a film had to be repaired, then
lost frames put the vision slightly ahead of the sound.
A limitation now was the playing time of a record. circa four minutes. Soon
giant discs, sixteen inches in diameter, were developed, which, playing at 331/3 rpm,
enabled one disc to match one reel of film. An arrow marked the point on the
circumference for correct synchronisation, and, as the material wore badly, a table
of numbers was provided on the label for the number of playings to be noted.
Large numbers of "Shorts" resulted, drawing on every area of entertainment.
And lawyers and agents made merry as possible conflicts of interest were aired;
was it permissible, for example, for a singer with an exclusive contract for
appearances in opera to augment his income by appearing on film?
Although public broadcasting arrived about five years before "Talkies", it was
only about five years after that advances in technology made feasible the recording
of broadcasts. The first system used acetate-coated aluminium discs. The process
was not cheap and, with the pickups of the day, the discs did not wear well, but it

was very useful for broadcasting in the various time-zones across the United States.
Re-broadcasting as the day "moved" across the United States necessitated not only
recording well beyond the then capabilities of commercial practice, but also
sending programmes long distances in sound quality which could not then be
achieved by radio at such distances. For this long distance telephone lines had to be
improved to a very high specification. For consistent and repeatable results to be
achieved, consistent and repeatable high quality sound sources were needed; a
recording system was developed with a capability certainly matching that of the
first Long Playing records of the late '40s. This is understandable; what is puzzling
is that whilst local vocalists or orchestras would surely have sufficed, in fact
towline international artists were often engaged.
LAURITZ MELCHIOR (Copenhagen 1890-Santa Monica, CA 1974) by
common consent the greatest Wagnerian tenor of the 20th century, recalls with
amusement his early appearances in London, and remembers with gratitude those
who helped him.
TINO PATTIERA (Cavtat, Dalmatia 1890-Cavtat 1966) studied medicine, and
then law, before turning to singing. Dresden was the centre of his career from his
début in 1915 until his final appearances in 1948. Under Fritz Busch he was an
important singer in the German Verdi revival of the '20s.
The British Phototone Co., registered in 1928, was a service company making
films to contract. It was associated with the British branch of Brunswick, which
may well have provided recording and pressing facilities for it. British Phototone
discs were 12"/30cm in diameter and were made at 72rpm, rather than at the
standard 78rpm. This may have had to do with gearing ratios between the turntable
and the projector.
For a successful film the microphone had to be fairly close to the performer,
and, to shield it from the noise of the camera, the camera and its operator had to be
in a small sound-proof cabin. As the day wore on heat from the camera apparatus
and the sun made this very uncomfortable. The system was very inflexible,
possibilities of panning, zooming etc. being very limited.
ANNA CASE (Clinton, NJ 1889-New York 1984) made her début at the
Metropolitan Opera in 1909. She rose from small parts to sing in the American
premières of Boris Godunov (Fedor, 1913) and Der Rosenkavalier (Sophie, 1913).
After the Great War she appeared only as a concert singer. In 1929 she married a
multi-millionaire and retired.
The Vitaphone system used 16"/40cm diameter discs playing for about
9½mins. at 331/3rpm. La Fiesta presumably involved a dance routine, and a singer
on a balcony? on the steps of a caravan? The orchestra plays with precision and
élan, the singer brings the song to an electrifying climax, but, it must be admitted,
the play-in and play-out music, which also links the two scenes, is somewhat banal.

CHARLES HACKETT (Worcester, Mass. 1889-New York 1942) was
discovered and encouraged by Lillian Nordica. After studying in Italy and singing
as Carlo Hackett, he gained experience in South America, and reached the
Metropolitan Opera in 1919. He appeared extensively and with great acclaim in
New York, London and Milan. Hackett was highly regarded by Caruso.
This Vitaphone film was presumably, and typically, a miniature recital.
Presumably Hackett walked on, in tails, bowed to the camera, nodded to the
conductor to commence, sang, bowed after the first piece, and, after the second
item, bowed again, inviting the conductor to share in the applause, and walked off.
"The Song of the Nile" might seem to imply the presence of a fourth guest in
Rimsky-Korsakov's opera, but in fact it is a song by the American composer
Charles Wakefield Cadman (1881-1946).
Many, if not all, of these Vitaphone shorts were made in the Manhattan Opera
House, the orchestra conducted by Herman Helier, and distributed by Warner
Brothers Pictures. The dates on the discs may be dates of processing, rather than of
recording. For this film a reminder to the projectionist was felt necessary,
"NOTICE In this number, music begins when motor is up to speed."
GIUSEPPE DE LUCA (Rome 1876-New York 1950) studied in Rome and
built up a fund of experience in Italy, at the same time gradually establishing an
international reputation. Only in 1915 did he appear in New York, commencing a
thirty year association with the Metropolitan Opera. Amongst the baritones of his
generation Titta Ruffo had certainly by far the most powerful voice, but in none
were combined beauty of sound, polish of execution and finish of musicianship
more completely than in de Luca.
Transferred from one of the few surviving Bell Telephone Laboratory discs;
recorded at 331/3rpm with vertical modulation, pressed in a high quality brown
shellac material, and reproduced with a 0.001" stylus as was later used for
conventional LPs. Indeed, the sound could be from an early LP. The Italian song is
performed excellently, but de Luca's English does not help the, in any case rather
slight, second piece. It is, however, an addition to the artist's discography.
RICHARD CROOKS (Trenton, NJ 1900-Los Angeles 1972) achieved his first
successes as a boy soprano, then after service in the American Air Force, he
studied with Frank Laforge. At first he sang in churches and on the concert
platform. His first operatic performances were in Hamburg in 1927. Then, until his
retirement in 1946, he was a celebrated member of the Metropolitan Opera.
American radio programmes were frequently sponsored by the big
corporations; this one by General Motors. Only the two sequences which involve
Crooks are reproduced. Elsewhere their "knee-action principle of spring
construction and wheel suspension" is advertised, and it is announced that this
broadcast was a few days after the death of Alfred H. Swain of General Motors.
The Victor album referred to was recorded on 27th May and 8th July 1937. The
programme was recorded on giant 16" acetates, from the atmospherics presumably
off-air at some considerable distance from the transmitter. Crooks is perhaps not

used to broadcasting, his opening words being spoken as if to a distant audience.
He sings Foster's songs with great love and feeling, though his judgement that
"Foster was to America what Schubert was to Europe" is perhaps influenced by
patriotism. In mitigation of the rather worn state of some of these tracks, Crooks is
in magnificent voice, the song by Speaks is new to his recorded repertoire, and
"When other lips" he had previously recorded only in a truncated version.
LAWRENCE TIBBETT (Bakersfield, CA 1896-New York 1960) grew up in
Los Angeles. He had some lessons and attracted some notice both as a singer and
an actor. Only after service in the American navy, and with a loan from a wellwisher, was it possible to study with Frank Laforge in New York. He was soon at
the Metropolitan Opera, moving quickly from small parts to major roles. Illness,
perhaps linked with over-work, curtailed his career.
LIONEL BARRYMORE, brother of Ethyl and John Barrymore of the famous
family of actors, was also very popular as a radio announcer; the part of the
broadcast featuring Adolf Busch can be heard on Symposium CD 1109.
MARGUERITA GRANDI née GARD (Hobart, Tasmania 1894-1972) spent
five years studying at the Royal College of Music. After further work with Emma
Calvé in Paris, she appeared as a mezzo-soprano. She then studied with Giannina
Russ in Milan, and re-appeared as a soprano with the name of her Italian husband.
Her career was largely in Italy, and little is known of her later years. For an artist of
her calibre there are pitifully few recordings; a few sides of Verdi, conducted by
Beecham, and the sound track of The Tales of Hoffmann, also under Beecham.
Thus these fragments, preserved on acetate discs, are most welcome, the more so as
they show her formidable stage presence in one of her most significant roles.
ANTONIO SALVAREZZA (Levata-1902, Bosco Marengo 1985) is not
known to have appeared until 1935, but by 1939 he was at La Scala. After singing
in various Italian centres during the war, he achieved considerable success in both
opera and concert in North America and in Europe. His forte was Italian opera.
DlNO BORGIOLl (Florence 1891-Florence 1960), brother of the distinguished
baritone Armando Borgioli, turned to singing after reading law. In 1918 he made
his début at the dal Verme in Milan, but soon, with the encouragement of
Toscanini, he moved to La Scala. He appeared in both American continents and in
many European capitals. In 1939 he and his wife, the soprano Patricia Moore,
settled in London. In 1960 he became director of the New London Opera
Company; he also taught.
The correspondent from Radiocorriere della Libertà arrives for his interview
with Borgioli and is surprised to find him painting (so much so that he wonders
whether he has come to the wrong address!). Borgioli reveals that painting is his
hobby and an outlet for the nostalgia he feels for Tuscany. Asked whether

painting is something he has taken up recently, he explains that, on the contrary,
painting is something that he's been keen on for a long time, but has cultivated in
secret, without turning it into a profession like singing. The interviewer seems to
recognise something Borgioli has painted and Borgioli explains that it is the
Piazza dell' Impruneta, in Florence. He goes on to say that he paints from memory
while travelling around the world (sometimes aboard ship, if the sea conditions
allow it!), two paintings, for instance, were painted in New York. Asked whether
he has painted some in Italy, he replies negatively, explaining that Italy, though,
is something he carries in his heart; just as, the interviewer adds, the beautiful
songs of Borgioli's land have a place in people's hearts. Seeing Borgioli makes
him feel nostalgic for his Tuscan stornelli. Borgioli then asks him whether he
knows "this one". When the interviewer replies that he does not, he explains that
it is a stornello by Davico.
Talking of "blackout" (oscuramento), the interviewer expresses his regret that
Italians are unable to hear Borgioli's voice in Italy (ah, se gli Italiani potessero
sentirla ora!), and then asks why he has come to England. He is rather taken
aback by Borgioli's reply; that he has come to England, strictly speaking, looking
for the sun, and asks him what he means. Borgioli explains that he is referring to
the sun of freedom and that, yes, he has found it, as proven by the fact that, in a
country at war with Italy, an Italian artist can continue to sing and teach without
any problem. The interviewer acknowledges this and, furthermore, recalls that
Borgioli has recently sung in London, at the Queen's Hall. The tenor himself
confirms this, adding that it was a concert for the Red Cross. Finally, asked what
he would sing for his countrymen, should he be able to do so, he replies that he
would simply choose I Pastori by Pizzetti.
JAN PEERCE (New York 1904-New York 1984) made his first steps in music
as a treble in the choir of a New York synagogue. He learnt the violin and was a
member of a light music group, followed by five years as a concert and radio
singer. In 1938 he sang opera in Philadelphia. In 1940 he moved to the
Metropolitan Opera; in New York he was also frequently engaged by Toscanini for
NBC broadcasts.
ANNE ROSELLE (Budapest 1894) studied in America, her family
having emigrated there when she was a child. Her début was in Budapest, but her
career was in America, except for the years 1925 to 1930 when she sang at the
Semperoper in Dresden under Fritz Busch. Later she taught in Philadelphia.
In the United States operettas have often been arranged and re-orchestrated
extensively, sometimes becoming almost pure Hollywood. In this case the
translation is free almost to the point of non-correlation, even names have been
changed, and Peerce or the arranger have little regard for note values. The authentic
performance brigade, if it has reached operetta, may well shake in holy horror, but
for the rest of us the recital is brought to a close by two of Americas finest artists in
superb voice.

*The horn of an acoustic gramophone is frequently referred to, even in
technical articles, as amplifying sound. This is a fundamental misconception. It has
no source of energy, it does not, it cannot, amplify. It is a matching device for
sound, equivalent to a transformer for electricity.
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