


HUGO WEISGALL 
THE TENOR Opera 1n One Act (1948-S0) 

based on Der Kammersanger by Frank \V edekind 
libretto by Karl Shapiro and Ernst Lert 

RICHARD CASSILLY (TENOR) -Gerardo 

RICHARD CROSS (BASS-BARITONE) -Maurice, Gerardo's Manager 

DORIS YOUNG (SOPRANO) -- Young Girl 

DOROTHY COULTER (SOPRANO) -Helen 

CHESTER LUDGIN (BARITONE) - Valet 

JOHN KUHN (TENOR) -Bellboy 

Vienna State Opera Orchestra-Herbert Grossman ( coNoucToR) 

RE-ISSUED WITH THE ASSISTANCE OF THE ALICE M. DITSON FUND OF COI.L'MBIA UN/l'ERSITY 

H UGO WEISGALL, born 1912 in Czechoslovakia but brought up 
and educated in Baltimore from his eighth year, is on the 

Music Faculty of Queens College, New York City, and is President 
of the American Music Center. He studied in Baltimore and later 
in Philadelphia, and in addition holds a Johns Hopkins University 
Ph.D. in German literature. His chief mentor in composition has 
been Roger Sessions, with whom he worked until 1941. 

The War years saw Weisgall doing military attache work with 
the Allied Governments in London and_ in Prague; and during 
1946-47, he was Cultural Attache at the American Embassy in 
Prague: At this time, he not only conducted concerts in he Czech 
capitol featuring American contemporary music, lie also recorded 
for the Czech Supraphon label with the Czech Radio Orchestra 
the late Marc Blitztein's orchestral piece, Freedom Morning, and 
his own Overture in F. 

Back in the U. S. A., Weisgall became active in a wide variety 
of musical activities in Baltimore. as Director of the Baltimore 
Institute of Musical Arts, as composition teacher at the Cumming­
ton School af the Arts, and as founder-director of the Hilltop 
Musical Company and the Baltimore Chamber Music Society. He 
has also been choral director of Chizuk Amuno Congregation in 
Baltimore and Chairman of the Faculty of the Cantors' Institute 
and Seminary College of Music at the Jewish Theological Seminary 
in New York. 

As guest conductor he has appeared with major orchestras 
throughout central and western Europe, as well as in London, as 
well as with a goodly number of major orchestras here in the 
United States, including those of Baltimore and Washington, D. C. 
Among the many major commissions and awards received by Mr. 
Weisgall have been the Columbia University Beams Prize ( 1931), 
a Columbia University Ditson Fellowship ( I 944), a National 
Institute of Arts and Letters grant ( 1954), and two Guggenheim 
Fellowships ( 1956, 60). 

Although his catalog of works includes orchestral pieces, the 
Soldier Songs for baritone and orchestra ( 1945-46), and a sizeable 
number of solo vocal and choral works of Hebraic religious inspira­
tion, it has been as a composer of opera that Hugo Weisgall has 
seemed determined to make his mark as a creative artist. As of 
the end of I 964 his major operas-all successfully produced or 
recorded-have included The Tenor (1948-50), The Stronger 
(1962), Six Characters in Search of an Author (1953-56), Pur­
gatory (1958) and Athaliah (1964). That each of these works is 
based on the works of powerful playwrights-Frank Wedekind 
( on, whose Pandorn's Box and Earth Spirit Alban Berg based his 
Lulu). Strindberg, Pirandel_lo, Yeats,Racine-is significant. For, as 
a matter of fact, Weisgall had been fascinated with the theater and 
with opera from his boyhood years. 

Hav'ing seen chances for a major ballet production of one of 
his works in Prague come to nothing following the Communist 
takeover there, we are told by Mr. Weisgall, "I knew I wanted to 
return to opera, but the only subject which at all appealed to me 
was The Tenor by Wedekind. As a matter of fact, I had long had 

this play in mind as a possible libretto. While still in college, back 
in I 930 or '31, I had taken part in a production of the play at the 
Johns Hopkins Workshop ... but I knew also that as the play 
stood, it would not work as an opera. By 1948 I was desperate 
about doing an opera. and despite many reservations about the 
Wedekind, I knew I had to get this one work out of my system. 

"After hunting about for a librettist, I somehow persuaded the 
then already prominent poet, Karl Shapiro, to tackle the job. We 
had known each other casually for a number of years before the 
War. I had heard about his War career and he about mine. He was 
teaching at Hopkins at the time, and one way or another, · he 
agreed to do the job. He had never written a play, let alone a 
libretto and was reticent about the whole business. 

"The first version of the opera was finished sometime in 1950. 
While writing the opera, I had been showing it constantly to 
Ernst Lert, then head of the Opera Department at the Peabody 
Conservatory. He not only gave me much advice, but also en­
couraged me to think that he would produce the piece at Peabody. 
Now that the work was done, he promptly told me that it was not 
viable as it stood and then proceeded to tell Karl and me what had 
to be done. Actually, he pointed out that the original play was 
merely a succession of three scenes and that it did not hang 
together. We agreed that he prepare a new scenario, although I 
knew that I faced a tremendous rewriting job. After a few weeks, 
instead of a scenario came a new libretto, plus an agreement 
covering services as co-I ibrettist, the terms of which I found 
difficult if not impossible to accept. Yet the fact remained that 
Lert had contributed some excellent dramatic ideas and had 
actually created the vastly expanded role of the manager who in 
the final version ties together all the threads of the action. Need­
less to say, the next few months were difficult ones for all con­
cerned; and because I had the most at stake, should there be no 
resolution of the disagreements that had arisen, I persisted in work­
ing toward a solution of the impasse. Somehow Lert finally was 
persuaded to let us use his ideas without his words and he did 
stage the first performance, February 11, 1952. Richard Cassilly 
of the present recording was in the title role and I conducted. It 
was a very bad show and almost cured me forever of conducting 
anything of my own. Lert insisted on using a pseudonym [John R. 
Allenl for himself as co-librettist; but after his death, when the 
score was published I put his name back on the title page where 
it belongs. 

"I cannot presume to judge the work. Certainly it had to be 
written as it was. I was looking for my operatic style and I poured 
more music into this piece than into anything I had written up to 
then. Every measure was gone over countless times. If ever I wrote 
a work with a sense of urgency, this was it. I had to prove to my­
self that I could write an opera. It certainly must have had its 
effect, because when I have written little else other than oiiera for 
better or worse. 

"In sum, I suppose that the most important fact about Tire Tenor 
is that it was the first opera I wrote as a mature composer. What 
attracted me to the Wedekind play initially was its subject matter. 
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The fact that it dealt with an operatic situation and with theater 
problems made me feel that this could be handled operatically. As 
it turned out, my next two operas also dealt with 'theatrical' prob­
lems-the actresses in The Stronger [recorded on Columbia 
ML 5106], and the crux of the theatrical problem-illusion versus 
reality-in Six Characlers." 

Frank Wedekind (1864-1918) was himself not only the author 
of plays regarded as extremely daring and violently provocative in 
the Germany of the turn-of-the-century ( he was, incidentally, born 
in San Francisco, of a doctor father and actress mother, but brought 
up in Switzerland), he was also a well known actor, cabaret artist, 
and song-writer. Thus, in dealing with the trials and tribulations of a 
Wagnerian tenor on tour, with especial attention to the lures and 
wiles of feminine admirers and to the paradoxical situation of the 
operatic star in free enterprise society as matinee idol and manager's 
meal-ticket, Wedekind knew much of his subject matter at first­
hand. But where the figure of the Manager in Wedekind's play 
remains until the very end merely an off-stage shadow behind the 
contract which Gerardo dares not break. even though it means the 
suicide of the only woman who has truly loved him, he becomes 
in the Weisgall-Shapiro-Lert opera the most powerful motivating 
figure of the drama, overshadowing Gerardo on stage at the point 
where the intruding Young Girl is firmly but gently shooed off the 
scene, and dominating him offstage to the very end when he rushes 
from the hotel room over Helen's prostrate body to make the train 
for his Tristan performance in the next city. 

The figure of the unsuccessful old composer, Prof. Diihring. a 
prominent one in Wedekind, is eliminated altogether from the 
operatic version, while the bellboy and valet-of minor moment in 
Wedekind-become the vehicle in the opera for a savage com­
mentary on the venality of the usually ill-paid help that infest the 
so-called first class hotels in capitol cities throughout the world. That 
scene reaches its peak of irony in the "heroic" aria for Gerardo 
on how to fold a tailcoat! On a more serious level, the dialogue 
between Gerardo and the manager. prior to Helen's invasion of 
the hotel suite and his repudiation of her, sums up unerringly the 
most evil aspects of star-manager relationship in contemporary free 
enterprise society. 

The musical language used by Weisgall in The Tenor is freely 
chromatic-post-Bergian, one might say, but more vital rhythmi­
cally. There is active but flexible polyphonic texture, which reaches 
its formal peak in a 4-part vocal fugue on a 12-note theme that 
comes as the Climax of the scene with Gerardo, his Manager, and 
the Young Girl (near the end of Side 2). NOTES PREPARED BY o. H. 

THIS RECORDING of The Tenor was done in 1958 and released 
the following spring on the Westminster label, only to disappear 
from circulation by the fall of I 961. With the assistance of the 
Alice M. Ditson Fund of Columbia University, it has been made 
possible for Composers Recordings, Inc. to make this recorded 
performance available once again as newly mastered from the 
original tapes. 

THE SINGERS- Richard Cassilly, Richard Cross, Doris Young, 
norothy Coulter, Chester Ludgin, and John Kuhn-featured in 
this recorded performance of The Tenor typify the best among the 
crop of young vocalists that have brought so much vitality to 
American opera production across the country and in New Yark 
since the middle J950's. Richard Cassil/y created the title role of 
The Tenor at its /952 premiere and as a recording artist has also 
been heard in Menotti's The Saint of Bleecker Street. Menotti's 
Maria Golovin recording has served as a vehicle for Richard Cross, 
while Doris Young has also appeared in the recorded version of 
Douglas Moore's The Devil and Daniel Webster, scheduled for 
re-issue on the Desio label in early 1965. Chester Ludgin is fea­
tured on CR/ 168 (stereo or mono) in the male lead, John Proctor. 
in Robert Ward's The Crucible. 

HERBERT GROSSMAN has conducted opera and concert per­
formances throughout Europe and the United States, and has been 
Conductor of the NBC Opera Company for nearly a decade. He 
has been associate conductor of the Ballimore Symphony and of 
the Pittsburgh Symphony orchestras. Among the operatic world 
premieres under his baton have been Menotti's Maria Golovin and 
for NBC-TV Menotti's Labyrinth. In recent years, he has been a 
familiar TV figure during the Christmas season as conductor of 
the NBC-TV broadcasts of Amahl and the Night Visitors. 

PUBLICATION AND TIMING: Weisgall: The Teno,·. ;\fel'ion :\Iusic, 
fnc., Bl'yn Mawl', Pa. 79'. NOTE TO BROADCASTERS: This recol'tling 
may not be broadcast without p1·ior wt·itten permission fron1 the 
<'opyright owners, ~lel'ion ~IusiC', Inc. 

COVER ILLUSTRA1'1ON: Aristide Brnant by Toulouse-Lautrec. 

PRINTED IN U.S.A. COMPOSERS RECORDINGS, INC. 
170 West 74th Street, New York 23, N. Y. 

The full high-fidelity quality of this recording can be 
realized on both stereo or monaural playback equipment. 



HUGO WEISGALL 
THE TENOR   Opera in One Act (1948-50)

based on Der Kammersanger by Frank Wedekind 
libretto by Karl Shapiro and Ernst Lert 

RICHARD CASSILLY (TENOR) –- Gerardo 
RICHARD CROSS (BASS-BARITONE) –- Maurice, Gerardo's Manager 
DORIS YOUNG (SOPRANO) –-- Young Girl 
DOROTHY COULTER (SOPRANO) –- Helen 
CHESTER LUDGIN (BARITONE) –-- Valet 
JOHN KUHN (TENOR) –- Bellboy 

Vienna State Opera Orchestra — Herbert Grossman (Conductor) 

HUGO	WEISGALL,	born	1912	in	Czechoslovakia	but	brought	up	and	educated	in	
Baltimore	from	his	eighth	year,	is	on	the	Music	Faculty	of	Queens	College,	New	
York	City,	and	is	President	of	the	American	Music	Center.	He	studied	in	Baltimore	and	
later	in	Philadelphia,	and	in	addition	holds	a	Johns	Hopkins	University	Ph.D.	in	
German	literature.	His	chief	mentor	in	composition	has	been	Roger	Sessions,	
with	whom	he	worked	until	1941.	

The	War	years	saw	Weisgall	doing	military	attache	work	with	the	Allied	Governments	
in	London	and	in	Prague;	and	during	1946-47,	he	was	Cultural	Attache	at	the	American	
Embassy	in	Prague.	At	this	time,	he	not	only	conducted	concerts	in	he	Czech	capitol	
featuring	American	contemporary	music,	lie	also	recorded	for	the	
Czech	Supraphon	label	with	the	Czech	Radio	Orchestra	the	late	Marc	Blitztein's	
orchestral	piece,	Freedom	Morning,	and	his	own	Overture	in	F.	

Back	in	the	U.	S.	A.,	Weisgall	became	active	in	a	wide	variety	of	musical	activities	in	
Baltimore,	as	Director	of	the	Baltimore	Institute	of	Musical	Arts,	as	composition	
teacher	at	the	Cummington	School	of	the	Arts,	and	as	founder-director	of	the	Hilltop	
Musical	Company	and	the	Baltimore	Chamber	Music	Society.	He	
has	also	been	choral	director	of	Chizuk	Amuno	Congregation	in	Baltimore	and	
Chairman	of	the	Faculty	of	the	Cantors'	Institute	and	Seminary	College	of	Music	at	the	
Jewish	Theological	Seminary	in	New	York.	



As	guest	conductor	he	has	appeared	with	major	orchestras	throughout	central	and	
western	Europe,	as	well	as	in	London,	as	well	as	with	a	goodly	number	of	major	
orchestras	here	in	the	United	States,	including	those	of	Baltimore	and	Washington,	D.	
C. Among	the	many	major	commissions	and	awards	received	by	Mr.	Weisgall	have 
been	the	Columbia	University	Beams	Prize	(1931) ,	a	Columbia	University	Ditson 
Fellowship	(1944) ,	a	National	Institute	of	Arts	and	Letters	grant	(1954) ,	and	two 
Guggenheim	Fellowships	(1956,	60) .

Although	his	catalog	of	works	includes	orchestral	pieces,	the	Soldier Songs	for	baritone	
and	orchestra	(1945-46) ,	and	a	sizeable	number	of	solo	vocal	and	choral	works	of	
Hebraic	religious	inspiration,	it	has	been	as	a	composer	of	opera	that	Hugo	Weisgall	
has	seemed	determined	to	make	his	mark	as	a	creative	artist.	As	of	the	end	of	1964	his	
major	operas	–	all	successfully	produced	or	recorded	–	have	included	The	Tenor	(1948-
50) ,	The	Stronger	(1962) ,	Six	Characters	in	Search	of	an	Author	(1953-56) ,	Purgatory 
(1958)	 and	Athaliah	(1964) .	That	each	of	these	works	is	based	on	the	works	of 
powerful	playwrights	–	Frank	Wedekind	(on,	whose	Pandora's	Box	and	Earth
Spirit	Alban	Berg	based	his	Lulu) .	Strindberg,	Pirandello,	Yeats,	Racine	–
is	significant.	For,	as	a	matter	of	fact,	Weisgall	had	been	fascinated	with	the	theater 
and	with	opera	from	his	boyhood	years.

Having	seen	chances	for	a	major	ballet	production	of	one	of	his	works	in	Prague	come	
to	nothing	following	the	Communist	takeover	there,	we	are	told	by	Mr.	Weisgall,	"I	
knew	I	wanted	to	return	to	opera,	but	the	only	subject	which	at	all	appealed	to	me	
was	The	Tenor	by	Wedekind.	As	a	matter	of	fact,	I	had	long	this	play	in	mind	as	a	
possible	libretto.	While	still	in	college,	back	in	1930	or	'31,	I	had	taken	part	in	a	
production	of	the	play	at	the	Johns	Hopkins	Workshop	...	but	I	knew	also	that	as	the	
play	stood,	it	would	not	work	as	an	opera.	By	1948	I	was	desperate	about	doing	an	
opera,	and	despite	many	reservations	about	the	Wedekind,	I	knew	I	had	to	get	this	one	
work	out	of	my	system.	

"After	hunting	about	for	a	librettist,	I	somehow	persuaded	the	then	already	prominent	
poet,	Karl	Shapiro,	to	tackle	the	job.	We	had	known	each	other	casually	for	a	number	
of	years	before	the	War.	I	had	heard	about	his	War	career	and	he	about	mine.	He	was	
teaching	at	Hopkins	at	the	time,	and	one	way	or	another,	he	agreed	to	do	the	job.	He	
had	never	written	a	play,	let	alone	a	libretto	and	was	reticent	about	the	whole	
business.	



"The	first	version	of	the	opera	was	finished	sometime	in	1950.	While	writing	the	opera,	
I	had	been	showing	it	constantly	to	Ernst	Lert,	then	head	of	the	Opera	Department	at	
the	Peabody	Conservatory.	He	not	only	gave	me	much	advice,	but	also	encouraged	
me	to	think	that	he	would	produce	the	piece	at	Peabody.	Now	that	the	work	was	done,	
he	promptly	told	me	that	it	was	not	viable	as	it	stood	and	then	proceeded	to	tell	Karl	
and	me	what	had	to	be	done.	Actually,	he	pointed	out	that	the	original	play	was	
merely	a	succession	of	three	scenes	and	that	it	did	not	hang	together.	We	agreed	that	
he	prepare	a	new	scenario,	although	I	knew	that	I	faced	a	tremendous	rewriting	job.	
After	a	few	weeks,	instead	of	a	scenario	came	a	new	libretto,	plus	an	agreement	
covering	services	as	co-Iibrettist,	the	terms	of	which	I	found	difficult	if	not	impossible	
to	accept.	Yet	the	fact	remained	that	Lert	had	contributed	some	excellent	dramatic	
ideas	and	had	actually	created	the	vastly	expanded	role	of	the	manager	who	in	
the	final	version	ties	together	all	the	threads	of	the	action.	Needless	to	say,	the	next	
few	months	were	difficult	ones	for	all	concerned;	and	because	I	had	the	most	
at	stake,	should	there	be	no	resolution	of	the	disagreements	that	had	arisen,	I	
persisted	in	working	toward	a	solution	of	the	impasse.	Somehow	Lert	finally	was	
persuaded	to	let	us	use	his	ideas	without	his	words	and	he	did	stage	the	first	
performance,	February	11,	1952.	Richard	Cassilly	of	the	present	recording	was	in	the	
title	role	and	I	conducted.	It	was	a	very	bad	show	and	almost	cured	me	forever	of	
conducting	anything	of	my	own.	Lert	insisted	on	using	a	pseudonym	[John	R.	
Allen]	for	himself	as	co-librettist;	but	after	his	death,	when	the	score	was	published	I	
put	his	name	back	on	the	title	page	where	it	belongs.	

"I	cannot	presume	to	judge	the	work.	Certainly	it	had	to	be	written	as	it	was.	I	was	
looking	for	my	operatic	style	and	I	poured	more	music	into	this	piece	than	into	
anything	I	had	written	up	to	then.	Every	measure	was	gone	over	countless	
times.	If	ever	I	wrote	a	work	with	a	sense	of	urgency,	this	was	it.	I	had	to	prove	to	
myself	that	I	could	write	an	opera.	It	certainly	must	have	had	its	effect,	because	when	I	
have	written	little	else	other	than	opera	for	better	or	worse.	

"In	sum,	I	suppose	that	the	most	important	fact	about	The Tenor	is	that	it	was	the	first	
opera	I	wrote	as	a	mature	composer.	What	attracted	me	to	the	Wedekind	play	initially	
was	its	subject	matter.	The	fact	that	it	dealt	with	an	operatic	situation	and	with	theater	
problems	made	me	feel	that	this	could	be	handled	operatically.	As	it	turned	out,	my	
next	two	operas	also	dealt	with	'theatrical'	problems	–	the	actresses	in	The	
Stronger	[recorded	on	Columbia	ML	5106],	and	the	crux	of	the	theatrical	problem	
illusion	versus	reality	–	in	Six	Characters."	



Frank	Wedekind	(1864-1918) 	was	himself	not	only	the	author	of	plays	regarded	
as	extremely	daring	and	violently	provocative	in	the	Germany	of	the	turn-of-the-
century	(he	was,	incidentally,	born	in	San	Francisco,	of	a	doctor	father	and	
actress	mother,	but	brought	up	in	Switzerland) ,	he	was	also	a	well	known	
actor,	cabaret	artist,	and	song-writer.	Thus,	in	dealing	with	the	trials	and	tribulations	of	
a	Wagnerian	tenor	on	tour,	with	especial	attention	to	the	lures	and	wiles	of	feminine	
admirers	and	to	the	paradoxical	situation	of	the	operatic	star	in	free	enterprise	
society	as	matinee	idol	and	manager's	meal-ticket,	Wedekind	knew	much	of	his	subject	
matter	at	firsthand.	But	where	the	figure	of	the	Manager	in	Wedekind's	play	
remains	until	the	very	end	merely	an	off-stage	shadow	behind	the	contract	which	
Gerardo	dares	not	break,	even	though	it	means	the	suicide	of	the	only	woman	who	has	
truly	loved	him,	he	becomes	in	the	Weisgall-Shapiro-Lert	opera	the	most	powerful	
motivating	figure	of	the	drama,	overshadowing	Gerardo	on	stage	at	the	point	
where	the	intruding	Young	Girl	is	firmly	but	gently	shooed	off	the	scene,	and	
dominating	him	offstage	to	the	very	end	when	he	rushes	from	the	hotel	room	over	
Helen's	prostrate	body	to	make	the	train	for	his	Tristan	performance	in	the	next	city.	

The	figure	of	the	unsuccessful	old	composer,	Prof.	Duhring, a prominent	one	in	
Wedekind,	is	eliminated	altogether	from	the	operatic	version,	while	the	bellboy	and	
valet	–	of	minor	moment	in	Wedekind	–	become	the	vehicle	in	the	opera	for	a	savage	
commentary	on	the	venality	of	the	usually	ill-paid	help	that	infest	the	so-called	first	
class	hotels	in	capitol	cities	throughout	the	world.	That	scene	reaches	its	peak	of	irony	
in	the	"heroic"	aria	for	Gerardo	on	how	to	fold	a	tailcoat!	On	a	more	serious	level,	the	
dialogue	between	Gerardo	and	the	manager,	prior	to	Helen's	invasion	of	the	hotel	
suite	and	his	repudiation	of	her,	sums	up	unerringly	the	most	evil	aspects	of	star-
manager	relationship	in	contemporary	free	enterprise	society.	

The	musical	language	used	by	Weisgall	in	The	Tenor	is	freely	chromatic-post-Bergian,	
one	might	say,	but	more	vital	rhythmically.	There	is	active	but	flexible	polyphonic	
texture,	which	reaches	its	formal	peak	in	a	4-part	vocal	fugue	on	a	12-note	theme	that	
comes	as	the	Climax	of	the	scene	with	Gerardo,	his	Manager,	and	the	Young	Girl	(near	
the	end	of	Side	2) .	NOTES	PREPARED	BY	D.	H.	



THIS	RECORDING	of	The Tenor	was	done	in	1958	and	released	the	following	spring	on	
the	Westminster	label,	only	to	disappear	from	circulation	by	the	fall	of	I	961.	With	the	
assistance	of	the	Alice	M.	Ditson	Fund	of	Columbia	University,	it	has	been	made	
possible	for	Composers	Recordings,	Inc.	to	make	this	recorded	performance	available	
once	again	as	newly	mastered	from	the	original	tapes.	

THE	SINGERS	–	Richard	Cassilly,	Richard	Cross,	Doris	Young,	Dorothy	Coulter,	Chester	
Ludgin,	and	John	Kuhn	–	featured	in	this	recorded	performance	of	The	Tenor	typify	the	
best	among	the	crop	of	young	vocalists	that	have	brought	so	much	vitality	to	American	
opera	production	across	the	country	and	in	New	York	since	the	middle	1950's.	Richard	
Cassily	created	the	title	role	of	The	Tenor	at	its	1952	premiere	and	as	a	recording	artist	
has	also	been	heard	in	Menotti's	The	Saint	of	Bleecker	Street.	Menotti's	Maria	
Golovin	recording	has	served	as	a	vehicle	for	Richard	Cross,	while	Doris	Young	has	also	
appeared	in	the	recorded	version	of	Douglas	Moore's	The	Devil	and	Daniel	
Webster,	scheduled	for	re-issue	on	the	Desio	label	in	early	1965.	Chester	Ludgin	is	
featured	on	CRI	168	(stereo	or	mono)	in	the	male	lead,	John	Procto,	in	Robert	
Ward's	The	Crucible.	

HERBERT	GROSSMAN	has	conducted	opera	and	concert	performances	throughout	
Europe	and	the	United	States,	and	has	been	Conductor	of	the	NBC	Opera	Company	for	
nearly	a	decade.	He	has	been	associate	conductor	of	the	Batlimore	Symphony	and	of	
the	Pittsburgh	Symphony	orchestras.	Among	the	operatic	world	premieres	under	his	
baton	have	been	Menotti's	Maria	Golovin	and	for	NBC-TV	Menotti's	Labyrinth.	In	
recent	years,	he	has	been	a	familiar	TV	figure	during	the	Christmas	season	as	conductor	
of	the	NBC-TV	broadcasts	of	Amahl	and	the	Night	Visitors.	
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Hugo	Weisgall’s	The Tenor,	a	chamber	opera	in	one	act,	was	one	of	the	most	serious	
and	substantial	American	operas	of	the	1950s.	Weisgall’s	musical	style	recalls	German	
models.	The	dense,	developmental	texture	often	crystallizes	into	strong	set-numbers,	
and	supports	a	complicated	system	of	musical	da	capos,	thematic	recurrences,	and	
even	references	to	Tristan	and	Isolde.	This	thematic	structure	is	complicated	
but	effective;	the	piece	does	not	appear	to	me	overcomposed	for	the	theater.	

Dramatically,	the	opera	is	likewise	intense.	Based	on	Wedekind’s	Der	Kammersänger,	
the	libretto	concerns	a	present-day	matinee	idol,	a	man	who	has	sacrificed	personal	
integrity	to	his	self-image	in	the	role	of	Tristan.	Women	fall	for	him	in	droves,	but	when	
one	of	them	gets	serious	his	insufficiency	becomes	plain.	For	Gerardo	cannot	face	his	
Manager’s	threat	to	revoke	his	contract	if	he	is	associated	with	any	scandal.	Helen,	
however,	has	left	her	husband,	and	she	implores	Gerardo	to	quit	the	stage-life	that	he	
himself	realizes	is	stifling	him.	He	is	on	the	point	of	agreeing	when	the	Manager	
telephones;	Gerardo	reneges	and	Helen	shoots	herself.	Terrified,	the	tenor	steps	over	
her	body	to	obey	the	Manager’s	summons	—	his	career	wrecked,	of	course.	The	
success	of	this	libretto,	incidentally,	is	due	partly	to	some	bold	rewriting	of	the	original	
play	by	Karl	Shapiro	and	Ernst	Lert.	

Illusion,	manipulation,	and	crumbling	identity	are	powerfully	projected	by	Weisgall,	
though	he	has	his	musical	problems.	There	is	a	certain	neutrality	to	the	musical	style	
and	the	lyric	sections	do	not	quite	“sing”	as	they	should.	But	we	can	take	some	
stiffness	and	some	blandness	in	a	first	opera	that	shows	a	superb	instinct	for	the	right	
musical	idea	for	the	right	occasion.	When	Gerardo	and	the	Manager	are	getting	rid	of	a	
persistent	intruder,	the	triple	fugue	is	ominous	and	riotous,	and	perfectly	placed	for	
both	musical	and	dramatic	coherence.	When	Gerardo,	trying	to	placate	Helen	after	
finally	rejecting	her,	breaks	out	unconsciously	into	the	music	of	Tristan	and	
Isolde,	we	understand	by	means	of	the	single	grisly	stroke	how	he	has	no	real	voice	of	
his	own.	This	is	no	trick	illusion;	it	sums	up	and	clarifies	musically	the	fundamental	
dramatic	idea.	

In	fact,	The	Tenor	would	appear	to	have	been	written	because	the	composer	had	
something	to	say,	not	just	because	it	seemed	to	him	a	good	idea	to	write	an	opera.	A	
rare,	precious	quality	indeed.		—Joseph	Kerman,	1959	
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