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To speak about a new idea for American Opera is slight-

ly embarrassing for me since I am about to finish a new’
operatic work along the lines which I shall discuss pre-
sently. I hope, however, you will not mind this circum=
stance. After all, it seems natural enough that a person
who has an idea tries to realize it practically, or that'
somebody who does something new speaks about the idea be-
hind 1%,

lMore then any other musical art, opera depends in its "'
outward appearance on the conditions under which it is p}B;
duced. When real opera came into being about 1600, it found
a quite generous reception, as it seems. lionteverdi, the
unsurpassed musico-dramatist of those early days, employed
in his "Orfeo" an elaborate chorus and a colourful, drche-
stra with mahy fancy instruments vanished since, Thirty

years later he was left with but a few leading characters,

almost no chorus and an orchestra more or less confined to
stringed instruments. Economiec changed had made dwindle the
financial resources of operatic production at that time.
Again thirty years later, however, opera re-appeared as g

super-glamorous spectacle, as for instance in the produc-
tions of Galli Bibiena at the imperial court of Vienna. 8
do not know whether they had in their vocabulary anything
equivalent to what is so appropriately called "thrilling
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fantasound", but in effect it must have been something
of the kind. B

The importent thing in all these ups and downs is that tne
artistic evolution was not affected at all by their 1mfacb.

L

Monteverdi adjusted readily his apparatus according t0o bno
opportunities of the period, but he did not give in as far
as his musical intentions were concerned. It is due to
this unswerving attitude that opera remeined an essentlél
brench of the musical movement and ¢ kopt its 31gn1f11x‘
gence as a showplace of progress. Applying this experlenée

to our situation, we have to conclude that American- bpera
will florish and gein historicel import to the extent as
it keeps abreast with the evolution of music proper and
adjusts itself to the practical conditionse

What are the practlcal condltlons7 Realistically seen,
there is no opera house in this country which would be .
ready to put across new operas using the traditional appa-
ratus of full-sized orchestra and chorus. The only insti-
tution endowed with sufficient equipment is, of course,
the Metropolitan Opera House in New York. For reasons .
which I do not wish to analyzgo ggg this institute takes
as little active interest in memssegRemERy wobks as the
temporary operatic establishments in different cities,
formed after its image.

Therefore, the new American opsra needs a new framework.
Qur requirement that the new opera should employ advanced
musical means implies careful preparation, that is: ample
rehearsing time. Considering the practical possibilities,
we will get what we want only if we compensate the expen-
gses involved in comprehensive preparation by keeping the'
size of our spparatus as small as possible. This, in turg

will enable us to move easily from place to place and to
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meke up for the lack of serial performances in ome place
by having meny of them in different places.

These circumstances determine the outline of a n;;‘
operatic style which onee might truly be called the Aume-
rican Stfyle because it grows out of the will to marcn :

in the frontline of evolution and because it rests upon
the specific conditions offered in this country. I assure
you that, if a period in the history of opera shall De \
called the American period, it will be so only in accaunt
of its artistic importance, regardless of what subJect?‘

have been treated by composers and playwrights. No one
would find Itelian opera wofth considering if it had kad

no other merits than having elaborated on provincial toi‘
pics, and it is certainly not the amount of quaint Teuto-
nic stuff that made Wagner a towering figure in the. hi-

story of operaj his artistic vision is all that counts.

The smellness of the orchestral apparatus which may
consist of not more than six instruments calls for & very

circumspect handling in order to avoid overworking and

monotony. Therefore certain sections of such a play will

be filled with spoken dialogue. This, in turn, makes a
flexlble dramatic technique necessary. The device known

s "living newspaper" will be quite valuable. I breaks_
up the continuous flow of dramatic action and introduces
the element of critical discussion. This is a distinctly
new idea in opera since it destroys the factor of illusion

which played a decisive part in the development of roman-
tic opera. From the technique of the movies we take over

sovereign dealing with time and space. This, in turn, re-
quires thorough simplification of scenery which is well in
keeping with our intention to reduce the paraphernalia of
our production to a minimum.

During the last few ysars many of these ideas have al-
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ready been discussed here and there, and people inter-!

ested in the promotion of American opera agree on those
principles in general. I seem, however, to observe that
many think first of suitable adaptation of the tradltlo-
nal repertory, or assume that new plays based on 1gghk

the ideas set forth here have to be distinctly popular -
whatever that may meen. Adaptation of older operas mluht

be interesting and necessary as long as new material 1s
not available. But it were a fatal mistake to believe

that the problem can be solved from the side of perfor-
mance exclusively. New impulses of a creative nature are

indispensable. As far as popularity is concerned, notﬁiﬁv

could be worse than to underrate the capacity of the au-
dience. Time and again I observed that talking down,‘ob
i playing down to an audience is a most pernmicious attita-

de. I know from three years of experience with all kinds
of people that the American public is many times more :
intelligent, capable of efforts and willing to meke them

than most of its sommercial caterers dare to believe.¥

In some cases the new opera was launched as am
siithaedddlek children's or students' play. That may be an
interesting sideline, but it should never be thought of
as more than that. This concept again involves a limita~
tion of the artistic content while the only way to creats
a new operatic style iaf the one in which all aspects are
limited except the artistic levels The new style requires
trained performers - not opera stars who are petrified
in routine, but young singers who are musically intelli-
gent and have a definite talent for acting. Kk !
-l Here are the two pointa where school and educatlor
come in: on the one hand, we need performers thoroughly
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trained in music and drama, people who have flexible
voices, perfect articulation of text in singing and
speaking, good readers with a keen ear who do not balk
before unusual intervals, and who know how to behave on .
sh8ge as human beings, not as freaks with peculiar ﬁhroats
There is a tremendous task for our voice and drama de-
partments. On the other hand,schools would be theAmost

appropriate and dignified centers for the new venturei®

The creation of a new opera style is one of the noblést
opportunities offered to this nation. The problems- in-

volved can not be solved sdmssewsse from a commercial |
angle. Training interpreters for the new musical a551gn-
ments, educating the public thraighout the country so i
that opera would become a part of the intedlectual 1life
of the nation instead of being a luxurious pastime for

a few wealthy metropolitans - these are the tasks be-"""
fore us. It would be wily natural that the greatrteaching
centers of America attend to them with customary zeal.



