Opera at Columbia: A Shining Legacy
Margaret Ross Griffel

Introductory Note: Opera has always been central to my life. Listening to the
Saturday afternoon broadcasts from the Metropolitan Opera was a ritual
in my parents’ home, and we talked about our visits to the Met (albeit in
the “nosebleed” seats) for weeks afterward. My love for opera was further
nourished by my years at New York City’s High School of Music and Art,
then some twenty blocks north of Columbia University, during which time
Handel oratorios were semistaged at the school’s major concerts and Aaron
Copland’s The Second Hurricane (1937) was revived at Carnegie Hall in a
1960 performance by M&A students conducted by Leonard Bernstein.

In the 1960s, it was my good fortune to attend Barnard College and
then do graduate studies in musicology at Columbia, where chances to
hear contemporary as well as older operas abounded and opera compos-
ers such as Douglas Moore, Otto Luening, Henry Cowell, and Jack Beeson
were members of the faculty. Sadly, such opportunities diminished in the
following decades, breaking Columbia’s tradition of being a major source
for the creation and performance of operas, which had reached its height in
the 1940s and 1950s—the heyday of the Columbia Opera Workshop.

After a brief history of the Workshop, the present article examines what
it was like to be an opera-loving student at Columbia in the mid-1960s when
Current Musicology was launched. Surrounded by the prominent compos-
ers mentioned above and other former participants of the Workshop who
still taught courses in the Department of Music, including Willard Rhodes
and Howard Shanet, we students had the chance to hear new and rarely
performed works on campus or at nearby music conservatories and opera
houses. In addition, this essay explores the contributions of Columbia
graduates, particularly composers, to the world of opera.

The article’s final two sections detail the operas given at various Co-
lumbia locations from 1941 to 2004. The first lists operas presented by the
Music Department and the Workshop. It also includes those operas that were
put on independently during the same period at venues such as McMillin
Theatre (later renamed Miller Theatre), Barnard College’s Minor Latham
Playhouse, and Brooks Hall, which featured Mozart operas in honor of his
bicentennial year of 1956. The second section describes operas that were
given at various Columbia locations after the Workshop closed.
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Brander Matthews Hall and the Columbia Opera Workshop

Brander Matthews Hall was opened on December 7, 1940, at 420 West 117th
Street between Amsterdam Avenue and Morningside Drive. The new home of
the Columbia Theatre Associates (CTA), its purpose was to present “original
plays, revivals of classic works and of American and European plays of recent
vintage, the musical plays to be given in cooperation with the Department
of Music” (New York Times 1940:67). The hall (sometimes referred to as
Brander Matthews Theatre) was described by later critic Joel Honig as “the
crucible of American chamber opera” (Honig 1997:10).! Its first operatic
offerings were a double bill on February 13, 1941: Arthur Benjamin’s The
Devil Take Her and Vittorio Giannini’s Blennerhasset. On May 5 of that
year, Benjamin Britten’s Paul Bunyan received its world premiere with the
Columbia Opera Workshop.

The Workshop was founded at the School of General Studies in 1943 as
a four-credit course that met twice a week and was open to budding singers,
conductors, composers, librettists, and stage directors who were students
at the university, as well as those who had already turned professional. Ac-
cording to a contemporary account, it was to be “devoted to the study and
performance of opera in its relation to the modern theatre” (New York Times
1943:26). Jack Beeson, MacDowell Professor Emeritus at Columbia, who
participated in the Workshop, noted that it “encouraged new works and ideas
and the revival of neglected operas of interest to the University community
and the New York public at large” (Knubel 1997).2 Beeson himself wrote
an article on the Workshop in 1961, copies of which he made available on
request, but his account remained unpublished until it appeared with slight
revisions in Current Musicology in 2000.

The Workshop was supported by the Music Department, the CTA, and
the Alice M. Ditson Fund (Beeson 2000b:194).* It presented two perfor-
mances a season, mostly at Brander Matthews Hall, including revivals of
long-forgotten eighteenth-century works by composers such as Giovanni
Battista Pergolesi, Johann Schenk, André-Ernest-Modeste Grétry, Giovanni
Paisiello, Etienne-Nicolas Méhul, and John Pepusch, and usually a new
work by an American composer.®> Performances were given in English and
also included revivals of Ralph Vaughan Williams’s Sir John in Love and
Igor Stravinsky’s The Soldier’s Tale. In its first year the Workshop presented
Grétry’s The Two Misers and Bernard Wagenaar’s Pieces of Eight.

Brander Matthews Hall was torn down in 1958 to make room for
Columbia’s expanding Law School, and the Workshop came to an end
shortly thereafter.
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Student Opportunities in the 1960s

Graduate students entering the music department at Columbia in the
mid-1960s, whether they were aspiring musicologists, ethnomusicologists,
theorists, or composers, were able to augment their studies by getting a
hands-on “course” in writing and editing—joining the staff of the newly
created journal Current Musicology. At the same time, they had the chance
to learn firsthand about the developments then occurring in American op-
era. ] had already had my own introduction as a student at Barnard, when I
took Otto Luening’s course “The Opera,” described in the 1961-62 Barnard
catalogue as “a rapid survey of the development of opera from Monteverdi
to the present.” Luening’s course enabled students to hear guest lectures from
Columbia-based composers including Moore, Cowell, and Beeson. I also
took Cowell’s “Contemporary Music,” “a survey of contemporary music from
Debussy to the present,” which included many of Cowell’s own anecdotes.
If memory serves, he told the class that both he and Arnold Schoenberg
were terrible tennis players, and he personally demonstrated one of his own
more famous pieces, The Banshee, on the strings of the battered piano in
the Journalism lecture hall.

Moore, Luening, Cowell, and Beeson

A page from the 1964-65 Columbia College bulletin lists the faculty of the
music department at the time of Current Musicology’s birth (figure 1). Doug-
las Moore, not present there, is included in the Barnard catalogue of that
year as professor emeritus. Professors Paul Henry Lang and Denis Stevens,
teaching on the graduate level only, are not included either.

Douglas Moore ("63HON) chaired the department from 1940 until his
retirement in 1962 and was a great supporter of opera at Columbia in the
1940s and 1950s.° The Workshop gave the premieres of Moore’s Giants in
the Earth (1951) and Gallantry (1958). The Ballad of Baby Doe (1956) and
Carry Nation (1966), though not premiered at Columbia, were heard at the
New York City Opera in March 1968 and April 1969, respectively.’

Otto Luening ("8 lHON) became chair of the Barnard Music Department
in 1944. He conducted several Workshop performances, led the Summer
Workshop with Willard Rhodes, and composed one of the operas given by
the group, Evangeline (1948). Luening taught composition at the graduate
level in the 1960s and retired in 1970.

Henry Cowell was at Columbia from 1949 to 1965. He composed three
operas, only one of which was performed in his lifetime: The Building of
Bamba (1917). O’Higgins of Chile, commissioned by the Ditson Fund, was
composed but never performed.®
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Figure 1: Faculty of the Columbia University Department of Music as listed on page 127
of the Columbia College bulletin for the 1964—65 academic year.

Music

DEPARTMENTAL REPRESENTATIVE: Mr. Beeson, 601 Journalism

DEPARTMENTAL CONSULTANT: Mr. Newman, 601 Journalism

PROFESSORS
Otto Luening (Barnard)
William J. Mitchell
Willard Rhodes (General Studies)
Vladimir Ussachevsky (General
Studies)

ASSOCIATE PROFESSOKS

Jack Beeson
Hubert A. Doris (Barnard)
Douglas F. Fraser (Art History)

ASSISTANT PROFESSORS (continued)
Ernest Sanders (General Studies)
Peter Westergaard

INSTRUCTORS

Patricia Carpenter
Gordon Crain

Christopher Hatch
Charles Wuorinen

ADJUNCT PROFESSOR

Edward Lippman (Graduate
Faculties)
Howard S. Shanet

Henry Cowell

LECTURER

" Elias Dann
ASSISTANT PROFESSORS

Nicholas England
Peter Flanders (General Studies)
Joel Newman

ASSOCIATE
M. Searle Wright

oN LEAVE: for the academic year, Messrs. Hatch and Westergaard; for the spring
term, Mr. Luening.

Jack Beeson joined the faculty in 1945, becoming MacDowell Professor
of Music in 1965 and retiring in 1988 after serving as music department chair
from 1968 to 1972, having succeeded William J. Mitchell. Beeson, Luening,
and Jacques Barzun (CC’27, GSAS’32), then university provost, started the
DMA degree in composition in 1965. Beeson’s most widely performed opera,
Lizzie Borden, received its premiere at the New York City Opera in 1965.°
I had seen Lizzie Borden when City Opera revived it on October 26, 1967,
and I was Beeson’s teaching assistant in 1969, when he taught the under-
graduate opera course. The students, who sometimes seemed uninterested
in my listening section when I played the standard repertoire, sat in rapt
attention during class when Beeson offered an in-depth look at his work.
Two of his other operas, Hello Out There (1954) and The Sweet Bye and Bye
(1957), were first presented by the Opera Workshop, for which Beeson had
been a coach, rehearsal pianist, and assistant conductor. My Heart’s in the
Highlands (1970) received its first stage performance in 1988 at the newly
refurbished and recently renamed Miller Theatre. His graduate courses
in the 1960s included the “Proseminar in Musical Composition” and the
“Composition Conference.”
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Rhodes, Shanet, Westergaard, Wuorinen, and Lewin

Willard Rhodes (GSAS’25) was musical director of the Opera Workshop
from 1944 to 1954 and conducted many of its performances. He was suc-
ceeded by Rudolph Thomas. In the 1960s, Rhodes taught the undergraduate
opera course as well as “Folk Music” and “Ethnomusicology;” he retired in
1969.

Howard Shanet (CC’39, GSAS’41) was the long-time conductor of the
Columbia Orchestra and led several opera performances at Columbia in the
1950s and 1960s. He joined the music department in 1953, became chair in
1972, and served as the first director of music performance in 1978. He was
named professor emeritus in 1989.

Composer-theorist Peter Westergaard, today professor emeritus at
Princeton University, was at Columbia from 1958 to 1966. His undergraduate
courses included those on counterpoint and analysis. His opera Mr. and Mrs.
Discobbolos received its first performance in 1966 at McMillin Theatre.

Charles Wuorinen (CC’61, GSAS’63), at Columbia from 1964 to 1971,
taught the “Composition Conference” and the “Proseminar in Musical
Composition.” His operas include The Politics of Harmony, first given at
McMillin Theatre (1968); W. of Babylon (1975, New York); and Haroun and
the Sea of Stories (2004, New York).

In more recent times, opera composers who have taught at Columbia
have included Frank Lewin, who taught the course “Music in Modern
Media” at the School of the Arts. He has written the operas Gulliver (1975,
Minneapolis), which includes some music by Easley Blackwood and Elliot
Kaplan, as well as Burning Bright (1993, New Haven).

Columbia-Educated Opera Composers, et al.

Among the Columbia graduates who studied composition just before or at
the time of Current Musicology’s debut were several who, like Wuorinen, also
went on to write operas—Marvin David Levy (GSAS’56), John Corigliano
(CC’59), Wendy Carlos (GSAS’65), and Alice Shields (GS’65, GSAS’67,
SOA75). Levy was commissioned to write Mourning Becomes Electra, which
received its premiere by the Metropolitan Opera on March 17, 1967, to
much fanfare.' Another Columbia graduate, John Kander (GSAS’54), the
composer of such musicals as Cabaret (1966) and Chicago (1975), was an
assistant conductor for some of the Workshop productions.

Opera composers Ulysses Kay and Ezra Laderman (GSAS’52) studied
composition at Columbia, too.!" John Crosby, who studied conducting with
Rudolph Thomas at Columbia, was an assistant conductor for the Workshop
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in the 1950s; he founded the Santa Fe Opera in 1957. Crosby said of his
Columbia years, “Whenever and wherever devoted artists are led to work
together, significant things will happen. This was Columbia in the 1940s
and 50s” (Knubel 1997).

New York Opera Performances in the 1960s

Aside from rubbing shoulders with opera composers then at the University,
Columbia graduate students who actually wanted to see operas were often
to be found in the famed standing-room section of the Metropolitan Opera
(the Met had moved to its new home at Lincoln Center in the fall of 1966).
Their experiences fueled heated discussions between classes the next day or at
the many CM parties that were held each year, when arguments about plicas
and performance practice made way for debates over high C’s and what the
diva was wearing backstage, if anyone had been lucky enough to be allowed
into the dressing room. One event that triggered such excitement was the
return of “La Stupenda” (Joan Sutherland) to the Met in Donizetti’s Lucia di
Lammermoor on December 12, 1966. My grandmother Giza rewarded me for
my music studies with one of her prized Family Circle subscription tickets,
and together we had the thrill of seeing Sutherland’s triumph first-hand.

New York City Opera, which was founded in early 1944, shortly after
the Columbia Opera Workshop’s creation, moved to the New York State
Theater at Lincoln Center on January 3, 1966. Aside from the standard
fare, it offered contemporary operas and operatic rarities, ranging from
works by Robert Ward, Beeson, and Moore to those of Alberto Ginastera
and Handel. Ward’s The Crucible was revived there on March 8, 1968, eight
years after its premiere.

Ginastera’s controversial Bomarzo—banned in Buenos Aires because
the mayor, who had not even seen the work, charged that it was “obsessed
with sex, violence and hallucinations”—received its New York premiere on
March 14, 1968 (Schonberg 1968a:28). Ginastera himself was invited to one
of the Columbia graduate student parties, this one hosted by Chilean pianist
Carla Hubner (GSAS’70), and we felt as though we were a part of operatic
history just by speaking with the composer. His Don Rodrigo had opened
the City Opera’s first season at Lincoln Center on February 22, 1966, with
newcomer Placido Domingo in the title role.

Rarely heard older works performed at City Opera during this time
included Handel’s Giulio Cesare in fall 1966 conducted by Julius Rudel,
with a stunning Beverly Sills as Cleopatra and a commanding bass-baritone
Norman Treigle in the title role, the castrato part having been rescored for
this production. The arrangement was certainly not authentic musically and
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was a great deal shorter than the versions being performed today, but it was
wonderful nonetheless—and the packed houses and frenzied fans attested
to its continuing appeal when it was brought back the following October.
To the “horror” of students who were taking Paul Henry Lang’s “Proseminar
in Musicology” that year, however, the composer was listed in the program
as “Georg Friederich Hindel,” not as “George Frideric Handel,” the name
the composer adopted and preferred (and that is generally used in the
English-speaking world; MGG still prefers the German form of the name).'?
Lang’s students did not dare to use an umlaut in Handel’s name in their
papers and heard the same “warning” in most of Lang’s courses, including
those on Pergolesi and J. S. Bach."

Handel’s Sernele was revived at the nearby Caramoor Festival in Katonah,
New York, in 1969, with Rudel conducting and various City Opera singers in
major roles. The program actually cited a couple of passages from Lang’s 1966
book on Handel (and spelled the composer’s name without the umlaut!).

Monteverdi’s Incoronazione di Poppea, in Raymond Leppard’s lush
realization, was presented at Caramoor on June 22 and 28, 1968. According
to the notes by Alan Rich in the program book, Leppard edited the work

not with any idea of tampering with the score as a sop to modern ears.. ..
[but with] shrewd and respectful underlinings here and there to adjust the
proportions of the score to a stage of contemporary size and an orchestra
of musicians trained in contemporary techniques. Such practices constitute
authenticity in its best sense. (Rich 1968:7)

This version, trimmed to a prologue and two acts, nevertheless raised eye-
brows in Denis Stevens’ Monteverdi course.

Closer to home, Juilliard, which at this time was still located on Clare-
mont Avenue at 122nd Street, offered the first US performance of Richard
Rodney Bennett’s The Mines of Sulphur, on January 17, 1968. The work was
revived in 2005 by the City Opera, to great enthusiasm (see below). Juilliard
also gave the US premiere of Francesco Cavalli’s Ormindo (1644) on April
25, 1968, “in a new version realized by Raymond Leppard.” As Harold C.
Schonberg noted in his review, “how much of Leppard and how much
of Cavalli there is in the version there is no way of telling” (Schonberg
1968b:32).

New Life for Operas at Columbia

When Steven Mackey’s Ravenshead received its New York premiere at Co-
lumbia University’s Miller Theatre on November 12, 1998, it was the first
" of three operas performed there to mark the Miller’s tenth season;' 1998
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was also the first year in which several operas had been performed in one
season at Columbia in quite a few decades. An article by the New York Times
critic Anthony Tommasini that same year noted that forty American operas,
several of them still on the boards, were mounted by the Columbia Opera
Workshop in the 1940s and 1950s, a history that had been all but forgotten.
He quoted Jack Beeson on the subject of new operas returning to campus:
“Everything else seems to be coming back these days . . . Why not opera at
Columbia?” (Tommasini 1998b: sec. AR, 41).

Columbia’s historic contributions to American opera had, in fact, been
showcased the previous year, in a well-attended concert at Miller Theatre on
April 6, 1997, which was organized by alumnus and composer Jim Steple-
ton and presented by the Friends and Enemies of Music. This memorable
event, which the present writer was fortunate enough to attend, was billed
as “a music department centennial concert honoring Columbia University’s
contribution to American opera in the 1940s and 1950s.”'* The Columbia
press release marking the occasion noted that twenty-one music theater
works were “commissioned, written, or premiered between 1941 and 1959
at Columbia, and music historians have called many of them pioneering
contributions to the development of an American opera tradition” (Knubel
1997). While the number of performances and premieres given at Colum-
bia varies according to different accounts, the university’s significance for
opera, particularly American opera, is not in doubt (though this is another
story). '

Operas at Columbia, 1941-2004

Although the Workshop closed in 1958, live opera has survived in recent
decades at Columbia University, though performances have diminished in
number. The following pages offer a closer look at the many new operas and
revivals (mostly American) that graced Columbia auditoriums in the heyday
of opera production, from the first efforts in the 1940s until 1958—at spaces
such as Brander Matthews, McMillin Theatre, and Minor Latham Playhouse.
Many of these productions involved Columbia performers. Built in 1923,
McMillin was renamed the Kathryn Bache Miller Theatre (usually referred
to as Miller Theatre) in 1988, after its redesign. Some of the performers in
the opera productions, including Columbia-educated Teresa Stich-Randall,
Dorothy Dow, and James McCracken, went on to have significant careers on
the operatic stage, while others made and continue to make important con-
tributions to all aspects of music, including musicology and education.'®



Margaret Ross Griffel

The followinglist of operas associated with Columbia includes all of the
works that were supported by the Columbia-based Alice M. Ditson Fund,
whether or not they received their premieres on campus and whether or not
they were ever performed. A second section lists operas given at Columbia
since the close of the Workshop. Operas are presented in chronological or-
der, with their titles preceding the date and location of their premiere, and
a brief bibliography is included for each work.”

The Brander Matthews—Theatre Associates Era—Columbia

Opera Workshop

The Devil Take Her (1931, London; 1941, Brander Matthews)

Opera in one act by Arthur Benjamin; libretto by Alan Collard and John
B. Gordon; lyrics by Cedric Cliffe. First performance December 11, 1931,
London, Royal College of Music. First complete US performance February
13, 1941, New York, Brander Matthews Hall, with Lilyan Crystal, Armand
Harkless, Leonard Stocker, and Paul Quartin; conducted by Jacob Schwarz-
dorf; designed by Richard Bernstein. Presented by the CTA and the Juilliard
Institute Opera Players, with Blennerhasset.

Blennerhasset (1939, CBS radio; 1941, Brander Matthews)

Radio opera in one act by Vittorio Giannini; libretto by Philip Roll and
Norman Corwin. First performance November 22, 1939, CBS radio. First
stage performance February 13, 1941, New York, Brander Matthews Hall,
with Tracy Silvester and Derna de Pamphilis; conducted by the composer;
designed by Richard Bernstein. Originally commissioned by CBS.

Beeson (2000b:199); N. S. [Noel Straus}, “Juilliard Players Give Operas,”
New York Times, February 14, 1941, 14.

Paul Bunyan (1941, Columbia, Brander Matthews)

“Choral operetta” in a prologue and two acts by Benjamin Britten; libretto
by W. H. Auden. First public performance May 5, 1941, New York, Brander
Matthews Hall, with Helen Marshall ( Tiny), William Hess (Inkslinger), Bliss
Woodward (Hel Helson), Charles Cammock (Slim), Milton Warchoff (Paul
Bunyan), and Mordecai Bauman (Narrator); chorus of the Schola Cantorum;
conducted by Hugh Ross; directed by Milton Smith. Presented by the CTA
and the Music Department. Commissioned by the Ditson Fund. The roles
of Tiny and Slim are not listed in the Downes review but appear in other
sources, such as The New Kobbé’s Opera Book (ed. The Earl of Harewood
and Antony Peattie, New York: G. P. Putnam’s Sons, 1997), 96.
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Beeson (2000b:199); Olin Downes, “Official Opening for ‘Paul Bunyan,”
New York Times, May 6, 1941, 25; Louis E. Schaefer and Gilbert Y. Steiner,
““Paul Bunyan, Reincarnated at Brander Matthews, Proves Refreshing
Operetta,” Columbia Spectator, May 6, 1941, 1.

The Music Master (Il maestro di musica) (1752, Paris; 1942, Columbia,
Brander Matthews)

Opera buffa in two acts, formerly attributed to Giovanni Battista Pergolesi,
with music from Pietro Auletta’s Orazio, and two arias by Pergolesi; anony-
mous libretto. First performance September 19, 1752, Paris. Possibly the
first performance in English, in a translation by Edward Eager and Robert
Bamberg and adaptation by Richard Falk, February 16, 1942, New York,
Brander Matthews Theatre; conducted by Falk; directed by Milton Smith.
Presented by the Columbia Chamber Opera Players and the CTA.

Beeson (2000b:200); D. H., “About Town: ‘The Music Master,” Barnard
Bulletin, February 20, 1942, 2; “Pergolesi Opera,” New York Times, Febru-
ary 8, 1942, sec. 10, 7.

The Burglar’s Opera (1942, Columbia, Brander Matthews)

Comic opera by John Mundy; libretto by Edward Eager and Alfred Drake.
First performance May 4, 1942, New York, Brander Matthews Theatre, with
Helen Marshall (salesgirl), Leonard Stocker (head floorwalker), William
Blake (president of Lacy’s [a pun on Macy’s]), William Gephart (the burglar),
and Ivy Scott (head scrubwoman). Presented by the CTA. Drake is probably
the same Alfred Drake who starred in musicals such as Oklahoma! (1943),
Kiss Me Kate (1948), and Kismet (1953) and is listed in the Internet Broadway
Database (www.ibdb.com) as a “writer, director, performer.”

Beeson (2000b:199) (who indicates a fall 1941 performance, but the CTA
archives give only the May date; see note 4); E. W,, “About Town: The
Burglar’s Opera,” Barnard Bulletin, May 8, 1942, 2.

The Village Barber (Der Dorfbarbier) (1796, Vienna; 1942, Columbia,
Brander Matthews)

Comic opera in one act by Johann Schenk; libretto by Joseph and Paul
Weidmann. First performance October 30, 1796, Vienna. First US perfor-
mance in English on December 16, 1942, New York, Brander Mathews Hall,
in a translation by Edward Eager, with Philip Duey (the barber), Wallace
House (the apprentice), Jayne Cozzens (the barber’s ward), Marco Sorisio
(her lover), and Jan Lindermann (the schoolmaster); conducted by Nicho-
las Goldschmidt; directed by Milton Smith. Presented by the CTA and the
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Music Department. The work had been given in German in New York on
December 15, 1847 (Loewenberg 1978:528).

Beeson (2000b:200); Miriam Burstein, “About Town: Brander Matthews,”
Barnard Bulletin, December 17,1942, 2; N. S. [Noel Straus], ““Village Bar-
ber’ Given at Columbia,” New York Times, December 17, 1942, 42.

A Tree on the Plains (1942, Spartanburg, SC; 1943, Columbia, Brander
Matthews)

Musical play in two acts by Ernst Bacon; libretto by Paul Horgan. First
performance May 2, 1942, Spartanburg, South Carolina, Converse College
Opera Workshop, commissioned by the League of Composers. First New
York performance May 5, 1943, Brander Matthews Hall, with Hannah Walker
(Corrie), Ted [Theodor] Uppman (Lou), and Herbert Norwell (Jeremiah);
conducted by Nicholas Goldschmidt; directed by Milton Smith. Presented
by the CTA and the Music Department. Sponsored by the Ditson Fund.

Beeson (2000b:200); “Choruses Will Present Opera,” Barnard Bulletin,
February 11,1943, 3; Olin Downes, “Ernst Bacon Work Is Presented Here,”
New York Times, May 6, 1943, 24.

The Two Misers (Les deux avares) (1770, Paris; 1943, Columbia, Brander
Matthews)

Operetta in two acts by André-Ernest-Modeste Grétry; libretto by Charles
Georges Fenouillot de Falbaire. First performance October 27, 1770, Fon-
tainebleau. Performed in an English translation by Edgar Eager on December
8,1943, New York, Brander Matthews Theatre, with Jean Gordon (the servant
girl), Lloyd Linder and Helen Marshall (the lovers), Jeanne Gordon (the
servant), and Hugh Thompson and Hubert Norville (the misers); conducted
by Nicholas Goldschmidt; directed by Milton Smith. Presented by the CTA
and the Music Department.

Beeson (2000b:200); Nancy Edwards, “About Town: The Two Misers,”
Barnard Bulletin, December 9, 1943, 2; ““Two Misers’ Presented: Columbia
Theatre Associates Give Andre Gretry Opera,” New York Times, December
9, 1943, 30.

Pieces of Eight (1944, Columbia, Brander Matthews)

Chamber opera in two acts by Bernard Wagenaar; libretto by Edward Eager,
after Harold W. Thompson’s Body, Boots and Britches (1940). First perfor-
mance May 10 1944, New York, Brander Matthews Theatre, with Louisa
Mara (Lydia) and William Gebhart (Cutlass); conducted by Otto Luening;
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directed by Milton Smith. Presented by the CTA and the Music Department.
Commissioned by the Ditson Fund.

Beeson (2000b:200); Nancy Edwards, “At Brander Matthews,” Barnard Bul-
letin, May 11, 1944, 2; Noel Straus, “Columbians Offer Operatic Comedy,”
New York Times, May 11, 1944, 25.

The Jealous Husband (Il geloso schernito) (1732, Naples; 1944, Columbia,
Brander Matthews)

Comic intermezzo in three acts, once attributed to Giovanni Battista Per-
golesi (now considered to be by Pietro Chiarini, with sinfonia composed by
Baldassare Galuppi); anonymous libretto. First performance 1732, Naples.
First performance in English, in a translation by Edward Eager, Decem-
ber 10, 1944, New York, Brander Matthews Theatre; conducted by Otto
Luening; directed by Milton Smith. Presented by the Opera Workshop and
the CTA.

Beeson (2000b:201); “Opera and Concert Programs: Columbia University
Opera,” New York Times, December 10, 1944, sec. 10, 9.

The Scarecrow (1945, Columbia, Brander Matthews)

Opera fantasy in two acts by Normand Lockwood; libretto by Dorothy
Lockwood, after Percy MacKaye’s play (1908), itself based on Nathaniel
Hawthorne’s Feathertop (1852). First performance May 19, 1945, New York,
Brander Matthews Hall, with Jean Carlton (Rachel), Berthe Keresey, Willard
Cross, Robert Lande, Lloyd Linder, and George Bakos; conducted by Otto
Luening/Willard Rhodes; directed by Milton Smith; Jack Beeson, assistant
conductor. Presented by the CTA and the Music Department. Commissioned
by the Ditson Fund.

Beeson (2000b:201); Mark A. Schubart, “Lockwood Opera Given at Co-
lumbia,” New York Times, May 10, 1945, 19.

The Barber of Seville (Il barbiere di Siviglia) (St. Petersburg, 1782; 1946,
Columbia, Brander Matthews)

Opera in four acts by Giovanni Paisiello; libretto by Giuseppe Petrosellini,
after Beaumarchais. First performance September 26, 1782, St. Petersburg.
First US performance, in English, in a translation by Phyllis Mead, February
13, 1946, New York, Brander Matthews Hall; conducted by Otto Luening;
directed by Milton Smith; Jack Beeson, assistant conductor. Presented by
the CTA and the Music Department.

Beeson (2000b:201); “Music Notes,” New York Times, February 13, 1946,
30.
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The Medium (1946, Columbia, Brander Matthews)

Tragedy in two acts by Gian Carlo Menotti; libretto by the composer. First
performance May 8, 1946, New York, Brander Matthews Hall, with Evelyn
Keller (Monica), Claramae Turner (Madame Flora), Leo Coleman (Toby),
Beverly Dame (Mrs. Gobineau), Jacques La Rochelle (Mr. Gobineau), and
Virginia Beeler (Mrs. Nolan); conducted by Otto Luening; directed by
Robert Horan; Jack Beeson, assistant conductor. Presented by the CTA and
the Music Department. Commissioned by the Ditson Fund. Revived 1991,
New York, Miller Theatre (see below).

Beeson (2000b:202); Olin Downes, “Menotti ‘Medium’ in Premiere Here:
Chamber Opera Presented on Campus at Columbia U.,” New York Times,
May 9, 1946, 37.

The Soldier’s Tale (U’histoire du soldat) (1918, Lausanne; 1946, Columbia,
Brander Matthews)

Dramatic work in two parts by Igor Stravinsky; text by Charles Ferdinand
Ramuz. First performance September 28, 1918, Lausanne. Stage perfor-
mance, in an English translation by Frederic Cohen, May 18, 1946, New
York, Brander Matthews Theatre, with Adolph Anderson (narrator), Herbert
Voland (the soldier), Jack Bittner (the devil), and Atty Van Den Berg (the
king’s daughter); conducted by Dimitri Mitropoulos; directed by Cohen;
choreography by Elsa Kahl; sets by Nina Tryggvadottir. Presented by the
American section of the International Society for Contemporary Music
and the CTA.

Beeson (2000b:202); Mark A. Schubart, “Stravinsky Work Concert Feature:
Mitropoulos Leads ‘Soldier’s Tale’ in Stage Performance,” New York Times,
May 19, 1946, 40.

The Old Maid and the Thief (1939, NBC radio; 1946, Columbia)
“Grotesque opera” in fourteen scenes (three acts) by Gian Carlo Menotti;
libretto by the composer. First performance (NBC radio) April 22, 1939.
Performed August 14, 1946, New York, Summer School Opera Workshop;
conducted by Willard Rhodes; directed by Elemer Nagy.

Beeson (2000b:202).

The Warrior (1947, New York, Ditson Fund)

Opera in one act by Bernard Rogers; libretto by Norman Corwin, after the
Book of Judges. First performance January 11, 1947, New York, Metro-
politan Opera, with Regina Resnik (Delilah) and Mack Harrell (Samson);
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conducted by Max Rudolph. Winner of the Ditson Fund and Metropolitan
Opera Association prizes.

Beeson (2000b:202); Olin Downes, ““Warrior’ Is Given at Metropolitan,”
New York Times, January 12, 1947, 53.

Stratonice (1792, Paris; 1947, Columbia, Brander Matthews)

Opera in one act by Etienne-Nicolas Méhul; libretto by Frangois-Benoit
Hoffman. First performance May 3, 1792, Paris. Probably the first US perfor-
mance, in an English translation by Winthrop Palmer, February 6, 1947, New
York, Brander Matthews Hall, with Joseph Williams (Antiochus), Stanley
Jaworsky (Seleucus), Michael Therry (Eristratus), and Gladys Kuchta (Stra-
tonice); conducted by Willard Rhodes; directed by John Wolmut. Presented
by the CTA and the Opera Workshop, on the same program as The Man
with the Terrible Temper.

Beeson (2000b:203); Noel Straus, “Columbia Offers Two Mehul Operas,”
New York Times, February 7, 1947, 30.

The Man with the Terrible Temper (Lirato) (1801, Paris; 1947, Columbia,
Brander Matthews)

Opera in one act by Etienne-Nicolas Méhul; libretto by Benoit-Joseph
Marsollier. First performance February 17, 1801, Paris. Probably the first
US performance February 6, 1947, New York, Brander Matthews Theatre,
with Lawrence Ehrlich (Scapin), Richard Ehrlich (Lysander), Everett An-
derson (Pandolf), Andrew Jelnik (Dr. Balouard), and Alexandra Belugin
(Isabelle); conducted by Willard Rhodes; directed by John Wolmut. Given
with Stratonice.

The Mother of Us All (1947, Columbia, Brander Matthews)

Opera in two acts by Virgil Thomson; libretto by Gertrude Stein. First per-
formance May 7, 1947, New York, Brander Matthews Hall, with Dorothy
Dow (Susan B. Anthony), Ruth Krug (Indiana Elliot), Teresa Stich[-Randall]
(Henrietta M.), Robert Grooters (Virgil T.), William Horne (Jo the Loiterer),
Bertram Rowe (Daniel Webster), and Carolyn Blakeslee (Angel More);
conducted by Otto Luening; directed by John Taras; Jack Beeson, assistant
conductor. Presented by the CTA and the Music Department. Commissioned
by the Ditson Fund.

Beeson (2000b:203); Olin Downes, “New Stein Opera,” New York Times,
May 8, 1947, 30.
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Evangeline (1948, Columbia, Brander Matthews)

Dramatic opera in three acts by Otto Luening; libretto by the composer,
after Longfellow. Composed 1931. First complete performance May 5, 1948,
New York, Brander Matthews Hall, with Teresa Stich [-Randall] (Evange-
line), Alfred Kunz (Gabriel), and Josh Wheeler (Felicien); conducted by the
composer; directed by Nona Schurman; Jack Beeson, assistant conductor.
The work opened the fourth annual Festival of Contemporary American
Music. Presented by the CTA and the Music Department. Assisted by the
Ditson Fund.

Beeson (2000b:204); Olin Downes, “Opera by Luening Has Its Premiere,”
New York Times, May 6, 1948, 31.

The Belle of New York (1897, New York; 1948, Columbia, Brander Mat-
thews)

Operetta in two acts by Gustave Kerker; libretto by Hugh Morton. First
performance September 27, 1897, New York. Revived “for the first time since
its premiere,” with a revised text by Irving Dobbs, December 1, 1948, New
York, Brander Matthews Theatre, with David Poleri (Blinky Bill McGuirk);
conducted by Willard Rhodes; directed by Milton Smith; Albert Rivett, musi-
cal assistant; Louise Grifford, stage assistant. Presented by the CTA and the
Columbia Opera Workshop as part of the New York Golden Jubilee.

Beeson (2000b:205); “Columbia Revives an Old-Time Musical,” New York
Times, December 2, 1948, 36; “Play Revived for Jubilee,” Barnard Bulletin,
November 1, 1948, 1.

Sir John in Love (1929, London; 1949, Columbia, Brander Matthews)
Opera in four acts by Ralph Vaughan Williams; libretto after Shakespeare’s
The Merry Wives of Windsor, Love’s Labours Lost, Much Ado about Nothing,
and other works. First performance March 21, 1929, London, Royal Col-
lege of Music. First US performance January 20, 1949, New York, Brander
Matthews Theatre, with Josh Wheeler (Falstaff), Esther Korey (Mrs. Ford),
Mary DeHeus (Mrs. Page), Gene Symes (Mrs. Quickly), Joseph Hester
(Ford), Ruth Witwer (Anne Page), and Mario Lalli (Fenton); conducted by
Willard Rhodes; directed by Felix Brentano; Albert Rivett, musical assistant.
Presented by the Columbia Opera Workshop and members of the School
of Dramatic Arts.

Beeson (2000b:205); H. T. [Howard Taubman], “Columbia Offers ‘Sir John
in Love,” New York Times, January 21, 1949, 24.
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A Drumlin Legend (1949, Columbia, Brander Matthews)

Folk opera in three acts by Ernst Bacon; libretto by Helena Carus. First per-
formance May 9, 1949, New York, Brander Matthews Theatre, with Frank
Sherman Baker (the aviator), Joseph Scandin (Pennypacker), John Powell
(the farmer), Ruth Krug (the mother), and Jean Swetland (Norah); con-
ducted by Otto Luening; Albert Rivett and Anley Loran, musical assistants;
directed by Milton Smith; choreographed by Oreste Sergievsky. The cast
consisted of students from the Columbia Opera Workshop and professional
singers. Presented by the CTA and the Music Department. Commissioned
by the Ditson Fund.

Beeson (2000b:205); Olin Downes, “Columbia Offers ‘Drumlin Legend,”
New York Times, May 10, 1949, 29; “Group to Give Musical Play;” Barnard
Bulletin, May 2, 1949, 1.

O’Higgins of Chile (composed 1949, Ditson Fund)

Opera by Henry Cowell; libretto by Elizabeth Lomax. Composed in 1949.
Commissioned by the Ditson Fund. The work was never orchestrated or
performed.

The Barrier (1950, Columbia, Brander Matthews)

Music drama in two acts by Jan Meyerowitz; libretto by Langston Hughes,
after his play Mulatto (1935). First performance January 18, 1950, New York,
Brander Matthews Theatre, with Robert Goss (Bert), Muriel Rahn (Cora
Lewis), and Paul Elmer (Colonel Norwood); conducted by Willard Rhodes;
directed by Felix Brentano; designed by H. A. Condell; Albert Rivett, musical
assistant. Presented by the CTA and the Opera Workshop.

Beeson (2000b:206); Cecil Smith, “Columbia University Stages Musical
Drama by Meyerowitz,” Musical America 52 (February 1950): 244; How-
ard Taubman, ““The Barrier’ Given by Columbia Opera,” New York Times,
January 19, 1950, 34.

Giants in the Earth (1951, Columbia, Brander Matthews)

Opera in three acts by Douglas Moore; libretto by Arnold Sundgaard,
after the novel by Ole E. Rolvaag (1927). First performance March 28,
1951, Brander Matthews Theatre, with Josh Wheeler (Per Hansa), Brenda
Miller (Beret), Viviane Bauer (Sorrine), Helen Dautrich (Kjersti), and
James Cosenza (Henry); conducted by Willard Rhodes; directed by Felix
Brentanto; Albert Rivett, musical assistant. Presented by the CTA and the
Music Department. Assisted by the Ditson Fund. The work received the
Pulitzer Prize in 1951.
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Beeson (2000b:207); Olin Downes, “New Moore Opera Is Presented Here,”
New York Times, March 29, 1951, 25; Kay Munzer, “Douglas Moore’s Opera
Runs Through Sat. at B. Matthews,” Barnard Bulletin, April 5, 1951, 2.

Acres of Sky (1951, Fayetteville, AR; 1952, Columbia, Brander Matthews)
Folk drama in two acts by Arthur Kreutz; libretto by Zoé Lund Schiller, after
the play by Charles Morrow Wilson (1930). First New York performance
May 7, 1952, Brander Matthews Hall, with Milton Cardey (the Traveller),
Frances Lehnerts (Omy Caldwell), Stephanie Turash (Nan Caldwell), and
Lorenzo Herrara (Hal Gunter); conducted by Otto Luening; Jack Beeson,
assistant conductor; John Kander, musical assistant. Presented by the CTA
and the Music Department. Assisted by the Ditson Fund.

Beeson (2000b:208); James Hinton Jr., “Kreutz Ballad Opera Produced at
Columbia,” Musical America 72 (May 1952): 20; Howard Taubman, “Co-
lumbia Offers New Ballad Opera,” New York Times, May 8, 1952, 35.

Sweeney Agonistes (1953, Columbia, Brander Matthews)

Musical setting by Richard Winslow of T. S. Eliot’s poem (1932). First New
York performance May 20, 1953, Brander Matthews Theatre, with John
Geister (Sweeney Agonistes), Joan Payne, Alice Tobin, Frances Oliver, Rich-
ard Botton, Curtis Kent, and Thomas Miller; conducted by Willard Rhodes;
directed by Felix Brentano; John Kander, assistant conductor