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Irving Kolodin 

"Parsifal," Pure and Simple; 
David Gilbert, Conductor 

T H E METROPOLITAN at last owns what 
it has lacked for many a long season 
(and some short ones, too): a newly 
designed, thoughtfully produced Parsi
fal, with a cast of mostly capable per
formers and a few outstanding ones. 
The pictorially handsome and thor
oughly stageworthy production (un
derwritten by Mrs. DeWitt Wallace) 
is the work of the dependable Robert 
O'Hcarn, the well-conceived action di
rected by Nathaniel Merrill. Together 
they have evolved a blend of old and 
new values (the use of the revolving 
stage is especially apt for serving 
Wagner's "transformations" in Acts 
I and III smoothly and fluidly) that 
should enrich the theater for years to 
come. 

Aside from a tendency to the fash
ionably dim chiaroscuro (which is 
much more oscuro than chiaro), 
O'Hearn's designs tread a well-plotted 
course between the realistic and the 
symbolic. Some may find the lake of 
Act I located in the wrong place (at 
stage rear, with the result that the 
procession bearing Amfortas enters 
from the audience's right and detours 
to its left) and the verdure appropriate 
to the "Good Friday Scene" of Act III 
mostly token; but there are dignity, 
spaciousness, and the sense of eterni
ty overall. To ask much more of a 
Parsifal conception would be to look 
for Adolphe Appia and Gordon Craig 
in the same being. 

Outstanding in the wholly new cast 
were Christa Ludwig as a pocket-sized, 
admirably believable Kundry; Cesare 
Siepi, singing in German for the first 
time and making a warmly appealing 
success of his Gurnemanz; and the 
new Swedish tenor Helge Brilioth, in 
his debut as Parsifal. It is natural to 
group them together, for each — no 
matter what idiosyncrasies—is a thor
oughly schooled technician, with nary 
a bark nor a bite to roughen the lines 
of some of Wagner's most beautiful 
vocal writing. The compliment would 
have to be amended drastically for 
Thomas Stewart, a rather dry-sounding 
Amfortas, and Ezio Flagello, an almost 
overmellow Klingsor. As usual, John 
Macurdy produced a superior sound 
for his part, which in this instance 
is Titurel. 

A believable, trim, and youngish Par
sifal, Brilioth produces a sound just 
about sufficient to serve for so big a 
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theater as the Metropolitan. He uses 
his breath uncommonly well, his Ger
man enunciation is better than aver
age, and he has a sufficient sense of 
posture and movement to avoid the 
unbecoming. However, those who are 
looking beyond Parsifal to bigger Wag
ner roles for Brilioth should reckon 
with the lack of vocal metal needed for 
such a trumpet part as Siegfried or 
Tristan. He should serve very well if 
he isn't tempted beyond the category 
for which he is suited. 

As for Siepi, he will achieve an un
common transition from the Italian 
repertory to which he has devoted his 
whole career when he improves his 
articulation of German. Vocally, he has 
both the presence and the richness of 
sound to be a Gurnemanz of top rank. 
Few recent German bassos have com
manded the legato to sing the "Good 
Friday" music as beautifully as he did 
(despite a cold) and none since Ludwig 
Weber or Alexander Kipnis. Miss Lud
wig made her mark among the best 
Kundrys in years with the range and 
richness of her singing, but she might 
refine her actions somewhat more in 
Act II . At one moment there was a 
suggestion that her next gambit to 
seduce the unseducible Parsifal—who 
is, in this context, pure as well as sim
ple—might be borrowed from Salome, 
but she desisted. 

Taken all together, what restricted 
this Parsifal from taking wings and 
measuring, musically, to its scenic 
magic was the methodical but phleg
matic conducting of Leopold Ludwig, 
a visitor here with the Hamburg Opera 
in 1967, who was making his debut as 
a member of the Metropolitan's staff. 
Ludwig's Parsifal was orchestrally 
transparent, neither hurried nor overly 
deliberate in pace, both inclinations to 
applaud. But he rarely shaped a really 
supple phrase, curved an instrumental 
line around a voice, or otherwise made 
Wagner's most prismatic score shim
mer as it can. It was, unfortunately, 
all too consistently in the temperate 
zone, whether the scene was Titurel's 
mountain castle or Klingsor's tropical 
garden. 

Two aspects of the late Jonel Per-
lea's musical gifts were in evidence 
at the season's first concert in Carne
gie Hall by the National Orchestral 
Association. By no accident, at all, the 
results were more creditable to his ma
jor fame as a conductor than to his 
lesser identity as a composer. The 
good was embodied in the excellent 

effort of David Gilbert, a Perlea pupil 
before he became a top winner in the 
last Dimitri Mitropoulos International 
Competition. 

Gilbert's major assets, in addition 
to a tall figure, a useful supply of au
burn hair, and a straight back, are 
musical intelligence, excellent means 
of communicating with his players, 
and the ability to share his attention 
among several sections of the orches
tra simultaneously. It was also wor
thy of note that the bristling, fervent, 
and shapely performance of Mozart's 
D-major {Prague) Symphony was ac
complished with only a modest output 
of effort, suggesting that the real work 
had been done in rehearsal, where it 
should be done. 

The young conductor also honored 
his mentor with a keen performance of 
the Symphonic Variations written by 
Perlea in 1934 and introduced to New 
York at the World's Fair of 1939 under 
the persuasive direction of the late 
Georges Enesco. It shows a conduc
tor's insight into the functioning of 
an orchestra through the Respighi-
Ravel-Strauss idiom then a la mode. 
But it does not give enough evidence 
of a composer's creativity to suggest 
latent, thus far unrecognized, distinc
tion on Perlea's part. Gilbert also of
fered first performances of three 
Webern songs of the 1913-14 period, not 
unlike others of that phase of his de
velopment, for which Charlotte Regni 
was the soprano. He also undertook 
to lead the student orchestra in 
Debussy's La Mer. 

The Istomin-Stern-Rose Trio gained 
a little stature and lost a little luster 
in the third of its eight-part concert 
sequence devoted to the piano cham
ber music of Beethoven in Carnegie 
Hall. The gain could be credited to a 
fervent, beautifully informed treat
ment of the Trio in E flat (Op. 70, No. 
2), the loss to a performance of the 
F-major Sonata (Op. 17) that found 
Leonard Rose playing a cello version 
of the horn part with pianist Eugene 
Istomin. 

There is, of course, such an "op
tional" version of the work bearing 
the authoritative stamp of the com
poser's name, but everything about it 
—conception, execution, and associa
tion— has to do with the hornist 
named Da Punto for whom it was writ
ten. To utilize the circumstances of a 
bicentenary "tribute" to take the easy 
"optional" way out is to honor neither 
the composer nor the spirit of the oc
casion. The evening began with a spir
ited, sometimes rough, but always 
communicative playing of the A-minor 
(Op. 23) Sonata by Stern and Istomin, 
and ended with Rose on sure ground 
in the Opus 102, No. 1, Cello Sonata. 
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^ust because he 
already has a camera 
doesn't mean he wouldn't 
like a movie camera. 

^nd a projector, too. 

To show movies, he'll like our 
most versatile movie projector 
—the Kodak Instamatic M95. 
It adds visual excitement to 
super 8 or 8mm movies, with 
7 projection speeds, including 
"still", automatic threading, 
and fast power rewind. With 
f/1.5 lens, less than $180. 

l b shoot movies, he'U like our 
most versatile Kodak Instamatic® 
M9 movie camera. With super-
fast f/1.8, five-to-one power zoom 
lens for dramatic wide-angle 
to telephoto views. Four shooting 
speeds, including slow motion. 
Automatic CdS exposure control. 
And drop-in loading. Less than $200. 

Another exciting movie projector 
is this handsome Kodak 
Instamatic M67. It shows both 
super 8 and 8mm movies. For
ward, reverse and "still". He'll 
enjoy the 400-foot reel capacity, 
automatic threading, and 
fast power rewind. With f/1.5 
lens, less than $115. For super 8 
only, give him the M68A. (Not 
illustrated.) Less than $100. 
Prices subject to change without notice. 

Kodak. One great gift after another. J<:'X,k^' PRODUCED 2005 BY UNZ.ORG
ELECTRONIC REPRODUCTION PROHIBITED



^fi-^^ ' ^."n^t _X^ 
l l , ^ spend a feiv minutes 
i> ?̂  " r̂ith Almaden Solera 

Sherries and Ports * 
and you'll appreciate them 

for the rest of your life. 

C-V 

Flor-the remarkable 
cause of Sherry 

Around the 1st Century B.C., a 
unique yeast started to materialize 
from the Spanish air quite suddenly, 
at vintage time. A snowy, whipped-
cream-like surface bloomed over 
some, but not all wines. It looked 
like an enormous, white lily. So the 
Spanish called it Flor for flower. 
Gradually, all the lighter, finer wines 
thus began to flower...their bouquet 
changed, and their character deep
ened... they became dryer, crisper, 
and acquired more nose. . . the first 
Sherry was happening. 

And now, 2000 years later at Alma
den, this miracle is happening beau
tifully in California. Here's how it 
developed. 

The Sherry grape 
The golden Palomino grape—the es
sential start of the best Sherry, was 
brought over from Jerez, Spain and 
planted in the rich soil of California. 
It was a perfect fit. At this point, two 
essential ingredients for fine Sherry 
had been brought to Almaden: Flor 
yeast and the Palomino grape. Next 
we swung our attention to method, 
and realized that the Solera system— 
that process used originally in Spain 
—was the only way to produce high-

^ Origin California 

est quality Sherry. And that required 
special barrels. 

White oak from Tennessee 
The best wood for aging Sherry is 
white oak from Tennessee; even the 
Spaniards haven't found another 
oak as good. So we arranged to have 
white oak cut down and shipped 
regularly to Spain; there , with 
skilled hands, Spanish coopers shape 
it into butts or casks. These are re
turned to Almaden where they hold 
the wine in two important stages. 
The first is in what the Spaniards 
call a Criadera (literally, a nursery) 
where the dry, young Palomino wine 
takes on the Flor flavor. Next is the 
Solera. 

The Solera System 
-2000 years old. 

A vast, dim room holds tier over tier 
of small oak barrels—some 20.000 in 
all. The young wine is poured into 
the topmost tier. What is drawn off 
for Sherry comes from the bottom 
tier—and never more than a third of 
a barrel at a time; this is replenished 
from the barrel above, and that bar
rel from a still higher barrel. This 
is the Solera System; through the 
years, the young Palomino wine 
blends with the older wines, moving 
slowly, from barrel to barrel, until 
it takes on the richness and quality 
of its ancestors. It's easily the most 
expensive but definitely the best way 
to make Sherry. There are three 
Almaden Sherries, all made in this 
painstaking way, for you to try; 
Cocktail Sherry — as a dry aperitif 

to be served before dinner chilled or 
over the rocks; Golden Sherry— not 
quite so dry, to be served chilled on 
the rocks with walnuts; and Cream 
Sherry — ioT those who prefer a 
sweeter Sherry as a before or after 
dinner drink (or anytime for that 
matter). 

The Port grape 
The best Port grape of Portugal, the 
Tinta Madeira, is used for Almaden 
Port. Notice it on the label. . . you 
will find it on few, very few, Ameri
can Port labels.. . it is always an in
dication of superior quality, of a 
true, varietal Port wine. Matured in 
oak, in the same Solera process as 
the Sherries, Almaden Ports achieve 
their maximum softness and flavor. 
They are made just as Port is made 
in Portugal. Try them; Tinta Ruby 
Port and Tinta Tawny Port. 

Almaden Vineyards, Los Gatos and Paicines, California 
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In Mexico, a Parable 
for Modern Man 

by ROBERT F. MURPHY 

SOCIAL CHARACTER IN A MEXICAN 
VILLAGE: 
A Sociopsychoanalytic Study 

by Erich Fromm and Michael Maccoby 

Prentice-Hall, 303 pp., $8.95; paperback 
$4.95 

Anthropology and psychoanalysis 
have had an uneasy and variable 

L relationship, ranging from rhap
sodic embrace to open hostility, but 
always returning to the genius of 
Freud. 

In Totem and Taboo Freud attrib
uted the origin of human culture to 
psycho-libidinal developments that had 
their genesis in certain traumata of 
social life in early human groups. His 
thesis, which is by now almost mythic, 
was that the first human groups were 
dominated by patriarchs who exerted 
a jealous sexual monopoly over the 
women of the "horde," driving away 
the sons as they grew to maturity. The 
sons one day rose up against the father 
and slew and ate him. Remorseful at 
their crime, they renounced the women 
whom they had sought, and undid the 
parricide by symbolizing the father as 
a totemic animal figure, placing a ta
boo on the killing and eating of the 
species adopted. This was the origin 
of the incest taboo, exogamy, totemic 
religion, and social activity mediated 
by rules. The Oedipal tragedy had 
really happened, Freud hypothesized, 
and from it had stemmed culture, 
which is based upon the reappearance 
of repressed material in the collective 
imagery of man. In a famous inversion 
of St. John, Freud wrote: "In the be
ginning was the deed." 

ROBERT F. MURPHY, chairman of Columbia 
University's Anthropology Department, is 
the author of The Dialectics of Social Life, 
to be published in the spring of 1971. 

The subsequent history of the psy
choanalytic study of culture has been 
characterized by the growth of the neo-
Freudian schools, which have shifted 
emphasis from the erotic component 
of the psyche to the network of inter
personal relationships in which the 
individual is enmeshed. Equally impor
tant, the new movements have stressed 
Freud's ideas on the incorporation or 
introjection of the external world into 
the personality, at the expense of his 
more dynamic concept of repression. 

The neo-Freudian revolution has not, 
however, been so complete as would at 
first appear. Freud maintained that 
personality results from the conflict 
between the individual psyche and the 
demands of the world of practical ac
tivity, while culture is the symbolic re
fraction of that struggle. The para
digm begins with the social setting of 
personality formation, proceeds to the 
development of a personality constella
tion typical within the society, and 
ends with a world of symbols, or cul
ture, that bestows meaning and order 
upon activity. This basic scheme is 
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estranged from a new culture." 
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