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Mimi in 'La Boheme', The Royal Theatre, l94l
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EDITH OLDRUB Soprano

C.E.F. Weyse (11 I 4 - 1842)

' t 1 I Hyrden grasser sine Faar J:./J
(Text H.C. Andersen (1805-75) from "The Feast at Kenilworth")
HMV DA5220 MTX OCS 1711. Rec. l94l

'  l2l  Dybt Skoven bruser 2.-/2
Tekla's song from "Wallenstein"
(Text F. Schiller (1759-1805), transl. by A. Oehlenschliiger (1779-1850))
HMV DA5220 MTX DCS 1688, Rec. l9 '11

t3 l  Dereren 0iLivet3:21
(Text A. Oehlenschlnger (1779-1850) from "Ludlam's Cave")
I IMV DA5219 MTX OCS 1710, Rec. 19'1f)

t 4 I De klare Bolger rulled J:22
(TextA. Ochlenschliiger (1779 1850) from "Sovedrikken")
HMV DA522l MTX OCS 1712, Rec. l94l

t 5 I En Elskovserklering 2:58
(Text J.L. Heiberg (1791-1860) from "Adventure in Rosenborg Gardens")
I IMV DA522l MTX OCS 1713, Rec. 1941

t I I - L 5 I Piano: Folmer Jensen

Eduard Du Puy (1770-1822)

t 6 I .Ieg er endnu i Livets Vaar 4.0'1

, From the opera "Youth and Madness", act l.

With Poul Wiedemann and Marius Jacobsen
The Royal Danish Orchestra, conducter Johan Hye-Knudsen
HMV 2284 MTX 2CS 1672. Rec. 1940



P.A. Heise (1830-79)

Aase's songs from the opera "King and Constable" (Text Chr. Richardt (1831-92))

I7 I Det var sig Humleranken 2:-1B

t 8 I Jeg kender af Navn kun Guld,et 2:01
The Royal Danish Orchestra, conductor: Johan Hye-Kludsen
HMV 2284 MTX 2CS 1673, Rec. 1940

I 9 I Igennem Bggeskoven 2:19
(Text Emil Aarestrup (1800-56))
HMV X 4770 OCS 485, Rec. 1937

tl0l Sol deroppe 2:34
(Text H.C. Andersen (1805-75))
HMV X 770 OCS 486, Rec. 1937

t 9 I - t10l Piano: Elof Nielsen

Carl  Nielsen (1865-1931)

tf f l Senk kun dit Hoved 2:20
(Text Johannes Jgrgensen (1866-1956))
HMV DA52l7 MTX OCS 1696, Rec. 1940

I l2 l , rEbleblomsten2:0.1
(Text Ludvig Holstein (1864-1943))
HMV DA5217 MTX OCS 1695, Rec. 1940

Aksel Agerby ( 1889- 1942)

1131 Havren2:51
(Text Jeppe Aakjrr (1866-1930))
HMV DA5219 MTX OCS 1697, Rec. 1940

tl 1l - t13l Piano: Folmer Jensen



Edvard Grieg (1 843-1907)

t14l Jeg elsker dig 3:31

. (Text H.C. Andersen (1805-75))

Piano: Rich. @sterfelt
Tono L 28097 MTX 4699. Rec. 1953

, t15l Solveig's song4:41
(Text Henrik Ibsen (1828-1906), from the play "Peer Gynt")
The Royal Danish Orchestra, conductor Johan Hye-Knudsen
HMV 2285 MTX 2CS 233 l. Rec. 1943

W. A. Mozart (1'756-91)

t16l Susanna's aria from ttThe Marriage of Figaro", act 4 4:25

The Royal Danish Orchestra, conductor Egisto Tango (sung in Italian)

Tono X 25056 MTX 2941. Rec. 1946

tlTl Duet from "The Marriage of Figaro", acr3 2:36

Susanna and the Count (with Einar NOrby)
The Royal Danish Orchestra, conductor Sv.Chr. Felumb
Tono X 25104 MTX 3040. Rec. 1947

t18l Duet from "Don Giovanni", act 1 3:32
Zerlina and Don Giovanni (w. Einar NBrby) (sung in Italian)
The Royal Danish Orchestra, conductor Egisto Tango
Tono X 25095 MTX 2939. Rec. 1946

Georges Bizet (1836-95)

t19] Micadla's prayer from the opera "Carment', act3 4:23

The Royal Danish Orchestra, conductor Egisto Tango
Tono X 25021 MTX 19'7'7-Rec. 1943



Giacomo Puccini ( 1858- 1924)

t20l Mimi's aria from the opera "La Bohime", act | 4:22
The Royal Danish Orchestra, conductor Egisto Tango
Tono X 25017 MTX 1976, Rec. 19,13

I2ll Butterfly's aria from the opera "Madama Butterfly", act2 4:00
The Royal Danish Orchestra, conductor Johan Hye-Knudsen
Tono 25034 MTX 2276, Rec. 1944

J.P.E. Hartmann ( I 805- I 900)

t22l Duet from the opera "Little Kirsten" 4: 17
with Aksel Schiotz
(text H.C. Andersen (1805-75))

The Royal Danish Orchestra, conductor Johan Hye-Knudsen
HMV DB 5237 2CS 1571, Rec. 1939

H.C. Lumbye (1810-74)

t23l Britta Polka from "The Champagne Galop" 2:13
(text Alfred Kjerulff)
Tivoli Symphony Orchestra, conductor Sv.Chr. Felumb
Tono X 25092 MTX 3049. Rec. 1947

Produced by Inge-Merete Mauntzen
Transfer to CD from original records: Claus Byrith
English translation by Anna Garde
Executive producer: Jesper Buhl
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EDITHOLDRUP
Indledning af OTTO LEISNER:

Da jeg - som si mange andre musikinteresserede - i 1930'eme og op gennem 40'erne fulgte vor
dengang nye operastjerne Edith Oldrups kunstneriske udvikling og lysende karriere, kunne jeg

naturligvis ikke vide, at jeg mange ir senere skulle komme til at interviewe hende i TV! Det nye

medium, fjernsynet, havde endnu ikke gjort sin entre herhjemme. Men i december 1979 modtes
Edith Oldrup og jeg i TV-programmet H.O.PL.A. Den da 67 -iLrige sanger fortalte humorfyldt om
sit 1iv og levede helt op til det indtyk, man havde af hende, - et €gte og umiddelbart menneske,

der elskede at  sprede glade om sig.
Allerede som 15-irig blev Edith Oldrup elev hos den bergmte tenor Vilhelm Herold, der

underviste hende gratis. Han blev senere ogsi hendes larer pi Den kgl. Operaskole, si hun er

sangligt og dramatisk helt uddannet hos ham. Herold gik virkelig ind for de elever, han troede pA"

og til Edith Oldrup havde han sagt: "Dig vil jeg g@re til en stor sangerinde, hvis du er en klog og

fomuftig pige"! Unge Edith var bide klog og fornuftig, - og hun blev en stor sangerinde ..,
Til optagelsespr@ven pi Det kgl. Teater sang hun Vilhelmines arie fia Du Puys synge-

stykke "Ungdom og Galskab": "Jeg er endnu i livets vir", som senere skulle blive en af hendes
mest populere indspilninger. I 1934 debuterede Edith Oldrup som Micaela i Bizets opera
"Camen", og derefter fulgte parlierne slag i s1ag. Hendes smukke, lyriske sopran fangede fra
lgrste 0jeblik publikum. Det blev gennem 6,rene til hovedroller i "Maskeballet", "Bortf0relsen fia

Seraillet", "Bajadser", "Boh6me", "Cosi fan tutte", "Faust", "Don Juan", "Figaros bryllup" og i

de danske operaer "Liden Kirsten", "Drot og marsk", "Den lille pige med svovlstikkeme" og
"Kirke og orgel" - altsammen partier, hvor hendes lyse stemme kom til sin fulde ret. Derudover

medvirkede Edith Oldrup ved adskillige koncerter og oratorier og havde rollen som Julie Tutein i

Weyse-filmen "Jeg har elsket og levet", og hendes koncerter sammen med Aksel Schiptz med

danske sange gjorde sterkt indtryk i besrcttelses-irene!
I 1 946 blev Edith Oldrup udnevnt til kgl. kammersangerinde og gav de naste par ir kon-

certer i hele Norden og i USA. I 1948 kom den store svenske baryton Sigurd Bjorling ned fra

Stockholm-operaen for at synge grevens parti i "Figaros bryllup" pi Det kgl. Teater med Edith

Oldrup som Susanne. "Men det blev grevens bry1lup i stedet for Figaros", som hun sagde i TV-
samtalen. I 1949 blev Edith Oldrup nemlig gift med Bjdrling og fulgte med ham til Stockholm, og
samtidig fratridte hun den kongelige scene. Hun ville fremover vare "sin mands kone"l



Edith Oldrups bratte afsked med Det kgl. Teater betpd et stort savn for mange. I 15 ir

havde hun varet operaens fprende sopran. Men det blev dog de naste 6r til flere gestespil og lyn-

dubleringer pi Det kgl. Teater til stor glade for hendes danske publikum. Ind imellem optridte

hun ogsi pi Den Svenske Opera og begyndte at virke som sangpadagog.
Denne CD byder pi en fin buket af de mere end 60 plader, Edith Oldrup indsang. Den

spander fra Mozart, hvor hun nok ydede sin storste indsats, til den danske romance og H.C.

Lumbye. Repertoiret viser, hvor vidt Edith Oldrup spendte, og hvor sikkert hun evnede sangligt

at faile hver genre! ,/

Oa;/*).-".r_-,.

With Einar Ngrby in 'The Mmiage of Figro', The Royal Theatre, 1943



Mozart som kunstnerisk arbejdsgiver
af EDITH OLDRUP, Kg1. kammersangerinde [27. januar 1956]

Pi 200 irs dagen for Mozarts f6dsel bringer kgl. kammersangerinde fru Edith Oldrup mesteren
sin hyldest og takker ham for de kunstneriske opgaver, han i arenes 19b har givet hende.

Alverdens musikere og sangere kappes i dag om at bringe Mozart deres varmeste fgdselshyldest,
opfyldt af dyb taknemmelighed for de opgaver, hans kunst gennem Ar og dag har stillet dem.

Ved at se tilbage er det siledes for mit eget vedkommende sliende, hvordan netop hans
musik har haft en finger med i spillet ved nasten alle de afgorende vendepunkter i min kunstneriske
udvikling, og netop fordi det samme vist er tilfrldet med adskillige - miske endda fleftallet - af
mine kolleger, ville jeg geme her pi 200 irs dagen for mesterens fpdsel prpve at give offentligheden
et lille indblik i, hvad han betyder for os, som den vidunderlige, kunstneriske arbejdsgiver han er.

Nu skal man jo helst ikke vere forelsket i sin arbejdsgiver, siges der, men det har jeg nu
varet lige fra begyndelsen, og det erjeg stadig.

Det var min uforglemmelige lerer, kgl. kammersanger Vilhelm Herold, der presenterede
mig for ham med Zerlinas arier fra "Don Juan". Hvor var det herligt stof at arbejde med: synge -
let - let og atter let, ikke spor anstrengende fbr sternmen, bare balsam, men til gengeld krevende
med hensyn til precision og klang, navnlig i koloraturerne og de smi forslag.

Det var ogsi Mozart, der hjalp mig ind pl operaskolen, da jeg prrtvede den 21. maj 1932,
netop med Zerlinas fgrste arie. Pi skolen lerle hans musik mig at forsti, hvordan de smi mellemspil
b6r udfyldes med dramatisk ageren. Tag blot sidan et 1ille eksempel, som nir Susanne i 2. akt af
"Figaros Bryllup" har skjult sig i kammeret, og nir greven - da han kommer tilbage med grevinden
og vil bryde dgren op - ser Susanne komme kek og net ud af dgren: det motlv i musiken er si nab-
bet, at det er umuligt - i hvert fald for mig - at lade vere med at g6re de smi trippende trin og knikset.

Med sin musik "forarer" Mozart pe en mide een det hele, man behgver slet ikke at speku-
lere over. hvad har han vi1let.

Jeg begyndte nu si smit at se lidt pi hans store koncertarier. Men dem mittejeg forelpbig
iade ligge. Her var min kare arbejdsgiver for kravende - endnu. Den eneste stprre ting, jeg gav mig
i lag med, var arien fra "Il Re pastore", og her lod han mig skam forsti, at der manglede meget.

Da min afsluttende eksamen fra operaskolen skulle afgore, om jeg ville blive engageret til
Det kgl. Teater, var det igen med min elskede Mozart, jeg vandt - med hans Susanne. Det var i



maj 1934, men jeg kom dog ikke til at synge dette pafti for i foraret 1948. Kapelmester Tango var

en klog mand. Han forstod, at man skulle vokse langsomt, nir man var begyndt si ung - jeg kom
jo lige fra den franske skole Intitut "Jeanne d'Arc" i Frederiksberg A116 ind pi operaskolen efter at

have overstiet realeksamen. Og startede tidligere kunne jeg jo ikke, selv om jeg allerede var

begyndt med sangundervisning hos Herold som l5-irig.
Teatret skulle opfpre "Trylleflgjten" i begyndelsen af min f@rste seson, altsi september 1934.

Tango var kapelmester, Poul Kanneworf instruktpr. Og her fik jeg mit f0rste Mozart-part| som fbrste

genie eller fprste dreng, som rollen ogsi kaldes. Det var en god opgave at starte med for en ung

stemme, fordi musiken her er si gennemsigtig instrumenteret, se der ikke stilles urimelige krav til

stemmestyrken. Det var herlige prpver, hvor Mozart rigtig lbnede ens sind for den skpnne musik.

Professor Torben Krogh havde allerede pi operaskolen gennemgiet og forklaret forskellige

operapartier, deriblandt "Trylleflojten", mand og mand imellem ogsi kaldet "Frimureroperaen",

og der var megen musikaisk mystik man her fik viden og erfaring om.

Efter "Try11efl@jten" fik jeg udleveret partiet som Micadla i "Carmen", og det blev min

egentlige debut. Pi teatret mi man jo nu engang tage de opgaver, repertoiret byder, men jeg laeng-

tes nu bare efter mers Mozafi, efter at arbejde med ham igen og det kom jeg ogsd til.

I foriret 1935 opfprte vi "Bortf6relsen fra Seraillet", ogsi med Tango som dirigent, men

denne gang med Holger Gabrielsen som instruktor. Jeg var Blonde, og i denne rolle var jeg for f@rste

gang ude fbr at skulle prestere talt dialog. Prpvearbejdet var ualmindelig fompjeligt, og hvor var det

morsomt og interessant at hpre "Gabriel" som Mozarts mellemmand forklare og anangere en arie og

"servere" den. Han varjo bundmusikalsk. I Blondes parti var der meget at passe pA. Min arbejdsgiver

var her blevet langt mere kravende end for. Medens "genien" i "Trylleflgjten" hovedsagelig sang i

ensembler, skullejeg nu pludselig stA ene - ene pi scenen og synge en arie! Uh, hvor varjeg bange.

Men lysten driver verket, og jeg var jo si lykkelig for min Mozarl, si det alene hjalp over meget.

Min naeste Mozafiopgave blev den meget sviere "Fiordiligi" i "Cosi fan tutte". I den rolle

krever Mozarl det yderste, hvad stemmefOring angir. D6r fir man intet forEerende. Den store arie

i l. akt er ikke rystet ud af ermerne som f.eks Despinas arier. Neh, d6r m6, man tage sig ekstra

sammen for den "h6je chef'. Og de forskellige kapelmestre, der representerer ham, har hver

deres 6nsker om, hvordan de vi1 have partituret udf6rt. Efter "Cosi fan tutte" kom turen ti1 "Don

Juan", hvorjeg sku1le synge Zerlina under Fritz Buschs taktstok og s0nnen Hans Buschs instruk-

tion. Busch Onskede lidt mere bredde i Zerlinas strofer, end jeg oprindelig havde v:tret indstillet

pi, si nu gjaldt det igen om at finde frem til de nye sider af partiet, som man Onskede frem i lyset.

I
I
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Ind imellem alt dette indstuderede jeg rene Mozafiprogrammer til koncerter, alle hans

lieder - i dem hviler man - og merker ne sten ikke at man arbejder. Der er Mozarr miske den

letteste arbejdsgiver, man kan tanke sig.
En dag kom Tango, da "Tryllefl6jten" skulle op igen, og spurgte omjeg ville synge "Pam-

ina", eller "Papagena". Jeg svarede "Papagena", for si kan jeg altid naste gang, nir operaen

kommer op igen, synge "Pamina", et parli der kr:ever adskillig mere modenhed. Senere har jeg

fofirudt svaret, for skabnen har villet atjeg aldrig siden har feet chancen for at synge "Pamina",

som Mozart har givet noget af den skpnneste musik, han overhovedet har skrevet.

Da "Cosi fan tutte" efter nogle irs forlob igen skulle ind i repertoiret, og man stod og mang-

lede en "Despina" spurgte man mig, om jeg havde lyst til at synge dette parti. Jeg blev fyr og flamme,

for jeg syntes det var ekstra morsomt at fe en ny rolle i en opera, hvor jeg fgr havde sunget et andet

af hovedpartierne. Men nu fik jeg rigtig at f6le, hvordan Mozart ogsi stiller krav til sangernes

memorerings-teknik. Det er faktisk temmelig svarl, nir man kan den ene stemme i et ensemble, at

indstille sig pi en ny, samtidig med at man stadig h@rer en anden synge den gamle. I terzetter og

kvartetter gentager Mozafi for @vrigt jo ogsi stroferne adskillige gange, nb., men med variationer,

og si er det om at huske, ftvor variationeme er, og den slags gjorde jo heller ikke opgaven lettere.

Endelig kom si kronen pi varket "Susanne" i "Figaros Bryl1up" under kapelmester.Iohn

Frandsen og i Johs. Fpnss' instruktion. Nir jeg siger kronen pi verket, si er det fordi, jeg mener,

at "Susanne" er h6jdepunktet af, hvad min kare arbejdsgiver Mozart har forlangt af mig. Ligesom

Hans Sachs i "Mestersangerne" er kronen pi varket for en wagnersanger. Men misforsti mig nu

ikke, kere lasere. Enhver harjo sin personlige opfattelse og dette er altsi bare min.
"Figaros Bryllup" blev ogsi pi en anden mide min "lykke-opera", fbr her var min arbejds-

giver mig serlig nidig, endda pi et helt andet felt end det musikalske. Her f@rte han mig nemlig

sammen med hofsanger Sigurd Bjdriing, der den 2. juni 1948 som gast sang grevens parti pA Det

kgl. Teater, og som snart efter blev min mand.
Tak, kare arbejdsgiver Mozart - ogse for dette.

/6s.rt S*^^^T



Edith Oldrup forteller:

Herold var inviteret op til Grieg pi Trollhaugen om sofirmeren, og der gennemgik de, ja alts6 han
sang Griegs sange. Si han havde dem frisk og kunne lere dem fra sig... [om] Jeg elsker dig sagde
Grieg til Herold, at du mi forsti den pi en ganske bestemt mide, fbr H.c. Andersen sagde til mig:
"Nir nu du saetter musik til den, si mi du tenke, det er ikke kerlighed mellem to mennesker, der
er en mors kterlighed til det fprste barn hun bterer under sit hjerte."

Netop det d6r - "Min Tankes Tanke ene Du er vorden, Du er mit Hjertes forste Kjarlighed,
Jeg elsker Dig, som Ingen her paa Jorden" - det kan man jo ikke altid sige om den partner man
mgder, se det var altsi en ganske bestemt folelse han havde t€enkt pe, og Herold sagde: "Det mi vi
have frem, si du tenker pi det nir du synger den."

Si vil jeg dertil sige, at Grieg har gjort den lidt for svulstig - "Jeg elsker dig, jeg ELSKER
dig" - de bruger den jo raskvak til bryllupper og alting...

Si kommer der dette, at jeg skulle synge en Grieg-koncert, og si ringede Herold ti1 Nina
Grieg, hun boede pi Hotel Kongen af Danmark, og sagde: "Ved du hvad, sidan og sidan, vil du
hore hende og hgre hvordan hun gpr det?" og hvis jeg fortrller nogen mennesker det, si tror de
jo at jeg er 6t hundrede 6r, men hun var 90 og jeg var 23, og hun gennemgik hele det Grieg-pro-
gram med mig. Og si sagde hun: "Jeg hiber De /zar hOrt historien om Jeg elsker dig?,, Og sit
sagde jeg, at det har jeg. Hun var jo selv koncertsangerinde og pianistinde, si hun sang det hele
lbr mig med sin s@de lille stemme, og det er yndigt at have oplevet det.

En anden af Herolds venner, det var Carl Nielsen. Jeg har jo sunget 1 Maskarade mange
gange som Leonora. Herold havde sit atelier i Frederiksholms Kanal, og lige overfor boede Anne
Marie og Carl Nielsen, hun med sit atelier, og han som sad og komponerede d6r. og si var det
dejligt, om jeg kunne fa noget stipendium. Herold ringede til carl Nielsen og sagde: "Jeg har en
ung sangerinde her. Har du ikke lyst at hgre hende og m6ske skrive pzi en lille anbefaling hvad du
synes om hendes rpst, si hun via dig ogsi miske kan fi et stipendium."

Og si kom Carl Nielsen over og horte, jeg sang Srcnk kun dit hoved, du blomst. Og der stir
ovenover "Quasi allegretto", og det stregede han over med det samme og sagde: .,Nej, Vilhelm,
det skal gores som du har lert hende den." Pi den mide blev det.

(som fofialt til otto Leisner i et radioprogram. Den mundtlige form er bibeholdt bedst muligt.)



EDITHOLDRUP
Foreword by OTTO LEISNER:

In the 1930s and 40s when, like so many other music lovers, I followed the artistic development
and brilliant career of the then new opera star Edith Oldrup, there was no way I could know that
many years later I would be interviewing her for the television! For at that time, this new medium
had still not made its appearance in my country. But in December 1979, Edith Oldrup and I met
on the TV programme H.O.P.L.A. The then 67-year old singer spoke with a lot of humour about
her life, and she lived up to the impressions I had of her a true and spontaneous human being
who loved to spreadjoy around herself.

Already when she was 15, Edith Oldrup became a student with the famous tenor Vilhelm
Herold who gave her free lessons. Later he also became her teacher at the Royal School of Opera,
so vocally as weil as dramatically, she is entirely indebted to him. Herold really dedicated himself
to those students he believed in, and to Edith Oldrup he had said, 'I'11 make you into a great
singer, provided you are a wise and sensible girl'. Young Edlth was both wise and sensible and
she did become a great s inger . . .

When she auditioned for the Royal Opera, she sang Vilhelmine's aria from Du Puy's ballad
opera 'Youth and Madness' : 'I am still in the springtime of life', which was later to become one
of her most popular recordings. In 1934 Edith Oldrup made her first appearance on stage as
Micadla in Bizet's opera 'Carrnen', and now one parl followed the other in rapid succession.
Right from the beginning, the audiences were carried away by her beautiful, lyrical soprano. Over
the years she sang leading parts in 'A Masked Ball', 'The Abduction from the Seraglio', 'The
Players', 'La Bohdme', 'Cosi fan tutte', 'Faust', 'Don Giovanni', 'The Marriage of Figaro', and in
the Danish operas 'Little Kirsten', 'King and Constable', 'The Little Match-Girl', and 'Church
and Organ' - all of them parts in which her bright voice was shown to its best advantage. She
furthermore sang at numerous concerts and in oratorios, and she played the part of Julie Tutein in
the Weyse film 'I have Loved and Lived'. Her concerts together with Aksel Schigtz, singing
Danish songs, made a deep impression during the years of German occupation (1940-45).

In 1946, Edith Oldrup was made a Royal Court singer, and over the next couple of years
she gave concefts in all of Scandinavia and in the US. In 1948, the great Swedish barytone singer
Sigurd Bjiirling came down from the Stockholm opera to sing the Count in 'The Marriage of
Figaro' at the Royal Opera with Edith Oldrup as Susanna. 'But instead it became the Count's

t3



marriage, not Figaro's', as she said in the TV-interview. For in 1949 Edith Oldrup married

Bjdrling and followed him to Stockholm, and at the same time she resigned from the Royal

Opera. In future she wanted to be 'her husband's wif'e'!

Edith Oldrup's sudden departure fiom the Royal Opera was by many felt as a great loss.

For I 5 years she had been the leading soprano of the Opera. But over the fbllowing years she

made several guest appearances and emergency understudies at the Royal Opera - to the joy of

her Danish admirers. In between, she also sang at the Swedish Opera and started working as a

singing teacher.
The present CD contains a carefully selected choice ofEdith Oldrup's singing, taken fiom

her more than 60 recordings. It ranges fiom Mozart - probably her greatest achievements - to

Danish romances and to H.C. Lumbye. It shows us how wide a field she covered, and with what

Listen and enjoy!
confidence she vocally coloured each genre.

With Erling Schroeder in the Weyse ti ln ' l  have Loved and Lived'. 1940



Mozart as Artistic Director
by EDITH OLDRUP, Royal Court Singer [Jan 27, 1956]

On the 200th anniversary of Mozart's birth, Mrs Edith Oldrup pays homage and thanks to the
master for the arlistical assignments he has given her over the years.

Today muicians and singers all over the world send their wamest birthday greetings, fi11ed with
gratitude for the parls he has given them.

As I look back, it strikes me how precisely his music has been involved in almost all deci-
sive turning points in my artistic development, and since this is an experience I share with several
- or maybe most - of my colleagues, I would like to take advantage of this 200th anniversary to
give the readers an impression of, what he, our wonderful artistic director, means to us.

Now, it won't do to fall in love with your employer, or so they say. But I have been in love
with him right from the beginning, and I still am.

It was my unforgettable teacher, Royal Court Singer Vilhelm Herold, who introduced me
to him via Zerlina's arias from 'Don Giovanni'. This was wonderful stuff to work with: to sing
lightly lightly - always lightly, not the least bit straining for your voice, sheer ba1m, but on the
other hand demanding when it comes to precision and tone, especially in the coloratura passages
and the iittle grace notes.

Mozad was the one who helped me get into the School of Opera, for at my audition on 21
May 1932I strng Zerlina's first aria. At the School, his music taught me to understand how the
little interludes should be filled out with dramatic acting. Take for example the scene in act 2 of
'The Marriage of Figeuo', when Susanna is hiding in the chamber and when the count - as he
comes back with the countess and wants to break open the door - sees Susanne coming out of the
door looking saucy and neat. That motifinthe music is so cheeky that you cannot help making the
little tripping steps and a short curtsey.

With his music, Mozart in a way gives you everything, so you don't have to wonder what
he originally wanted.

I now began to look at his large conceft arias, but so far I had to leave them alone. Here my
dear employer was too demanding - for the moment. The only larger thing I tackled was the ana
from 'Il Re pastore', and here he let me know that I had quite a few shortcomings.

When my final exams from the School of Opera were to decide, whether I could be engaged
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at the Royat Opera, it was once more my beloved Mozart who won - and his Susanna. This was in

May 1934, but I never sang this pzrt in public until the spring of 1948. The conductor [Egisto]
Tango was a wise man. He knew that you had better grow slowly when you start do young - I came

straight from the French school of 'Jeanne d'Arc' in Frederiksberg A116 to the School of Opera. That

was as early as you could start, even though I already took up singing lessons with Herold at 15.

The Opera was going to do 'The Magic Flute' during my first season, i.e. in September

1 934. Tango was conducting, Poul Kanneworf was directing, and here I had my first Mozart part

as the leader of the three boys. It was a good part to begin with for such a young voice, for here

the music is so transparently instrumented that you don't need a strong voice. What wonderful

rehearsals when Mozart really opened your mind to the beautiful music!

Aldready at the School of Opera, Professor Torben Krogh had gone through and explained

various opera parts, including 'The Magic Flute' (also between friends called 'The Freemason

Opera'), and we got to know about a lot of musical mystique there.

After 'The Magic Flute' they handed me the part of Micadla in 'Carmen', and that became

my real ddbut. At the Opera, you have to accept whatever parts the repertoire offers, but by then I
just longed for more Mozart, for working with him again - and I was going to!

In the spring of 1935, we did 'The Abduction from the Seraglio', also with Tango as conduc-

tor, but this time with Holger Gabrielsen as director I was Blonde, and here for the first time I had

to take part in a spoken dialogue. The rehearsals were extremely pleasant, and it was so funny and

interesting to listen to 'Gabriel' (Gabrielsen) as MozaIt's spokesman explaining and arranging an

aria and then 'serving' it. He was thoroughly musical. In the part of Blonde, there was a lot to watch

out for. Here my employer had become far more demanding than before. While the boy in 'The

Magic Flute'mainly sang in ensembles, I now suddenly had to stand alone alone on stage singing

an aria! Oh, I was scared! But I was also so happy with my Mozart, and that alone helped a lot.

My next Mozart part was the much more difficult Fiordiligi in 'Cosi fan tutte'. For that

part Mozafi demands the utmost in voice production. Nothing was given to you. You cannot sing

the great aria in act 1 off the top of your head as you can with Despina's arias. Here you have to

really pull yourself together to please 'the mighty boss'. And the various conductors representing

him have each their idea of, how the score should be performed. After 'Cosi fan tutte' came 'Don

Giovanni', where I was to sing Zerlina. Fritz Busch was the conductor and his son Hans Busch

the director. Busch wanted more breadth to Zerlina's tunes than I had originally planned, so now I

had to uncover new aspects of the parl which they wanted brought forward.



In betwcen all this, I studied pure Mozart programmes forconcerts: all his lieder-in those
you rest and hardly feel that you are working. That is where Mozart is perhaps the easiest
employer you could imagine.

One day whcn 'The Magic Flute'was being recast, Tango asked me if I would rather sing
Pamina or Papagena. I answered Papagena, for whenever the opera was going to be restaged, I
could always sing Pamina - a part which demands rather more maturity. I have later regretted that
decision, for I never had another chance to sing Pamina - thc part to which Mozart has given
some of the most beautiful music he ever wrote.

When after a few years 'Cosi fan tutte'was being put on again and they were short ofa
Despina, they asked me to sing it. I was all for it, for I thought it double fun to get a new part in an
opera where I once held another leading part. But now I was really to experience how Mozart also
makes demands on the memory of his singers. It is quite difflcult once you are acquainted with one
part in an ensemble then to sing another part while still hearing somebody else singing the old one.
In terzelles and quartettes, Mozart does repeal the stanzas scvcral times, but with variations, and then
it is vital to remember where the variations come in. That certainlv did not make the task anv easier.

At last. then. came the climax with Sus-
anna in 'The Marriage of Figaro'. Conductor was
John Frandsen, director Johannes Fonss. When I
say climax, I mean that Susanna is the climax of
what my dear employer Mozarl has demanded of
me. Like Hans Sachs in 'The Mastersingers of
Nurenburg' is the climax for a Wagner singer.
But do not get me wrong, dear reader. We all
have our personal taste - and this then is mine.

Also in a different way, 'The Maniage of
Figaro'became my lucky opera, for here my
employer saw fit to serve me in a quite different
way. Here he brought me together with Royal
Court Singer Sigurd Bjorling who gave a gucst
performance as the Count on 2 June 1948, and
who was soon to become my husband.

Thank you, my dear employer Mozart -
a lso for  th is!  
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Edith Oldrup on Grieg and Carl Nielsen

One summer Herold had been invited to spend some time with the Griegs at Trollhaugen. They

discussed Grieg's songs, and Herold sang them with Gricg. So they were frcsh in him, and hc

could teach me about them.
About ,,I love you" Grieg told Herold that it must be understood in a cefiain way. Hans

Andersen had told Grieg that the text was not conceived as love between adults. 1/ ir a mother's

love Jbr the Jirst child she is carrying under her heart.

Those words ,.My thought of thought's you alonc have become, You are my heart's fbremost

love," cannot always be said about the partner you meet. The poet had a definite kind of feeling in

mind, so Herold told me, "We must bring that out. It must be in your mind when you sing the song."

In my view Grieg's tune is perhaps too romantic, especially with thc lepetitions on I kne

_r,ou. They even use it for weddings and everything...

Then it comes up that I'm going to givc a Grieg recital. So Herold phoned Nina Grieg - she

was staying at a hotel in Copenhagen - said to her, "You know, such and such, would you like ttl

hear her and hear how shc does Eclvard's songs?" When I tell something like this, people may think

rhat I must be a hundred at least, but in fact shc was 90 and I was 23 then (1935). She went through

thc whole recital with me. Then she said, "I take it that you have been told the true story about 1

love yctu'l" I replied that was so. Nina Grieg had been a professionel singer and pianist, so she sang

and played all of it for me in her sweet little voice, and this was a lovely experience for me.

Carl Nielsen was another of Herold's close fiicnds. I sang Leonore in Maskarade many

times. Anne Marie and Carl Nielsen lived just Opposite Herold, she had her studio and he was

composing there. One day Herold phoned Carl Nielsen, telling him, "I have a young singer with

me herc. Do you care to hear her? Perhaps you might be willing to recommend her for some

financial suppor1."
The Carl Nielsen came over, and he hcard me sing Bow' Jriendly fLower, ;'our head [ 7 )'

When I had finished he asked for the song. It was headed "Quasi allegretto", but this he crossed

out, saying, "No, Vilhelm, it must bc done as you taught her." And so it was.

(This is a translation ofparts ofa broadcast from about 1980. On several occasions HansAnder-

sen met with the Griegs socially, and sometimes they would perfot.ln the Andelsen/Grieg songs.

The poct was very pleased, according to his diaries.)



'Madame Buttertly'. The Royal Thcatrc, 1944
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